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The fourth note

i"

"^

syllables of the word 'piangendo,' as

shown in the
Madkkjal.
w.
u.
FABRI, AXNIE.A.LE Pio, Detto Baling, one

of the natural scale, with

In French and
in solfaing, Fa.
D is its relative minor.
The F clef is the bass clef, the sign of which
is a corruption of that letter.
(See Bass Clef

and Clef.)
F minor has

a signature of four Hats,

and

for its

A[>

dominant.

German

FJI is in

;

Fis, in

French

Fa

dit^sc.

Beethoven has very much favoured tliese keys,
having left two Symphonies (Pastoral ami No. 8),
three String Quartets (tlie first and last, and
Kasoumowsky, No. 1), two PF. Sonatas, op. 10,
No. 2, and op. 54, etc., in F major Overture to
Egmont,' Sonata appassionata. Quartet, op. 95,

cipe,

In 1729 he came to England and
fellow- pupil under
Pistocchi, in Handel's 'Tolemeo,' taking the
part of Araspe, formerly sung by Boschi.
As
the latter was a bass, the part Avas probably

sang, with Bernacchi, his

;

F minor.

One

or president, in 1725, 1729, 1745, 1747,

and 1750.

'

in

.s.

most excellent tenors of the 18th century,
was born at Bologna in 1697. Educated musically by the famous Plstocchi, he became the
favourite of the Emperor Charles VI., and other
Princes sought to engage him in their service.
He was also a composer, and memljer of the
Accademia Filarmonica of Bologna
received
into that society in 1719, he was named its Prin-

the final of the Lydian church mode,

is

with C

in the article

of the

relative major.

is its

F

example

for its key-signature.

B'r>

transposed for Fabri for want of a bass to sing
In the same year he performed the tenor
part in Lotario, as also in Partenojie (1730),
and in 'I'oro' and a reprise of 'Rinaldo' (1731),
Having been appointed
all by the same master.
to the Royal Clrapel at Lisbon a few years later,
he died there August 12, 1760.
.J.
M.

of Beethoven's notes to Steiner

it.

is

signed

'

FS is more rarely usetl but we may mention
a PF. Sonata
Haydn's Farewell Symphony
(op. 78) by Beethoven, for wdiich he had a
and a cliarniing Romance
peculiar affection
also Chopin's
of Schumann's (op. 2S, No. 2)
Impromptu, op. 36, and Barcarole, op. 60.
;

;

FABRICIUS,

;

The

;

fourth sound in the Hexaclwrdxim inollc, B fa.
And, because B fa could not be expressed without the accidental sign (B rotimdvm) it was

;

'

[See Hexachord.] For this
called Fa fictum.
reason, the Polyphonic Composers applied the
term Fa fictum to the note Bb, wlienevcr it
was introduced, by means of the accidental sign,
at its natural pitch

;

ment

in

in

1658 was

also appointed

Although he
organist to tlie Nicolaikirche.
tried for the post of Cantor to the Thoniaikirche
was not elected.
He was
married July 3, 1665, and one son survived him,
He died Jan. 9,
Joliann Albert Faliricius.
1679, at Leipzig, forty-five years old, according
to the contemporar}^ account of him in Miisica
Davidica, oder Darids Musik, hei der Leichhein JIarch 1658, he

and, by

'

stattuiKi cles

and a fine example of its employthe form of the transposed E':> will he

'withoi/i'

and

Leipzig, in 1656,

analogy, to the E'-> which represented the same
Tlie Fa
interval in the transposed modes.
fictum is introduced, with characteristic effect,
Gloria Patri of Tallis's five-part Rein the
sponses, at the second syllable of the word
'

an

(1633-1679),

studied music under Iiis father, Albert Faljricius,
organist in Flensburg, and Paul Motli, the
Cantor there.
He went to the Gymnasium in
Hamburg, where Thomas Selle and Heinricli
Scheidemann were his teachers in nmsic. In
1650 he went to the Leipzig University, studying philosophy, theology, and law in the latter
he became a fully (lualified 'Notar.
He was
appointed Musik-Director of the Pauiinerkirche,

the usual abbreviation for forte.
holes iu the belly of the violin are called
o.
the f holes from their shape.
In the system of Guido
FA FICTUM.
d'Arezzo, B;, the third sound in the He.rachorand Br?, the
cluin natiirale, was called B mi
/'is

mode sung

\Vei!NER

organist and composer of note, was born April
As a boy he
10, 1633, at Itzehoe, Holstein.

;

into a

'

'

'

diircJi Jail.

;

(See

.

.

.

Herrn JFcrneri FaJ)ricii
ad S. Niralaiim Ealesiaste.
.

Manalshrffe

fur

iLusihjeschichte,

1

.

1875,

U p. 180.) Eitner {(.Juellcn-Lcxikon) corrects
found in Giaches Arcliadelt's JIadrigal,
date of death, however, to April 9, 1679.
bianco e dolee oigno,' at the second and third
B
IS
VOL. II
'

.

TJrlane,

tlie

FABRITIUS
List of works
1.

FACCIO
Five motets from this work, Xos. 1, i, 1^>
and 25, -ivere included in the Bodensehatz
Florilegium select, cant. Lijisiae,
Collection
1803, andagain in 1618. A motet for fourvoices,
the
Estote fortes in bello,' by Fabricius,' is in
Theatri musicae, selectissimae Orlandi de Lassus

:

Deliciae Harinonicae oder musilvalisclie GemUths-Ergtitzung;,

24,

von allerhard Paduanen, Aleinanden, (Jouranten. Balletten, Sarabanden, von 5 Stiinineii nebeiist ihrein Eaaso Continuo, auff Violea
und andernlnstrumenten fQglicheiizugebrauchen. Leipzig. Joh.
Bauem. 16.36. 4to. &4 compositions. Four part-booka (the Basaua

'

missing) in Upsala Library.
2. Trauer- Trost- Nahniens Ode, dem
Herm Joh. Bauern
Qber dera allzufrilzeitigen Abachiede Ihrea
Sohnleina David
welches
den28 Feb. 1650, entachlafen
infolgeiide Melodey
.

,

.

.

.

.

.

.

.

.

.

.

'

.

etc. Lib.

'

:

.

.

hiittcl

.

'

<\_.

'

.

also to be found in

is

.

.

Martino Jane,

.

.

.

:

GiirHtz,

Three

1663.

Praxis pietatismelica. Frankfurt. 1676
and 1693 editions. Six melodies with figured biiag.
3. NUrnbergisches Gesangbuch.
1676, 1677, and 1690 editions.
rive melodies Tvith figured bass, from the GeUtliche Lieder of

JohannCrilgers

2.

Homburg,

.

.

.

1659.

Job. Quirs.
4. Geiatlicher Harffen-Kl.ing aui zehen aeyten
Five melodies.
Leipzig.
1679.
lelden
von Peter Suhren. Hamburg.
5. Muaikalischer Vorschmack
,

.

1683.

One melody with

.

.

.

figured bass.

1686 and 16&4 editions
one
Liineburgiscbes Gesangbuch.
1695 and 1702 editions two melodies.
Das grosse Cantional oder: Kirchen-GesangbuL'h, Darmstadt,
1687. Three melodies.
von Daniel Speeren, Stuttgart. 1692.
8. Choral Gesangbuch
Three melodies.
Editio 3 and 4, 1693 and 1G97.
9. Meiningeni.?ches Gesangbuch.
Two melodies with figured baas.
6.

:

melody.

:

7.

.

10.
11.

.

,

D arm eta dti aches

Gesangbuch. 1699.
Cantiques Ppirituels. 5^me edition.

One melody.
Frankfort. 1702.

One

melody with

figured bass.
1738.
Eight melodies.
12. Konig's Liederschatz.
Wiuterfeld {Dcr evang. Kirchejigexanj. 11. Musikbeilage, Nos.
173-4) repiinted two of Fabricius's best-known chorales from the 16.59
Geiitliche Lied^^ : Lasst uns jauchzen and Jesus du, du bleibst,'
In the Upsala Library, in Gust;tf
voice part with figured bass.
Dliben's Collection of 'Motetti e Concerti, Libro 5,' 1665, are two
compositions by W. Fabricius. Eitner (Qv-ellen-Lexiko?!) gives the
following MSS: in the Berlin Konigl. Bibl. MS. Z. 40. No. 2 Lieblich
und schone aein.'and No. 4 Herr. weun ich nur dich habe,'both for
'

'

'

'

'

eight voices.

f

motets in the Proske Bibl. MS. 775, and one,
sacrum convivium (Xo. 2 in A. F.'s Cant. Sac),
89
in the Dresden KSnigl. Bibl. JIS. mus.
a-f. Xo. 37.
In the Breslau Stadtbibliothek (see Bohns
Cat.) the MSS. 15, 18 (dated on cover 1580),
'

•
the Augsburg Sta<itbibl. etc.
4. Weroeri Fabricii Holsati NiotariusI P(ublicufl)
C(ae3areu3|
Academiae & ad D. Nicotai Lipsieiisium musici, Geistliche Arieii,
Dialogen und Concerten, ao zu Heiliguug hoher Fest-Tagen mit 4,
5, 6, und 8 Vocal-Stimmen aanipt ihrera gedoppelteo Basso continuo,
auff unterschiedliche Arten, nebat allerhaiid Instrumenten fiiglich
kiintien gebraucht und rausicirt werden.
Leipzig, Joh. Bauern.
1662- 4to. Contains complimentary Latin verseaaddreeaed to him
by the aged Heinrich Schlitz. Six com positions. Nine part-books
in the British Museum, etc.
5. Vier-stimmige Motette; 'Vater indeine Hiinde
auf Herrn
Wentzel Buhlens Namens-Tage. Leipzig, 167L 4to.
6. Werneri Fabricii Manudactio zuiri General Bass bestehend aua
lauter Exemi>eln.
Leipzig.
1675.
This work is mentioned in
Mattheson'a Grmfe General Bass SchuZe, 1".'J1, p. 13.
7. Werneri Fabricii, ehemaligen Organisten zu St. Xicolai in
Leipzig. Unterricht, ^ie man ein nea Oi-gelwerk, obs gut und
beatandig sey, nach alien Stiicken, in- mid auswendig ewiminireu
Bnd 80 viel moglich, probiren soil. Frankfurt und Leipzig, 1756.
1vol. 8vo. pp.87. Nopreface ordedication. In British Museum, etc.
It is curious that this work should have been published nearly 80
years after Fabricius'a death, for no earlier edition is known. It has
been suggested that the date is a misprint for 1656. but the title
states 'formerly organist of S, Nicolas, Leipzig,' and he held that
post until his death.

Passionale Melicura
melodies.

1580, No. 7 (Vogel. Cat. IVolfen-

MSS.— Eitner {Qudlen-Lcurikon) mentions six

.

'

;

His music

2,

Herzogl. Bibliothek).

.

.

1.

'

'

.

.

gesetzt von Weraero Fabricio. Text
I>u Blutvon unserem Blute,"
for five voices, in suore. Leipzig, folio sheet,
Gedoppelte Frlllinga Lust
bey erfrealichen Hochzeits-Feste
des .
Eerrn Sigis. Rnperti Siiltzbergers .
den 15 Ap. 1656.
In einer Arie entivurffen von Werriero Fabricio Holsato. Druckts.
Quirin Bauch. Text
Schoner FrUhling lass dich kiisaen,' in score,
folio sheet.
Both in the Zwickau Katsschulbibl.
3. E. C. Homburga geistUcher Lieder erater Theil, mit zweystimmigenMelod^^yengeziehretvonW.F., Jetziger ZeitMusik-Directoren
in der Paulirierkirchen zu Leipzig. Jena. Georg Sengenwulden.
1659.
8vo,
Contains 100 melodies with figured bass
pp. 526.
Zahn gives 23 of them which became part of the church song. In
,

'

q

Haeo est dies quam fecit
and 30 contain
Dominus' for six voices; and fourteen of_the
'

motets in A. F.'s Cant. Sac., Xos. 1, 3, 4, 7, 8,
11, 12, 13 (two copies), 14, 15, 16, 23, 24, and
25.
Non vos relinquam' (Xo. 4, Cant. Sac.)
'

is

also in the

Xo. 78

Zwickau Eatssehulbibl. MS. 53,
In the library

(see Vollhardt's Cat.)

at Freiberg, Saxony, are twenty-six motets for
six voices, K'os. 1-25 the same as those pub-

1595, and placed
Quam pulchra es
(Cant, eantiei), is also headed Albini Fabricii
a 6 vocib.' (see Kade's Aeltere ihisikalicn). c. s.
FACCIO, Fkanco, born March 8, 1840, i at
"\'erona, of parents in liumble circumstances, who
deprived themselves almost of the necessaries of
life ill order to give their son a musical educaIn Xov. 1855 he entered the Conservation.
torio of Milan, where he made remarkable
An
progress in composition under Eonchetti.
overture by him was played at one of the
In the following
students' concerts in 1860.
year he left the institution, and on Xov. 10,
1863, he had the good fortune to have a threeact opera,
I Profughi Fiamminghi,' performed
at La Scala.
Before this a remarkable work,
written in collaboration with his friend Boito,
and entitled 'Le Sorelle d' Italia,' had been performed at the Conservatorio.
[See vol. i.
The same friend, for whom he had
p. 354 a.]
formed a warm attachment during the time of
their studentship, wrote him the libretto of
Amleto, which was given with success at the
Teatro Carlo Fenice, at Genoa, on May 30, 1865
(not at Florence, as Pougin states), but which
was unfavourably received at the Scala in Feb.
1871. In 1866 he fought, together with Boito,
in the Garibaldian army, and in 1867-68 undertook a tour in Scandinavia.
A sympihony in F
dates from about this time.
In July 1S68 he
succeeded Croff as professor of harmony in the
Conser^'atorio. and after acquiring great experience as a conductor at the Teatro Carcano,
was made conductor at La Scala. A Cantata
d' inaugurazione was performed in 1 884, and two
sets of songs by him have been published bv
lished in A.

in the

F.'s Cant. Sac.

same order

:

N"o. 26,

'

'

'

FABRITIUS

'

(Fabricius), Albixus

(fl.

1580-

1595), is said to have lived in Gi'irlitz, Prussia.
The one work known of hig was published at
Gratz, Styria(Steiermark), in Austria *Cantiones
sacrae sex vocum iani priTnura lucem aspicientes.
:

Authore Albino Fabritio.
Graecii, quae est
metropolis Styriae, excudebat Georgius AVidmanstadius.'
1595.
Obi. 4to.
Twenty-five
motets. Six part-books in WolfenbiittelHerzogl.
Bibliothek.
Contents:!. Gaudentin cnelia 2. Osacinm convivinm ;i. Qnare
anima 4. Non vog relinqmim 5. Hodie rex coek.rnm
AveRegina; 7. Salvpfesta flie^ 8. Christus resurgenB 9. Anre.-i
Jux roseo: 10. Tu solis qui fati?
11. Scio quod redemptor
12.
Cantate Domino 13. Hodie ChriBtii.'' natus 14. Sie praeeen-t PeuR
Ifi. Convertisti
15. Ad te levavi
planctum 17. Vulnerasti cor
meunj 18. Exultet omnium 19. A^cendit Deus 20. Alinaiedemptoris
21. Sancta Maria
22. Levavi oeuloH rneoB
2.1. EenedictUH
PeUB; 24. Ileua cantieuni novum 2."i. Exaudiat te Dominiis.
;

tristis ea

;

;

;

;

6.

;

;

;

;

:

;

;

;

:

;

;

:

;

;

:

;

1
PaloBchi .and Eiemann. Pougin eives the date as 1841. Various
articlea in the Gaziena niusicale di ilUct-no support either date
indifferently

FACKELTANZ

FALCON

Faccio held an important position
the advanced musicians of Italy, and as a
composer his works command attention by their
originality.
It was, however, as a conductor
that he made his greatest success, and he was
rightly considered as the greatest Italian conductor of his time. He directed the first European performance of Verdi's 'Aida' in 1872, and
the production of his Otello in 18S7, both at
Milan.
He visited England and conducted the
performances of Otello at the Lyceum Tlieatre
in July 1SS9
and died at the Biffl Sanatorium,
Ricordi.

among

'

'

'

'

;

Monza, July 23, 1891.

FACKELTANZ,

M.

Marche

or

a torchlight procession

—a

—

aiix flambeaux,

.survival

from the

medieval tournaments which takes place at
some of the German Courts on occasion of the
marriage of members of the royal family.
The
procession has to march round the court or
hall, with various intricate ceremonies (Times,
Feb. 19,1878). The music
for military band
is a Polonaise, usually with a loud first and last
part, and a soft trio.
Meyerbeer wrote four
one for the marriage of the Princess Royal (the

—

Empress Frederick), (Jan. 25, 1858). Spontini,
Flotow, and others, have also written them.
See also Tattoo.
g.
FAGOTTO. The Italian name for the Bassoon,
obviously arising from
or bundle of sticks.
it

as Fagott.

its

resemblance to a faggot

The Germans have adopted

[See B.issooN.]

FAIGNIENT,

w. h.

s.

'Sot, a Belgian composer of

the 16th century, concerning whose life nothing
is known.
His first book of Chansons, Mudrigales <€• Moteiz a Qtiatre, Cineq it Six Parties,
Noiiuclleynent coDiposees

par Noe Faignient, was

published at Antwerp in five 2iart-books in 1 568
Yonge's Musiea Transalpina (1588) contains
two madrigals, and thirty-two othercomjtositions
are noted in Eitner's Bihl, d. Masik$ammelwer]<:e,
(Quellen- Lexikon .)
;

FAISST, Immanuel Gottlob Friedeich,
born Oct. 13, 1823, at Esslingen in AV lirtemberg,
was sent to the seminary at Schiintlial in 1836,
and in 1840 to Tubingen, in order to study
theology
but his musical talents, which had
J^reviously shown themselves in the direction of
gi'eat piroficiency on the organ, were too strong,
and, although he received no direct musical instruction worth mentioning, he had made such
progress in composition by 1844 that when he
went to Berlin and showed his productions to
Mendelssohn, tliat master advised liim to work
by himself rather than attach himself to any
In 1846 Ire appeared in })ublic as an
teacher.
organ player in many German towns, and finally
took up his abode in Stuttgart. Here in 184 7 he
founded an organ school and a society for the
He undertook the direcstudy of church music.
tion of several choral societies, and in 1857 took
a prominent part in the foundation of the Conservatorium, to the management of which he
Some time
was appointed two years later.
;

Tubingen bestowed
upon him the degree of Doctor of Philosophy, in
before this the University of

recognition of the value of his Beitrage zum
Geschichte der Claviersonate, an important
contribution to the musical jieriodical Cdcilia
'

'

(1846), and the title of Professor was given him a
few years afterwards. In 1865 he was appointed
organist of the Stiftskirche, and received a prize
for his choral work
Gesang im Griinen' at the
choral festival in Dresden.
His setting of Schil'

ler's

'

Macht des Gesanges was
'

eiiually success-

year with the Schlesische
Sangerbund, and a cantata 'Des Scingers Wiederkehr has been frequently performed.
His
compositions are almost entirely confined to
church music and choral compositions.
Sevei'al
quartets for male voices, and organ pieces were
published collectively, and the Lebert and Stark
Pianoforteschule contains a double fugue by
him.
AVith the latter he published in 1880 an
Elementar- und Chorgesangschule, which has
considerable value.
He undertook the editing
of tire great edition of Beethoven's pianoforte
sonatas witli Lebert, for the firm of Cotta, for
which edition A'on Blilow edited the sonatas
from op. 53 onwards. Faisst died at Stuttgart,
June 5, 1894.
M.
FA-LA. A ]iiece of vocal music for three
or more voices, originally set wholly or in part
to these two sol-fa. syllables.
Fa-las belong
essentially to the madrigalian era, most of the
composers of which have left specimens of tliem.
They are said to be the invention of Gastoldi di
Cara vaggio if the utterance of musical sounds on
unmeaning syllables can be called an invention.
Many of his balletti, like many of the Ballets
of Jlorley
such as 'Now is the month of Maying'
end with a lengthened Fa-la.
A 4-])art
song known as The AVaitts,' by an English
ful in the following

'

'

'

'

'

—
'

'

—

—

'

composer Jeremiah Savile, set wholly on tliose
syllables, is probably the most popular Fa-la in
existence.

.i.

FALCON", Makie Cokxi^lte, born

h.

Jan. 28,

1812, eitlier at Paris or at Moiestier near L&
Puy, received vocal instruction at the Conservatoire from Henri, Pellegrini, and Bordogni, and
learnt dramatic action fronr Nourrit she gained
;

in

1830-31

first

On July

singing.

prizes

20, 1832, she

at the Optera as Alice in
success.

'

Her

'

and
made her debut

vocalisation

for

Robert,' Avith brilliant

and self-posan excellent actress.

acting, intelligence,

session give us promise of

In stature tall enough to suit all the operatic
heroines, a pretty face, great play of feature.

.

.

.

a well-defined sojtrano, more than
two octaves in compass, and resounding equally

Her

Axdce

is

with the same power (Castil-Blaze).
She remained there until 1838, when ill-health and
loss of voice compelled her to leave for Italy.
Her parts included Donna Anna on the produc'

tion of
'

'

Don

La Yestale

'

Juan,'

March

10,

1834

at Nourrit's benefit

the heroines in

'

Moise and
'

'

;

May

Julie in
3,

1834

;

Siege de Corinthe.'

FAMITSIN

FALSE RELATION
She also created the parts of Mrs. Ankarstroem
('Gustave IIL'), JMorgiana in Chcrubini's Ali
13aba, Rachel (' La Juive '), Valentine (' Huguenots '), the last two her best parts, the heroine
in Louise Bertin's Esmeralda,' and Leonor in
ISTiedermeyer's Stradella.
Richly endowed by
'

'

'

'

nature, beautiful, possessing a splendid voice,
great intelligence, and profound dramatic feeling, she made every year remarkable by her
progress ami Ijy the development of her talent.
(Fetis. )
After an absence of two years, and
under the impression that her voice was restored,
on JIarcli 14, 1840, she reappeared at a benefit
given on her behalf in the first two acts of
'
La Juive, and in the fourth act of the
'Huguenots.'
But her voice had completely
gone, and it was with difficulty she could get
through the first part indeed she fainted in
the arms of Duprez.
(Clement, Histoire de
jVusique, p. 749.)
After this she retired altogetlier from the Opera, where her name still
survi\'es to designate dramatic soprano parts.
Mme. Falcon afterwards married M. Malan90n.
She made a single appearance as late as 1891,
and died Feb. 26, 1897.
A. c.
FALSE RELATION" is the occurrence of
chromatic contradiction in different parts or
voices, either simultaneously, as at (a), or in
chords which are so near together that the effect
of one has not passed from the mind before the
otliercomes to contradict it withanewaccidental,
as at (i).
'

—

^^^

^jj

Ip*^^!—

tp:±

sixth and a succeeding diatonic discord.

d=S^M^
1

The

rule

is

furthermodifiedbysomanyexceptions

that it is almost doubtful if the cases in which
the effect is objectionable are not fe\\er than
c. H. H. r.
those in which it is not.

FALSETTO. The
women contain two

;

Thuschromatic
and appoggiaturas do not affect

keytheefl'ect isnotdisagreeable.

the key, and arc used without consideration of
their apparent contradictions.
Schumann uses
the sharp and natural of the same note in the
same chord in his Andante und Variationeu
for two pianofortes, op. 46 (f«), and Haydn the
same in his Quartet in D, op. 71 (b).
'

'

(")

('')

voices of both men and
as defined in the
or,
Conserraioire de Musiqiic,

—

Methode du Chant du
three

—

registers, viz. chest voice (voce di 2>elto)

;

and a third which, as
being forced or non-natural, is called by Italians
and French /((/sc«o OTfausset, or 'false' voice.
The limits of these are by no means fixed. In

head voice

di testa

(r.

;

)

every voice identical notes can be produced in
more ways than one, and thus each register can
be extended many degrees beyond its normal
limits.
But it is all but impossilde for a singer

and third registers in working
The male counter-tenor,
or alto voice, is almost entirely falsetto, and is
generally accompanied by an imperfect pronunciation, the vowels usually partaking more or

to keep both

first

order at the same time.

on v-hich the

disagreeable effect is produced by the contradictory accidentals belonging to difi'erentkeys,
or unequivocally to major or minor of the same
key and it follows that when the contradiction
is between notes which can coexist in the same

-S=

,'

i

less of the quality of

The

piassing notes

the treatment of notes which are interchangeable in chromatic and diatonic chords
in the same key is equally free, as between a
chromatic note of the chord of the augmented

And

'

'

or English oo,
seems to be most easily

the Italian

falsetto

(/

piroducible.

The earliest mention of the falsetto in musical
Europe is in reference to the Sistine Chapel,
where Spaniards exceptionally gifted with this
voice preceded that artificial class to whom from
the 16th century until the 19tli alto and even
[The falsetto
soprano parts have been assigned.
voice has more recently been restored to its old
H.
place in the Sistine and other Roman choirs.]
FALSTAFF. 1. A comic Italian opera in
two acts words by IMaggioni, music by Balfe.
Produced at Her Majesty's Theatre, July 19, 1838.
.j.

;

2.

Verdi's last opera

is

in three acts,

is

set to

a libretto by Boito, and was produced at the
Scala, Milan, on Feb. 9, 1893
at Covent
;

^P^S

Garden,

Again, notes wliich are variable in the minor key
do not produce any objectionable efi'ect by their
juxtaposition, as the minor 7th descending and
the major 7th ascending or stationary
thus
Mendelssohn in the Overture to Ruy Bias has
Bb and Bj in alternate chords.
;

'

'

:\lay 19,

1894.

See

Merry Wives.

FAMITSIN (F.\MiN-Tsi.N-), Alexander SerGEivicH, of aristocratic descent, was born at
Kalouga, Oct. 24 (O.S.), 1841. He was educated
in St. Petersburg, and on leaving the Unii'ersity
spent two years in Leipzig, where he studied
theory under Hauptniann, Kichter, and MosOn his return to Russia he wasappointed
cheles.
musical history and esthetics at
the newdy-openeii Conservatoire. Heresignedin
1872, in order to devote himself to composition.
As a critic he made himself notorious by his

jirofessor of

FANCIES
attacks

iijion tlic

new

FAN FAKE

national school of music.

Famitsin composed two weak but pretentious
operas
Sardaiiapalus, gii-en in St. Petersburg
in 1S75, but with so little success that he made
no effort to produce his second opera,
Uriel
Acosta.'
His instrumental works include three
quartets, a pianoforte cjuintet, and a Russian

v!^-^

'

:

'

-0-0.

.0^. .0.0.

ad

nil.

h

'

'

Rhapsody
books of

'

violin

for

Songs

and

Two

orchestra.

Russian Children' have outlived his more ambitious attempts.
As a
musical antiquary lie did his best work in the
following publications
liussian iluimncrs and
Glee-nun (1SS9)
TJie A neient Indo-Chinese Scale
in Europe and Asia, and its appearance in the
Paissian Folk-Songs (1890); The Gusslce
a
Eussian National Instrument (1890) and The
Iiombraand Kindred Instrumenls{lS9l). Famitsin died at St. Petersburg, Julv 6, 1S96.
R. x.
FANCIES, or FANTASIES", the old English
'

for

:

ren>i»rt:e=

5":55^-?tfEfE

;

.J

J^

:

;

name

Fantasia, which see.
In the various
collections catalogued under the head of ViKGINAL Music all three w-ords occur. The name
seems to have been confined to original compositions as opposed to those which were written
upon a given subject or upon a ground. Sir
Hubert Parry made the Fancy the subject of one
of his lectures
'Neglected By-ways in JIusic'
at the Royal Institution in 1900
rejiorted in
the Musical Times for 1900, p. 247.
M.
FANDANGO. An Andalusian dance, a
variety of the Seguidilla, accompanied by the
guitar and castanets.
In its original form the
fandango was in 6—8 time, of slow tempo, mostly
in the minor, with a trio in the major
sometimes, however, the whole was in a major key.
Laterit took the 3-4 tempo, and the characteristic

^^*«.'

i.—F^P:^?:

for

—

—

;

;

j^

Spanish rhythm
In this
j
it closely resembles the seguidilla and
bolero.
One Fandango tuneisgiven b}^ Ha^\kins
(Appendix, No. 33). Another has been rendered
famous through its partial adoption by both
Gluck and ilozart tlie former in his Ballet of
Don Juan,' the latter in Figaro (end of Act
It is given in its Spanish form by Dohrn
3).
in the Xcue Zeitsclrrift f. Musik (xi. 163, 7) as
shape

—

'

'

'

The rliythm

of the castanets

r
I

;

There is a curious piece of history said to lie
connected with this dance.
S(JOn after its first
introduction, in the 17th centurv, it ^^•a9 con-

demned by
as a

the ecclesiastical authorities in S]iain
'godless dance.'
Just as the Consistory

were about to ja'ohibit it, one of the judges
remarked that it \\'as not fair to condemn any
one unheard.
Two celelirated dancers were
accordingly introduced to perl'orm the fandango
before the Consistory.
This they did with such
effect, that, according to the old chronicler,
every one joined in, and the hall of the consistorium was turned into a dancing saloon.'
No more was heard of the condemnation of the
'

fandango.
Similar dances to the fandango are the
TiK.-VNA, the Polo, and the Jota Aragonesa.

FANFARE.

^

1—^1—^— ^»*

A

French term of unknown
origin
perhaps Moorish, perliaps onomatopicic
denotes in strictness a short jiassage for trumpets, such as is performed at coronations and
other state ceremonies.
1. In England tliey are
knoAvn as 'Flourishes,' and are pla^'cd liy the
Trumpeters of His Slajesty's Housejiold Ca^'alry
to the number of eight, all playing in unison on
E'[>
trumpets without vah'es.
The following,
beliei-ed to date from the reign of Charles II.,
is the Flourish regulaily used at the opening
of Parliament, and was also performed at the
announcement of the close of the Crimean \\nv,
the visit of Queen Victoria and the Prince of

.

—

——

I

Mozart's version is known and accessible
Gluck's will he found in the Appendix to Jahn's
Mo-art.

:

tr.

was

E. r.

follows
AiuUndi.

i

i-B

/ E5

erase.

—

'-

—

"Wales to St. Paul's after the Prince's recovery,
I

3

and on other occasions

:

FANING

FANTASIA

-^^m^^^^

Theatre in 1881, and another, 'The Head of
the Poll,' at the German Reed Entertainment
At the same date Mr. Faning occuin 1882.
pied the posts of Professor and Conductor of
the Choral Class at the National Training School,
and Professor of the Pianoforte at the Guildhall
the latter post he resigned
School of Music
in July 1885, when he was appointed Director
;

of the Music at

2. So picturesque and effective a feature as the
Fanfare has not been neglected by Opera composers.
No one who has heard it can forget the

two flourishes announcing the arrival
of the Governor in Fidelio, both in the opera
and in the two earlier overtures. True to the
fact, Beethoven has written it in unison (in the
opera and the later overture in Bb, in the earlier
overture in Eb, with triplets).
Other composers, not so conscientious as he, have given
them in harmony, sometimes with the addition
of horns and trombones. See Spontini's Olympic
Meyerbeer's
Struensee,' Act 2; AmA
broise Thomas's Hamlet, and many more.
good example is that in Tannhauser, which
effect of the

'

'

'

'

'

;

'

'

'

'

forms the basis of the march.

Trumpets

in B.

Weber has

It is for three

—

hUiner Tusch
for twenty Trumpets in C (.Jahns's Thematic
[Tusch.]
Cat. No. 47 a).
3. The word is also employed in a general
sense for any short prominent passage of the
brass, such as that of the Trumpets and Trombones (with the wood wind also) near the end

—

left

a short one

movement

'

Schumann's E'[> Symphony or of the whole wind band in the opening AndaMte of tlie Reformation Symphony. G.
FANING, Eaton, the son of a professor
of music, was born at Helston in Cornwall,
of the fourth

in

;

May

20, 1850.

on the

He

piano-forte

and performed

received his

and

first

instruction

violin from his parents,

at local concerts before he was

In April 1870, he entered the
Royal Academy of llusic, where he studied under
five years old.

W. Sterndale Bennett, Dr. Steggall, Signor
Oiabatta, and Messrs. Sullivan, Jewson, Aylward,
and Pettit, and carried off successively the
Sir

bronze medal (1871), silver medal for the Pianoforte (1872), Mendelssohn Scholarship (1873),
bronze medal for Harmony (1874), and the
Lucas silver medal for Composition (1876).
In
1874 Mr. Faning was appointed Sub-Professor of
Harmony, in 1877 Assistant-Professor of the
Pianoforte,

and

Associate,

of the Pianoforte.

He

and

in

1878 Professor

also played the violon-

and drums in the orchestra.
On July 18,
1877, Mr. Faning's operetta, 'The Two Majors,
was performed at the Royal Academy, which
event led to the establishment of the Operatic
Class at the institution.
A comic operetta,
'Mock Turtles,' was produced at the Savoy
cello

Harrow

School.

[He

this

tilled

post with much credit, and important musical
He exresults, until 1901, when he retired.
amined for the Associated Board of the R.A.M.
and the R.C.M. in South Africa in 1901.]
From the opening of the Royal College of Music

1885 he taught the Pianoforte and
until Easter 1887 also conducted
For a
the Choral Class at that institution.
Select
good many seasons he conducted a
until July

Harmony, and

'

Choir' at Messrs. Boosey's Ballad Concerts.
Mr. Faning was for some time conductor of the
London Male Voice Club, and of the Madrigal
[He took the degree of Mus.B. at
Society.
Cambridge in 1894, and of Mus.D. in 1900.
For this last his exercise was a mass in B
minor. ] His compositions include two operettas,
a symphony in C minor, two quartets, an overture, a Magnificat and Nunc Dimittis for full
orchestra (performed at St. Paul's at the Festival
of the Sons of the Clergy), besides anthems,
songs, duets, and part-songs, among which the
Song of the Vikings,' for four-part chorus with
'

pianoforte duet accompaniment, has attained
[An interesting article on
wide popularity.

Faning appeared in the Musical Times for 1901,
w. B. s.
p. 513.]

FANISKA.

Cherubini's twenty-first opera

;

words by Sonnleithner from the
Produced at the Karnthnerthor Theatre

in three acts

;

French.
Vienna, Feb. 25, 1806.
FANTASIA is a term of very respectable
antiquity as applied to music, for it seems to be
sufficiently established by both Burney and
Hawkins in their Histories that it was the immediate predecessor of the term Sonata, and
shares with the term RiCERCAR the honour of
having been the first title given to compositions
expressly for instruments alone.
It seems itself
to have been a descendant of the madrigal
for
when madrigals, accompanied as they conmionly
were by instruments playing the same parts with
the voices, had to a certain extent run their
course as the most popular form of chamber
compositions, the possibility of the instruments
playing the same kind of nuisic without the
voices was not far to seek.
Hawkins remarks
that the early Fantasias 'abounded in fugues
and little responsive passages and all those other
elegances observable in the structure and conThey were written
trivance of the madrigal.'
for combinations of various instruments, such as
a Chest of Viols,' and even for five Cornets
There are examples of this kind by
(Zinken).
very ancient English composers, and some also
;

'

'

'

FANTASIESTUCK

FAEANDOLE

the Virginals by Byrd and Gibbons in
Parthenia,
Numerous examples by these and
other composers of the time, notably Giles
Farnaby and Peter Phillips, occur in the FitzwiUiam Vinjinal Book. Dr. Burney qnotes
Simpson's Compendium to the intent that in
the year 1667 this style of music was much
neglected because of the scarcit}' of auditors
that understand it, their ears being more delighted with light and airy music.
In the works of Bach there are a great number
of Fantasias both as separate works and as the
first movement to a Suite, or conjoined with a
Fugue.
In the latter capacity are two of the
finest Fantasias in existence, namely that in
A minor called Grosse Fantasie und Fuga
(B.-G. xxxvi. p. 81), and that in D minor,
commonly known as the Fantasia cromatica
i^B.-G. xxxvi. p. 71).
Among his organ works
also there are some splendid specimens, such as
Fantasia et Fuga in G minor (B.-G. xv. p. 177),
and a Fantasia of considerable length in G
major, constituting a complete work in itself
{B.-G. xxxviii. p. 75).
Among the works of
his sons and other contemporaneous German
masters are also many specimens of Fantasias.
Some of them are very curious, as the last movement of a Sonata in F minor by Philip Emanuel
Bach, published in Eoitzsch's
Alte Klavier
Musik,' in the greater part of which the division
hy bars is entirely dispensed with and the same

fahrende.
A still more unlikely derivation has
been suggested from the Greek cjidXay^ and
5oC\os, because the dancers in the Farandole are
linked together in a long chain.
The dance is
very probably of Greek origin, and seems to be a
direct descendant of the Cranes' Dance, the invention of which was ascribed to Theseus, who

for

'

'

'

'

;

peculiarity distinguishes a Fantasia

by Johann

published in the same
collection.
Mo:iart produced some fine examples
of Fantasias, Beethoven apparently only two
distinctly so called, namely opus 77 and the
Choral Fantasia and two of the Sonatas (op.

Ernst Bach which

is

;

27) are entitled

'

Cjuasi

una Fantasia,' which

In more
implies some irregularity of form.
modern times, apart from Schumann's fine examj)le dedicated to Liszt (op. 17), the name has
been applied to various vulgar effusions which
have little in common with I'eal music hut the
name has been restored to its former dignity by
;

Brahms, who uses

it

as the collective

also been
piieces

commonly

name

for

The name has

his short piano pieces, op. 116.

instituted

it to celebrate his escape from the
Labyrinth.
This dance is alluded to at the end
of the hynm to Delos of Callimachus
it is still
danced in Greece and the islands of the iEgean,
and may well have been introduced into the South
of France from Marseilles.
The Farandole consists of a long string of young men and women,
sometimes as many as a hundred in number,
holding one anotherby the hands, or by ribbons or
handkerchiefs.
The leader is always a bachelor,
and he is preceded by one or more musicians
playing the galoubet, i.e. a small wooden fliitea-bec, and the tanibourin.
[See Tameoukin.]
'With his left hand the leader holds the hand
of his partner, in his right he waves a flag,
handkerchief, or ribbon, which serves as a signal
for his followers.
As the Farandole proceeds
through the streets of the town the string of
dancers is constantly recruited by fresh additions.
The leader (to quote the poet Mistral) makes
it comeand go, turn backwards and forwards
sometimes he forms it into a ring, sometimes
winds it in a spiral, then he breaks off from his
followers and dances in front, then he joins on
again, and makes it pass rapidly under the
uplifted arms of the last couple. '
The Farandole
is usually danced at all the great feasts in the
towns of Provence, such as the feast of Corpus
Domini, or the Courses de laTarasquo,' which
were founded by King Rene on April 14, 1474,
and take place at Tarascon annually on July 29.
In the latter the Farandole is preceded by the
hugeertigyof a legendary monster
theTarasque
borne by several men and attended by the
gaily dressed chevaliers de la Tarasque.
The
nmsic of the Farandole is in 6-8 time, with a
strongly accentuated rhythm.
The following
is the traditional
Farandoulo del Tarascaire
of Tarascon
:

'

.

.

.

'

'

—

—

'

'

'

:

applied to those nondescript
which are not long

:S Uoderalo.

of orchestral music

enough to be called symphonic poems, and not
c. H. H. p.
formal enough to be called overtures,
FANTASIESTUCK. A name adojited by
Schumann from Hoffmann to characterise various
fancy pieces for pnanoforte, alone and with other
instruments (PF. solo, op. 12, 111 with clarinet,
73
with violin and violoncello, op. 8S).
They are on a small scale, but several of them
of considerable beauty.
;

op.

;

FAEANDOLE.
No

^^S

_fe_

***:

A national Proven(,'al dance.

satisfactory derivation has been given of the

name.
Diez [Etymologisches IVorterbvcli der
RomoMisckcn Spratheii) connects it with the
Spanish Farandula, a company of strolling
players, which he derives from the German

The Farandole has
1

AtisihuneMitthioil,

aud uotes by

occasionally been used for

La Farnndoidn, published with

F. Mi.stnil.

Avigaon.

13(52.

a translation

FARINELLI

FARCE

8

innocent purposes than that of a mere dance
Ramel was murdered at Toulouse by the infuriated populace, who made use of
their nationaldance to surround and butcher him.
The Farandole has been introduced on the
Mireille,' and in Daudet's
stage in Gounod's
L'Arlesienne
(with Bizet's music), but the
dance is not suited for the purposes of a ballet.
Further information concerning it will be found
sub voce in Larousse's Dictionary,
in Vidal's
Lmc TambotiHn, Desanat's Coiirsos cle la Tarasquo, Mistral's MireiUc, FHes cle la Tarasc/ae,
and introduction to Jlathied's Lcc Fctrancloido,
and in the works of Hyacinthe ilorel. A good
description of the dance occurs in Daudet's Xuma
w. B. s.
Jtomnestctn.
FARCE (Ital. Farsia, probably from the
Plautus has centoncs
Latin farcio, to stutf
less

;

in lb 15 General

'

'

'

—

farcire, to insert falsehoods or tricks).

A

farsia

was a canticle in the vulgar tongue intermixed
with Latin, originating in the French church
at the time when Latin began to be a tongue
not understanded of the people.' The farsia
was sung in many churches at the princij^al
It
festivals, almost universally at Christmas.
became a vehicle for satire and fun, and thus
led to the modern Farsa or Farce, a piece in
one act, of which the subject is extravagant and
.J.
ii.
the action ludicrous.
'

A
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serio-comic opera in two
acts
words by C. Z. Barnett, music by .lohn
Barnett; produced at Drury Lane, Feb. 8, 1839,
Balfe acting Farinelli, and being forced by
hoarseness to leave off at the end of the first act.
FARINELLI, Ceistiano, a violin jilayer
and composer, was an uncle of the celebrated
;

singer

place

Date and
(Carlo Broschi).
birth and death are unknown.

Farinelli
of

his

After living for some time in France

him from 1680

to

we

find

1685 at Hanover, side by

side with Handel, as leader of the band.

[Ac-

cording to Chrysander (Hcinclcl, i. 418) he was
in the Elector's service in 1714, and, on the
latter's accession to the English throne, composed a cantata on the words, Lord, remember
me when thou comest in Thy kingdom.' (See
Quellen-Lcxikon..y] He appears to have enjoyed
a great reputation as a performer, and considerable pjopularity as a composer of instrumental
'

music in a light and pleasing style. He excelled
especially in the performance of Lulli's airs and
his own so-called Follia,' which was known in
England during the 18 th century as Farinell's ^
[See Follia and the Musical Times
ground.'
Farinelli was ennoliled by
for 1888, p. 717.]
the King of Denmark, and, according to Hawkins,
was appointed by George I. his resident at
'

'

Venice.

r.

n.

FARINELLI,

Cakt.o Bkoschi, detto, was
born Jan. 24, 1705, at Naples, according to his
own statement made to Dr. Burney, who saw
1

D'Urfey wrote hianfing 'Joy to pre,it CrKM.ir'in honour rif Ch.irlpa
divisions on tliis bass it must, therefori^, li;ive bet ii .oni-

II. to

'

poaed before

;

IfiSS.

him at Bologna in 1770, though Padre G. Sacchi.
his biographer, fixes his birthplace at Andria.
Some say that he derived his sobriquet from the
occupation of his father, who was either a miller
others contend that
or a seller of flour (farina)
he was so named after three brothers Farina,
very distinguished amateurs at Naples, and his
patrons.
It is, however, more probable that he
simply took the name of his uncle Farinelli, the
composer. Sacchi declares that he saw in Fari;

the letters of nobility which he
when admitted, by the
favour of the King of Spain, into the orders of
It seems scarcely
Calatrava and St. lago.
credible that noble parents should have destined

nelli's iiossession

was required

to produce

their son for the musical stage, or consented to
the peculiar preparation necessary to make liim

but this, as usual, is explained by
the story of an accident having happened to the
boy while riding, which rendered necessary the
The
operation by which he retained his treble.
voice, thus manufactured, became the most
beautiful ever heard.
He soon left the care of
his father, who taught hira the rudiments, to
enter the school of Porpora, of Avhom he was the
a soprano

first

;

and most distinguished pupih

In spite of

his explicit statement to Dr. Burney, it is not
possible that Farinelli could have made his d^but
in 1720, at the age of fifteen, in iletasfor the latter did
Angelica e lledoro
notleaveRome till 1721, and Angelica eJIc'loro'
was not written before 1722. (Fetis. ) In that
year Farinelli, alreafly famous in southern Italy
under the name of il rac/azzo (the boy), accompanied Porpora to Rome, and made his first
appearance there in 'Eumene,' composed by liis
There was a
master for the Teatro Aliberti.
German trumpet player at that time in the
capital, who excited the admiration of the
Romans bj' his marvellous powers.
For this
artist Porpora wrote an obbligato part to a song,
in which his pu|)il vied with the instrument
in holding and swelling a note of extraordinary
length, purity, and volume. Although the virtuoso jterformed this in a wonderful manner,

at

Naples

tasio's

'

'

;

'

Farinelli excelled him in the duration, brilliance,
and gradual crescendo and diminuendo of the

note, while he carried the enthusiasm of the
audience to the highest pitch by the novelty and
spontaneity of the .shakes and difiicult varia tions
whicli he introduced into the air. It is probable
that these were previously arranged by Porpoi'a,
and not due to the impromptu inspiration of the
singer.
Having remained under the instruction
of his master until 1 724. Farinelli made his first
journey to Vienna in that year.
A year hiter
he sang for the fii'st time at A^enice in Albinoui's
Didone abbandonata,' the libretto by Jletastasio
and subsequently returned to Naples, where
'

;

he achieved a tiiumph in a Dramatic Serenarle
by Hasse, in whicli he sang with the celebrated
In 1726 he ajipeared in Fr.
canted rice. Tcsi.
and then made his
Ciampi's Cii'O at ililan
'

;
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second viait to Rome, Avhere lie was anxiously
expected.
In 1727 lie went to Bologna, where

such brilliance and rapidity of execution that
it was difficult for the violins of those days to
accompany him. He sang also in 'Onorio,
Polifemo,' and other operas by Porpora
and
excited an enthusiastic admiration among tlie
dilettanti, which finally culminated in the famous
ejaculation of a lady in one of the boxes (perpetuated by Hogartli in the Hake's Progress)
One t-iod and one Farinelli
In his (irst performance at Court he was accompanied by the
Princess Royal, wdio insisted on his singing two
of Handel's songs at sight, printed in a different
clef, and composed in a difl'erent style, from any
to which he had ever been accustomed. He also
confirmed the truth of the story, that Senesino
and himself meeting for the first time on the
same stage, Senesino had the part of a furious
tyrant to represent, and Farinelli that of an
unfortunate hero in chains but, in the course
of the first song, he so softened the obdurate
heart of the enraged tyrant that Senesino, forgetting his stage character, ran to Farinelli and

he was to meet the famous Bernacclii, tlie King
of Singers,' for the first time.
Meeting this
rival in a grand duo, Farinelli poured forth all
the beauties of his voice and style without
reserve, and executed a number of most dithcult
passages, which were rewarded with tumultuous
applause.
Nothing daunted, ]5ernacchi replied
in the same air, repeating every trill, roulade, or
cadenza which had been sung by Farinelli. The
latter, owning his defeat, entreated his conqueror
to give him some instruction, which Bernacchi,
with equal generosity, willingly consented to
bestow and thus was perfected the talent of
the most remarkable siiiger, perhaps, who has
'

;

ever lived.
After a second visit to Vienna in 1728, Farinelli went several times to Venice, Rimie, Naples,
Piaeenza, and Parma, meeting and vanquishing
such formidable rivals as Nicolini, Faustina,
and Cuzzoni, and being everyw here loaded with
riches and honours. In 1731 he visited Vienna
for the third time. It was at this point that he
modified his style, from one of mere brilliance
and Irarura, which, like a true pupil of Porpora,

he had hitherto practised, to one of pathos and
simplicity.
This change is said to have been
suggested liy the Emperor Charles VI.
You
have,' he said, hitherto excited only astonishment and admiration but you have never touched
the heart
it would be easy to you to create
emotion, if you would but be more simple and
'

'

,

;

more expressive

Farinelli adopted this ailmirable counsel, and became the most pathetic,
as he was still the most brilliant, of singers.
Returning once more to Italy, he revisited,
with ever-increasing renown, Venice, Rome, FerIn 1734 he made his
rara, Lucca, and Turin.
Here he arrived at
first journey to England.
the moment when the opposition to Handel, supported by tiie nobles, had established a rival
Opera, with Porpora for composer, and Senesino,
who had quarrelled with the great German, for
The enterprise, however, did
principal singer.
not succeed, but made debts to the amount of
At this juncture Porpora naturally
£19,000.
!

'

thought of his illustrious pupil, who obeyed
He made
the summons, and saved the house.
his first appearance at the Theatre, Lincoln's

Artaserse,' the music of which was
by Riccardo Broschi, his own brother, and
The most favourite airs were Pallido
Flassc.
il sole,' set by Hasse and sung by Senesino
Per qucsto dolce amjilesso,' by the same, and
Son tpial nave,' by Broschi, both the latter
being sung by Farinelli. In the last, composed
speiially for him, the first note (as in the song
Euniene ') was taken with such delicacy,
in
swelled by minute degrees to such an amazing
volume, and afterwards diminished in the same
manner to a mere point, that it was applauded

Inn, in

'

chiefly

'

;

'

'

'

for full five minutes.

After this, he set off with

'

;

—

!

'

'

'

;

embraced liim in his arms. The Prince of "Wales
gave Farinelli a fine wrought-gold snnrt'-ljox,
richly set with diamonds and rubies, in which
'

diamond knee-buckles,
hundred guineas.' This
example was followed by most of the courtiers,
and the jiresents were duly advertised in the
Court Journal. His salary was only £1500, yet
during the three years 1734, 1735, and 1736,
which he spent in London, his income was net
less than £5000 per annum.
On his return to
Italy, he built, out of a small part of the sums
ac(piired here,
a very superb mansion, in which
w^as enclosed a pair of

as also a purse of one

'

he dwelt, choosing to dignify it with tlie significant appellation of the English Folly.'
Towards the end of 1736, Farinelli set ont
for Sjiain, staying a few months in France liy
the way
where, in Sfiite of the ignorance and
prejudice against foreign singers which then
distinguished the French, he achieved a great
success.
Louis XV. heard him in the Queen's
apartments, and applauded him to an extent
which astonished the Court (Riecolioni). The
King gave him his jiortrait set in diamonds, and
500 louis d'or.
Though the singer, who had
made engagements in London, intended oiih' a
flying visit to Spain, his fortune kept him there
nearly twenty-five years.
He arriveil in JMadi id,
as he had done in London, at a critical moment.
Philip v., a pirey to melancholy depression, neglected the affairs of the State, and refused even
to preside at the Council.
The Queen, hearing
of the arrival of Farinelli, determined to try the
Slie arranged
effect of his voice upon tlie King.
a concert in the next room to that which the
King occupied, and invited the singer to perform
Tlie
there a few tender and pathetic airs.
success of the plan was instantaneous and ci mPhilip \\"as first struck, then nio\etl, ar.d
l>lete
finally overcome with pleasure.
He sent for (he
;

;

artist,

thanked him with

effusion,

and bade him
b
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his reward.
Farinelli, duly jirei)ared,
answered that his best reward would be to see
the monarch return to the society of his Court

change his resolution, Farinelli good-huniouredly
complied, and sang to the delighted tailor, not
Having concluded, he
one, but several songs.
and that is the
said
I too am rather proud
reason, perhaps, of my having some advantage
it is
I have yielded to you
over other singers.
but just that you should yield in turn to me.'
He then insisted on paying the man nearly
double the value of the clothes.
While still at Madrid he heard of the death of

10

name

and to the

Philijp consented,
cares of the State.
allowed himself to be shaved for the first time
for many weeks, and owed his cure to the powers
The Queen, alive to this,
of the great singer.
succeeded in persuading the latter to remain at
a salary of 60,000 francs, and Farinelli thus
separated himself from the world of art for ever.
He related to Bnrney that during ten years, until
thedeathof Philip V. he sang four songs to the
King every night without change of any kind.
Two of these were the Pallido il sole and Per
questo dolce amplesso of Hasse and the third,
a minuet on which he improvised variations.
He thus repeated about 3600 times the same
things, and never anything else
he acquired,
indeed, enormous power, but the price paid for
it was too high.
It is not true that Farinelli
was appointed prime minister by Philip this
post he never had
but under Ferdinand VI.,
the successor of Philip, he enjoyed the position
of first favourite, superior to that of any minister.
This King was subject to the same inhrmity as
his father, and was similarly cured by Farinelli,
His reward this time
as Saul was by David.
was the cross of Calatrava (1750), one of the
From this moment his
highest orders in Spain.
power was unbounded, and exceeded that ever
obtained by any singer.
Seeing the effect produced on the King by music, he easily persuaded
him to establish an Italian opera at Buen-retiro,
to which he invited some of the first artists of
Italy.
He himself was appointed the chief
manager.
He was also employed frequently in
political affairs, was consulted constantly by the
minister La Enseiiada, and w^as especially considered as the agent of the ministers of those
European Courts which were opposed to the
(Bocous.)
fanuly treaty proposed by France.
In all his prosperity Farinelli ever showed the
greatest prudence, modesty, and moderation he
made no enemies, strange as it may seem, but
conciliated those who would naturally have
envied him his favour with the King.
Hearing
one day an officer in the ante-chamber complain
of the Ring's neglect of his thirty years' service,
while riches were heaped on a miserable actor,'
Farinelli begged a commission for the grumbler,
and gave it to him, to his great surprise, observing mildly that he was wrong to tax the King
According to another anecwith ingratitude.
dote, he once requested an embassy for a courtier,
when the King asked liim if he was not aware
that this grandee was a particular enemy of his.
'True,' replied Farinelli; 'but this is how I
desire to take my revenge upon him.'
He was
A story
as generous also as he was prudent.
,

'

'

'

'

;

:

;

;

:

'

is told of a tailor

who

lirought

him

a

handsome

gala - costume, and refused any payment, but

humbly begged
incomparable

to

artist.

hear one song from the
After trying in "\'aiu to

'

;

:

;

his former rival, teacher, and friend, Bernacchi.
In a letter (in the possession of the present

he speaks with
deep regret of the loss of one for whom he had
always felt esteem and affection,' and condoles
with his correspondent, Padre Martini.
Shortly after the ascent of Charles III. to the
throne (1759), Farinelli received orders to leave
the kingdom, owing probably to Charles's intention to sign the family pact with France
and Naples, to which the singer had ever been
opposed.
He preserved his salary, but on condition that he should live at Bologna and not at
Naples.
Once more in Italy, after twenty-five
years of exile, Farinelli found none of his friends
remaining. Some were dead others had quitted
thecountry. Newfriends arenot easilymadeafter
middle age and Farinelli was now fifty-seven
years old. He had wealth, but his grandeur was
gone.
Yet he was more addicted to talking of
his political career than of his triumphs as a
He passed the twenty remaining years
singer.
of his life in a splendid 2M2a:zo, a mile from
Bologna, contemplating for hours the portraits
of Philip v., Elisabeth, and Ferdinand, in
silence, interrupted only by tears of regret.
He
received the visits of strangers courteousl}', and
showed pleasure in con\'ersing with them about
the Spanish Court.
He made only one journey
during this period, to Rome, \\'here he expatiated
to the Pope on the riches and honours he had
enjoyed at Madrid. Tlie Holy Father answered,
Avete fatta tanta fortuna costa, perche vi avete
trovato le gioie, clie avete perdute in qua.'
When Burney saw him at Bologna in 1771,
though he no longer sang, he played on the
writer), dated April 13, 1756,
'

;

;

'

d'amour and harpsichord, and composed for
those instruments.
He had also a collection of
keyed instruments in which betook great delight,
especially a piano made at Florence in 1730,
which he called liafad d'Urbino. Next to that,
he preferred a harpsichord which had been given
to him by the Queen of Spain
this he called
Corrcy'iio, while he named others Titian, Guido,
etc.
He had a fine gallery of pictures by Murillo
viol

;

and Ximenes, among which were portraits of his
royal patrons, and several of himself, one by his
friend Amiconi, representing him with Faustina

and Metastasio. The latter was engra^-eii by
I. "Wagner at London (fob), and is uncommon
the liead of Farinelli was copied from it again
by the same engraver, but reversed, in an oval
(4to), and the first state of this is rare
it
;

:

FAEMER
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supplied Sir J. Hawkins with the portrait for
hia History of Miivij:.
C. Lucy also painted
Farinelli
the picture was engraved (t'ol. ) in
mezzotint, 1735, by Alex. Van Haeclcen, and
;

this print

is

also scarce.

Fetis falls into an error in contradicting the
story of Farinelli's suggesting to Padre Martini
to write his History of Music, on the ground
that he only returned to Italy in 1761, four

years after the appearance of the first volume,
and had no previous relations with the learned
author. The letter quoted above shows tluit he
was in correspondence with him certainly as
early as April 1756, when he writes in answer
to a letter of Martini, and, after adverting to the
death of Bernacchi, orders twenty-four copies
of his work, bound in red morocco, for presents
to the Queen and other notabilities of the Court.
It is therefore quite possible that their correspondence originated even long before this. They
remained in the closest intimacy until death
separated thera by the decease of Farinelli, July
15, 17S2, in the sevent^^-eighth year of his age.
Martinelli speaks in glowing terms of this
great artist, saying that he had seven or eight
notes more than ordinary singers, and these
perfectly sonorous, equal, and clear that he had
also much knowledge of music, and was a worthy
Mancini, a great master of
pupil of Porpora.
singing, and a fellow-pupil of Bernacchi \vith
Farinelli, speaks of him with yet more enthusiasm.
'His voice,' he says, 'was thought
a marvel, because it was so perfect, so powerful,
so sonorous, and so rich in its extent, both in the
high and the low parts of the tegister', that its
He
equal has never been heard in our times.
"was, moreover, endowed with a creative genius
;

which inspired him with embellishments so new
and so astonishing that no one was able to
The art of taking and keeping
imitate them.
the breath so softly and easily that no one coidd
The
perceive it began and died with him.
qualities in which he excelled were the evenness
of his voice, the art of swelling its sound, the
portamento, the union of the registers, a surprising
agility, a graceful and jtathetic style, and a shake
There was no
as admirable as it "was rare.
branch of the art wdiich he did not carry to the

highest pitch of perfection

.... The successes

youth did not prevent
him from continuing to study and this great
artist applied himself with so much perseverance
that he contrived to change in some measure his
style and to acquire another and superiormethod,
when his name was already famous and his
fortune brilliant. Such was Farinelli, as superior
to the great singers of his own period as they
.i, M.
were to those of more recent times.
FAFJNELLl, Giuseppe, composer, born at
in 1785 entered the ConEste, May 7, 1769
servatorio de' Turchini at Naples, where he
studied accompaniment under Fago, and comIn 1808 he
position under Sala and Tritto.

which he obtained

in his

;

'

;

11

and 1810-17 at Turin. In 1819
he was appointed chapel-master at Trieste, where
he died Dec. 12, 1836.
He composed an immense number of operas (Fetis enumerates forty,
and Riemann gives the number as fifty-eight) in
avowed imitation of Cimarosa, which, however,
were more successful than the majority of imitations.
A duet he introduced into the Matrimonio Segreto' has been mistaken for Cimarosa's
own composition. He also wrote a mass, a fivepart Christe eleison,' a 'Stabat' in two parts,
and other church music.
M. o. c.
FARMER, John (fl. 1591-1601), an important madrigalian composer of the Elizabethan
period, and also known to us by his skilful
settings for four voices of the old church
psalm tunes.
He was the author of a little
w-as in Venice,

'

'

treatise entitled
Divers and sundry waies of two parte in one, to the number of
upon one playn Song sometimes pl.acing the ground above
aud two parts benethe, and otherwhile the ground benetbe and two
parts above, or againe, otherwise the ground sometimes in the
middest betweene both, and likewise other Conceites, which are
plainlie set dowue for the Prolite of those whioh would attaiiie unto
Knowledge. Performed and published by John Farmer in favoure
of such as love Musicke, with the ready way to Perfect Knowledge.
Im}irinted at London by Thomas Este Ihi; Asfdjnc of William Byrd,
and are to be soald in Broad Streete neere the Rorial Ezchaunge at
'

fortie,

;

the Author's house.

1591.'

The only known copy now extant of this
tract, which is dedicated to
Edward de Vere,
*

Earle of Oxenford,' is in the Bodleian Library.
It consists of a series of examples of three-part

counterpoint in different orders, aud seems to
have attained considei'able success.
Hawkins
{Hist. iii. 373) says, 'Before Bevin's time the
precepts for the comjiosition of Canon were
known to few. Tallis, Bird, Waterhouse, and
Farmer were eminently skilled in this more
abstruse part of musical practice.'
In 1599 was published 'The first set of
English Madrigals to Foure Voyces,
Newly
composed by John Farmer, Practicioner in the
Arte of Musicque.
4to.
Printed at London in
Little Saint Helen's by JrUliam Barley the
Assigne of Thomas Morley, and are to be sold
at his shoj}2'>e in GraMous streete, Anno Doin.
1599.'
This work also is dedicated to the
'Earle of Oxenford,' whom Farmer calls his
'very good Lord and Master.'
In the address
fitly linkt
to the reader he claims to have
ilusicke to Number, as each gi^'e to other their
true effect, which is to make delight, a virtue
so singular in the Italians, as under that en'The
sign only they hazard their honour.
collection consists of seventeen madrigals, sixteen of which are for four, and the seventeenth
'

'

for eight voices.

No

further madrigals of Farmer's ajipear to
jirinted except the fine one for six

have been
voices,

'

Fair

Nymphs

I

lieard

one

telling,'

'Triumphs of
This and his delightful 'To
Oriana' (1601).
take the air a bonny lass was walking are the
only two of his madrigals familiar to the present

which he contributed

to

the

'

generation, for the simple but much to be regretted reason that no others are now published.
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Hawkins gives a
You iiretty

mer's,

fonr-part maiirigal of Farflowers

'

(tlie

'

of tlie

lirst

seventeen mentioned above), in the Appendix
to liis Hlstoi-ij of Music.
The Library of
Christ Cluircli, Oxford, and the Mnsio School
contain some i\IS. music of his, and there are
a few of his liyinn tunes in ilS. at the British

Museum.
Farmer was one

of the

most important conWliole Booke of

tributors to Tliomas Este's

'

He not only set
(twelve in number)

(See Este.)

Psalmes,' 1592.
all tlie canticles,

hymns,

etc.

tfie Psahns proper,
but also five of tlie psalm tunes themselves.
Burney, speaking of tlrese settings {Hist. iii.

"which are tlicre prefixed to

54), says, 'Tlie counterpoint

is

constantly simple,

and
have
been very successfully cultivated in England at
that time.'
The following interesting example
will show that Farmer was not unworthy of
Burney's encomium.
It may be mentioned
that in all these settings the melody or playnsong' is invariably given to the voice immediately
above the bass
generally the tenor, but in
this example the counter-tenor, as this tune
is
set
for
two trebles, counter-tenor, and
bass.
The rule by "which the old ^vriters introduced the major third into the final chord of
all compositions in the minor mode (see Tierce
DE PiCARinE) is rigidly observed by Farmer
of note against note, but in such correct
excellent

harmony

as manifests the art to

'

;

and the other contributors to Este's collection,
not only at the end of each psalm tune, but
also at the end of every line in each tune.
ChcsslLtrc Tv.ne

— Psalm 140.

~^t^-s~
My soul

pr.Tii^e
I

I

date of the publication of his madrigals in 1599.
From an inspection, however, of the Chajiter
Acts of Christ Church Cathedral, Dublin (kindly
afforded to the Avriter by the Dean), it appears
thatFarmer preceded Thomas Bateson as organist
The follo"\\"ing are the only
of tliat Cathedral.

Chapter Acts which refer to him

]'l=^

i

;

I

My Ood

thoa the Lord al-ways,
I

I

1

1

1

I

—

Although there are no subsequent references
any otlier organist until
the appointment of Bateson in 1608-9, it seems
most probable that Farmer went straight f'lom
Dublin to London in 1597, as we find him residing in Broad Street in 1599.
L. M'c. L. p.
FARMER, JuHX, born August 16, 1836, at
Nottingham, received his musical education at
the Leipzig Conservatorium, and subsequently
under Andrae Spaeth at Saxe-Coburg.
He was
a teacher of music at Ziiricli, and subsequently
music master at Harrow School from 1862 to
1885, where he obtained great popularity.
He
became organist in Balliol College in 1885,
where he instituted in the College Hall a series
of Sunday and Jlomlay evening concerts for the
in the Chajiter Acts to

performance of glees, part-songs, etc., as well
Balliol College Musical Societj-.
His
compositions include 'Christ and his Soldiers,'

M

I

:

16.— Yt is ordered ye said daie by the Deane
and Chapter tliat Mr. John Fermer shall have as Mr. of
tlie children & organist for this yeare fifteene pounds
Currant nioney of England from Candelmas daie last
(vizt.) of tlie Vicars lOs. and of Mr. Deane 20s. and of
every Dignitie 10s. ster. and the rest the Proctor of the
Church is to make upp.
1696. Aug. 10.— The said daie Robert Jordan resigned
his "Viccars Rowme in the Chapter house, and the same
daie John Farmer was sworn "Viccar Corrall in hisplare.
1597. July 18.— It is ordered that it Mr. John Fermer
doe not return by the first of August 1597 that tlien all
Excuses sett a-itart
His place to bee voyd in this
Church fur depting the land without lycence.
1595. Feb.

as the

II

I

recently nothing has been known of his life,
except that be was living in London at the

'

'

oratorio,
I

I

^=^=2

1878;

a

'Requiem

departed Harrow friends'

;

in

menior}'

of

'Cinderella,' a fairy

'Nursery Rhymes Quadrilles,' for
Hunting Songs
Quadrilles,' for same
songs, etc.
He edited
Hymns and Tunes for High Schools
the

opera,

1882

;

chorus anil orchestra, four sets

'

;

;

'

'

r
will cciTi-fesa,

i-J-_

WTiile breath and

II

I

pro

life

I

-

long

my

days

I

,
I

-Gi~.

;

Harrow Glee Book,' HaiTow School Marches,'
'Harrow Scliool Songs,' etc., as well as tw"o
volumes of Bach for tlie use of High Schools.
[For some years before his death, which took
place at Oxford, July 17, 1901, he had been
examiner for the Society of Arts. In a warmly
appreciative article on him in the Masicnl Ga-ctte
'

'

for Dec. 1901, his successor at Balliol, Dr. Ernst
Walker, wrote, He struck out a line for himself, and s])ent himself royally and w"it]i abso'

lute self-sacrihce in the ptopularisation of good,

Nothing

is

known

as to either the dates or

places of Farmer's liirth and death

;

and until

and only good, music among the naturally
.\. c.
more or less unmusical.']
FARMER, TuOM.As, Mus.Bac, was originally
one of the Waits of London, and graduated at
Cambridge in 1684. He composed instrumental
music for the theatre, and contributed some
songs to the second edition of Playford's Cliolce

FARNABY

FAIiKEXC

Ayres, 1675, to The Theater of Manie, 1685-87,
to D'Urfey's Third Collection of Sougs,
1685.
In 1686 he published 'A Consort of
Mustek in four parts, containing tliirty-three
Lessons beginning witli an Overture, and in
1690 A Second Consort of Jlusick in fourjjarts,
containing eleven Lessons, beginning with a
Ground.' [In Apollo's Banquet is, 'Mr. Farmer's
Magot for violins' Farmer also wrote music for

and

'

'

;

'The Princess of Oleve' in 168'2 (Brit. Mus. Add.
MSS. '29,283-5).] Purcell composed an elegy,
written by Ivahnni Tate, upon his death (printed
in Orpheus Britannieus, ii. 35), from which it
"sv. H. H.
is certain that he died before 1695.
FARNABY, Giles, Mus.Bac, was of the
family of Farnaby of Truro.
He commenced
the study of music about 1580 [was living in
London in 1589 (Churcliwardens' accounts of
St. Helen's, Bishopsgate)], and on July 7, 1592,
graduated at Oxford as Bachelor of Music
stating in his supplicat that he had studied music
for tw"elve years (Wood's Fasti, ed. Bliss, i. 257).
He was one of the ten composers employed by
Thomas Este to harmonise the tunes for his
Whole Booke of Psalmes published in 1592.
In 1598 he published 'Canzonets to foure voyces,
with a song of eight parts, with commendatory
verses prefixed by Antony Holborne, John DowA
land, Richard Alison, and Hugh Holland.
madrigal by Farnaby, Come, Charon, come,' is
in the Royal College of Music, and another,
'Construe my meaning,' has been edited by
w. H. H.
W. B. Squire.
There are a number of pieces by him in
;

'

'

'

'

the Fitzunlliani Virginal Book (see Virginal
Music), among which is a curious composition
fortwo virginals, and a transcription forvirginals
of his own madrigal 'Daphne on the Raineliowe.'
The same volume contains four pieces by his
son, Richard Farnaby, of whom nothing is
known.
Giles Farnaby contributed harmonies
to some of the tunes in Ravenscroft's Psalter
Wood's statement that he was a native
(1621).
of Truro is probably correct, though the name
does not occur in the Visitation of Cornwall
Thomas Farnaby's wife came from
of 1620.

Launceston.
He lived most of his life in London
and Sevenoaks, and his descendants remained
but the early history of the family is
in Kent
obscure, and the connection between Giles and
Thomas Farnaby the Kentish schoolmaster can[Additions by vv. c. .s., and
not be traced.
fronr the Dirt, of Nat. Bioff.]
FARRANT, John. According to Hawkins
there were two nmsicians of this name, who both
It is quite
flourished about the year 1600.
probable tliat there was only one, wdio was organof Hereford, 1592-93 ;'
ist of Ely in 1567-72
Christ Church, Newgate Street, London, and
A service
Salisbury Cathedral, 1598-1602.
attributed to Richard Farraut is the work of
;

;

He w;i3 sconced lor railing and contumelious speecheB to Mr.
Cuatoa in the hall at supper.time (Havergal's Fasti Mereforde^ucs)
'

'

'

13

Farrant (West's Cailiedred Organists,

Joliii

29, 41, 78).

FARRANT,
men

ppt.

M.

Ricn,Ai;D,

of the Chapel

The date

was one

Royal

of the Gentle-

in the

16th century.
apjiointment is not known,

of his first
[he was a member of
of Edward VI.] but

chajiel in the reign
he resigned in April
1564, on becoming Master of tlie Children of
St. George's Chapel, Windsor, of which he is
said to have been also a lay vicar and organist.
During his tenure of office at Windsor he occupied
a dwelling house within the Castle, called the
Old Commons.' On Nov. 5, 1569, he was reappointed a Gentleman of the Chapel Royal, and
remained such until liis death, which occurred
on Nov. 30, 1580.
Farrant's church music
merits all the eulogy wdiioh has been bestowed
upon it for solemnity and pathos. The service
printed by Boyce in G minor and given by Tudway (Brit. Mus. Harl. MSS. 7337 and 7338) in A
minor [is almost certainly by John Farrant, wdio
was possibly liis son].
His two anthems, Call
to remembrance and Hide not Thou Thy face
were for many years performed on j\laundy
Thursday during the distribution of the royal
The beautiful anthem, 'Lord, for Thy
bounty.
tender mercies' sake (the words from Lydley's
Prayers), was long assigned to Farrant, although
tlic

'

,

'

'

'

'

'

it is

attributed by earlier writers to John Hilton.

Tudway (Harl. MSS. 7340) gives another anthem

—

—

Lord, Almighty,' full, four voices
as his,
[Various payments for
is questionable.
tlie plays jiroduced at Court by Farrant's boys
are entered in the Acts of the Privy Council,
under dates between 1566 and 1579.]
His son, Daniel, was one of the first authors
who set lessons lyra way for the viol, after the
manner of the old English lute or bandora, in
the time of Charles I.
[He was violist in the
King's band between 1606 or 1607 and 1625
(Nagel, Annalen der englisehen Hofmusik in the
Monatshefte f. Musikgesch. 1894-95).
A book
of organ pieces by him is in the Cathedral library
w. h. H. Additions from Mr. G.
of Durham.]
E. P. Arkwright, the QueUen-Lexikon, etc.
'

but this

'

'

FARRENC, Jacques Hippolyte Aristide,
horn at Marseilles, April 9, 1794, died in Paris,
Jan. 31, 1865, composed some pieces for the flute,
but is best known as a writer on music. He took
an important part in the second edition of Fetis's
5iO(7J'a^j7j;'ci(?iji'erseW(', and wrote thebiographical
notices in

He

also

'inusieale,

Madame Farrenc's Tresor des Pianist es.
contributed critiques to La France
and La

Bci'ue

de Musique o.neienne

moderne (Rennes, 1858).
able notes and unpublished

Some

et

the

MSS.

of his valu-

articles are

among

in the library of the Paris Conserva-

toire.

Hiswife Louise

— born

in Paris,

—

MaySl, 1804

;

was a sister of the
died there, Sept. 15, 1875
sculptor Auguste Dumont, and aunt of Ernest
Reyer.
She studied under Reicha, and at an
early age could compose both for the orchestra

FASCH

FASCH

14
and

[liano.
She married in 1821, and made
several professional tours in France with her

husband, both performing in public witli great
success.
]\Iadame Farrenc was not only a clever
woman, but an able and conscientious teacher,
as is shown by tlie many excellent female pupils
she trained during the tiiirty years she was professor of the piano at the Conservatoire (Nov.
1842-Jan. 1873).
Besides some remarkable
etudes, sonatas, and pieces for the pianoforte,
she composed sonatas for piano and violin or violoncello, trios, two quintets, a sestet, and a nonet, for
which works slie obtained iu 1869 the prize of
the Academie des Beaux Arts for chamber-music.
She also wrote two symphonies and tliree overtures for full orchestra, and several of lier more
important compositions were performed at the
Conservatoire concerts. More than by all these,
however, her name will be perpietuated by the
Tr^or des Fia/iistes, a real anthology of music,
containing ehefs-d'ceuvre of all the classical
masters of the harpsichord and pianoforte from
the 16tli century down to Weber and Chopin, as
well as more modern works of the highest value.
[Her Tmiti des abbriviations was published in
1897.
See also Tr6sor des Pianistes.] g. c.
FASCH, JoHANN Friedrich, born at Buttelstedt (Weimar), April 15, 1688, was a cliorister
at Weissenfels in 1699, a scholar of the Thomasschule in Leipzig from 1701 to 1707, where he
studied law as well as music, the latter under
Kuhnau. He founded a 'Collegium musicum,'
which seems to have been the ancestor of the
Grosses Concert and so of tire Gewandhaus
he wrote overtures for the society in
concerts
the style of Telemann, and composed three
operas for the Naumburg fair and elsewhere.
In 1714, after leading a wandering life for some
years, he was an official secretary at Gera, and
'

'

;

1719 went to Zeitz as organist and Eathwhere he remained for two years.
In 1721 he took service with Count Jlorzini at
Lucavei in Bohemia, and in 1722 was apipointed
court capellmeister at Zerbst, where he died, Dec.
He was invited to compete for the
5, 1768.
post of cantor at tlie Thomasschule against Bach,
(Spitta,
but apparently refused to do so.
in

'

schreiber,'

181.) Bach held
Fasch's music in high esteem, and copied out
In the collection
five orchestral suites of his.
of music left by Philipp Emanuel Bach was a
whole set of church cantatas by Fasch. Several
masses, a requiem, eleven church cantatas and
motets, one Passion-setting, various overtures,
J. S. B(u:h (Engl, transh),

trios,

sonatas,

etc.,

are

ii.

pjreserved

in

JIS.

at

Dresden, Berlin, and Brussels (see
QuelUn-Lexikon, from which, with Riemann's
Lexilc(m,t\n above particularsare taken). Fasch's
Leipzig,

son,

Carl Friedrich Christiax Fasch, founder
of the 'Singakademie' at Berlin, was born Nov.
18, 1736, at Zerbst. As a child he was delicate,
and much indulged. He made rapid progress on

the violin and clavier, and in the rudiments of
After a short stay at Coethen, where

harmony.

he made his first attempts at composition in
church music, he was sent to Strelitz. Here he
continued his studies under Hertel, inall branches
at
of music, but especially in accompaniment,
that time a difhcult art, as the accompanist had
In 17.'.1
only the figured bass to guide him.
Linicke, the court clavierist, haidng declined to
accompany Franz Benda, Fasch offered to supply
his place at the harpsichord, and Benda's praises
After his
incited him to still greater efforts.
return to Zerbst he was sent to complete his
education at Klosterbergen near Magdeburg.
Benda had not forgotten their meeting, and in
1756, when just twenty, Fasch was appointed
on his recommendation accomjjanist to Frederick
His coadjutor was no less a person
the Great.
than Emanuel Bach they took it in turns to
;

accompany the King's flute-concertos, and as soon
as Fasch had become accustomed to the royal
amateur's impetuous style of execution, his
accompaniments gave every satisfaction. The
Seven Years' War put an end to Frederick's fluteplaying, and as Fasch received his salary (300
thalers) in paper, worth only a fifth part of
a misfortune in which he
its nominal value,
he was compelled to
anticipated Beethoven

—

—

For his
maintain himself by giving lessons.
lessons in composition he made a collection of
About the same
several thousand examples.
time he wrote several most ingenious canons,
particularly one for twenty-five voices containing
five canons put together, one being in seven parts,
After the
one in six, and three in four parts.
battle of Torgau the King granted him an
addition of 100 thalers to his salary, but the
increase covered the direction of the opera, which
was put into his hands from 1774 to 1776. After
the war of the Bavarian succession Frederick gave
up his practice, and Fasch was free to follow his

In 1783,
natural inclination for church music.
incited by a 16-part Mass of BenevoU's, which

Reichardt had brought from Italy, he wrote one
for the same number of voices, which, however,
proved too diflftcult for the court-singers.
He
retained his post after Frederick's death, but
occupied himself chiefly with composition and
teaching. In the summer of 1790, as he himself
tells us, he began choral-meetings in the summerhouse of Geheimrath Milow, which resulted in
the Singakademie, an institution which under
his pupil and successor Zelter became very
popular, and exercised an important influence on
'

'

musical taste in Berlin for many years. Before
his death Fasch was twice visited by Beethoven,
who spent some time in Berlin in the summer of
1796. On the first occasion, June 21, he heard
a chorale, the three first numbers of Fasch's
mass, and several movements from his 119th
Psalm, and he himself extemporised on one of
On the 28th he rethe subjects of the latter.
appeared and again extemporised, to the delight

FAURE

FAUKE

of Fasch's scholars, who, as Beethoven used to
say, pressed round him and could not applaud
for tears (Thayer's Beethoven, ii. 13).
The
Acadeni}' at that date "was about ninety strong,
but at the time of Fasch's death, Augusts, ISOO,
it had increased to 147.
In accordance with a
wish expressed in his will, the Academy performed
Mozart's Requiem to his memory
for the first

symphony in
minor (Ghatelet,
15, 1885), a one-act operetta,
L'Organiste,' at the Salle Duprez, 1885, a
Requiem

—

time in Berlin. The leeeipts amounted to 1200
thalers, an extraordinarj' sum in those days, and
were applied to founding a Fund for the perpetual maintenance of a poor family.
lu 1801
£elter published his Life
a brochure of sixtytwo pages 4to, with a portrait.
In 1839 the
Acadeni}' published Fasch's best sacred works in
six volumes. A seventh, issued by the representatives of Zelter, contains the mass and the canon
above alluded to.
Of his oratorio 'Giuseppe
riconosciuto,' performed in 1774, one terzetto
alone remains, Fasch having destroyed the rest,
together with several other works composed
before the 16-part mass.
As a master of composition in many parts, Fasch is the last representative of the great school of sacred composers
which lasted so long in Italy, and his works are

—

worth studying. They combine the severity of
ancient forms with modern harmony and a fine
vein of melody, and constitute a mine which
would well repay investigation.
[For list of
extant works, see the Qucllen-Lexikon.']
F. G.
FAURE, Gabriel Urb.«m, born May 13,
1845, at Pamiers (Ariege), studied at Paris with
Niedermeyer, the founder of the Ecole de Musi(jue
religieuse also under Dietsch and Saint- Saens.
His first appointment on leaving the school in
1866 wasthat of organist at St. Sauveur, Rennes
in 1870 he returned to Paris, and after holding
the posts of accompanying organist at St. Sulpice
and principal organist at St. Honore, became
maitre de chapelle at the JIadeleine, [where he
became organist in 1896 in the same year he
was appointed a professor of composition in the
;

;

Conservatoire].
He became known as a composer by his touching and original songs, of
which a selection of twenty was published by
Hamelle, and 'Le Poeme d'Amour by Durand
and Schoenewerk, b>it his compositions in this
[Among the most reclass are very numerous.
markable of his later lyrics may be mentioned
'Apres un rcve,' En Priere,' and Les Koses
d'Ispahan. '] He has also published many pianoforte pieces at the Societe Rationale de Musique
he produced a Cantique de Racine, duets for
female voices, and a violin sonata, afterwards
played at the Trocadero, on July 5, 1878, which
last has become popular in Germany. Among his
most remarkable works, besides a Berceuse and
'

'

'

;

for violin and orchestra, a beautiful
Elegie for violoncello, two Quartets for piano

Romance
and

strings (1882

alone,

and 1887), two

for strings

and a Violin Concerto, we may mention

an Orchestral Suite (Salle Herz, Feb. 13, 1874),
a pretty Chieur des Djinns (Trocadero, June
'

'

15

D

27, 1878), a

March

'

(Madeleine, Jan. 16, 18b8), and a choral work,
La Naissance de Venns (Colonne Concerts,
'

'

1895, Leeds Festival, 1898).

[' Madrigal,' op.
35, for vocal quartet and orchestra
Pavane,'
op. 50, for orchestra and chorus ad lib.
five
Melodies, op. 58, to Verlaine's poems
a piano
quintet, op. 60
'La Bonne Chanson,' op. 61
'

;

;

;

;

;

nine songs to Verlaine's words, are among the
most important of his recent works.] Music to
various plays has been written from time to
time, such as that to Dumas's 'Caligula'
(Odeon, 1888), Ed. Harancourt's
Shylock
(adajited from Shakespeare, Odeon,
1889),
Maeterlinck's Pelleas et Melisande
(English
version produced at the Prince of Wales's
Theatre, June 21, 1898), and Lorrain and
Hcrold's Promethee (Beziers, 1900). In 1885
'

'

'

'

'

and 1893 the Prix Chartier was awarded to
him.
In 1892 he succeeded Guiraud as InSjiecteur des Beaux-Arts, and in June 1905
succeeded Theodore Dubois as Director of the
Paris Conservatoire.

a.

.7.

FAURE, Jean-Baptiste,

son of a singer in
the church at IMoulius, wdiere he was born, Jan.
When he was three the family re15, 1830.
moved to Paris, and when he was seven his father
died.
In 1843 he entered the solfeggio class
in the Conservatoire, and soon after the rnattrise
of the Madeleine, where he was under Trevaux,
an excellent teacher, to whom he owes his sound
knowledge of music. After the breaking of his
voice he took up the piano and double bass, and
was for some time a member of the band at the
Odeon theatre. When his voice had recovered
he joined the chorus of the Theatre Italien, and
in Nov. 1850 again entered the Conservatoire,
and in 1852 obtained the first prizes for singing
and for opera-comique. He made his debut Oct.
20, 1852, at the Opera Comique. in Masse's
'Galathee,' after which he advanced steadily
through various roles until his creation of the
parts of Justin in Grisar's Chien du Jardinier'
the Duke of Greenwich in Auber's 'Jenny Bell,'
in 1855
the Marquis d'Herigny in Auber's
Manon Lescaut
the Marquis de Valbreuse
in Clapisson's Sylphe ' in 1856
Crevecreur
'

;

'

'

;

'

'

;

Quentin Durward in 1858 Hoel
in Meyerbeer's 'Pardon du Ploermel' in 1859
in Gevaert's

'

'

;

placed him in the front rank.
[Among his
greatest successes were the parts of Malipieri
in
Haydee
Peter the Great in L'fitoile du
'

'

'

Nord'

On

;

;

and the

title role in

Sept. 28, 1861, he

made

Nicolo's 'Joconde.
his first appearance

at the Opera as Julien de Medicis in Poniatowski's 'Pierre de Medicis,' and remained there
as principal baritone for nearly seventeen years.

His new parts were in Masse's
Pedro,' in 1863; Nelusko in

'

La Mule de

'

L'Africaine,'

'
First produced at Baden Baden. F.iure achieved a notable fouj*
<?f/Nree therein, sinfiug baritone on the stage and t*nor behind
the scenes.

FAUST
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April 26, 1865, chosen for this part by Meyerbeer
himself; tlie Marquis de Posa in Verdi's 'Don
Carlos,' in 1867
the title part in Thomas's
'Hamlet,' 186S
Meiihistopheles on the first
performance of Faust ' at the Opera, March 3,
1869; Paddock in Diaz's 'Coupe du Roi de
Thule,' and Charles A'll. in Mermet's 'Jeanne
d'Arc,' in 1873.
He made his final appearance
there on May 13, 1876, in his great part
Hamlet, in which his acting was founded on
his boyish recollections of Macready in tliat
part in Paris.
{Musical World.)
In London he first appeared atCovent Garden,
April 10, 1860, as Hoel, and returned there
every season until 1866, excepting 1865.
His
parts included Don Juan, Figaro in Le Nozze,
Tell, Assur, Fernando in 'La Gazza Larlra,'
Alfonso XI., Pietro in 'Masaniello,' Rudoljjh in
' Sonnambula,
St. Bris, Peter the Great, and, on
July 2, 1863, Jlephistopheles on production of
Faust, in which he has never been surpassed.
In 1870 he played, at Drury Lane, lago in
the revival of Rossini's ' Otello
Lotario on
the production in England of Mignon, etc.
From 1871 to 1875 inclusive he was again at
Covent Garden, for the first time there as Hamlet, Caspar, and the Cacique on the production of
Gomez's 'Guarany.' In 1876 he sang at Drury
Lane and in 1877 at Her Majesty's for the
first time in England as De Nevers, and Alfonso
in 'Lucrezia,' which part he plaj'ed, May 19,
1877, on tlie occa,sion of the last appearance on
In 1857 he was
the stage of Therese Titiens.
for a short time Professor of singing at the Paris
Conservatoire.
In 1870-72 he sang with great
success in opera at Brussels, and on Jan. 27,
1872, was appointed Inspector of the singing
In 1861
classes at the Conservatoire there. ^
he appeared at Berlin at Meyerbeer's request,
but the tremolo in his voice did not please the
Germans. In 1878, however, he sang in Italian
at "Vienna with the greatest success in two of his
best parts, Don Juan and Mephistopheles, etc.,
and was appointed by the Emperor of Austria
'Imperial Chamber Singer.'
He also sang in
concert tour of the French provinces, hut for a
long time past he has lived in retirement.]
Faure is a good musician and a fine actor.

romantic opera in two acts, is in no respect connected with Goethe's play. It was comjiosed at
Vienna in 1813 for theTheater ander "Wien, but
was first performed at Frankfort in March 1818,

1(

;

;

'

'

'

'

'

'

'

;

'

'

;

He is also a collector of pictures and a man of
great culture.
His voice is a baritone of great
In 1859 he
extent and of very fine quality.
married Mademoiselle Lefebvre (1828-1905),
the chief actress of Dugazon roles at the Opera
Comique. He has published two books of songs
(Heugel), and a Train in 1886.
G.
additions
;

by

to Goethe's 'Faust'

was com-

posed by Lindpaintncr, and appears to have been
produced at Stuttgart in June 1832; also by
Prince Radziwill, thescoreof which was publislied
in 1836. Spohr's' Faust' (words by Bernhard), a
He had

'^
July 15, 1852.
The musical settings that are now best known
are the following
(i. ) Faust, opera in five acts
words after Goethe, Ijy Barbier and CaiTe music
by Gounod. Produced at the Theatre Lyrique,
March 19, 1859; at the Grand Opera, March
;

;

3, 1869; Her Majesty's Theatre, as 'Faust,'
June 11, 1863 (selections had previously been
sung at the Canterbury Music Hall, Westminster) at the Royal Italian Opera, Covent
Garden, as Faust e Marglierita,' July 2, 1863
;

'

;

(by Chorley), as 'Faust,' at Her
In Germany someMajesty's, Jan. 23, 1864.
times known as JIargarethe.
Damxatiox de Faust, dramatic
(ii.) La
the words partly adapted
legend in four parts
from Gerard de Nerval's version of Goetlie, partly
in English

'

;

written
himself.

byM. Gandonniere, and partly by Berlioz
Composed by Berlioz (op. 24). Per-

formed(as a concert)at tlieOpera Comique, Paris,
two parts given under Berlioz
Dec. 6, 1846
at Drury Lane, London, Feb. 7, 1848, selections
at the same place, June 29 of the same year, and
at the New Philharmonic Concert of June 9,
First complete
1852 (in Choiiey's translation).
performance in England under Halle at the Free
Trade Hall, Manchester, Feb. 5, 1880.
In
1903 it was put upon the stage at Monte Carlo,
but the experiment, though tried in various
theatres, has happily not been piermanently
adopted.
f. g. e.
(iii. ) Mefistofele.
Grand opera in a prologue and five acts, words (after Goethe) and
music by Arrigo Boito.
Produced at Milan,
March 5, 1868. Remodelled and brought out
again, in a condensed form (prologue and four
acts), at Bologna, Oct. 4, 1875
at Her Majesty's
Theatre, July 6, 1880. [See also Liszt, Pieesox,
;

>

;

and 'Wagner.]

ji.

FAUX-BOURDON,

or Falsobordmie, a simple

kind of Counterpoint to the Church plain-song
in other words, a harmony to the ancient
chant. The first kind of variation from strictly
unisonous singing in the Middle Ages was the

'Organum,' or the addition of octaves above
and below the plain-song or melody.
Other
parallel concords were also (as in the 'mixture'

previously played thla part in London, during

forrr

fifth,

Isnardon's Tfiidtre de la ilonnaic.

and even

tlie I'ourth.

—

as the

These appear to have

been used as early as the 8tli century. After the
Organum the next improvement was the Diaphonum and Discant, and by the 14th century
there are historical intimations that these had
led, by a natural development, to the use of

seasons, IBW-OfJ.
2

—

organ-stops) Ijlended with the octaves

A. c.

FAUST. Music

'

It
and was lor many years a great favourite.
was produced in London by a German company
at the Prince's Theatre, May 21, 1840; and in
Italian at Covent Garden under Spohr's baton,

'

Faux bourdon,'

at A\-ignon,

whence

it

was

FAUX-BOUKDON
taken to

FAUX-BOURDON
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Rome on

the retnni of tlic Papal Court
absenee from that city.
Hawkins (History, ch. 66) mentions an English
MS. tract, by one Chilston, preserved in the

' Manuscript ofWaltham Holy
Cross, 'niostlikcly
of the 14th century, giving rules and directions
'for the sight of descant
and ofFoJnirdoii.'
Gaforius (1451-1522), who is justly considered
the father of the artistic music of the great
school which culminated in Counterpoint a la
Palestrina, as also Adam da Fulda, about the
.

.

.

E^£E^?ii

P— 2^— ^-

-after its se^'enty years'

The same harmony

by
Faux-bourdon
on the same tone (transposed into Fj) is given
by M. C. Frank, Paris, 1857 :—
Altieri

(1S40) a

Et

ox

(in four piarts) is given

ul

-

-

A

higher.

fifth

t;i

— — ——

vit Spi

•

ri

-

me

tus

among

the earliest writers wlio
speak of this kind of Irarmouy.
M. Daujou
are

-t:^

Mark, Venice,
by Gulielmus Monachus, from which

discovered, in the library of S.
treatises

— (S

ua

1ik
—I
2ir3'-i!t=»'==t;^=5Z
£i—Q—^—»-^I

same period,

I

i^-E->-.u_j_

C.F.

plain that in the 15th century the fauxbourdon was held in equal honour in England
it is

and in France.
The English term Fa-burden

in

is

corruption from the French and Italian. Burden,
or Burthen, is used both for the refrain of a partsong or chorus, and for a vocal accompaniment

-

o

-

sa,

lu

ta

-

-r
_J_J_J__,

ri

-

mc

J

J

I

£

to dancing
Foot

And

it

featly here

and there,
hunkji bear.

let the rest the

The word Bordonr, and Bourdon,

mary

De

evidently a

(in both languages) a jiilgrim's
from similarity in form, the basspipe, or drone, of the bagpipe and thence again
simply a deep bass note.
As the earliest Folsi
bordoni of which we have specimens are principally formed, cxcejit at their cadences, by successions of fourths and sixths below the plainsong melody, such an accompanying bass, to
those wdio had liitherto been accustomed to use
the low' octaves of the organum, and to consider
thirds and sixths inadmissible in the harmonised
accompaniment of the Gregorian chant, would
sonndfaisc and this ap)plication of the meaning
of the faJso and faux seems a more rational
derivation than that sometimes given from fa lsefto and fahcftc, as implying the combination
of the high voices with the low in Falso Bordone

sense,

by Yittoria, Bernabei, de ZachaA^iadana will be found in Proske's Musica
T. H.
Sacra, tom. iii. Liber Vesperarum.
Falsi bordoni

in its pri-

is

staff; hence,

;

riis atid
,

,

The

treatises

by Gulielmus Monachus

referred

to in the above article are printed in the third
volume of Coussemaker's Scriptores, at pp. 273,

He speaks of Faux-bourdon as
290, and 299.
a peculiarly English form of counterpoint (288J,
292rt), stmg by three voices, treble, alto, and
tenor.
The following is his example
:

i^^^si^^i^pi^
,^LJ^J^

=^1:

;

harmony.

The following example, from a MS.' copied
from authentic sources at Rome,'' will give a
better idea of the nature of thi3 kind of Counterpoint than any verbal description. It is a Fatixbourdon, of the 15th century, on the second tone
(transposed from D to G) originally written for
three voices with the canto fermo in the alto ]iart
and with a soprano part, ad libitum, added by
;

Eaini

:

—

Here the open notes on the lower stave represent
the plain-song melody, wh ich was not sung. The
open notes above represent the tenor part, the
np2)er row of black notes are the alto piart, and
the lou'errow of black notes the treble, which
was of course sung an octave higher. The actual
notes to be sung are therefore
^

8ve lower.

'--^ti)^rz'^mt-

_

1

i

^

:

^

I

i_
^^i

iz

-mi

Thus we

see that in faux-botu'don the canto
fermo, or an embellished form of it with syncoiiations and cadences introduced, is to be
found in the Inhle part the alto sings at tlie
fourth below, and the tenor sings at the sixth
:

C.F.

m

Olo

. <=!

-

ri

Fa

-S-_(=_d:
li

'Octo Melodiae octo Modorum harmonlfe f.ict.ie nt modul.a"baiitur aaeculoVIL.ad praescriptum Adami de Falda.ct Frauuhim
1

Oaforii.'

For thiaand siniil;ir specimens nf harmoiii^'i to other tunes, see
AcconipanyiDg Hanaonies ot Plaiu-Song.' by Kev. T. Helniore,
Brief Directory, p. v.
'^

'

TOT^

II

below, taking the octave on the first and last
Tlve
notes and at any intermediate cadences.
unadorned plain-song melody was usually set

The
out at the beginning of the composition.
was not, as a rule, written, but was left
If this
to the extemjiore skill of the singer.
be biii-ne in mind, the ap]arently involved
alto part

language of Gulielmus Monachus and of Chilston
o

FAVORITE, LA

FAYEFAX

he he the author of the second short treatise
on discantinMS. Lansdowne763 sccChilstox)
becomes at once intelligible.
Chilston writes
thus;
Faburden (i.e. the tenor part) hath
but two sights {i.e. sites or positions), a third
above the plain-song in sight, the which is a
sixth from the treble in voice and an even with
the plain-song in sight, the which is an eighth
from the treble in voice.
These two accords
{i.e. the sixth and eighth below the treble) the
faburdener must rule by the mean (i.e. the alto)
of the j)lain-song, for when he shall begin his
faburden, he must attend to the plain-song and
set his sight even with the plain-song and his
voice in a fifth below the mean ^ and after that
set his sight always above the plain-song in a
third and, as oft as he will, he may touch the
plain-song {i.e. descend to the octave below the

he succeeded an elder brother as organist of the
parish church, Bolton. In 1845, leaving a sister
to discharge his duties at Bolton, he came to
London and entered the Royal Academy of
Music, where he studied under Sterndale Bennett.
During his stay in London (about twelve
months) he officiated as organist of Curzon
Chapel.
On Xov. 4, 1852, he was admitted
to the degree of Bachelor of Music at Oxford,

18
(if

:

—

'

:

:

treble) and void therefrom, except twice together,

may

not be, inasmuch as the plain-song
sight is an eighth to the treble and a fifth to
the mean (alto), and so to every degree he is a
perfect accord, and two perfect accords of one
nature may not be sung together in no degree
for that

of discant.

In the Trent Codices are numerous examples
by Dufay, Binchois, and other
composers of the 15th century.
An example
by Dufay, printed at p. 163 of Dr. Adler's first
volume of transcripts from these MSS., illustrates very clearly the method employed, the
introduction of embellishments and cadences
in the plain-song of the treble part, the movement of the tenor from the octave below to
the sixth and vice versd, and the manner in
which the alto supplied the inner harmony
J. r. E. s.
extempore.
of faux-bourdons

FAY.

See

Dotat.

in Paris,

August 15,1774

'

FAWCETT,

John,

born

at

Wennington,

1789, was originally a
shoemaker, but abandoned that calling to follow
He
the profession of music, at Bolton-le-moors.
composed three sets of Psalm and Hymn Tunes,
published at various periods under the titles of
The Voice of Devotion, The Harp of Zion, The
Cherub Lute, a.ndMiriam'.sTimbrel{lS62),v;'hic\\
In 1840
are still very popular in Lancashire.
he edited and arranged the accompaniments to
a collection of psalm and hymn tunes and other
pieces selected by .Joseph Hart, the music publisher, entitled
Melodia Divina.' An oratorio
of his composition, called 'Paradise,' was pubHe died at Bolton, Oct. 26,
lished in 1853.
His third son,
1867.
Lancashire,

Dec.

8,

'

John Fawoett, jun., Mus.Bac, was born
about 1824, and when only eleven years old
obtained the a[)pointment of organist at St.
Seven years later
John's Church, Farnworth.
1

The MS. reads

'

pluiD-soDg,'

an (ibvioue

ftlip.

born

after a brilliant career

ponts et chaussees in 1792, and became chef
de brigade of the ficole polytechnique on its
foundation in 1794. Here.undertheinstruction
of Prony, Lagrange, and Monge, he studied the
higher mathematics, but without neglecting
literature, and with Fontanes' assistance translated a great part of the ..^neid.
Of his verses
the following line has alone survived
'

'

;

Le temps ii'epargne pas ce quon

Though

—

a fait sans ]ui.

forgotten as a mathematician and a

poet, Fayolle has acquired a solid repiutation for
his services to musical literature.

He

studied

harmony under Perne, and the violoncello under
Bami, but abstained from printing his compiosiand contented himself with pjublishing
Les qimtrc Saisons du Parnnsse (Paris, 1805-9),
tions

;

a literary collection in sixteen vols. 12mo,

names

'

;

at the College de Juilly, entered the corjis des

Feb. 16, 1847.

;

Supplication

FAYOLLE, Francois Joseph Marie,

which he wrote many

;

'

and Thanksgi^'ing,' performed on the previous
day, being highly commended by the Professor
of JIusic, Sir H. R. Bishop. Fawcett died, after
a short illness, at his residence in Manchester,
w. H. H.
July 1, 1857.

Opera in four acts words
by Royer and Waetz, music by Donizetti. Produced at the Academic Royale, Dec. 2, 1840
in London, as La Favorita, at Her Majesty's,

FAVORITE, LA.

entitled

his exercise, a cantata,

musicians.

He

articles

for

on music and

also furnished the greater jiart

of the biograpihical notices in the Dictimi-naire
puljlished under the
Choron and himself (two vols. Paris,
1810-11), a work to which Fetis is much indebted.
In 1813 he published Sur Ics draynes lyriquis lI

historique des Musiciens,

leiir

of

execution.

He

collected

materials

ibr

a

History of the Violin, of wdiich, however, only
fragments appeared, under the title Notices sur
CorcHi, Tartini, Gavinies, Pugnani, et VioUi,
extraites d'nne- histoire

du

1810).
Fayolle came to
England, where he taught French, and wrote
for the Harmonicon.
On the eve of the Revolution of 1830 he returned to Paris, and resumed
his old occupation as a musical critic.
Among
his later works may be mentioned a pamphlet
called Paganini et Biriot (Paris, 1830), and the
articles on musicians in the supplement to
Midland's Biographic UniverseUe.
He died
Dec. 2, 1852, at Ste. Perrine, a house of refuge

After the

fall

rioloii (Pa,Tis,

of Napoleon,

in Paris.

FAYRFAX,

G.

Robert, Mus.Doc,

c.

believed
to have been descended from the ancient YorkHe is said to have
shire family of that name.
is

FAYRFAX

FEIS CEOIL

been of Bayford in Hertfordshire, and was probably horn in the last half of the loth century,
but nothing is known of his early life. Anthony
Wood is no doubt correct in saying that he was
Organist or Informator Chori at the Abbey of
St. Albans, with which place he was evidently
closely connected.
He was at St. Albans on
March 28, 1502, when he received 20s. from
Queen Elizabeth of York, for setting an Anthem
'

lady and Saint Elizabeth.'
At the
beginning of this year (1501-2) he took his
degree of Doctor of ilusic at Cambridge.
The
words of the Grace for the degree, conceditur
Magistro Fayorfax erudito in musiea quod post
gradum bacallariatus sua erudieione possit stare,
etc., may imply that he was already a member
of the University
they certainly show that he
had made liis reputation as a musician at that
date [Abdy "Williams, Degrees in Music\.
The
exercise
for his forme in proceadinge to bee
Doctor was a live-part Mass,
quam glorifica,
which is still in existence [Lambeth, Cod. 1].
He was incorporated at O.xford in 1511, being
the first recorded Doctor of Music there.
Fayrfax seems to have enjoyed the favour of
Henry YIII., after whose accession he was
granted an annuity of £9 2 6 (June 22, 1509),
being described as 'gentleman of the Chapel.'
At Christmas, 1510, and the two following
years, he was paid for the board and instruction
of two choir-boys, 'the King's scholars.'
On
March 6, 1512-1-3, John Fyssher, gentleman of
the Chapel, received a Corrody in the Monastery
of Stanley, on its surrender by Robert Fayrfax.
In Nov. 151-3, Fayrfax resigned his annuity of
£9:2:6, which was granted afresh in suri-ivorship to Robert Fayrfax and Robert Bythcsee.
On Sept. 10, 1514, he was appointed one of the
Poor Knights of "Windsor, with 12d. a day.
Other entries in the State Papers between 1516
and 1519 relate to sums paid to Fayrfax for a
for a book of anthems
book (£13 6 8)
for a prick songe book (£20)
for a
(£20)
showing that he
balet boke limned
(£20)
found emploj'ment as a writer ami illuminator
of MSS.
the celebrated Fayrfax MS. (Brit.
Mus. Add. MS. 6465) may well have been one
of these (see Diet. Xat. Biog. for reference to
In 1520 Fayrfax, with the rest
State Papers).
of the Chapel, attended tlie King to the Field
of the Cloth of Gold, being named at the head
His death probably took
of the singing men.
place before Jan. 1, 1525-26, as his name does
not then appear in the list of gentlemen of the
he was certainly dead before
King's Chapel
Feb. 12, 1528-29, when Bythesee suri-endered
He was buried
the annuity granted in 1513.
in St. Albans Abbey, his tombstone being afterwards covered by the Mayoress's seat, according
to the Fayrfax MS.
Fayrfax was in his day (as Anthony "Wood
says) in great renowne and accounted the prime
He is the chief repremusitian of the nation.'
of oure

'

;

'

'

'

:

'

'

'

'

'

:

:

;

'

'

:

;

'

'

;

;

'

sentative of the school of music whicli prevailed
England ti'om the time of Edward lY., and
which may be said to have culminated in hiui.
in

His njusic was soon superseded by that of the
succeeding generation of composers headed by
Tye, and is now for the most part of purely
aiitit[uarian interest.

The Ibllowing
tions,

;

a list of his chief composi-

is

mostly in MS.

:

Muss™ a 5 (1| Eegali.* |2| Alban»» (3| Tecum ppineipiuu,
o bone Jheao
(4)
nil in the Oxford Mu«lc Sehool Collection
and
elscMhepe.
O quom eloriflca,' Lambeth and Cambridee (61
(5)
'

:

'

;

'

;

;

'

Bponsam,' lute arrangement in Epit. Man.
i.J'°SS°„'^,/"*,'
Mb.
jy,.J46.
An iinnanied Maae at Peterhouse. Camhridce Add.
may
be identical with one of these.
Motets (1) Ave Dei Patris,' a 5 Bodleian, etc. (2) Maria plena
Vjrtute, a 5i Bodleian, etc.
|3| 'Salve Eegina,' a 6; Eton MS.
Lauda vivi Alpha et 0,' Peterhouse. etc. (5) Eternae laudis
141
hhum. a 5 Peterhouse, etc. (61
Maria Deo Grata,' Peterhouse.
O) Ave lumen gratiae.' a4; Brit. Mus. Addl. MS. 5054. (8) In Deo.'
K. Coll. Music.
'Ave eumme eternitjitis.' printed by Hawkins
inist. ii. 516), is an extract from Ko. (1) Ave Dei Patria.'
A Magnificat a 5, called 'Regalia, 'is at Peterhouse, and (without
coiuposer'B name) at Lambeth
a second Magnificat is at Lambeth.
Slagnificats at Cains Coll. and St. Michael's Coll., Tenbury may be
identical with one or other of these- IntheEton MS. wei-efornieriy
'Quid cantemns Innocentes.' 'Stabat Mater,' 'Ave lumen grade.'
.-ind 'Ave cujus coneepcio.'
Lute veraiona of three of the abovenamed compositions are in Brit. Mus. Add. MS. 29.246. An instrumental piece o 3, appjirently a Canon, is in Add. MS. 31,9'22.
Two Bonga by Fayrfax were printed in Wynkyn de Worde's Songbook, 1530
Ut re mi fa aol la,' a 4, and My heartes luat,' a 3.
fragment of a song, Welcome fortune.' is preserved at Ely Cathedral
In the Fayrfax MS., Brit. Mus. Add. MS. 5465, are (1) 'That was my
woo,' a 2 (2) Most clere of colour,' a 3; (3) 1 love, loved and lo\ ed
wolde I be,' a 3 (4) Alas for lak of her preaens,' a 3; (5) Sumwiiat
musyng.'a 3. The title-page also indicates two other songs ajj being
by Fayrfax, though his name is not written against them. (6)
:

'

;

'

'

;

'

'

;

'

A

'

;

'

'

'

;

'

'

;

'

Benedicite,

;

'

19

what dremyd

J,'

a 3;

'

(7)

To complayne me,

alas.'

a

3.

Burney printed 'That was my woo,' which
he thought (for no good reason) may have been
addressed to Henry YII. after the battle of
Bosworth (Hist. ii. 647)
also extracts from
some of the Masses. The songs numbere'd 2, 3,
4, 6, and 7 were printed by Stafford Smith in
;

A Collection of Enejlish Songs. No. 3 is also
printed by the Plain-song and Medifeval Mu.sio
Society in Songs and Madrigals of the l(>lh
Century.
c.. E. p. A.
FEEN, DIE. Opera in three acts: words
and music by Y'agner. AVritten at "Wiirzburg
in 1833 (the plot adapted from Gozzi's
Donna
'

Serpente'), excerpts tried in the following ye:ir,

but never performed complete until it 'was
produced at Munich in 1888.
FEIS CEOIL, THE (Irish Musical Festival),
was inaugurated in Dublin on May 17-22, 1897.
The event takes place annually in May, and occupies aweek. Itconsistsof concerts (orchestral and

and public competitions in choral and
and in ensemble and solo instrumental playing in all branches, which are adjudicated upon by prominent musicians living out
ballad),

solo singing,

of Ireland.

Competitions also in various classes

of musical composition are held, previous to the

actual festival, the works which obtain prizes
being performed at the concerts.
The objects
of the Association are, briefly

:

(1)

To promote

the study and cultivation of Irish music.
(2) To
promote the general cultivation of music iu
Ireland. (3) To hold an annual JIusical Festival,
or Feis Ceoil.
(4) To collect and preserve by
luiblication the ancient music of Ireland.
Tlie

Association

The

secoiiil

lias

its

headquarters

and fourth

festivals

in

Dublin.

(1898

and

20

1900) were held at Belfast
Dublin.

;

all

the others in
E. 0.

three

acts,

Opera
words by Eellstab, music by

written and coruposed in memory
of Frederick the Great for the reopening of the
Berlin Opera-house —burnt August 18, 184.3

Meyerbeer

;

;

reopened Dec. 7, 1844. It was performed with
extraordinary applause at Vienna, Feb. 17,1847,
with Jenny Lind as Vielka eighty florins were
given for places, and Meyerbeer was called on
ten times.
The Feldlager appears never to
have been played either in France or England,
but some of the music was afterwards used up
in the Etoile du Nord."
G.
FELIX MERITIS, an institution in Amsterdam that included witli tlie performance of music
the cultivation of letters, art, and science.
It
occupied a building architecturally important,
with a large concert-room, library, and observatory, situated on the Keizersgracht, one of the
larger canals.
Orchestral concerts took place in
the winter, similar to those of the London
Philharmonic and the Crystal Palace.
The
usual number was ten, and the subscription
;

'

'

'

was equivalent

to £5.

The

early history of

Felix Meritis has been narrated by Professor
Jorisson on the occasion of the Centenary, Nov.
2, 1877.
its

was founded

It

on the

existence

in 1777, beginning

Leliegracht

of Amster-

The founders intended it to be for
the furtherance of landaUe and useful arts
and sciences the augmentation of reason and
virtue
the increase and prosperity of trade,
dam.

'

;

;

navigation, agriculture, and fishery,' etc. etc.
But Felix Ijegan at once \\itli music and fine
art, adding literature to the scheme two years
later.
The original locale soon proved to be too
small, and in May 1782 the members removed
In 1785 continued increase
to the Vorburgwal.
determined the erection of the present building
on the Keizersgracht completed three years after,
and with 400 members, instead of, as at first,
40.
(On May 1, 1876, the number of members
of all classes was 324.) The wave of disturbance
caused by the French Revolution waslied over
,

Felix Meritis, and in 1792, through want of
funds, the concerts ceased. However, the leaders
of the institution would not allow it to sink in
the vortex of political speculation
and, in the
abolition of societies throughout Holland this
;

onewas exempted. During the clatter of weapons
the Muses were silent, but in 1800 the complement of members was again full, and in 1806
the reading-room, long closed during the prohibition of newspapers, opened again.
In that
year Louis Bonaparte, made King of Holland,
offered his protection,

was
of

which was declined, as

also the proposal that the public business

the

country should

building.

Napoleon

I.

l>e

carried

on in the

and Marie Louise, were,

however, later received in it. In these troubled
times the music of Felix Meritis tended to soften

the feelings of distress and almost despair of
yet that solace ceased
the Amsterdam patriots
once more towards the close of 1813, the country
being in a state of insurrection against the
French. After 1815 came peace and the gentle
arts again, and during a great part of the 19th
century great was the spiritual harvest of the
;

FELDLAGEE IN SCHLESIEN, EIN.
in

EENTON

FELDLAGEE IN SCHLESIEN, EIN

'

happy through

their

deserts

The

'
!

society

ceased to exist in 1888.
The name Felix Meritis was more than once
applied by Robert Schumann to Felix Mendels-

sohn
i.
219
;

see
;

Gesammdtc

also

i.

Hchriften (Leipzig, 1854),
A. .J. H.
and 193.

191, 192,

FELTON, Rev. William, born 1713, [B.A.
Cambridge, 1738, M.A. 1745, vicar-choral and
sub-chanter of Hereford Cathedral in 1741,
custos of the vicars-choral in 1769, and chaplain
He was
to the Princess -Dowager of Wales].
distinguished in his day as a composer for, and
He
performer on, the organ and harpsichord.
published three sets of concertos for those
instruments in imitation of those of Handel.
Burney, in the life of Handel prefixed to his
account of the Commemoration, relates (p. 32),
on the authority of Abraham Brown the violinist
a droll anecdote of Felton's unsuccessful attempt,
through Brown, to jirocure the name of Handel
as a subscriber to the second set of these
Felton also published two or three
concertos.
He
sets of lessons for the same instruments.
was one of the stewards of the Meeting of the
Three Choirs at Hereford 1 744, and at Gloucester
1745. He was vicar of Norton Canon, 1751-69.
it
Felton's Gavot' was long highly ]>opular
was introduced into Ciampi's
Bertoldo in
He died suddenly, Dec. 6, 1769, and
1762.
was buried in the vestibule of the Lady Chapel
w. H. H.
in Hereford Cathedral.
additions
from Diet, of Nat. Biog.
FENELL (name also written ffinell),
Thomas, was an Irish musician, and "was A'icarChoral of St. Patrick's Cathedral, Dublin, in
1677, of which he was organist from 1689 to
1694, with the exception of the year 1691-92,
when William Isaac took his place.
Dr.
Cummings says that there are some ilS. works
by Thomas Fenell of Dublin, dated 1689, in
the music library of Chester Cathedral.
From
1694 to 1698 he was organist and vicar-choral
of Christ Church Cathedral.
In 1698 he resigned, and died about the year 1708-9.
He
was constantly in difficulties owing to his
temper.
-w. h. g. f.
FENTON, L.AYixiA, born in London, 1708,
whose real name was Beswiok, \vas an actress
and singer who first appeared in 1726 at the
Haymarkct Theatre as Jlonimia in Otwaj^'s
'Orphan,' anri afterwards at Lincoln's Inn
Fields Theatre, July 15, 1726, as Lucilla in
The Jlan's the
Sir W. Davenant's comedy,
,

'

;

'

'

;

'

She attracted no particular attenMaster.'
tion until slie appeared as Polly Peachum in
The Beggar's Opera,' on the first night of its
'

FERRABOSCO

FEO
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performance. Jan. 29, 1728, when she 'became
all at once the idol of the town
her pictures
were engraven and sold in great numbers her
books of letters and verses to her
life written
published
and pamphlets made of even her
This success led to
very sayings and jests.'
her being entrusted Avith more important parts
At the
than had before been assigned to her.
end of the season, after she had played Polly
upwards of sixty times, she withdrew from the

voices,

stage and went to live with Charles, third Duke
On Oct. 21, 1751, his wife, from
of Bolton.

(1802) she married Alessandro Ferlendis, the
oboist, member of a very distinguished Italian
family of jilayers on the oboe and English horn.
She appeared at Madrid in the next year, at
Milan in 1804, and in 1805 at Paris (Theatre
Luuvois) in Fioravanti's Caprieciosa pentita.
She achieved there, however, no success in any
other role but that one.
Soon after this, she
made her first appearance in London with
Catalani in Cimarosa's Orazi e Curiazzi.'
She
was a prett3' good actress, and at that time first
bulla
she was less liked than she deser"\'ed, for
she had a very good contralto voice, and was far
from a bad butfa. She would have been thouglit,
too, to have acted the jtart of Orazia well, had
it not been for the comparison with Grassini,
and for Catalani's then eclipsing everybod}'.
(Lord Mount-Edgcumbe. ) She accompanied her

;

;

;

;

he had been separated many years, leaving died, the Duke married Lavinia Beswick at
Aix,in Provence. She became awidowin 1754
died Jan. 24, 1760, at West Combe Park,
Greenwich, and was buried in Greenwich

whom

;

Church, Feb.

FEO,

3,

1760.

w".

h. h.

Fr.a.nce,sco, one of the masters of the

Neapolitan school, was born at Naples about
The traditions of Greco and Scarlatti
1685.
were still fresh there, and it was at the suggestion of the last named that Domenico Gizzi
had opened the private school at which Feo
learnt tlie art of singing and the princijiles of
composition. His bent was essentially dramatic,
as indeed

was that of nearly

all

the Neapolitans

of his epoch, with the exception

of Durante,

whose colder and gloomier temperament predisposed him towards the ecclesiastical se^'erities
Feo, like Durante and
of the Pwoman style.
Leo, passed some time at the Vatican as the
pupil of Pitoni, but the influence of liis master
was not sufficient to divert him from Opera.
'

His Ipermestra,' Ariana,' and 'Andromache
were all published at Rome itself, and appar[The MSS.
ently during his residence there.
in the Real Collegio di Musica at Naples in'

'

'

L' Amor tirannico
clude two other operas,
(1713), and Siface (1723). Various oratorios,
masses, etc., are mentioned in the QuellenIn 1730 he was director of the
Lexikon.]
Conservatorio de' Poveri di Gesii Cristo at
Naples, and did much to establish the school
Though addicted
as a nursery of great singers.
to the stage, Feo did not altogether neglect
Church music, and his work is distinguished by
'

'

'

elevation of style and profound scientific knowBut a certain sensuousness, even in his
ledge.

suggested by tlie fact that
Gluck borrowed the subject of a Kyrie by him
[According
for a chorus in one of his operas.
E. H. r.
to Florimo he was living in 1740.]
FERIAL and FESTAL. In the Christian
Church from very early times the term Fcria
sccunda was used to denote Monday, Feria tertia
sacred pieces,

is

Hence tlie word Fcrui-, or
Tuesday, and so on.
Ferial day, came to denote a day marked by
no

special observance,

either of a festal

or a

So far as music is conpenitential character.
cerned, tlie chief difference is that on the ferial
days the music is less elaborate and ornate than

on

festal days,

when

it is

more

florid, for

more

accompanied by the organ, I'tc.
The
two kinds are known respectively as the ferial
use and festal use.
o.
FERLENDIS, Si(;>;ora, daughter of an
architect nauu'd Barberi, born at Rome about
1778.
Her voice was a strong contralto, but
somewhat hard and iutlc-xible. Having studied
with a teacher called iloscheri, she made her
debut at Lisbon.
Here she had the advantage
of some lessons from Crescentini, and liere also

'

'

'

;

husband to Italy
not known.

in

1810

;

her later career
J.

is

M.

FERMATA

is the Italian name for the sign
English is commonly called a
Pause, and signifies that the note over which it
is placed should be held on beyond its
^
natural duration.
It is sometimes
H
''
fait over a bar or double bar, in which
case it intimates a short interval of silence.
Schumann, in the first mov^ement of his
Faschingsschwank in Wien for the pianoforte,
has tlie sign over the double bar in this manner,
where the key changes from two flats to six
Kurze Pause.'
sharps, and has also written
[In the older music the sign for the fermata is
used, as frequently by Bach, merely as indicating the end of the piece, after a Da Capo, when
modern composers usually write the word
fine.'
It docs not then imply any pause in the
music between the first and second part of the

^, which in

'

'

'

'

number.]

c.

H. H. P.

FERNAND CORTEZ, OU LA CONQUETE
DU MEXIQUE. Opera in three acts words
;

by Esmenard and De Jouy, after Piron music
by Spontini. Produced at the Academic Imat Dresden, March
periale, Nov. 28, 1809
1812 after revision by the composer, at Paris,
;

;

;

May

28,

1817

;

Berlin, April 20, 1818.

FERRABOSCO,At,FONso(I), generally known
England as ]\Iaster Alfonso, was one of the
sons of Domenico Maria Ferabosco, maestro di
cappella to the church of St. Petronio at Bologna.
He was already settled in England in 1562, at
which date he was in receipt of a pension of
100 marks a year, payable during the Queen's
in

FERRABOSCO
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he had arrived
1564 he speaks of his
long service and of his youth and health spent
in the Queen's service,' but it would probably
be a mistake to attach much importance to

dare to travel in prohibited places, for fear of
leaving his family at the mercy of the InquisiHe did, however, eventually return to
tion.
England, and in .June 1572, was concerned in
a Masque presented before the (Jueen and the

phrases of tliis kind.
In a letter to the Earl of
Leicester he states that he had left Bologna
"without the necessary licence from the Inquisition, which had consequently confiscated the
property which his father had left him.
His
father, however, was alive for some years afterwards, and it is probable that his letters (of
which many exist written to Leicester, Sussex,
and Sir William Cecil) were rather intended to
excite the interest and generosity of his patrons
than to contain an exact narrative of facts.
These letters (dating from Oct. 1564), besides
excuses for non-attendance at Court on account
of ill-health, etc., are chiefly taken up with
reasons why the Queen's bounty should be farther
extended to him.
On Sept. 10, 1567, he heard
that the Queen had granted him a pension for
his life so long as he remained in her service,
-and wrote to ask that this might be secured to
him in case of her death by the insertion into
the Patent of the words heredibus et suecessoribus nostris.
Perhaps partly on this account,
but also on account of the unfriendly construction which his enemies put upon a visit paid by
liim to the French Ambassador, on Sept. 23 he
was in disgrace, and the Queen refused to see

He appears to have reFrench Amljassador.
mained in England (probably living at Greenwich, where his son Alfonso was born) till the

pleasure.

some years

It is possible that

earlier, for in
'

'

'

'

'

him.
To add to his troubles, a young foreign
musician of Sir Philip Sidney's household was
murdered as he w^as going to Court to exhibit
his skill, and Court gossip acous(>d Ferrabosco
of killing him out of jealousy.
He indignantly
wrote to Sussex to protest his innocence (Oct. 13,
1567), saying that the young man was a friend
of his, and that he was in the country when the
affair happened.
In a later letter (Dec. 28) he
complains that until the Queen consentcil to
receive him, it was generally supposed abroad,
as well as in England, that he was guilty of the
murder.
After some delay the matter was
settled, and in March 1563-69, Ferrabosco, in
writing, bound himself to the Queen's service
for life, and received a pension of £100 a year.
The Patent dated March 26, 1569, contains the
words 'heredibus et successoribus nostris.' At
thesame time Alfonso obtained leave(after pledging himself to return) to visit Italy in order to
settle his atfairs.
Accordingly, on June 25, he
writes from Paris where he was delayed, partly
by business which he was arranging with a
brother who was to accompany him to Italy, and
partly through having been robbed of all his
property by his English servant.
He writes
from Bologna on Oct. 30 of this year, promising
to return with as little delay as possible, but in
September of the following year he is still making excuses from Bologna besides ill-health and
business, he is delayed by the difficulty in obtaining the Pope's licence, without which he did not
;

year 1578,

finally quitted the country,

when he

having bound himself never to
enter any other service than that of the Queen)

and

(in spite of

entered the

ser-vdce

Duke

of the

of Savoy,

at

whose Court he was given some appointment,
Gentil'huomo dell'
for he describes himself as
He left his two children
Altezza di Savoia.'
in England, where they remained in the charge
of Corner van Austerwyke, one of the Queen's
Six years later he sent for them,
Musicians.
but the Queen refused to let them go (perhaps
'

regarding them as hostages for the return of
their father),

and Austerwyke was

still

unpaid

the date of Ferrabosco's death,
which took place at Turin in 1588.
The eldest Alfonso Ferrabosco was the most
important of the Italian musicians wJio lived
in England in the 16th century, and was held
in high estimation among his contemporaries.
'For judgment and depth of skill,' says
Peacham in 1622, 'he was inferior to none;
what he did was most elaborate and profound,
and pleasing enough in Aire, though Master
Thomas Morley censureth him otherwise. That
of his Isav) my Lcu/Ae weeping, and the XighUngaU (upon Avhich Dittie Master Bird and he in
a friendly aemulation exercised their in\'ention)
cannot be bettered forsweetnesse of Aire or depth
of judgement.
Morley tells us of another 'vertuous contention' between him and Bj'rd 'made
upon the plaine song Miserere, which contention
of theirs (specially without enide) caused them
both to become excellent in that kinde, and
winne such a name, and gaine such credit, as
will never perish so long as Musick endureth.'
The results of this contention, in which each
composer set the plain-song in forty different
ways, were printed by East in 1603, under the
for their keeji at

'

Medulla Musicke

title of

'

ever,

now known

is

'
;

no copy of

it,

how-

to exist.

His other printed works are
a five-part
madrigal 'Tu dole' anima,' contributed to Pevernage's Harmonia Celeste' (Antwerp, 1583).
Two Sets of five-part madrigals by him appeared at Venice in 1587
the first set containing twenty madrigals is dedicated to the Duke
of Savoy
the second set containing nineteen
madrigals is dedicated to the Duchess of Savoy.
Many of his madrigals found their way into
English collections: 'MusieaTransalpina' (1588)
Musica Transalcontains fourteen by him
:

'

;

;

;

pina' (1597) contains six
collection of 1598.

;

Many

'

five are in Jlorley's

of these are taken

from the two Sets of 1587.
Two pieces for the lute by the most
'

Artificial!
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and famous Alfonso Ferrabosco of Bologna were
printed by Robert Dowland in his Varietie of
'

'

Lute-lessons,' 1610.

A large number

of

MS. works by him,

ohiefly

Motets, are in the British Museum
Bodleian
and JIusic School, O.xford St. Michael's College,
Tenbury
Buckingham Palace
and Royal
College of Music Libraries.
G. e. r. a.
FERRABOSCO, Alfonso (II), son of the
first Alfonso, was born at Greenwich, and no
doubt was one of the children left behind in
England when their father returned to Italy in
1578.
'He was trained up to Musick,' says
Anthony Wood, apparently at the Queen's exat any rate, after Oct. 11, 1592, he was
pense
in receipt of an annuity of £26 13 4, which
was paid up to Midsummer 1601. After James
I.'s accession he appears as one of the King's
Musicians for the Violins, a year's salary of £7
being paid him at Michaelmas 1603.
He held
his place as one of the violins until his death,
;

;

;

;

;

:

:

by which time his salary had been raised to
£40.
l_Audit Office, Declared Accounts.']
At man's estate he became an excellent com'

poser for instrumental musick,' says Anthony
"Wood, lie was most excellent at the Lyra Viol,
and was one of the first that set lessons Lyraway to the Viol, in imitation of the old English
'

Lute and Bandora.

The most famous man

in

Fantazias of 5 or 6 parts.'
The l}'re is in liigh favour with them, writes
Andre Maugars from Rome in 1639, 'but I
have heard none who could be compared with
But it is chiefly as
Farabosco in England.'
composer of the music to some of Ben Jonson's
Those
Masijues that he is now remembered.
for which he is known to have written music
were 'The Masque of Blackness' (Tu-elflh Xigfif,
1604-5), 'Hymenad' (1605-6), 'The Masque
of Beauty' (1607-8), 'The Masque for Lord
Haddington's Marriage' (1607-8) and 'The
The printed
Masque of Queens' (1608-9).
all

the

^\'orld

for

'

'

description of the

'

Hymensei

'

(in

which Ferra-

bosco appeared as singer as well as composer)
contains a testimony to the friendship existing
at that date between him and Jonson, in a warm
eulogy of the composer, which, however, was
In 1604
omitted in the folio edition of 1616.
(Xov. 27) he was entrusted with £20 to buy
two viols for Henry, Prince of Wales, to whom
he was appointed music-master, witli a pension
of £50 a year for life (dating from Christmas,
1604); on the death of Henry in 1612 his
services were transferred to Charles, the new
To these sources of income
Prince of Wales.
was added in 1619 a share in a valuable property,
a grant for twenty-one years to him. Innocent
for cleansing the
Lanier and Hugh Lydiard
'

of fiats and shelves with power to sell
with, in addition,
an
the sand and gravel
allowance to them of one penny jier ton of

Thames

'

'

;

and merchandises imported or
exported into or out of the Port of London.'
strangers' goods

Ferrabosco
great

sum

is

said to

23

have sold his share

'

for

a

of money.'

On the accession of Charles I. Ferrabosco retained his former appointments, and was also
made Composer of Music in Ordinary to the
King, with a salary of £40, from the death of
John Coperario in 1626. He was also Composer
of the King's Music, with aii additional salary
of £40.
He died before March 11, 1627-28,
when he was buried at Greenwich, where he
seems to have lived at any rate after 1619.
Entries relating to members of his family are
to be found in the Greenwich parish registers
(printed in the Musician, Sept. 20, 1897).
Ferrabosco published two volumes of music in
1609.
The first, a book of Aj'res, dedicated
to Prince Henry, contains twenty-eight songs
with accompaniment for lute and bass viol, of
wdiich a large proportion are from Jonson's
Masques.
The other is a book of Lessons
for 1.
2.
and 3. Viols,' dedicated to the
Earl of Southampton.
They consist of short
pieces, dances, etc., for the lyra viol, and are
printed in lute tablature. Each of these volumes
contains (amongst others) commendatory verses
by Ben Jonson the first has also some verses
by Campion, addressing Ferrabosco as Musick's
maister and the offspring
Of rich Musick's
Father Old Alfonso's Image living.'
He also
contributed three compositions to Leighton's
Teares or Lamentacions
in 1614.
Compositions in MS. (chiefly Fancies for the \\o\s)
are in the libraries of the Royal Coll. of ilusic
the Music School, and Christ Church, Oxford
and the British Museum.
G. E. P. A.
FERRABOSCO, Alfonso (III), son of
Alfonso (II), succeeded on his father's death to
the pension of £50, which he had enjoyed as
former music -master to the Prince of Wales
and also to his })lace as ilusician for the Viols
and Wind Instruments.
The latter double
appointment entitled the holder to two liveries
of £16 2 6 each, which were secured to Ferrabosco by a deed dated Feb. 7, 1627-1628.
His name occurs as one of the musicians in
He must have
1635, and again in 1641.
died before the re-establishment of the King's
Musicians in 1660, when Child succeeded to
Alphonsus composer of
Ferabosco's place
Wind M. and Hingeston for a viol place of
Alphonso Ferabosco.
G. E. P. A.
FERRABOSCO, Henry, son of Alfonso (II),
and brother of Alfonso (III), succeeded his
father as Composer of the King's Music, and as
one of the King's ^Musicians, receiving a salary
On Feb. 7, 1627-28, he
of £40 for each^place.
secured his double liver}' as Musician for the
His
Voices and for the AVind Instruments.
name appears as one of the Musicians at different
dates up to 1645, when lie signed receipts on
behalf of the Musicians, the Court being then
at Oxford.
His daughter Elizabeth, baptized
'

'

'

;

'

|

]

'

'

;

;

;

:

;

—

'

,

'

'

at Greenwich, Dec. 3, 1640,

may

possibly have

FERRABOSCO
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been the Mrs. Ferrabosco whom Pepys thought
of engaging as gentlewoman for hia wife, who
sings most admirably {Diary, Sept. 4, lee-l).
She was afterwards in the suite of the Duchess

Francesca Gabrielli, an Italian singer, native of
Ferrara. When Burney was in Venice, in August
1770 he heard at the Ospedaletto an orphan girl
and
la Fcrrarese with an extraordinary eomj lass
Slie sang in London from
a fair natural voice.
1784 to 1787 in Cherubini's 'Giulio Sabino' and
other parts, but without much success. In 1 789
Mozart wrote
she was prima donna in ^'icnna.
for her the Rondo 'Al desio,' introduced into
the part of the Countess in Figaro on its revival
August 1789, and she played Fiordiligi in 'Cos!
fan tutte' at its production, Jan. 26, 1790.
Mozart did not think much of her, I'or in speak-

24

'

'

of Jfewcastle {Diary,

May

30, 1667).

Henry

may be identilied with the Captain
Ferribosco who took part in the expedi-

Ferrabosco

Henry

where he was killed.
The
committee appointed to report on arrears of pay,
etc., due to relatives of tliose who fought there
tion to Jamaica

recommend

(.lune 10, 16.58) that a

should be paid

Henry

sum

of

£240

for hve small children of Cajit.
Ferribosco, lately slayne by the Enemy
'

in Jamaica, his wife being also

dead since his
His place as Musi-

departure from England.'
cian

was

by

filled

Thomas

Bates

Restoration.

G.

FERRABOSCO,
of Alfonso (II),

the

at

e. p. a.

John, was probably the son

who was

baptized at Green-\\ich,
1626.
There is a warrant dated Jan.
17, 1631, for delivery of Chamlett and other
necessaries yearly to John Ferrabosco, one of
His Majesty's JIusiciaus for the wind instruments, in the room of Henry Ferrabosco, during
His Majesty's pleasure.
As Henry was still
holding his place as Musician for the "Wind
Instrunrents in 1634, this must have been a
temporary arrangement, made solely with a view
to providing for the child of a favouritemusician
it is possible, however, that there were two
musicians of this name.
John Ferrabosco •^^a3
appointed organist of Ely Cathedral in 1662
Oct.

9,

;

;

many anthems and
Mus.B.

at

by him

services

still

exist

In 1671 he took the degree of

there in ilS.

Cambridge

'per

literas

regias

(Dickson's Catalogue of Music at Ely).
The
show that he
married Anne Burton on June 28, 1679 their
child John was baptized in the following August,
and Avas buried May 8, 1682 John Ferrabosco
himself was buried Oct. 15, 1682.
G. E. p. A.
registers of Trinity Church, Ely,

;

;

FERRARA.

The

earliest

and best-known

musical academy in Ferrara was that of the
'Intrepidi,' founded in 1600 by Giambattista
Aleotti d'Argenta for dramatic musical representations. The magistrates of the city allowed
the academicians 100 scudi a year for public
celebrations in their theatre.
Previous to the
founding of this academy, Ferrara could boast
one of the most magnificent theatres of Italy,
opened in 1484 by Ercole I., Duke of Ferrara,
in which were celebrated the
Feste Musicali,'
those earliest forms of the musical drama universal
in Italy in the 15th century.
While the 'Orfeo'
of Poliziano was represented at Mantua, the
theatre of Ferrara witnessed the
Cefalo
of
Niccoli da Correggio, the 'Feast of Anfitrione
'

'

and

Sosia,'

and

others.

represented with great
'

La

Filla di Sciro

Fresoobalrli

was

'

The

'

'Intrepidi' in

pomp the

1607

Pastorale called

by Guidubaldo Bonarelli.
and made

a native of Ferrara,

his studies there.

FERRARESE DEL BENE,

u.

M.

p.

the sobriquet of

'

'

'

'

'

'

ing of AUegrandi he says, she is much better
than the Ferrarese, though that is not saying
She probably owed her good
a great deal.'
fortune to her pretty eyes and mouth, and to
her intrigue with da Ponte, with whom she
In the
lived as his mistress for three years.
end she quarrelled with the other singers, and
'

G.
was sent from Vienna by the Emperor.
FERRARI, Benedetto, called 'dallaTiorba,'
an Italian musician, and composer of words and
music for the species of Italian dramas called
'dramme per musica,' was born at Reggio about
1597
[as according to a portrait prefixed to
his 'Andromeda' (printed 1637) he was forty
;

From a letter, now in
years old at that time.]
the archives of Modena, -written by him to the
Duke of Modena in 1623, we learn that his
reputation as a musician, and especially as a
player on the theorbo, was by that time conIt was largely owing to him that
siderable.
the dramma musicale took such deep root in
Italy and Germany, and herein lies his chief
'

'

His opera 'Andromeda,' set
by Manelli and brought out at the
Teatro San Cassiano at Venice in 1637, was the
first opera pierformed before a mixed audience.
Inl639 followed his Adone,' set b3'Monteverde,
and Armida, of w'hich he wrote both words
and music.
Its success induced Ferrari to
devote himself more to composition than before.
He remained in Venice till 1645, when he [was
in the Court band at Modena
in 1651 he] was
invited to Vienna by the Emperor Ferdinand,
and remained in his service till 1653.
A ballet
by him was performed at tlie Diet of Ratisbon
in 1653.
In the same year he was appointed
maestro di cajipella to Duke Alfonso of Modena,
on whose deatli in 1662 he was dismissed, but he
was reappointed in 1674, and died in possession
of the post Oct. 22, 1681.
His librettos were
collected and printed at Jlilan and Piacenza,
and passed through several editions none of
interest for us.
to music

'

'

'

:

;

these collections, however, are complete.
The
library at Modena contains several of his MSS.,

including the ballet Dafne in alloro (Vienna,
[This is not mentioned in the QncUcn1651).
LcxiJion as still extant, but an oratorio Sansone
We have not sufficient
is noted as at Modena.]
materials to form any oi>iriion on the style of
He published at Venice in 1633,
his music.
'

'

'

FERRARI
and HUl, three books

1637,

of

FERRI
'

Musiche varie

a voce sola,' iu which, according to Burney, the
term Cantata' occurs for tlie first time, altliougli
the invention of this Ivind of piece was claimed
by Barbara Strozzi twenty years later, f. g.
FERRARI, DoMENico, an eminent Italian
violin player, born at Piacenza at the be^innini,^
of the 18th century. He was a pupil of Tartini,
and lived for a number of years at Cremona.
About the year 1749 he began to travel, and
met with great success at Vienna, where he was
considered the greatest living violin player.
In 1753 he became a member of the band of
'

the

Duke

of Wiirtemberg at Stuttgart, of which

If Ferrari
Nardini was at that time leader.
was a pupil of Tartini, he certainly, according
to contemporary critics, did not retain the style
of that great master in after life. He had an
astonishing ability in the execution of octaveruns and harmonics, and appears altogether to
have been more a player than a musician. He
twice visited Paris, at first in 1751, and played
He died at Paris
there with great success.
in 1780, according to report, by the hand of
Ferrari published sets of six
a murderer.
Violin-Sonatas (Paris and London), and some
for two violins and bass which, however, are

now forgotten.
FERRARI, GiACOMO GoTirREDO,

p. D.

a cultivated

and versatile musician, son of a merchant at
He learned the
Roveredo, born there 1759.
pianoforte at Verona, and the flute, violin, oboe,
and double-bass at Roveredo, and studied theory
under Pater Marianus Steoher at the convent of
Mariaberg near Chur. After his father's death
he accompanied Prince Lichtenstein to Rome
and Naples, and studied for two years and a half
under Latilla on Pai.siello's recommendation.
Here also he made the acquaintance of M.
Campan, Marie Antoinette's master of the household, and went with him to Paris, where he was
appointed accompanist to the new The'atre
Feydeau. In 1793 the company was dispersed,
and Ferrari shortly afterwards left France.
Having travelled for some time he finally settled
in London, where he composed a very large
number of works, including four operas and two
In 1801 he married Miss Henry, a
ballets.
From 1809 to 1812 he
well-known pianist.
In 1814 he went
suffered from loss of sight.
to Italy with

Broadwood

the pianoforte-maker,

visited Naples, Venice, etc., returning in
He was
1816. He died in London, Dec. 1842.

and

an active teacher of singing, and published a
Treatise on Sinr/iny in 2 vols., of which a
His
French translation appeared in 1827.
Studio di musica prattica e teorica (London) is
Two of his French songs,
a useful treatise.
and Quand
Qu'il faudrait de philosophie
I'amour nacquit a Cy there,' were extremely
'

'

'

His acquaintance with
popular in their day.
almost every contemporary musician of importance gives a historical value to his book

Aneddotfi
occorsinellavitadiG. G. Ferrari,
2 vols. London, 1830. Besides the operas, ballets,
and songs already named, Ferrari composed an
extraordinary quantity of music for the voice,
.

.

pianoforte,

.

and

flute,

harp.

Quellen-

[See

Lcrtkon.]

F. G.

FERREL, Jean Francois, musician

in Paris

about the middle of the 17th century, wrote
a small pamphlet, A savoir que les maistres
de dance, qui sont de vrays maistres larrons a
I'endroit des violons de France, n'ont pas royale
commission d'incorporrer is leur compagnie les
orffardstes et austres musiciens, comrae aussy de
leur faire paler redevance, demonstre par J. F.
Ferrel, praticien de musiqae a Paris, natif de
I'Aiijou (Paris, 1659). This was the signal for

a contest lasting for 100 years, between the
French musicians and the dancing-masters, whose
chief, the roi des me'netriers,' claimed jurisdiction over all musicians. Hard words were exchanged o]i both sides, and after several law-suits
a decree of the Paris Parliament in 1750 settled
the question in favour of the musicians. Some
of the x^amphlets had curious titles for example.
La cloche felee, ou le bruit faict par un musicien
qui ne veult etre maistre de dance parce qu'il ne
salt sur quel pied se tenir, and Discours pour
prouver que la danse dans sa plus noble partie
n'a pias besoin des instrumens de nuisique, et
[See
qu'elle estentouteindependanteduviolon.
'

;

Fctis.]

FERRETTI, Giovanni, born

M. c. c.
at Venice about

where he
from
Canzoni
1.575 to 1.585], composed five books of
in five parts (Venice, 1567-91), two books in six
parts (Venice, 1573-86), and another of five-part
madrigals (Venice, 1588), all excellent examples
1540 [lived

in

was maestro

Anoona from

1569,

di cappella at the cathedral
'

of their kind.

A madrigal of his,

'

Slat' avertiti,'

included in Webb's madrigals,
and in vol. iii. of Novello's Glee Hive. m. c. c.
FERRI, Baldassare, one of the most extraordinary singers who ever lived, was born at

for five voices,

is

He owed to an accident
9, 1610.
boyhood the operation by which he became
a sopranist. At the age of eleven he entered the

Perugia, Dec.
iu his

service of the Bishop of Orvieto as a chorister,
and remained there until 1625, when Prince
Vladislas of Poland, then on a visit at Rome,
carried him off to his father's Court. In 1665

he was transferred to Ferdinand HI., Emperor
of Germany, whose successor, Leopold I., loaded
him with riches and honours. This prince h,ad
a portrait of Ferri crowned with laurels, hanging
iu his bed-chamber, and inscribed, Baldassare
Ferugino, Re dei Musici.' At the age of sixtyfive he received permission to retire to his native
country, with a passport, the terms of which
,

'

indicated sufiiciently the consideration in which

he was held.

He

reached Italy iu 1675, and

died at Perugia, Sept. 8, 16811.
Ferri was made a knight of S. Mark of
Venice in 1643; and, therefore, probably visited
C
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Italy at that time.
He aroused the greatest
enthusiasm wherever he appeared hundreds of
sonnets were written iu his lionour, he was
covered with roses in liis carriage after simply
singing a cantata, and at Florence a number of
;

distinguished persons went three miles out of
the town, to escort him into it.
(Ginguene.)

He

is said also to have visited London, and to
have sung here the part of Zephyr: but this

must be a fable, as Italian opera did not begin in
England till 1692, — twelve years after his death.
It is true that in M. Locke's 'Psyche' (1671)
is a character called Zephyr; but he has
only four lines to speak, and none to sing.
Ferri had, nevertheless, made one journey (before

there

Sweden, to gratify Queen Christina's
Ginguene says that his
portrait was engraved with the inscription Qui
fecit mirabilia multa
but such a portrait (as
far as the present writer knows) has never been
seen.
A medal was struck, bearing on one side
his head crowned with bays, and on the other
the device of a swan dying by the banks of
Meander. Ferri was tall and handsome, with
refined manners and he expressed himself with
distinction. He died very rich, leaving 600,000
crowns for a pious foundation.
His voice, a beautiful soprano, had an indescribable limpidity, combined with the greatest
agility and facility, a perfect intonation, a
brilliant shake, and inexhaustible length of
breath. Although he seems to have surpassed
all the evirati in brilliance and endurance, he
was quite as remarkable for pathos as for those
1654) to

wish

to hear him.

'

'

;

;

(Bontempi, Hlstoria Musica.) j. M.
la, born in Feb. 1727
at Chalons; became in 1777, by purchase, Intendant des lleuus-plaisirs to Louis XVI., and
as such had the direction of the lilcole Royale
de Chant' founded by the Baron de Breteuil,
and of the opera after the municipality had given
up the administration of it. In 1790 he published a reply to a pamphlet by the artists of
Me'moire justificatif des sujets de
the opera
I'Academie royale de musique
in which they
demanded a reform of the administration. He
died in Paris, July 19, 1794. His son occupied
the same post after the Restoration.
m. c. c.
qualities,

FERT6, Papillon de

'

'

'

—

'

'

FERVAAL. Opera

—

words and
Produced at the

in three acts,

music by Vincent d'Indy.
Theatre de la Monnaie, Brussels, March
1897;

at

the

Ope'ra

Comique

in

Paris,

12,

May

10, 1898.

at Magdeburg, Feb.

an amateur, and

own with brilliant success. In 1806
he accepted a place in the Duke of Oldenburg's
band, but iu the following year became solo
violinist under Reichardt at Cassel, where he
passed six happy years and composed his first
seven quartets and first two symphonies, interesting works, especially when he himself
played the first violin. In 1814, after a visit to
Vienna, he was appointed solo violin, and in the
following year concert-meister, to the Duke of
Baden at Carlsruhe. During the next eleven
Cantemir and
years he wrote two operas,
certo of his

'

'

'

Leila,' overtures, quartets, quintets, chorales,

He died at
psalms and other sacred music.
Carlsruhe, May 24, 1S26, of consumption, after
many years' suffering, which, however, had not
impaired his powers, as his last works contain
some of his best writing. His De Profundis,'
arranged in four parts by Strauss, was sung at
Fesca was thoughtful, earnest, and
his funeral.
warm-hearted, with occasional traits of humour
in striking contrast to his keen sensibility and
lofty enthusiasm for art. He appreciated success, but steadfastly declined to sacrifice his own
perceptions of the good and beautiful for popularity.
Fesca's rank as a composer has been
much disputed. There is a want of depth in
his ideas, but his melodies are taking and his
combinations effective. His quartets and quintets, without possessing the qualities of the
great masters, have a grace and elegance peculiar
to himself, and are eminently attractive. His
symphonies are feebly instrumented, but his
'

sacred works are of real merit. In richness of
modulation he approaches Spohr. A comi)lete
edition of his quartets and quintets (twenty and
in number) has been published
(Eimbault).
His son, Alexander
born at Carlsruhe. May 22, 1820,
Brunswick, Feb. 22, 1849, was a
Rungenhagen, AVilhelm Bach, and
five

his

1.5,

1789.

His father was

mother a singer, pupil

of

A. Hiller, so he heard good music in his
youth, and as soon as he could play the violin
had taste enough to choose the quartets and
quintets of Haydn and Mozart in preference to
Pleyel's music, for which there was then a
perfect rage in Germany.
Having completed
his elementary studies, he went through a course

in Paris

Ernst,
died at
pupil of
Taubert,

and composer of trios for pianoforte, violin, and
violoncello, and other chamber-music popular in
their day. The best of his four operas was Der
Troubadour' (Brunswick, 1854).
m. c. c.
FESTA, Costanzo, one of the earliest composers of the Roman School, was born somewhere
towards the close of the 15th century. He was
'

elected a

FESCA, Friedrich Ernst, composer, born

J.

of counterpoint with Pitterlin, conductor of the
Magdeburg theatre. On Pitterlin's death in
1804 he became a pupil of August Eberhardt
Miiller at Leipzig. Here he played a violin con-

member

and died April

of the Pontifical choir in 1517,

10, 1545.

He

eventually became

maestro at the Vatican, and his nomination was
so far singular that he was at that time the only
Italian in a similar position throughout the
Peninsula. His genius cannot be doubted, and
Dr. Burney, who had been at the trouble of
scoring a great number of his Madrigals, was
astonished at the rhythm, grace, and facility of
them. He calls one of Festa's Motetti, Qiiam
pulchra es, anima mea,' a model of elegance
'

FESTIVALS, MUSICAL

FESTING
and fnire liarmony, and says that
the subjects of imitation in it are as modern,
and that the parts siug as well, as i£ it were a
production of the 18th century.'
Festa, ac-

simplicity,
'

cording to Baini, fell in his motets into a
fashion too prevalent in his day, of setting
distinct words to each voice. The Abbe (Life
0/ Faleslrinu, vol. i. pp. 95-103) explains in
great detail the lengths to which this absurd

and undignified affectation was carried, and
quotes with obvious and well-merited approval a
rebuke administered by the Cardinal Capranica,
in the pontificate of Niccolo V., to some singer
who had asked him to admire the caprice. Mi
pare,' said the Cardinal, 'di udir una mandra
'

di porcelli,

che grugniscono a tutta forza senza
uu suouo articolato, nou che una

profierire pero
parola.'

The principal repertories forFesta's music are
the collections which flowed from the presses of
Gardano and of Scotto at "\'euice in the middle
of the IGtli century, and for which the curious
inquirer must be referred to the Btbllographie
of Eitner, or the Quellen-Lexikon. [His first
book of madrigals lor three voices was published
in 1537, and various editions appeared down to
15(iS.
Two masses are in the Sistine Chapel, a
four-part Magnificat was published in 1554, and
a book of Litanies for double choir in 1583.]
The archives of the Pontifical chapel are rich
in his MSS., and a celebrated Te Deura of his
(published loJNi) is still sung by the Pontifical
choir at the election of a new Pope. Burney,
in his History (iii. 245, 6), prints a motet and
a madrigal of Festa's; and a Te Deuni and
motet are given in Book's collection (vi. 31, 40).
His madrigal Down in a flow'ry vale (' Quando
ritrovo la mia pastorella ') long enjoyed the dis'

'

tinction of being the most popular piece of this
B. H. p.
description in England,

FESTING, Michael Christian, an eminent
performer on, and composer for the violin, was
the son of a flautist of the same names, who was
a member of the orchestra of the King's Theatre,
in the Haymarket about 1727. Festing was at
first a pupil of Richard Jones, leader of the band
at Drury Lane, but subsequently studied under
Geminiani.

He

first

appeared in public about

a member of the king's private
1735 and first violin at an amateur
association which met at the Crown and Anchor
Tavern in the Strand, under the name of the
1724.

He became

band

in

[In 1737 he was appointed director of the Italian Opera.] On the
opening of Pvanelagh Gardens in 1742 he was
appointed director of the music as well as leader
of the band.
Festing was one of the originators of the
Society of Musicians. Being seated one day at
the window of the Orange Coffee-house in the

Philharmonic Society.

Haymarket

in

company with Weidemann,

the

and Vincent, the oboist, they observed
two very intelligent-looking boys driving milch

flautist,
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On inquiry they found them to be the
orphans of Kytch, an eminent but imprudent
German oboist, who had settled in London and
then recently died, literally in the streets, from
sheer want. Shocked by this discovery Festing
consulted with Dr. Greene, his intimate friend,
and other eminent musicians, and the result was
the establishment of the Society of Musicians
for the suppin-t and maintenance of decayed musicians and their families. [See Royal Society
OF MusiciAXS.] Festing tor many years performed gratuitously the duties of secretary to
this institution.
He died July 24, 1752. In
September of that year his goods, books, and
instruments were sold at his house in Warwick
Street, Golden Square,
He left an only son,
the Rev. Michael Festing, rector of Wyke Regis,
Dorset, who married the only child of his father's
friend, Dr. Greene. From this union sprang
many descendants to perpetuate the name of
Festing, and not many years since an Hertfordshire innkeeper, bearing the names of Maurice
Greene Festing, was living. Festing's composiasses.

tions consist of several sets of solos for the violin
sonatas, concertos, and .symphonies for stringed
and other instruments part of the third chapter
;

;

of

Habakkuk, paraphrased; Addison's Ode

for

Milton's Song on May morning;
an Ode on the return of the Duke of Cumberland
from Scotland in 1745 an Ode For thee how
St. Ce(.'ilia'sday

;

'

;

do mourn
and many cantatas and songs for
Ranelagh. Sir John Hawkins says that 'as a
performer on the violin Festing was inferior to
many of his time, but as a composer, particularly
of solos for that instrument, the nature and
genius whereof he perfectly understood, he had
but few equals,' Festing had a brother of the
name of John, an oboist and teacher of the flute,
whose success in his profession was such that he
died in 1772 worth £8000, acquired chiefly by
I

'

;

w. h. h.
The earliest
musical festivals of which any trustworthy
record exists were held in Italy. At an interview between Francis I., King of France, and
Pope Leo X. at Bologna in 1515, the musicians
teaching.

FES'TIVALS,

MUSICAL.

attached to their respective courts combined
and gave a performance, but no details of the
programme liave been preserverl. In the early
part of the 17th cent ury there was a thanksgiving
festival at St, Peter's at
of the Plague,

when

Rome on

a mass

the cessation
for si.x

by Beuevoli

was sung by more than 200 voices with
organ accompaniment, the sixth choir occupying
the highest part of the cupola. In France the
first festival recorded is that which took place
choirs

as a thanksgiving, for the recovery of the eldest
Te Deuni
son of Louis XIV,, when LuUi's
(written to celebrate a similar happy event in
'

'

His Majesty's

own

life in 1B8G)

was performed

In Bohemia the earliest
musicians.
festival was held at Prague in honour of the
coronation of the Emperor Charles VI. as King

by

-lOO
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of Bohemia,

FESTIVALS, MUSICAL

when the opera of Costanza e
hy Fux was performed iu the opeu
air hy a band of 1200 and a chorus of 100 voices
'

Fortezza'

— a somewhat singular proportion of orchestral
to vocal resources

— and of

an account

this

(all at Cardiff) as hereunder set forth,
with the principal works performed:
'Messiah,' 'Elijiili,' 'Hymn of Priise,' 'Golden Legend
18'.I2.

held

(SullivanI

'

Oreain

1895.

of .Tub;tl

'

IMaekeiiZiei,

'

Faust (Beriioz),
'

'Stubat Mater' IDvoKk), 'Blest Pair of Sirens' (Huljert
llevenee (Stanford), in addition to an oratorio,
Parry)
'Saul of Tarsus,' cojuposed for the festival by Dr, Joseph
Parry, Conduettir, Sir Joseph Baniby.
'Messiah,' 'St. Paul,' Limt .Judgment.' 'Requiem (\ erdi),
'The Light of the "World' (SullivaTil, 'Faust (Berliozl.
'Choral Symphony,' 'St. Francis' (Edfar Tinell, first performance in England and for the first time, 'The Bard
Con(Stiinford) and A Psalm of Life' (David Jenkins).
(An interval of seven years
duetor. Sir Joseph Baraby.
elapsed before the next festival was held.)
(Brahms),
nestiny
'Song
of
'Elijah,'
'Orpheus' (Gluek).
'

is

given by Buruey in his Gennan Tour, vol. ii.
French musicians united at Paris in
p. 178,
ITiii in a solemn service at the funeral of
Rameau; and at Naples iu 177-1, at the burial
of Jonimelli, the service was performed by 300
musicians.
In Austria the earliest festivals
were given by the iMusical Institution at Vienna

—

'

'

;

'

'

1902

'Faust' (Berlioz),

Mater' (Rossini),

'St-abat

'

Samson and

Delikah' (Saiiit-SaOns), 'Ruth' (Cowen), Flying Dutchman
(Acts 1 ami 'Ji. The Ee-ititudes' (C(^-8ar Fitinckl, for the first
time iuEn-'land; and, for the first time, two orchestral pieces
'On the Heights,' and 'On the March,' by Arthur Hervey.
Conductor, Dr. F. H. Cowen.
'Elijah '' Hymn of Praise.' 'Eve' (Massenet). 'Faust (Schumannl 'Samson and Delilah' (Saint -Saens). 'Requiem'
(Verdi), Dream of Gerontius' (Elgar). 'The Desert' (David).
'Lohengrin' (Act 3), 'Midsummer Night's Dream' music
(MendelssohnI; and, for the first time, 'John Gilpin '(Cowen),
The Victory of St. Garmon'( Harry Evans), 'Welsh Rhapsody'
(Gennani. and overture In the East," Her\ey, the two laet
named being orchestral works. Conductor, Dr. F. H. Cowen^
'

'

'

by whose members, to
were performed
Advent and Lent, for charit-

(Tonkiiustler-Societiit)

the

number

of

,

400, oratorios

twice annually, in
able purposes, beginning with 1772.1
In the
same city there was a festival in honour of
Haydn in IbOS, at which the Creation was
performed, and at which the composer bade
farewell to the world. More important, and in
its dimensions approaching more nearly to the
modern festival, was a performance given at
Vienna in 1811, also iu Haydn's honour, when
the numbers are said to have been upwards of
700.
[See also BE.iULiEU, Cincinn.A-TI, and
'

NiEDERRHEiNisCHE,

for

'

important

festivals

other than British.]

M.

c.

1904

'

'

Diocesan Choral Festivals. See below.
Dublin. — A festival comprising seven concerts was held in 1831, when Sir George Smart
and Ferdinand Ries conducted, the latter being
represented by his oratorio The Triumph of
Jlidsummer Night's
Mendelssohn's
Faith.'
Dream overture was played from MS. parts,
and Pagauini appeared. (See also Feis Cecil,
'

'

'

ante,]). 19.)

Edinburgh. — The
was held

British Festivals

the Scot(seven concerts),
of which a full account (published) was written
by George Farqiihar Graham (Edinburgh, 181G).
The two succeeding meetings, in 1819 and 1824,
were conducted by Sir George Smart. In 1843,
on the occasion of the opening of the new Music
Hall in George Street, a festival was held (Oct.
9-14) conducted hy the Reid Professor of Music,
Sir Henry R. Bishop.
No new works were produced on any of these four occasions, nor have
tish capital

The following musical

festivals are described

Birmingham,
Charity Children,
Chester, Eisteddfod, Feis Cecil, Foundling
under their own
Bristol, Cecilia,

lieadings

:

St.,

Hospital, Handel Festival, Leeds, Liverpool, Manchester, Norwich, Sons of the
Clergy, Three Choirs, and York.

Bradford.

— In connection with the opening

of St. George's Hall, a festival

was held

in 1853,

when a MS Credo by Mendelssohn was performed
.

Hatton's
Robin Hood,' and G. A. Macfarren's
May
Day,' were produced on August 26 and 28 respectively; and in 1859, on August 26, Jackson's
The Year,' received its first performance. All
three festivals were conducted by Costa.
Bridlington.
This festival, inaugurated,
financed, and conducted by Mr. A. W. M.
Bosville,D. L.,of Thorpe Hall, near Bridlington,
was first held iu 1895 with one exception
(1902) it has been continued annually until
Works have been specially composed for
I'M'i.
the Bridlington festival by the following local
musicians
Mr. .John Camidge, Mr. Arthur C.
Edwards, and Mr. G. T. Patman.
Further
details will be found in the Musical Timex of

for

the

first

time.

In

1856,

J.

L.

'

'

'

—

;

—

Jane 1903, p.
Cardiff.

383.

— In spite

of the tact that Wales is
credited with a true love for music, no festival
on an adequate scale took place in the Principality until 1892. Since then and up to the
present time (1905) four meetings have been
1

HanBlick'e Concert- Wesen in Wien, p.

18.

first festival in

in 1815

,

any subsequent festivals been held. (See Mksic
for the People, by Robert A. Marr, Edinburgh,
1889, for further information.)

—

Glasgow.
In 1860 the first festival took
place in Glasgow, wdien the four concerts included performances of Messiah,' 'Elijah,' and
the production of a new oratorio by Charles
Edward Horsley, entitled Gideon.' The next
music-meeting (six concerts) was held in 1873,
at which were given Messiah,' Elijah,' Eli
(Costa)
and, for the first time, an oratorio,
'Jacob,' composed by Henry Smart, and a
psalm, Bow down thine ear,' by H. A. Lambeth, who, with Costa, shared the duties of
conductor. No other festival has since been
held iu Glasgow. The opening of St. Andrew's
Halls, however, in Nov. 1877, partook of the
nature of a musical festival. For that occasion
Sir G. A. Macfarreu composed his cantata The
Lady of the Lake.' (See Mr. Jlarr's book mentioned above, under Edinburgh.')
Hanley. See North Staffordshire, below.
'

'

'

'

'

;

'

'

'

HoviNGHAM. — The

annual one)

in this

festival

(not quite

an

remote Yorkshire village
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Tvas founded iu 1887 by

T. P.
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Pembertou

(formerly Hudson), and has al^^'ays been conducted bj- bim, tbe twelfth meeting taking place
A list of the works that have been
iu 11103.
performed is given iu the Musical rimes of

December

Those produced at
Dr. Alan
Gray, Dr. E. AV. Naylor, Mr. T. Tertius Noble,
Miss Alexandra Thompson, and Dr. Charles
Wood. Dr. Joachim has taken part iu nearly
ltK)3

792).

(p.

Hovingham have been composed by

all the festivals.

—

one

1889,
is

Thus

1892,

1896,

announced

it

1899,

and

1902,

-while

be held at Lincoln iu 1905.

to

will be seen that since 1901 the festivals

have been exclusively at Lincoln. The performances have been conducted (with the exception
of that in 1882) by the respective organists
of the two cathedrals
Dr. Haydu Keetou, of
Peterborough: (the late) J. M. W. Young aud
Dr. George -J. Bennett, both of Lincoln.
North Staffordshire. These festivals
take rank for at least two new works produced
thereat, and for the excellence of the chorus
singing for which the Potteries are noted. Since
their foundation (in 1888) live meetings have
been held, all taking place at Hauley. The
dates are 1888, 1890 (first performance of
Swinnertou Heap's 'Fair Rosamond'), 1893,
18'H3 (first performance of Elgar's
Kiug Olaf '),
and 1899 (first performance of Coleridge-Taylor's
Death of Minnehaha,' the second section of
the Hiawatha triology)
The late r)r. Swinnertou Heap conducted all these five festivals.
Scarborough.
Two festivals have hitherto
(r.«)5)
been held
in 1899
and 1902, both
conducted by Dr. F. H. Cowen. The works
performed at the first meeting included St.
Paul,' 'The Golden
Legend,' and 'Ode to
and at the second (in
the Passions' (Cowen)
190'2), 'Messiah,' 'Elijah,' 'Faust'
(Berlioz),
aud 'Revenge' (Stauford).
Sheffield.
Although one of the youngest

—

—

'

'

'

'

made

the fame of the Sheflield Festival.
that occasion the programme included the

.

—
—

]\Ies-

siah,' 'King Olaf' (Elgar), Samson and Delilah' (Saint-Sacus), Tlie Golden Legend,' The
'

'

'

Choral Symphony,' 'King Saul' (Parry), and
the

•

Hymu

of Praise.'

August

Sir (then Mr.)

Manns conducted ou both

occasions.

At the festival of 1902 the following works
were performed, under the conductorship of
iNIr.
Henry J. Wood: 'Elijah,'
Gareth and
Lynette
(a cantata composed lor the occasion by Dr. Coward), Triumphlied
(Brahms),
The Dream of Geroutius aud Coronation
Ode (Elgar) Wanderer's Sturmlied (Richard
Strauss), Israel in Egypt' (Selection), Stabat
Mater' (Dvorak),
Jesu, priceless Treasure'
(Bach) 'Meg Blaue' (Coleridge-Taylor), Easter,'
symphonic poem for organ and orchestra (Fritz
Volbach), Blest Fair of Sirens' (Parry), and
The Hymn of Praise.' Ever since the inception
'

'

'

:

—

of British festivals, Sheffield has rapidly come
into the first rank, by reason of its magnificent

chorus-singing, due to the exceptional choirtraining skill of Dr. Henry Coward. This uotable Yorkshire music-meeting originated in a
very modest way, nothing more than a per-

formance of Mendelssohn's 'Elijah,' in 189.'*,
In the following
conducted by Dr. Coward.
year (1890) the first festival proper, lasting two
days, was held, wdien the works performed included Elijah,' The Golden Legend,' Faust
(Hubert Parry).
(Berlioz), and 'Job
It was not, however, until the meeting of
1899 (three days) that the singing of the chorus
'

'

'

'

'

,

'

'

'

'

'

'

,

'

'

'

of the Sheflield Musical Festival Dr. Coward has
held the post of chorus-master. For the festival of 1905,

Herr F. ^\'eingartne^

is

ai)pointed

conductor.

Wolverhampton. — Started

owing

in

1808,

this

was held

triennially until 1880, when,
to lack of financial support, it ceased to

festival

exist.
The first meeting (1808) was conducted
by Mr. Alberto Eandegger, the following four
festivals being under the direction of Mr. W. C.

Stockley, of Birmingliam. Iu 1883, wdth the
appointment of Dr. Swiuuerton Heap as conductor, the concerts occupied two days, instead
of one as formerly.
The most important pro-

ductive featureof the Wolverhampton Festivals
is associated with that last held (iu 1.S80), wheu
two cantatas, The Maid of Astolat,' by Dr.
Heap, aud 'The Bridal fif Triermain,' by Mr.
Frederick Corder, were performed for the first
time, both works having been written for the
occasion and conducted hy their respective
composers.
'

Diocesan Choral Festivals

'

'

On

'

'

Peterborough and Lincoln. Originating
at Peterborough iu 1882 as an oratorio service,
this festival assumed its twiu-cathedral form
in 1889, wheu Lincoln became joint participator in the scheme. The meetings have been
held as follows: Peterborough iu 1882, 1SS.5,
1888, 1891,
1894, 1898,
aud 1901: Lincoln
in

29

These widely spread festivals, known not only
all over Great Britain, but in Britain beyond the
seas aud also in America, originated iu the diocese
of Lichfield, in, or about, the year 1850, wheu
the Lichfield Diocesan Choral Associatiou was
formed. Tlie first festival was held, upou the
invitation of the Dean aud Chapter, iu Lichfield
Cathedral, on Oct. 11, LSoO, aud was attended
by twenty-six church choirs coining from various
parishes

in

Staffordshire.

But the germ

of

these important and beneficial choral gatherings
can be traced to the parish of Cheadle. iu Staffordshire, where, iu (or about) 1819, was founded
'The Cheadle .\ssociation for the promotion of
Church Music
a society, wdiich not only organised festivals of church choirs in the district,
One of the
but published its own music.
first acts of this Association was to gather
together several neighbouring chi;)irs iu the
'

—

'

TtTlS

f6tis

parish church of Cheadle, for the purpose of
practisiug chanting and singing' {The Organist

composer he wrote much pianoforte music for
two and four hands, chamber-music, duos, a
quartet, quintets, and a sestet for piano (four
hands) with string quartet, overtures and symphonies for orchestra, operas and sacred music.
His operas L'Amant et le Mari (1820), Marie
Stuart en tcosse' (1823), 'La Vieille (1826),
and 'Le Mannequin de Bergame' (1832) were
produced at the Opera Comique with some
success, though they now seem feeble and
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and Choirmaster of Nov. 15, 1896, in an article
on Choral Festivals'). In the following year
(August 29, 1850) a similar festival service was
'

held in Leigli church, nine choirs, comprising
100 voices, taking part. Such gatherings came
to be known, and they were speedily recognised and encouraged by the Lichfield Cathedral
authorities. Thereupon the movement rapidly
spread aud became firmly rooted in the various
dioceses and rural deaneries, not only here,
but in the Colonies and in America. These
Choral Associations hold their annual festivals
either in the Cathedrals of their several dioceses, or in some large Parish Church.
On such
occasions the singing of the combined choirs,

numbering hundreds of voices, is always of an
imposing and soul-stirring nature.
p. g. e.
F1<;TIS, Francois Joseph, born March 25,
1784, at Mons, died March 26, 1871, at Brussels,
the most learned, laborious, and prolific musical
litte'rateur of bis time.
He was the son of an
organist at Mons, and early learned to play the
violin, piano, and organ, completing his studies
at the Paris Conservatoire.
Boieldieu and
Pradher were his masters for the piano, but he
only succeeded in gaining the harmony prize in
second prix for com1803, and the second
'

'

much as might have
been e-xpected from one who delighted to style
himself the pupil of Beethoven. He married
position in 1807, scarcely as

1806, and in 1811 pecuniary difficulties,
caused by the loss of his wife's fortune, compelled bim to retire to the Ardennes, where he
remained till his appointment as organist and
professor of music at Douai in Dec. 1813. In
1818 he returned to Paris, and in 1821 be succeeded Eler as professor of counterpoint and
fugue at the Paris Conservatoire, becoming librarian of that institution in 1827. For an account
of the historical concerts he inaugurated in Paris,
[In 1828 he was for three
see vol. i. pp. 575-76.
months in England. (See the Harmonicon for
July 1829.) He came to England in 1829 for
the purpose of giving a course of lectures on
musical history. The season was too far advanced to allow of bis doing so, and the plan was
abandoned, a single lecture being given at Sir
George Warrender's, on May 29, when illustrations were given by Camporese, Malibran,
Mme. Stockbausen, Donzelli, Begrez, Labarre,
De Beriot,etc.] In March 1833 be was appointed
director of the Brussels Conservatoire and
maitre de cbapelle to the King of the Belgians,
two important posts, which, besides ensuring

in

him many gratifying
to take part in

Academic Royale,

the

distinctions, obliged

labours of

him

the Belgian

for which he wrote several
interesting memoirs.
Fe'tis must be considered separately in his
various capacities of composer, author of theoAs a
retical works, historian, and critic.

'

'

'

'

Among his sacred compositions
antiquated.
we will only specify his Messes faciles pour
'

I'orgue,'

and

his

'

Messe de Requiem

for the funeral of the

Queen

'

composed

of the Belgians

The greater part of his church music
unpublished. Fe'tis's fame, however, rests
not upon his compositions, but upon his writings
on the theory, history, and literature of music.
d'harnionie et
His Methode ^l^mentaire .
(1850).

is

.

d'accompagnement

(1824,

1836,

1841),

which

has been translated into English (Cocks & Co.)
and Italian; his Solf'eges progressifs (1827);
Manuel des principes de musique (1837) Traite
^lemeniaire de musique (Brussels, 1831-32)
translated by
Traite du chant en ch<£ur (1837)
Manuel des jeunes corivHelmore (Novello)
positews (1837) Methode des tnethodes de piano
(1837); Methode des methodes du chant (1840);
and Methode il4inentaire de Plain Chant (1843),
have been of great service to teachers, though
some of them bear traces of having been written
in haste for the publishers. Far above these
must be ranked his Traits de l' acoompagnement
de la partition (1829) his Traits eomplet de la •
th^orie et de la pratique de Vharmonie (1844),
which has passed through many editions and
been translated into several languages and his
Traiti du contrepoint et de la fugue (1824), a
;

—

;

;

;

;

These two last Fe'tis considered his best original productions, and looked
to them for his permanent reputation.
They
really classical work.

were the more important

in his eyes because he
believed in the infallibility of bis doctrines.
Outside his own peculiar system of harmonic

generation

main

— the

'omnitonic'

system,

whose

that harmonic combinations
exist by which any given sound may be resolved
principle

is

—

into any key and any mode
he saw nothing
but error and confusion. As a historian he was
equally systematic and equally impatient of
contradiction. Nevertheless, in his Biographic
urdverselle des Musiciens, and in his Ristoire
ginerale de la Musique, errors of detail and
mistakes in chronology abound, while many of
the opinions he advances are open to question.
Easy as it may be, however, to find fault with
these two standard works, it is impossible to
do without them.
The first edition of the
Biographic (Paris, 1835-44) is especially defective, but it contains a remarkable introduction founded on the writings of Forkel, Gerber,
Fe'tis inKiesewetter, Hawkins, and others.
tended to use this introduction as material for

FifcxiS
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a Philosophie de la Muslque, but had not time
to accomplish it. The second edition of the
Biogruphie (Paris, ISliO-fio), though more complete and more satisfactory than its predecessor,
should still he consulted with discretion its
dates are still often wrong, and there are mistakes, especially in the articles on English
musicians, which are almost ludicrous, and might
have been avoided. The two supplementary
volumes edited by Arthur Pougin in 1878 and
1880, added much to the value of the book.
Fe'tis unfortunately allows his judgment to be
biassed by passion or interest. It is a pity that
in his Histoire genirale de la Musique (Didot, 5
vols. 1S69-76) he is not more just to some of his
predecessors, such as Villoteau and Adrien de la
Fage, whom he quotes freely but never without
some depreciatory remark, thus forgetting the
poet's words:

the Academie Royale in Brussels.
active as Couservateur en
chef de la Bibliotheque Royale.
A younger

;

—

'

Ah! doit-on

hL^riter

de ccux qu'on assassine

'

?

In spite of this defect, and of a strong tendency to dogmatism, the Histoire generals de la
Muslque, although a fragment
for it ceases
exhibits Fe'tis at his best.
at the 15th century
Another useful work is La Musiqne mlse a la

—

—

portde de tout

le

monde

(Paris, 18130, 1854, 1847),

which has been translated into German, English,
Spanish, and Russian. The same elevation and
clearness appear in his innumerable articles and
reviews, which were all incorporated in the
Biogruphie, the

Curiosites

historiques de la

Musique (Paris, 1830), the Esquisse de I'histoire
de Vharmonie (Paris, 1840, now very scarce),
and other works already named. The Revue
musicale which he started in 1827, and continued till 180.3, was the foundation of the
musical press of France.
[Among his other
works may be mentioned biographies of Paganini
(1851), and Stradivari (1856), Memoires sur
Vharmonie simultanie chez les Grecs et les Bonxains (1858) catalogues of the musical eshibits
in the Paris Exhibitions of 18.55 and 1867.] This
short resume of Fe'tis's labours will suffice to
show the immense services he rendered to musical instruction and literature. Had he been a lit;

tle less

one-sided,

and a

little

more

disinterested

he would have been a model critic and
[After his death his library was
litte'rateur.
bought by the Belgian Government, and is now

and

fair,

in the Brussels Conservatoire.]

His eldest son, Edouard Louis Fkancois,
born at Bouvignes near Dinant, May 16, 1812,
at an early age assisted his father, and edited
the Bevne musicale from 1833 to 1835. He was
art critic of the Indepeudance Beige, edited
the 5th vol. of Histoire generate de la Musique,
and published L^gende de Saint Hubert (Brussels, 1847), Les Musieiens beiges (Brussels, 1849),
a useful work, Les Artistes beiges ii I'etranger
(1857-186.5), and a Catalogue raisonnii (1877) of
his father's valuable library purchased by the
Government. He was also professor of sesthetics
to the Brussels Acade'mie des Beaux-Arts and

is

a
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member of

[He

is

still

(1904)

son of the historian, Adolphe Louis Eugene,
born in Paris, August 20, 1820, died there

March

20, 1873, was a clever and successful
pianist and teacher, and composed a good deal
of music of little value.]
g. c.

FEUILLET, Raoul Auger,
ter of Paris,

a dancing-masthe author of an ingenious sys-

was

tem by which dance steps could be noted down
diagrams showing the position and movement

in

of the feet corresponding to each bar of the
music. Something of the sort had been previously attempted by a M. Beauchamp, but
Feuillet carries out the idea with a degree of
elaboration which tends to defeat itself owing
to the bewildering complexity of the diagrams

which result. His book was first published in
1701, and is entitled Choregraphie, ou L^Art de
deerire La Dance par curacteres figures et signes
demonstrati/s.

It

by John Weaver
to

be of

Gallini,
1772,

was translated into English
1706, but was not found

in

much assistance in practice. Signer
who wrote on the Art of Dancing in

speaks of choregraphie as

maze

puzzle or

'

an inextricable

and characters, hardly

of lines

possible for the imagination to seize or for the

memory to

retain,' and concludes that diagrams
such as those of Feuillet can only be intelligible
to dancing-masters, who are just the persons
who have no need of them.
Feuillet published several collections of
dances in this curious notation, and notably a
'Recueil de Contredanees mises en Chore'graphie'
(1706), which is of the highest value as establishing the English origin of the French contredause.
Such well-known English times as
Green Sleeves and Christchurch Bells appear
here as Les Manehes Vertes and Le Carillon
d'Oxfort
see an article in the Musical Times
of Feb. 1901.
J. r. r. s.
FEVIX, Antoine de, composer of the 16th
'

'

'

'

'

'

'

:

century, whose wtu'ks entitle

amongst

*

him

to a position

his contemporaries second alone to that

We have only a few vague
conjectures as to the actual circumstances of his
life.
He was born at Orleans, for he is stjded
'Aureliauensis.'
The existence of Fevin's compositions in MS. in the cathedral at Toledo,
and the opinion of Spanish musicians, lia\'e
caused him to be considered a Spaniard, by such
authorities as Gevaert and Eslava. There are
some books of Masses in the Vienna library
Anthonius Fevin. pie
containing three by
memorie.' Ambros, in his History of Music
these books
(ill. 274), shows that the date of
assuming
lies between 1514 and 1516, and
that Fevin died about this time, and moreover
(as Glarean leads us to infer) that he died quite
young, places his birth about 1490. We m;iy,
at any rate, accept these dates as approximately
true, and at once see that it is scarcely correct to
of Josquin Despres.

'

FEVIN
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Fevin a contemporary of Josquin. Although
he died a few years before the great master, he
was probably boru forty years after the date of
Josquin's birth. Had it not been for his precall

mature death, might not the

'

Felix Jodoci

semulator,' as Glarean calls him, have lived on
to work by the side of Lassus and share with
him the glory of a brighter period? Surely there

was

'that noble youth, whose modesty was
genius (again we quote Glarean)
every element of greatness, except perhaps physicr.l strength, requisite for making his name
stand with those of Clement and Gombert in
the gap between Josquin and Lassus.
But
although Fevin can never be the hero of any
chapter in musical history, there is little doubt
that when the compositions of his time become
once more generally known, the few works
which he has left behind him will find favour
as soon as any, on account of the peculiar charm
which veils his most elaborate workmanship,
and the simplicity of effect which seems to come
so naturally to him, and so well agrees with the
personal character for which Glarean admired
him. We give the following list of his works,
and the various collections in which they
appear:
Sancta Trinitas,'
(1) Three masses,
' Meute tola,' and
Ave Maria,' from a book of
in

equ;il to his

'

—

'

'

£ve masses
only

(Petrncci, Fossombrone, 151.5)
The
of this work, with all the
in the British Museum.
Burney has
.

known copy

parts,

is

given two beautiful extracts from the first mass
('J) Three masses, 'Ave Maria,'
in his History.

Mente Tota,' and De Feria,' in 'Liber quindecimMissarum (Andreas Antiquis, Rom. 151(1),
*

'

'

a copy of which is in the Mazarin Library at
(3) Six motets from the first book of
the Motetti della corona (Petrncci, FossomA motet, Descende in
"brone, 1514)
(4)
hortum meum,' and a fugue, Quae es ista,'
from the Cantiones selectae ultra centum
(Kriesstein, Augsburg, 1540).
Two lamen(.5)
Jligravit Juda and Recordare est,'
tations,
Paris.

'

'

'

.

'

'

'

'

from the

'

'

by Le Roy and Ballard,
Detached movements from

collection

Paris, 1557.
(6)
masses in Eslava's

'

Lira-sacro-Hisi^ana.'

(7)

One magnificat from

Attaignant's fifth book for
four voices, and two motets from his eleventh
book (Paris, 1534). (8) One piece in the Bicinia Gallica,' etc. (Rhau, Wittenberg, 1545).
O quam glorifica luce,'
Three masses,
(9)
' Requiem,' and
Mente tota,' in the Ambraser
Messen at Vienna, and three MS. motets in
Salve sancta
same library. (10) A mass,
parens,' the only copy of which is in the Royal
Library at Munich. There is a tliree-part song
of his, 'Je le I'airray,' in Brit. Mus. Harleian
'

'

'

'

'

'

5242; and fragments of two masses in
Barney's musical extracts. Add. MSS. 11,581-2.

MS.

see Quellen-Lexikon. j. r.s.-d.
de, born at Cambrai, w.as
maestro di cappclla to the Duke of Savoy at the
beginning of the IGth century. A mass, on

For other MSS.

FEVIN, Robert

'

Le vilayn jaloys' was printed among those of

Antoine de Fevin's, by Petrncci in 1515; this
and other masses are in the Sistine Chapel in
MS. and a mass on La sol fa mi in the Munich
library. The composer was probably a relation
(Quellen-Lexikon and
of Antoine de Fevin.
Riemann's Luxikon.)
FIALA, Joseph, eminent oboist, born 1751
He taught himself
at Lobkowitz in Bohemia.
the oboe, for which he had a perfect passion,
but being a serf was compelled to menial labour
in the Schloss. He ran away and was recaptured,
upon which his mistress the Countess Lobkowitz,
ordered his front teeth to be pulled out that he
might be incapable of playing but some of the
nobility of Prague interceded for him with the
Emperor, who commanded him to be set free.
He first entered Prince Wallerstein's band, and
He was
in 1777 that of the Elector at Munich.
afterwards in that of the Archbishop of Salzburg
where he made the intimate acquaintance of the
Mozarts. In 1785 he was suddenly discharged
by the Archbishop, with a loss of 200 florins, on
which Mozart not only urged him to come to
Vienna, but offered him a good engagement.
After a residence of some years in Russia he
became in 1792 capellmeister to Prince Furstenberg at Donaueschingen, where he died in 1816.
He published [two symphonies (MS. in the Royal
Library at Berlin)] two sets of quartets (Frankfort and Vienna, about 1780-80), 'Six duos
pour violon et violoncelle (Augsburg, 1799),
and two sets of trios for flute, oljoe, and bassoon
'

'

:

'

(Ratisbon,1806), besides MS. concertos for flute,
oboe, bassoon, and violoncello.
He played
several other instruments well, especially the
violoncello

a

and double

man of mark.
FIASCO (a flask).

ba,ss,

and was evidently
ai.

c. c.

Faire fiasco,' to make
a fiasco,' i.e. a complete failure
a phrase of
somewhat recent introduction. The term, though
Italian, is not used by the Italians in this sense,
but first by the French and then by ourselves.
The date and origin of the expression are unknown to Littre' but it is tempting to believe
the image to be that of a flask falling and
breaking
or, as our own slang has it, coming
to utter smash.'
g.
'

'

—

;

—

'

FIBICH, Zdexko, son of the chief forester a!
Vseboricnear Czaslau in Bohemia, was born there
on Deo. 21, 18.50. After pursuing general studies
in Vienna and Prague (where his natural inclination for music showed itself so emphatically
that at fourteen he had not only composed a
symphony in E flat but actually conducted a
first performance of part of it), Fibich entered
the Leipzig Conservatorium in lSli.5.
There he
remained until 1S07, studying under Mo.scheles,
Richter, and Jadassohn, and there he produced a
G minor symphony among a great number of
compositions. But of more importance to him
than the composition of such works at this time
was the immense influence upon him of Schu-

FIDDLE

FIDELIO

maiiu. A j'ear in Paris (1SB8-69) was followed
by a stay at Mannheim, where Vincenz Lachner

was his teacher.
In 1870 he returned home,
and shortly afterwards (1874) his first opera
' Bnkovin,' a melodramatic
work, influenced hy
"VVeber and Mozart, was produced.
From 1873
to 1874 he was a music teacher at Wihia, and
on returuiug to Prague in the latter year he
becamein 1875 second conductor of the Bohemian
This post he occupied till 1878, when
of the choir in the Russian
till 1881.
After this Fibich
retired into private life in order to devote himself
entirely to composition.
He died at Prague,
Oct. 10, 1900.
That Fibich was a very prolific composer the
list of his compositions testifies.
His works
amount to about 700, wTitten in some thirty-five
years.
Of these the most imjiortant, quantitatively, are his six melodramas, six operas, and
Theatre.

was conductor
Church at Prague
lie

scenische melodramen (the latter quite
distinct from the other melodramas)
the melodramatic trilogy Hippodamia (' Pelops Braut-

three

'

'

;

'

'

werbung,' Vienna, 1892
'DieSidiue des Tantalus
Hippodamia's Tod,' 1892) the operas
*Der Sturm' (after Shakespeare, 1895)
'Hady'
(1896); 'Sarka' (1897); and Helga,' the first
part of the 0}iera Der Fall Arkunas.
A string
quartet in G, op. 8
a pianoforte quartet in E
minor, op). 11 and a quintet, wdtb clarinet, horn,
;

'

'

:

;

;

'

'

'

;

;

and strings, op. 42, represent the
best of his chamber music, Avhile his orchestral
works include the overture Eine Nacht auf
Karlsteiii
(1886), pirobably his most familiar
pianoforte,

'

'

adapted by Joseph Sonnleifliner from Bouilly's
Leonore, ou I'Amour conjugal.'
He received
the text in the winter of 1804, and composed
tlie opera at Hetzendorf in the summer.
It was
produced ( 1 )at the Tlieatre an der Wien, \4enna,
on Wednesday, Nov. 20, 1805, in three acts Ihe
overture was probably that known as Leonora
No. 2.' Cherubini was in the house.
(2) It
was played again on the 21st and 22nd, and
then withdrawn. (See vol i. pp. 241-242.) Tlie
libretto was then reduced by Breuning to two acts
three pieces of music
said to have been an air
for Pizarro with chorus
a duct, Leonore and
'

'

'

;

'

;

Marzelline
and a terzet, Marzelliiie, Jaquino,
and Rocco
were sacrificed, and the overture
Leonora No. 3 composed. It was played again

—
;

'

'

at the Im))erial

private theatre on

March

and April

29, 1806,

;

;

and

duets,

of

sets

a

besides

orchestra.

Fibich's fame has been largely overshadowed

by that

of

Smetana and Dvorak, but

in

his ]>ianoforte music especially there

some of
is

nmch

that is full of charm if not great originality and
a good deal of his music deserves to be better
known, though it would appear that none is
destined to survive for any great length of
;

K. H. L.

time.

FIDDLE. The

'

'

'

'

'

'

;

;

old English word, before 'viol'

in,

;

FiDDLF.s'ricK

gram on

a

is

the violin-bow, as in the Epi-

Bad Fiddler

was produced a third time, in two acts, at
the Karnthnerthor Theatre, Vienna, on May 23,
The overture was that of
1814, as 'Fidelio.'
the Kuinsof Athens, but on the 26th the overit

'

'

was

Old Orpheus play'd so well he mov'd Old Nick,
Whilst then mov'st nothing but thy fiddlestick.

—

as the

'

Ovei'ture to Fidelio,*

played.

revival of the opera in 1814, Beethoven's first
intention was to recast tlie Prague Overture

No.

3 (op. 138),

changing the key to E.
Of
and some are given

this various drafts exist,
in Hcethoveniana,

p.

Had

74.

this intention

been carried out the overture A\'ould have boi-ne
the same relation to op. 138 that Leonora No.
3 does to Leonora No. 2,' and we might then
have possessed five overtures to the opera
It
was Beethoven's wish that the opera should be
called 'Leonora,' but it was never jierformed
under that name.
(5) It was produced in Paris,
at the Tlieatre Lyrique, translated by Barbier
In
and Carre, and in three acts. Ma}' 5, 18 60.
'

'

!

London by Chelard'sGerman company (Schroder,
at tiie King's Theatre, May 18, 1832.
In
English (Malibran) at Covent Garden, June 12,
1835.
In Italian (Crnvelli and Sims Reeves,

etc.

:

known

Nottebohm's reseai-ches in the
sketch-books have made it clear that for the
first

'

and still more idiomatic than Violin
{ij.v.).
Both are possibl}" derived from the same
root
vitiila, a calf, from the s])ringing motion of
dancers (Murray, Oxford JJiclionar!/, and Littre
and compare the connection of Geige and jig).

came

-with-

the apitointment of Liebich, and the adoption
of the German opera there, Beethoven, with
the view to a probable jierforniance of Fidelio,'
wrote the overture known as 'Leonora, No. 1,'
as an
easier work
than either of the two
preceding.
The performance, however, did not
come oH', and the overture remained in MS. and
unknown till alter Beetho^'en's death, when it
was sold in the sale of his ell'ects and jiublished
in 1832 (Haslinger) as Overture in C, op. 138
(Au,t.
Charactcristische Ouverture ').
See Seyfried, p. 9
Thayer, iii. 25.
(4) Early in 1814
the opera, as again revised by Treitschke, was
submitted to Beethoven be at once set to work,

ture in E,

'

Saturday,

and again

(3) After the death of Guardasoni,
the Italian Director of the Prague opera, in 1806,

host of songs and
vocal duets, and three compositions for chorus

*

10,

drawn.

and

the

;

—

Komensky-Festouverttire (1892)
symphonies in F (op. 17, 1883) and E flat (op.
38, 1892); and seven symphonic poems, some
352 pianoforte pieces for two hands, and four
w^ork,
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)

Recitatives by Balfe) at

Her

May

The Germans have three terms for the instrua.
ment Fiedel, Geir/e, and Violine.
FIDELIO, ODEPi, DIE EHELICHE LIEBE.

score of the second arrangement (by l\Tosche]es

the words

under B.'s direction) without Overture or Finale,

Beethoven's single opera (op. 72)
VOL. II

;

1851.

(6)

The

chief

Majesty's,

editions

are-

a

20,

PF.

FIELD

34
1810

with them, 1815

FIELD

both entitled Leono re.
arrangement, entitled
Fidelio,' August 1814.
A critical edition by
Otto Jalin of tlie complete work as Leonora,' in
PF. score, showing the variations and changes
(Breitkopf & Hartel, 1851).
An English
translation by 01ii>hant (Addison & HoUier),
and another by Soane, with Preface (Boosey).
The four overtures are given in the Royal Edition
(Boosey). For the whole evidence as to the name
of the opera see Leonore oder Fidelio ?' in Otto

A

;

ditto

of

the

'

;

third

'

'

'

Jahn's Gcsamrii. Schriften, p. 236, and Thayer's
Chron, i^erzcichniss, p. 61.
It may be well here to give a list of the overtures to the opera in the order of their composition.
Title.

FIELITZ

FIGURE

From thence he went to Paris, and in
1833 tlnough Belgium and Switzerland to Italy,
where at Milan, Venice, and Naples his playing
did not please the aristocratic mob, and his
concerts did not pay.
Habits of intemperance
had grown upon him he suffered from fistula,
and his situation at Naples became worse and
1832.

;

He

lay in a hospital for nine months in
the most deplorable contlition, from which at
last a Russian family named Raemanow rescued
him, on condition that he should consent to
return with them to Moscow.
On their way

worse.

back Field was heard at Vienna, and elicited
transports of admiration by the exquisite pilaying of his Noctiumes.
But his liealth was gone.
Hardly arrived at Moscow he succumbed, and
was buried there in Jan. 1837.
Field's printed compositions for the piano are
as follows
Seven Concertos (No. 1, E>>
No.
No. 3, Eb
No. 4, Kb
No. 5, C,
2, Ab
L'incendie par I'orage
No. 6, C
No. 7,
C minor) two Divertimenti, with accompani:

—

;

;

;

;

'

;

'

;

;

two
Quintet and

ment

and bass a
a Rondo for piano and strings
Variations on a Russian air for four hands
a
grand Valse, four Sonatas, three of which are
dedicated to Clementi two Airs en Rondeau'
Fantaisie sur le motif de la Polonaise, Ah, quel
dommage
Rondeau Ecossais
Polonaise en
forme de Rondo deux airs Anglais, and Vive
Henry IV.' varies and twenty pieces to which
of

violins, flute, viola,

;

;

;

'

;

'

'

;

;

'

;

;

in recent editions the
apjdied,

though

it

name

of Nocturnes

is

properly belongs to not move

than a dozen of them.

FIELITZ, Alex.vnder

E. D.

Vo>f, born in Leipzig,

Dec. 2S, 1860, his father being half Polish, and
his mother a Russian.
He studied in Dresden
under Edmund Kretschmer for composition, and

In 1886 and
Julius SchulhofT for pjianoforte.
1887 he conducted under Nikisch, and then
went to Italy for ten years, owing to delicate
health, where he composed most of the music
by which he is known, consisting of several

piano pieces, songs, two suites for orchestra, and
two operas, one of which, Das stille Dorf, was
produced at Hamburg, March 13, 1900, and has
been played in Bremen, Lilbeck, Ulm, etc.
Von Fielitz is at present a Professor in the
'

'

Stern Conservatorium at Berlin, and was appointed conductor at the Theater des Westens in
He is chiefly known in England by his
1904.
songs, of which the most important is a cycle

w.

called 'Eliland.'

FIERRABRAS.

E. c.

&

of Breitkopif

Hartel's
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complete edition

Schubert.

of

g.

FIFE. The name commouly given to the
chief instrument, or Bb Flute, in the Drum and
Fife Band.
More particularly considered, the
designation signifies an early and simjile form
of small transverse flute (see Fli'te), the bore
of which was cylindrical throughout, and the

intonation

consec^uence

in

very

faulty,

but

which was in some cases used in Drum and
Fife Bands until the last lilteen or twenty
years.
This form of the instrument is practically obsolete, and tlie name now signifies a flute
of

the

'

conical

'

type,

intermediate in pitch

between the concert flute and piccolo.
This
modern instrument has, in addition to the usual
'

'

six finger-holes, four,

pitched in

five,

or six keys.

It is

Bb

(but occasionally in C), and in the
Drum and Fife Band gives the mass of the tone,
being assisted in the harmonies by piccolos and
flutes in F or Eb of similar construction.
It is
interesting to note, as relating to the subject of
Musical Pitch, that the pitch of Drum and Fife

Bands until some time between 1S80 and 1890
remained the same as Srr Geo. Smart's pitch of
1828, practically identical with the present low
orchestral p>itch (Philharmonic, 1896), although
from about the middle of last century Military
Bands, in accordance with the Queen's regulation, used, and still use the high orchestral, or
'old' Philharmonic pitch.
This remains the
official army pitch, as recognised by the Royal
Jlilitary School of Music, Kneller Hall, and to
it both the Military and the Drum and Fife
Bands now conlbrm.

FIFTEENTH

D.

J.

E.

an
organ sounding two octaves, or fifteen notes,
Thus when the
above the Open diapason.
Fifteentli and Opien diapason stops are drawn
out at the same time, and the finger is placed
on the key of middle C, two notes are sounded

—

c'

and

a stopi or set of

pijjes in

c"'.

FIFTH.
tlie ratio

is

A

Fifth

is

the perfect consonance,

of the vibrational numbers of the limiting

sounds of which

is 2
3.
It is called fifth because
notes are passed through in arriving
from one extreme of the interval to the other,
whence the Greeks called it Sia irivTe, Diapente.
The interval consists of three whole tones and a
semitone.
c. H. ii. p.
FIGARO. See NozzE Di Figaro.
FIGURANTE. A ballet-dancer who takes
an independent part in the piece also, in France,
a subordinate character in a play, who comes on
:

five diatonic

;

An

opera in three acts by
It was comSchubert, words by Kupelwieser.
missioned by Barbaja, but owing to his failure
was never performed, and remains in MS. in
the Library of the (!4esellschaft der Mnsikfreunde
Act 1, 304 pages, is dated at beat Vienna.

ginning and end 25th and 31st May (1823)
Act 2, 31st May and 5th June. The overture
The full
occasionally played at concerts.
i.s
score forms the sixth volume of series xv.
;

but has nothing to say,

FIGURE

is any short succession of notes,
melody or a group of chords, which produces a single, complete, and distinct impression.
The term is the exact counterpart of the German
Motiv, which is thus defined in Reissmann's con-

either as

—

Motiv, Getinuation of Mendel's Lexlkon.
danke, in der Musik, das kleinere Glied eines
solchen, ausdemdiesersichorganischentwickelt.'
:

'

FIGURE

3G
It

in fact

is

music

and

the

shortest

FIQUEE
complete idea in

in subdividing musical

works into
constituent portions, as separate movements, sections, pei-iods, phrases, the units are
the figures, and any subdivision below them will
leave only expressionless single notes, as unmeaning as the separate letters of a word.
Figures play a most important part in instrumental music, in which it is necessary that a
strong and definite impression should be pjroduced
to answer the purpose of words, and convey the
sense of vitality to the otherwise incoherent suc;

their

cession of sounds.

In pure vocal music this is
not the case as on the one hand the words assist
the audience to follow and understand what they
hear, and on the other the quality of voices in
combination is such as to render strong charac,

teristic features

somewhat inappropriate.

But

without strongly marked figures the very reason
of existence of instrumental movements can
hardly be perceived, and the success of a movement of any dimensions must ultimately depend,
to a very large extent, on the appropriate development of the figures which are contained in
the chief subjects. The common expression that
a subject is very workable,' merely means that
it contains well-marked figures
though it must
be observed, on the other hand, that there are
not a few instances in which masterly ti-eatment
has invested with powerful interest a figure
which at first sight would seem altogether de'

;

ficient in character.

As clear an instance as could be given of the
breaking up of a subject into its constituent
figures for the purpose of development, is the
treatment of the first subject of Beethoven's
Pastoral Symphony, which he breaks up into
(h)

(a)

(c)

^^6==^^^
three figures corresponding to the first three
bars.
As an example of his treatment of (a)

may

be taken

-9^^

—

=.--n

FIGURE

FIGURED BASS

same, partly by the rhythm and partly by the
relati^'e itositinns of the successive notes.
This
manner of modilying a given tigure shows a
tendency in the direction of a mode of treatment
which has become a I'eature in modern music
namely, the practice of transforming figures in

importance of figures becomes proportionately
greater.
A succession of isolated tunes is always
more or less inconsequent, however deftly they
may be connected together, but by the appropriate
use of figures and gi'oups of figures, such as real
musicians only can invent, and the gradual unfolding of all their latent [lossibilities, continuous
and logical works of art maybe constructed such
as will not merely tickle the hearer's i'ancy, but
arouse profound interest, and raise him mentally
and morally to a higher standard, c. H. H. r.

:

order to show dilfereut aspects of the same
thought, or to establish a connection betA\'cen

one thought and another by bringing out the
characteristics they possess in common.
As a
simple specimen of this kind of transformation,
may be (pioted a passage from the first movement of Brahms's PF. Quintet in F minor.
The figure stands at first as at (h), then by
transposition as at

(i).

Its first stage of trans-

further (k) (/) {in) are proformation is (/)
gressive modifications towards the stage («),
;

(1)

pE^^5=^^
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;

FIGURED. A translation ol' Fiijiiruto, another word for Florid.
Figured Counterpoint
is where several notes of various lengths, with
syncopations and other ornamental de\'ice3, are
set against the single notes of the Canto fermo
and Figured melody, or Canto fyuralo, was the
breaking up of the long notes of the church
melodies into larger or more rapid figures or
passages.
The Jigurirtcr Choral, or Figured
chorale, of the German school was a similar
treatment of their church tunes, in which either
the melody itself or its accompaniments are
broken up into figures or groups of smaller
;

'

'

Of this numberless exnotes than the original.
amples may be I'ound in the works of J. S. Bach.
See Chorale- AiiKANOEMENT.s.
FIGURED BASS is a species of musical shorthand by which the harmony only of a piece is
indicated.
It consists of the bass notes alone,
It seems
with figures to represent the chords.
which, having been repeated twice in different
)iositions, appears finally as the figure immediately attached to the Cadence in D\y, thus

have been first employed by Peri, Caecini,
Viadana, and Mouteverde, about 1600, in the
to

accompaniments of their Recitatives and Songs,
and was afterwards for some time in universal
songs such as the eoluse for accompaniment
leetiou of the Orpheus Britannlmit, and anthems
such as Boyce's collection, and gTeat works like
Bach's 'Passion' and Handel's 'Messiah,' having
accompaniments indicated in this manner. The
;

—

A similar very fine example too familiar to
need quotation here is at the close of Beethoven's Overture to 'Coriolan.'
The use which "Wagner makes of strongly
marked figures is very important, as he
establishes a consistent connection between the
characters and situations and the music by using
appropriate figures (Leilmoliven), which appear
whenever the ideas or characters to which they
belong come prominently forward.
That figures vary in intensity to an immense
degree hardly requires to be pointed out and it

—

bass line consisted of the lowest part of -whatever
was going on at the time, whether treble, or
tenor, oi' bass, and in choral works it often leapt
about promiscuously in a manner that would be

very harassing to a player unaccustomed to the

example

process, as for

;

last chorus of the

Messiah.'

will also be obvious that figures of accompaniment
do not require to be so marked as figures which

from the

occupy positions of individual importance. "With
regard to the latter it may be remarked that
there is hardly any department in nuisic in which

counting upwards, without reference to the nature
thus 2 always meant the next
of the chord
D above C, as in (o), and
diatonic note above
4 the next note but two, as (h), and so on up to
the 9th, above which the figures of the lower
octave were repeated and the choice of the particular octave in which a note represented by a
figure should be pilaced, as well as the progression of the parts, was generally left to the
discretion of the player.
It was not customary to insert all the figures.

and inspiration are more absolutely
indispensable, since no amount of ingenuity or
true feeling

perseverance can jirorluce such figures as that
which opens the C minor Symphony, or such
soul-moving figures as those in the death march
of Siegfried in Wagner's Gotterdammerung.
As the conmion notion that music chiefly
consists of pleasant tunes grows weaker, the
'

The

'

figures represented the diatonic intervals

;

—
;

as

FILLUNGER

FILIPPI
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some intervalswere looked upon

as too familiar

octave and
the tilth and the third, or any of them in
combination with other intervals thus a 7 by
itself would admit of any or all of them being

to require indication, sucli as

tlie

;

taken without being indicated, as

would aiimit

of a fifth

and a

a 6 of a third, but not of a
of a fifth

and an octave,

(c)

and

;

and
and a 4
a 2 was

third, as(rf)

fiftli,

as (/).

as (e)

;

When

a 9

;

written alone over a note it admitted also of a
sixth and a fourth, as (g)
but more commonly
the 4 was written with tlie 2, and the sixth only
was understood and this seems to be the only
case in which notes other than the octave or fifth
or third are left to be understood.
;

;

Gazsetta Musicale of Milan, and critic of the
His influence was
Perseveranza, from 1859.
strongly exerted on behalf of Wagner, and the
early acceptance of Wagner in Italy must be
his pamphlet,
ascribed in part to his writings
German
liicr.ardo U'agner, was translated into
a series of musical
and published in 1876
essays, as Musica e ilusicisti, appeared in 1879,
;

;

and a monograph on the life and works of
He composed
Fumagalli is of some value.
chamber-music, pianoforte pieces, and songs.
He died at Milan, June 25, 1887. (Eiemann
M.

and Baker's Dictionaries.)

FILLE DU REGIMENT, LA.

Opera in two
words by Bayard and St. Georges music
acts
Produced at the Opera Comique,
by Donizetti.
In London, as 'La Figlia di
Feb. 11, 1840.
;

;

Reggimento,' at Her Majesty's (.Jenny Lind),
May 27, 1847 and as 'The Daughter of the
Regiment (Fitzball) at Surrey Theatre, Dec. 21,
;

'

1847.

FILLUNGER, Marie,

born in Vienna, Jan.

27, 1850, studied in the Vienna Con-servatorium
On
from 1869 to 1873 under Mme. Marchesi.

the advice of Brahms she went to the Hochschule
in Berlin in 1874, remaining there until 1879,
when she went to Frankfort, following Mme.
Schumann. While still a student of the Hoch-

"T-r

schule, she appeared with great success in public,

"When notes were chromatically altered the
accidental was added by the side of the figure
representing that note (7b), or for sharpening a
note a line was dra^vn through the figure or by
its side, as at (7i),

and

as it

was not customary

to

write tlie 3 when the third was to be chromatically
altered the accidental was placed by itself with the
bass note
thus a simple JJ, b, or tl, implied a JJ,
b, or 5, 3rd. When the bass moved and any or all
of the notes of the harmony above it stood still,
it was common to indicate this by a line drawn
from the figures indicating the notes which
remained stationary to the place where they
moved again, and if the notes happened to be
snch as were usually left to be understood by
the player, the lines were drawn over the bass
,

—

from the point

in

which

it

began to move under

Whenever the bass was to
the imjjlied chord.
be unaccompanied by harmony, the words 'Tasto
Solo were written.
The figures were usually written in their
numerical order, though for special purposes they
might be reversed when the composer required a
particular disposition of the notes, and similar
emergencies often caused the 8 or the 5 or the 3
to be inserted if it was indispensalile that the
notes represented by those figures should not be
'

o. h. h. p.
See Thoroughbas.s.
FILIPPI, FiLiPPO, born at Vicenza, .Ian. 13,
1830, studied law at Padua, and took his degree
He had ah-eady taken up the
there in 1853.
cudgels on behalf of Verdi's 'Rigoletto,' and

missed out.

soon afterwards devoted himself entirely to music
He was editor of the
and musical criticism.

singing mainly in oratorio, in North Germany,
Early in 1889 she
Holland, and Switzerland.
made her first appearance in London at a Popular
Concert, where her singing of Schubert's songs
stamped her at once as a great interpretative
artist, while the exquisitely beautiful quality of
her soprano voice gave peculiar charm to all she
sang. Soon after her debut, she sang Beethoven's
'

Ah, perfido

!
'

and Schubert's

'

Die Allmaclit,'

at the Crystal Palace (Feb. 25), and at the same
place undertook the soprano solo in the Choral

Symphony (March 4, 1889), for which engagements she had in the first instance come to
England. Her success both in orchestral music
and in songs was so marked that she made London
her home, and since that time hasbeen recognised
as one of the most highly accompilished singers of
the best music.
It is characteristic of her that
she has never sung anything unworthy of the
high artistic position she has won for herself, and
her name will always be identified mth music

She phrases with the
and nmsicianship tliat are generally
associated with the gi-eat violinists, and whether
in Schubert, in which her first successes were
made in Brahms, whose songs she sings with
deep expression and beauty of style or in Bach,
some of whose solo cantatas she has made her
own, her singing is marked by the highest
qualities.
In 1891 she went with Sir Charles
and Lady Halle to Australia and took part with
them in forty-eight concerts in 1895 she accompanied these artists to South Africa, singing
In 1904 she accepted
in twenty-four concerts.
of the noblest class.

delicacy

;

;

;

FILTSCH
a

iiosition as teacher in the

FINALE
Royal College of

ilusic, Manchester.

M.

FILTSCH, Charles, born July 8, 1830, at
Herraannstadt, Sielienbiirgen, Hungary.
He
appears to have received his earliest regular instruction on the piano from llittag at Vienna.
In 1842 he was in Paris, studying under Chopin
and Liszt. In the summer of 1843 he came to
London, and appeared twice in public, once on
June 14, at St. James's Theatre, between two of
the plays, and again on July 4, at a matinee of
his own at the Hanover Square Rooms.
On
the latter occasion, besides the Scherzo in B
minor and other pieces of Chopin, he played a
Prelude and Fugue of Bach's and a piece in A
from tlie Temperaments of Mendelssohn. In
the last of these he was peculiarly happy.
Presto de Mendelssohn,' said Spohr, the moment
he saw Filtsch seated at the piano at Sir G.
Sjuart's a few nights after.
He also played at
Buckingham Palace before the Queen and Prince
Albert.
He was then thirteen years old, and
his playing is described as most remarkable
both for execution and expres.sion full at once
of vigour and feeling, poetry and passion. (See
the Musical Examiner for .Tune 17 and July 8,
1843.) Every one who met him seems to have
loved him.
He was le petit in Paris, and
' little
Filtsch in London.
According to the
enthusiastic vonLenz, Chopin said that lie played
his music better than he himself, wdiile Liszt on
one occasion exclaimed Quand ce petit voyagera
'

'

'

—

'

'

'

'

je fermerai boutique.'
tuosen,

36

p.

;

Beethoven

ct

ses

trois

But he was not destined

229.)

i.

(Lenz, Grosse PF. Vir-

promise of so brilliant a childhood

Styles,

to fulfil the

— the

blade

was too keen for the scabbard and, as Moscheles warned him, he practised too much for
his strength consumption showed itself, and he
;

;

died at Venice on

FILTZ

May

11, 1845.

c.

FILS, FILZ, FILSL, and
FIELTZ), Antos, born (possibly in Bohemia, as
is suggested by the various spellings of his name),
about 1725, entered the court band at Mannheim
in 1754, and died in 1760.
He was a violoncellist of great renown, and as a composer ranks
(also spelt

"with the best of the

Mannheim symphonists. A

some
by Stamitz, was published in Paris soon after his
death, another set was published at the Hague,
*The Periodical Overture' in London, and two
A mass for four
books of trios in Amsterdam.
voices and orchestrais inMS. in the Royal Library
at Berlin, and other MS. compositions exist in
The
various libraries (see Quellen-Lexikon).
collection of his symphonies, together with

themes of thirty-nine symphonies are given in
the volume of the Denknuiler der deutscher
Tonl-itnst {Ba.yrrn), iii. 1, which also contains
one called 'symphonie
three of the symphonies
periodique

FINAL.
cal

'

—

—

M.
equivalent, in the ecclesiasti-

in score.

The

modes, to the tonic or keynote of the later

scale.

See Modes.
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FINALE. (1) The last movement of a symfihony, sonata, concerto, or other instrumental
composition. (2) The piece of music with which
any of the acts of an opera are brought to a
close.

(1) The finales of the first gi'eat master of
the symphony, Haydn, though develojied with
extraordinary skill and inexhaustible invention,

mostly of a somewhat playful character.
their treatment is learned, their subjects are often trite. They are almost uniforndy
cast in the 'rondo,' as distinguished from the
'sonata' form. The finales of more recent masters
exhibit a somewhat severer purpose, and are cast
in forms for which, seeing their variety, no name
has been, or seems likely to he, devised.
In the
finale to Mozart's so-called Jupiter Sympihony'
every conceivable contrapuntal resource is employed, with a freedom unsurpassed by the
are

Though

'

greatest masters of fugue, to give effect to ideas

such as have been vouchsafed to few other composers.
In those of Beethoven the great musical
poet goes from strength to strength and having,
as he would seem to have thought, exhausted
all the capabilities for effect of the instrumental
orchestra, brings the chorus to bear on his latest
,

'

'

symphony

—a

monument

colossal

of the inven-

and command of invention, ofits composer;
surpassing in scale, variet}^ and effect all former
and indeed subsequent elforts of tfie kind.
[In
Brahms's fourth sympliony in E minor, he
adopts the form of the old Passacaglia,' using
the ground-bass with the utmost freedom, and
tion,

'

making various modifications

in its treatment.]

(2) In the earlier operas, of whatever nation,
each act Avas commonly terminated by an aria

at the most, a diiet, constructed rather to
exhibit the powers of the singer or singers
emyiloyed in it, than to carry on or even
or,

emphasise the action.
The last act was sometimes brought to a close wdth a chorus, generally
brief and always of the simplest character.
The finale proper the great concerted piece
in the course of which the interest of each
act culminates
is a modern addition to the
musical drama, having its origin in the earlier
Italian opera buffa of the 18th century.
The
pirincipal masters of this delightful variety of
musical composition were Leo, Pergolesi, the
Italianised German Hasse, and Logroscino
and

—

—

;

the operas of the last of these, otherwise
greatly distinguished for their inventiveness and
spirit, that the finale first appears, though in
it is in

a

somewhat

jiriniitive

form.

To

Picoinni

its

development, if not its perfectionment, is subHis opera La Cecchina, ossia
sequently due.
'

la

Buona

Figliuola

'

owed much of

its

extra-

ordinary poptularity to the introduction of finales
in wdiich the action was carried on, and which
were first enlivened to the ear by the varieties
of key and of rhythm given to the successive
movements, and to the eye by the entrances and
exits of the difi'erent persons of the drama.

FINCK
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Two of the finest specimens of this class form
large portions of Mozart's
Nozze di Figaro.'
One of them tliat to the second act consists
'

—

—

of no fewer than eiglit movements, as various in
character as are the nine personages who are
it, and whose several accusations,
defences, protests, recriminations, and alternations of success and failure are wrought into

concerned in

a work of musical art which, as has been well
said,
begins on an eminence and rises to the
'

The

great concerted piece, whether introduced
end of an act or elsewhere, was not made
an essential feature of modern opera without
strong protest
and this by the same writer
whose amusing designation of barytones and
basses has already been quoted.
[Bass.] Lord
at the

;

Mount-Edgcumbe (Musical

lieminisanccs. Sect.
introduction to no other
cause than the decline of the art of singing, and
the consequent necessity for making compensation to the musical hearer for a deliciency of
individual excellence by a superfluity of aggregate mediocrity.
Composers, he says, having
(now) few good voices, and few good singers to
write for, have been obliged to adapt their
compositions to the abilities of those who were
attributes

its

'

'

'

to perform in

them

;

and

as four, five, or six

moderate performers produce a better

elfect

jointly than they could by their single efforts,
songs have disappeared, and interminable quartettes,

quintettes,

And

place.'

sestettos,

again,

*

etc.,

usurp their
such

It is evident that in

compositions each individual singer lias little
room for displaying either a fine voice or good
singing, and that power of lungs is more essential than either
very good singers therefore
;

are scarcely necessary, and it

that though there are
are there

many

so

must be confessed

now none

bad

as

so good, neither

remember in the

I

In these levelling days,
extended itself to the stage
and musical profession and a kind of mediocrity of talent prevails, which, if it did not occasion the invention of these melodramatic pieces
is at least very favourable to their execution.'
The most extraordinary thing connected with
this passage is that it was written half a century
after theproduotion of Mozart's Nozze di Figaro,
with which the venerable critic was certainly
well acquainted.
From the most recent form
inferior characters.

equalisation has

;

'

of opera, that of Wagner, the finale, like the
the duet, the trio or other self-contained

air,

movement, has

entirely disappeared.
Each act
be described as one movement, from the
beginning to the end of which no natural pause
is to be found, and from which it would be im-

may

possible to

make

plete extract.
'

system

'

a connected, or in itself com-

It is difficult to conceive tliat this

should in

its

integrity maintain, or

attain, extensive popularity

more

'

deacon in 1700, and became rector of Wigan.
He was appointed prebendary of York in 1704,
and of Canterbury 1710]. He composed several
Of these a Te Deuni
pieces of church music.
and an anthem, 'Grant, we beseech Thee,' are
included in Tudway's collection of church music
*

'

last note.'

vii.)

may be cited the infinitely humorous
J. H.
fugue at the end of Verdi's Falstaff. ']
FINCH, Hon. and Rev. Edward [fifth son
of the first Earl of Nottingham, was born 1664,
took the degree of M. A. in 1679, became a Fellow
of ChristCoUege, Cambridge, represented the university in Parliament in 1689-90, was ordained

times,

;

but itwill no doubt

or less affect all future musical dramas.

[As a bright example of the set

finale in

modern

Museum

in the British

(Harl.

MSS.

13.37-42).

[A MS. Grammar of Tlwroagh-Bass is in the
Euing Library, Glasgow. Brit. Mas. Biog.'] He
died Feb. 14, 1738, aged seventy-four. w. H. H.

FINCK, Heinrich (1482-1519),

passed the
Poland, and received
liis education as one of the choristers of the
Warsaw Hol'capelle. Later on the King's liberality enabled liim to continue his studies at a
There is a strong probability of his
university.
being the Henricus Finck de Bamberga, a bonus
cantor,' who is entered as a student at Leipzig,
in the Universitats-Matrikelbuch(f 146) inl482
earlier years of his life in

'

'

'

He must have
(Monatshefte, 1890, p. 139).
returned to Poland, for he held the jiosition of
Musicus, perhaps also of Director in the Hofcapelle under Johann Albert (1492), Alexander
(1501), andSigismund(1.506). Soonafterhewent
to Wiirtemljerg, as the records of Duke Ulrich's
Capelle at Stuttgart for the years 1510-11 state
that Capellmeister Henricus Finck, called the
Singermeister,' received a yearly salary of sixty
gulden, etc. His name appears only until 1513,
but he probably remained there until 1519, when
Joh. Siesswas appointed Capellmeister (Sittard,
Zur Gescli. derMnsikam- IViirtternh. Hofc, 1890,
Hedied June 9, 1527, at the Benedictine
p. 8).
Schottenkloster, Vienna (E. Bienenfeld, »S'a«!rrmlhand of the Int. Mtts. Oes. vi. 96).
In Hermann Finck's Fradica Mi/sica, 1556,
there are the following references to his great
uncle, Heinrich
Extant melodiae, in quibus
magna artis perfectio est, compositae ab Henrico
Finckio, cuius ingenium in adolescentia in
Polonia excultum est, et postea Regia liberalitate
ornatum est.
Hie cum fuerit patruus mens
magnus, gravissimam causam habeo, cur gentem
Polonicampraecipuevenerer, quia exeellentissimi
Regis Polonici Alberti, et fratrum liberalitate
hie mens patruus magnus ad tantum artis fastigium pervenit (p. 4 of dedication
There are
melodies composed by Heinrich Finck whicli
show great skiU. As a youth he received his
education in Poland, and by royal liberality
was afterwards enabled to continue it.
Since
Heinrich Finck was my gieat-uncle, I have
very great cause to venerate the Polish nation,
for the height to which he attained in his art
was owing to the liberality of the most excellent
'

:

'

'

'

:

Polish King Albert and his brothers.')

FINCK

FINCK

'Circa annum 1480 et aliquanto post alii
exstiterunt praecedentibus (niusicis) longe praestantiores.
lUi eiiim in docenda arte non ita
ininiorati sunt, sed erudite Theoricam cum
Practica conjunxeruut. 4nter hos sunt Henricus
rinck, qui non solum ingenio, sed jiraestanti
etiam eruditione excelluit, durus vero in stylo.'
'About and soon after 1480 musi(Ch. i. p. 3
cians appeared far superior to their predecessors,
who did not give so much time to teaching the
art, but skilfully combined theory with practice.
Among these were [others and] Heinrich Finck,
who excelled not only in talent, but in learning.
He was, however, hard in style.')
Heinrich Finck's compositions Avere printed
only twenty years before Practica Musica,
with the title
Schone ausserlesne lieder, des
hochberum[iten Heinrici Finckens, sampt andern
newen liedern, von den fiirnemsten diser kunst
gesetzt lustig zu singen, und auffdie Instrument
dienstlich.
Vor nie im druck aussgangen.
1536.
(In the Tenor part-book only) Gedruckt
zu Niirenberg durch Hieronymuni FormschneyFour part-books, obi. 4to, in the Munich
der.
Hofbibl. and in Zwickau Ratsschulbibl.
Of
the iifty-tive compositions, the lirst thirty are
only six are to sacred
by Heinrich Finck
words.
No. 1, 'Christ ist erstanden is for
In vol. 8 of
five, the others for four voices.
the Piibl. dlterer prak. u. theoret. Musikicerke,
1879, Eitner reprints these compositions in
score, with the exception of No. 2, 'In Gottes
Namen faren wir (publ. in score by R. Schlecht,
Gcsrh. clcr Kirchcniiiudk, 1871, Musikbeilage,
Ko. 44) No. 11, Freu dich du werte Christen;

:

;

'

'

'

;

heit' (publ. in score

by

C.

v.

"Winterfeld,

Der

3
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Trium vocumcarminaadiversiamusiciscomposita.

Kilrenberg,

Hieron. Fomiachneider. 16^8.
No. 22, fur three voices, without
words.
4, Ein ausszug guter alter und newer Teutschur Liedlein {G.
Forstor).
^U^nbe^g. Johan Petreio. 15.*Ji). No. 7. Ach hertzigs
hertz (no composer's name) and No, 87, 'Kuiitachaft mit dir' (\sith
compoaer's name F. Holfheymer). They are Noa. 8 & 29 in Finck's
SchiJne ausserlesne Lieder fur four voices.
Der ander Theii, kurtzweiliger guter fiiacher Teutscher Uedlein.
NUrnberg. Johan I'etreium. 1540. No. 63 'Der Ludel und der
Henuel (with composer a name L. Heidenhamerj is No. 10 in Schone
'

'

'

ausserleane Lieder,

hymnorum. Liber primus.

teiicroruni

5,

1542.

Vitebergae. GeorgP,haw.
in which ancient church melodies forni
Eitner rcpiinted five of them in i'ublikution,

Twenty-two motets,

the Cantua firmus.
etc. 1879. vol. 8.
6,

Coneentus

8,

6,

&

5,

vocum omnium jucundissimi.

4

(Sigia,

Salblinger) Auguatae ViiKlelicorum. Fh. Ulhardua. 1645. No.2;i"'0
Domine JeBuChriate.' in seven movements, for four voices. Ambros
describen this as an exceptionally beautiful work, the 'seven
greetings of the Buttering Redeemer are in fact seven short motets
full of deep devotion and feeling
in the last part two more voices
join in a canon in Epidiapasou post duo tempora.'
7, Officiorum (ut vocant) de nativitite, etc.
Tonius primus. Vitebergae. G. Rhaw. 1545. f. 51 'Puer natus eat nobis'— Cantite
Domino '^' Grates nunc omnes reddamua
Huic oportet ut canamus,' for four voices.
8, Erotemata musices practicae . .
collecta ab Ambrosio Wilphlingaedero. Noribergae, C'hr. Heuasler. 1563, p. 160. One musical
'

;

'

—

'

'

'

.

example from the mass Sub tuunj praesidium for two voices.
9, Suaviasimae et jucundissimae harmoniae: 8, 5, & 4 vocum, ex
duabua vocibus.
Clemente Stejjhaui Buchavenae. Noribergae.
'

.

'

.

Th, Gerlatzenum. 15C7. No. 12, Dies est laetitiae for four voices,
Reprinted by Eitner in Publikation. etc. 1879, vol. 8.
In MS.
Augsburg Eibl. Cude.>L 142«, one motet for four voices.
'

'

;

(Sch letterer'a Cat. p.

a.

I

Basle Eibl.
Ich atund an einem morgen for four voicua.
Berlin kijnigl. Eibl.CodexZ21,motetsfor four voices: 1. Misereatur
Dominus, 2, Ave JesuC'hriste, S.Deo dicamua, 4-Gloria laus, S.Lieber
her santh peter. (Eitner.)
Breslau Stadtbibl. MS. 03, Introit in four movements Fuer natua
est nobis, etc. for four voices (Bohn's Caf.\. See above. No. 7.
Kbnigsberg Bibl. J/^S. 4. 24. Four moteta, Nos. 43, 53, 89, and 90,
for four voices.
(Eitner.)
Leipzig Uuiversitiitsbibl. Codex MS. 1494, Der Mensuralcodex
des Magister Nikolaua Apel vonKonigshofen. 1504. Described by Dr.
Hugo Eiemann, Klrche-nniusikdlUches Jahrbuch. 1897. Music by
Heiiiricus Finck
two copies of Et adhuc tecum sum (2nd part),
'Domine probasti me' for four voices; and 'Wer ych ayn faick'
for four voices, identical with music in the Berlin MS. Z 21, Ko, 95,
without name of compoeer, to the Latin words Invicto regi jubilo.'
Also five songa f<T four voicea, without text, all initialled H. P.
LUbeck Stadtbibl. Ilymni- No. 91, Fit portaChristi, for four voices,
tenor part missing (Stiehl'a Cat. p. 9). In Sac. IJyjii. 1542. No. 30.
Munich Hofbibl, ilSS. 4~ andCS. two copies of a Missa Doniinicalis
(Eitner,!
for four voices in MS. 42 a motet for four voices.
Pima Stadtkirche Eibl. MS. Chorbuch, Codex IV,, Fuer natus
est: Cantate Domino,' and Te Tuaneat semper' (initialled H. F.)
Codex vi., Ecce devenit (initialled E. P.), and Borate coeli
all
for four voices,
(Eitner.)
Proske biachofl, Bibl. 'Missa de beata virgine,' for three voices
(publ, in score in Ambros's Geachichte der .Uusik, v, '247, No, ;{5).
Motets— for four voices
1.
Domine Jesu Christe, in seven movements (printed in Concentuf:, 1545, No. 23) 2. Nisi Dominus. in two
raovements.
For five voicea: 1. Chriatua resurgens, 2. Et valde
mane, 3. Illuminare Hieruaalem, 4, Ite in orbem, 5. Petre amas me,
6. Verbum caro.
For five and six voices Beati estis aancti, in foui'
movementa. For seven voicea Reple tuorum corda. (Eitner.)
Vienna Hofbibl. M^. } 9,242. No. 56 O Domine Jesu Chriate,' motet
for four voices MS. i8,8IO, No. 24 Greiner, zanner for five voices.
(Mantuani's Cat.)
Zwickau Katsschulbibl. J/.S, 4. Motets for five voices: 1, Ap2, Felix namque, in
paruerunt apnstolis, in two movements
three movements 3. Illuminare Hienisalem, in three movementa
4. Verbum caro, in three movements. MS. iG.
For four voices (altuB
part misaing) De Evangelistis (an Alleluiaand Prose in ten aections);
2. Apparuit gratia dei, in two movements
3, Ave praeclara maris
etella, in six movements
4. Discubuit Jesus, in three movementa
5,Salverexnjiaericordie, in nine movementa; 6.Venicre;Ltor spiritus.
For four and six voices: O Domine Jean Christe, in seven move'

'

:

:

—

"

'

'

;

'

'

:

'

'

;

'

'

:

1843, I. Musikbeilage,
Ich stund an einem
18,

evang. KirchcngesoMg,

No. 12); and No.

morgen

'

'

by R.

(publ. in score

v.

Liliencron,

1865, IV. Beilage
Eitner notes that there is no Cantus firmus
7).
in Finck's secular songs, he composed his own
Tenor, only in
Ich stund an einem morgen
and Oreiner, zanner,' does he use the melodies

Die

Volkslicdcr,

liistorisclicn

'

'

'

;

:

:

'

'

;

'

;

;

'

"

;

The German

of folk-songs.
*

Ach

hertzigs hertz

'

is

songs,

of which

a characteristic example,

marked l.iy great freedom of expression,
sympathy, and feeling.
The motets are more
are

fettered
ist

although tlie Christ
voices is one of Finck's

by their century

erstanden

'

for five

'

;

work, as a rule in his sacred
music, ingenious handling of the counterpoint
This p'^rhaps
outweighs harmonious beauty.
stricture in
aci.-ounts for Hermann Finck's
Practica Musica 'durus vero in stylo.'
Compositions in printed works
finest pieces of

:

In zweii Theyl
Ein new geordnct kUiiatllch Lautcnb\ich.
Hansen Newsidler. iry.lG. H. F.'s uaisic in
getheylt.
Nlirnberg.
the second part inchidea 'Ich stund an einem morgen.' (Vogel,
1.

Eitner.)
15-38,
2. Sec-Tiiidu3 tomus novi operis mweici, 6, 5, & 4 vociiin.
(Johannea Ottocivis Noribergensisl. No. 40, |i.) Magnua eatu Doraine,
(ii.
Tu pauperum ref ugium, for four voioe.'*. Although the tnnaic is
here attributed to Finek, it is printed in Glarean'a Dodecachnrdon,
It was also published
1647, p. 221, aa the work of Joaquin des Pr^s.
by Fetrucclln 1504, p. '2Tt. but without the composer's name, Kitner
includes it in vol. 8 of the J'ublikation, etc. 1879, but auya the
authorship is doubtful.

;

ments (see above). For five voices: Ecce Maria geniiit, in twcf
movements. For six voices Grates nunc omnes reddamus, Huic
:

oportet ut ciinamus.

(Vollhardt's Cat.)

FINCK, Heesiann

q

c;

was born
March 21, 1527, at Pirna. Saxony, and probably
(1527-58),

member of the
Hofcapelle of King Ferdinand of Bohemia. He
is entered as a student at Wittenberg University,
September 1545, in the Album Academiae
Vitebergensis, 1502-60, edited by Forstemann,
1841 (see extract in Monidshefte fiir MusikOn June 1, 1554, the
ciexehicfiti-, 1878, p. 54).
Rector of the University formally announced
that Hermann was at liberty to give instruction
in music to the University students (Fiirstenau,
received his early education as a

)

That he remained
Monatshcfte, 1879, p. 11).
there and was appointed organist in 1557, may
be jfatbered from a statement made by Nicolas
d

FINCK
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FINGER

Selneccer in a work published in 1581 (Erk,
Monalsheflc, 1879, p. 63).
Selneccer explains
that in 1557, the organistship being vacant, at
the request of the Praeceptores, he filled it

Then

month.

for a

througli Court influence
Hermann I'inck was appointed to the post, der
bald hernach elendiglieh und jemmerlich zu
'

Wittenberg gestorben' (who soon after miserably
died in Wittenberg).
He may have stated this
on the authority of Johannes Garcaeus, Astrologiae mcthodus Basiliae, 1570,
Hermanuus
Finckius Pirnensis. Insignis liic fuit Musicus et
Organista, miserrime subitanea morte extinctus
'

Nascitur 21 mart. 1527, etc'
But the
suggestion is negatived by the discovery of the
date of Hermann's death made by II. Filrstenau,
in the Wittenberg University records (Scriptorum jyuUice.
Witebergae. 1559-62.
See
Monatshefte, 1879, p. 63), where it states that he
died peacefully on Dec. 28, 1558, 'auf fromme
Weise aus diesem Leben geschieden ist.'
The important theoretical work by which
est.

Few of his works are
in existence, but they show that he was distinctly in advance ot his time, both in form and
a composer of some note.

Eitner included three comi)03i-

in expression.

tions

theorct.

dllerer prai:t.

I'ublikalion

the

in

Musihwerke, 1879,

in sponso

'

vol. 8

'

'Christ

for five voices

jiosed

sections,
;

Finck's

name

is

best

known is entitled

musica Hermanni Finckii, exempla
variorum signornm, proportionum et canonum,
judicium de tonis, ac quaedam de arte suaviter et
artificiose cantandi continens.
Vitebergae excudebant Haeredes Georgii Rhaw. 1556.' In one
volume, 4to.
In British Museum, etc.
The
dedication is to the Count Gorca, and shows that
Hermann must have visited Poland and been
hospitaljly received by the Gorca family, to
whom he expresses a warm sense of gratitude
Itaque in editione huius operis, praecipue ad
Celsitudinem vestram scripsi, ut ostenderem me
beneliciorum memoriam, quae in meam familiara
a Regibus et Princi[)ibus Polonicis collata sunt,
'Practica

:

'

perpjetua gratitudine et retinere

et

celebrare.

Fuit eximia erga me quoque liberalitas Celsitudinis tuae lUustris Domine Stanislae. Quare
et fratrum et tui nominis mentionem hie feci, et
vobis hoc opus dedico, ut gratitudinem meam et
observantiam erga vos perpetuam, ostendam.'
The work is divided into five books. The first
book De musicae inventoribus is of some
'

owing

mention of conHeinrich Finck) and

to its

temporary musicians (see
to the light it throws on the musical taste of
that time.
A long (quotation from pp. 2, 3, 4,
is given in the Did. Hist. (Choron et FayoUe)
In the third
with a French translation.
book de canonibus are numerous examples
Clama ne cesses,' four voices:
of canons:
'Misericordia & Veritas,' Bassus & Tenor; '.Jus'

'

'

Gande cum
Discant & Altus
ticia et pax,
gaudentibus,' four voices; 'Qui se humiliat,
Laiiguir me fais,' four voices;
exaltabitur
'

'

'

;

—

'

'

quant et quant resp(f'rance
m'a donne hardiesse,' four
A German
voices, with the French words.
translation of the fifth book De arte eleganter
et suaviter cantandi,' with music, was published
Finck was
in Monatshrfte, 1879, p. 129, etc.

and

'

Le desir

— 'Amour

croist

parfaict

'

;

five

and the motet
1,

interesting to compare with that comHeinrich Finck at a much earlier date.

it is
l:iy

was carefully reconstructed by Otto
Fade from a very defective JIS. Chorbucli in
the Pirna Stadtkirche Bibl. Codex VII. (date,
the last two movements of the motet
1556)
Tlie score

;

were almost entirely destroyed.
Compositions
:

Johanno Friderico II Duci Saxoniae
Melodia epithaLunii
Quiuque voeum.
coiiiposita ab Hermantio Finck Pymenai,
Five partVittjljergae excusa typis haeredum Georgii Khaw, 1555.
Atnore ftagrantissiino apoiisain,' and
lioolts, obi. 4tu
Text;
Paxmanno
cumi^jaita ab
Henriuo
epithalamii
Melodia
Herm. Finck Pimensi. Qujituor vocum. Vitebergae. 1555. Four
Pectus ut in pponan by Philip MelancIiart-booka obi. 4to. Text
tlion. In the Liegnitz konigl. Ritter-Acadeinie Bibl. (Pfudel's Cat.).
Johannis Schraiiiiiiii
composite
i Melodia epithalamii
ab Herni. Finck. Quinque vocuni. A'ittenibeiyae. Haeredes G.
Rhaw. 1557. Text :' Semper honorabile. Five part-books, obi. 4to.
1.

,

.

.

,

.

.

'

.

.

.

.

,

.

'

.

'

,

.

.

.

.

'

(Kuhii's C'lt.l.
in the Erieg Gyinnasialbibl.
Was mein Gott wil da«
Ein acboner geistlicher Text
'S.
Albrechten Marggravenzu Branden^eachichtallzeit,' etc. von .
burg
selber geniacht. Und, wie folget, aulf viererley Art comIjoniret durch Herm. Finck Muaicum. Discantus prinjua, anno 1558.
This is, so far na ia known, the only voice part in existence ;
4to.
it is in a miscellaneous volume in the Weiuiar grossherzogl. Eibl,
"

:

.

.

.

:

.

.

Tbe Dedication
Dec. anno 1557.'

ia

aigned by Finck. Musicus, 'Wittenberg, den 25

(Eitner, I'ublikacion.}

Eitner mentions that in the Proske hischofi.
940 (1557), four part-books, obi. 4to,
there is a student's drinking-song for four voices
by Herm. Finck, No. 169, 'Sautt' aus und niachs
Bibl. iVS.

nit lang,' etc.

FINE

c.

end

.s.

generally pilaced above
the stave at the jioint wdiere the movement
ceases after a Da Capo repetition.
Its place
is occasionally taken by a pause (see Fermata).
It is often Ibund, too, at the end of works which
finish on the right-hand page (redo), and is
placed there, apparently, in order to warn imjierfectly trained musicians that it is not worth
while to turn over the last l>age.
(Ital.

'

')

is

'

'

FINGER, Gottfried

'

historical interest

for

erstanden,' part

ist

:

Hermann

und

Pectus ut

three sections for four voices

in

Semper honorabile in two
voices, both wedding hymns
'

which

'
:

of Olmiitz in Moravia,

or CJodfrey, a native

came

to

England about

1685, and enjoyed the patronage of James II.
In 1688 he published 'Soiiatae XII. pro Diversis
Instrumeutis.
Ojnis Primum,' and in 1690
Six Sonatas or Solos, three for a violin and
three for a flute.'
In 1691, in conjunction
with John Banister, he published Ayres, Chacones. Divisions and Sonatas for Violins and
Flutes,' and shortly after joined Godfrey Keller
in producing 'A Set of Sonatas in five parts for
flutes and hautboys.'
He subsequently published other sonatas for violins and flutes.
In
1693 Finger composed the music for Theophilus
Parsons' Ode for the annual celebration of St.
'

'

Day. Inl696,in conjunctionwith John
he composed the music for Motteux's
masque, 'The Loves of Mars and Venus,' and
in the next j'car that for Ravenscroft's comedy,
Cecilia's

Eccles,

FINGER-BOAED

FINGEUING

'The Anatomist, or, The Sham Doctor,' and
(with 1). Purcell) that for N. Lee's 'Rival
Queens.'
In 1701 he set to music Elkanah
Settle's opera,
The Virgin Prophetess, or, The
Siege of Troy.'
In the previous year he was
awarded the fonrth prize for the composition of
Congreve's masque, 'The Judgment of Paris,'
the others being given to John Weldon, John
Eccles, and Daniel Purcell.
Finger was so
displeased at the ill reception of his composition
that he quitted Englandand returned to Germany,
where in 1702 he obtained the appointment of
chamber musician to Sophia Charlotte, Queen

The finger-board, getting worn by the constant
action of the fingers, must be renewed from time
to time. The modern techniqueof violin-playing

and lived for some years at Breslau.
Whilst at Berlin he composed two German
operas,
Sieg der Schbnheit liber die Helden
and Roxane,' both performed in 1706.
[This
latter is very possibly by Telemann.
See Did.
In 1717 he became chapelof Xal. £iog.']
master at the court of Gotha, [and in March
1718 is mentioned by 'Walter as part-composer
of the opera L' amicizia in terzo.'
His name
occurs in a list of 1723].
Nothing is known
of his subsequent cai'eer.
Besides the abovementioned compositions Finger wrote instrumental music for the following plays
The
"Wives' Excuse,' 1692
'Love for Love,' 1695
Love at a Loss,'
The Mourning Bride,' 1697
Love makes a Man, The Humours of the Age,

the violin, except that the side of the finger-board
over which tlie lowest string is stretclied is
flattened in order to give sufficient room for its
vibration.
Spohr adopted a somewhat similar
plan on his violin by having a little seooping-out
underneath the fourth string, which grew flatter
and narrower towards the nut.
In the instruments of the older viola-, gamba-,
andlyra-tribe, the finger-board was provided with

and 'Sir Harry W^ildair, 1701. Some concertos
and sonatas are mentioned in the Quellenw. H. H.
L''xil:on.
FINGER-BOARD. The finger-board is that
part of the violin and other stringed instruments
over which the strings are stretched, and against
which the lingers of the left hand of the player

in all cases to facilitate execution.

I'ress the strings in order to produce sounds not
given by the open string.

require separate consideration).

'

of Prussia,

'

'

'

'

—

'

;

;

'

'

;

'

'

'

'

The

finger-board of the violin

is

best

made

of

ebony, as harder and less easily worn out than any
other wood.
Its surface is somewhat curved
corresponding to the top line of the bridge, but
not quite so much in order to allow the bow
to touch each string separately, wdiich would be
impossible if bridge and finger-board were flat.
On an average-sized violin it measures 1 0-^ inches
in length, while its width is about 1 inch nearest
to the head of the violin and Ij inch at tlie
bridge-end.
It is glued on to the neck, and
extends from the head to about three- fourths of
the distance between the neck and the bridge.
At the head-end it has a slight rim, called the
nut, which supports the strings and keeps them
at a distance suflicient to allow them to vibrate
without touching the finger-board. This distance
varies considerably according to the style of the
player.
A broad tone and an energetic treatment of the instrument require nuioh room for
the greater vibration of the strings, and conse-

—

'

'

quently a high nut. Amateur players, as a rule,
prefer a low init, which makes it easier to piress
the strings down, lint does not allow of the production of a powerful tom\

43

requires the neck, and in consequence the fingerboard, to be considerably longer than they w^ere
at the time of the great

these reasons

we hardly

Cremona makers.

For

ever find an old instru-

mentwitheithertheoriginal finger-board, bridge,
sound-post, or bass-bar, all of which, however,
can be made just as well by any good violin-

maker now living as by the ancient masters.
The finger-boards of the Violoncello and Diiublebass are made on the same principle as that of

frets.

p.

FINGERING

(Ger. Fingersatz,

I).

AppUcatur

;

the method which governs the
application of the fingers to the keys of any
keyed instrument, to the various positions upon
stringed instruments, or to the holes and keys of
win<l instruments, the object of the rules being
Fr.

Doigti'},

The word

is

numerals placed above or
beneath the notes, by which the j>articular fingers
to be used are indicated.
(i.)
Fin(;ering of the Pianoforte (that
of the organ, though difi'erent in detail, is
founded on the same princiiiles, and will not
also applied to the

In order to understand tlie principles upon
which the rules of n\odern fingering are based,
will be well to glance briefly at the histoiy of
those rules, and in so doing it must be borne in
it

mind that two

causes have ojierated to influence

their development

—

the construction of the keyboard, and the nature of the nnisic to be jierformed.
It is only in comparatively modern

modern music,
that the second of these two causes can have
had much influence, for the earliest use of the
organ was merely to accompany the simple
melodies or plain-songs of the Church, and when
in later years instrumental music proper came
into existence, wdiich was not until the middle
of the 16th centur}^ its style and character
closely resembled that of the vocal music of the
time.
The i'orm and construction of the keyboard, on the other hand, must have afifected
the development of any sj'stem of fingering
from the very beginning, and the various changes
wdiich took p)lace from time to time are in fact
surticient to account for certain remarkable differences which exist between the earliest rules of
fingering and those in force at the present time.
Until the latter half of the 16th century there
times, in fact since the rise of

FINGERING

FINGERING

would appear to have been no idea of establishing rules for fingering nor could this have been
otherwise, for from the time of the earliest
organs, the keys of which were from three to
six inches wide, and were struck with the closed
fist, down to about the year 1480, when, although
narrower, the octave still measured about two
inches more than on the modern keyboard, any
attempt at fingering in the modern sense must
have been out of tlie question.
The earliest

matter how or in whatmanner it is accomplished.'
One of the boldest of these experimenters was
Gouperin, who in his work, L'art de toucher le
c^auccm (Paris, 1717), gives numerous examples
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;

marked

which we have any know-

fingering of

ledge is that given by Ammerbach in his Orgel
Oder Iiislrument TabulcUiir (Leipzig, 1571).
This, like all the fingering in use then and for
long afterwards, is characterised by the almost

complete avoidance of the use of the thumb and
the former being only occasionally
marked in the left hand, and the latter never
employed except in playing intervals of not less
than a fourth in the same hand.
Ammerbach's

little finger,

fingering for the scale

being marked
three numerals

is as follows,

and the

fingers

He uses it,
of the employment of the thumb.
for inhowever, in a very unmethodical way
stance, he would use it on the first note of an
ascending scale, but not again throughout the
he employs it for a change of fingers
octave
on a single note, and for extensions, but in
passing it under the fingers he only makes use
of the first finger, except in two cases, in one of
which the second finger of the left hand is passed
over the thumb, and in the other the thumb is
passed under the third finger, in the very unpractical fashion shown in the last bar of the
following example, which is an extract from a
composition of his entitled 'Le Moucheron,' and
;

;

will serve to give a general idea of his fingering.

the thumbs

with the

first

;

Eight Hand.

w
Left

Hand,

^

This kind of fingering, stiff and awkward as it
ajjpears to us, remained in use for upwards of
a century, and is even found as late as 171
the third edition of an anonymous work entitled
JVegweiser,
etc.
jedoch gr i'mdlicher
causes probably contributed to retard the
In the
introduction of a more complete system.
first place, the organ and clavichord not being
Kiir:i:r

Two

tuned upon the system of ecpial temperament,
music for these instruments was only "written in
the simplest keys, with the black keys but rarely
and in the second place the keyboards
used
of the earlier organs were usually placed so high
above the seat of the player that the elbows were
of necessity considerably lower than the fingers.
The consequence of the hands being held in this
position, and of the black keys being but seldom
required, would be that the three long fingers,
stretched out horizontally, would be chiefly used,
while the thumb and little finger, being too short
to reach the keyswithout difficulty, would simply
hang down below the level of the keyboard.
But although this was the usual method of
;

the time, it is highly probable that various
experiments, tending in the direction of the use
of the thumb, were made from time to time by
Thus Praetorius says {Syndifferent players.
ilasicu/m, 1619), 'Many think it a matter
of great importance, and despise such organists

tagma

as do not use this or that particular fingering,

my opinion is not worth the talk for
player run up or down with either first,
middle, or third finger, aye, even with his nose if
that could help him, provided everything is done
which in

;

let a

clearly, correctly,

and

gracefully, it

doesnotmuch

About

this time also the

thumb

came

first

into use in England.

Purcell gives a rule for
it in the instructions for fingering in his Choice
Collection of Lessons for the Harpsichord, published about 1700, but he employs it in a very
tentative manner, using it only once throughout
a scale of two octaves. His scale is as follows
:

Higlit

Le/t

Hand (ikvmh numhered

Hnvd {thumb numbered

1).

5).

n

2

3

2

Contemporary with Gouperin we find Sebastian
Bach, to whose genius fingering owes its most
striking development, since in his hands it became transformed from a chaos of unpractical
rules to a perfect system, which has endured in
Bach
its essential parts to the present day.
adopted the then newly invented system of
equal temperament for the tuning of the clavichord, and was therefore enabled to write in
thus the black keys were in conevery key
tinual use, and this fact, together with the great
complexity of his music, rendered the adoption
of an entirely new system of fingering inevitable,
;

FINGERING
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existing methods being totally inadequate.
Accordingly, he fixed the place of the thumb in
the scale, and made free use of both that and
the little finger in every jiossible position.
In
consequence of this the hands were held in a
more forward position on the keyboard, the
wrists were raised, the long fingers became bent,
and therefore gained gi-eatly in flexibility, and
thus Bach acquired such a prodigious power of
execution as compared with his contemporaries,
that it is said that nothing which was at all
possible was for him in the smallest degree

the second finger over the first, the little finger
under the third (left hand), and the third over
the little finger (left hand also).

all

difficult.

Our knowledge of Bach's method is derived
from the writings of his son, Emanuel, who
taught it in his Versitch iiber die 'wahre yirt das
Clavier zii t>pieJen.
But it would not be safe to
conclude that he gave it literally and without
omissions.
At any rate there are two small
pieces extant, the marked fingering in which is
undoubtedly by Sebastian Bach himself, and yet
ditiers in several respects from his own rules as
given by his son.
These pieces are to be found
Clavierbiichlein,' and one of them is
in the
also published as No. 11 of
Douze petits Preludes,' but without Bach's fingering.
The other
is here given comjilete
'

'

:

In the above example it is w'orthy of notice
that although Bach himself had laid down the
rule, that the thumb in scale-playing was to be
used twice in the octave, he does not abide by
this instance being fingered
it, the scales in
according to the older plan of passing tlie second
finger over the tlrird, or the first over the
thumb.
In the fifth bar again the second finger
a progression wdiich is
passes over the first
disallowed by Emanuel Bach.
The discrepancies between Bach's fingering
and his son's rules, shown in the other piece
mentioned, occur between bars 22 and 23, 34
and 35, and 38 and 39, and consist in passing

—

Bar

?^?^

-2.

23.
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from a condition of uselessness, so have they
freed its employment from all rules and restrictions whatsoever.
Hummel, in his Art of

it

"We nmst employ
the same succession of lingers when a passage
consists of a progression of similar groups of
notes .... The intervention of the black key
changes the S3nrimetrical progression so far only
as the rule forbids the use of the thumb on the
black keys.' But the modern system of fingering
would employ absolutely the same order of lingers
throughout such a progression without considering whether black keys intervene or no.
Many
examples of the application of this principle may
be found in Tausig's edition of dementi's Gracilis
ad Parnassum, especially in the first study, a
comparison of which with the original edition
(where it is No. 16) will at once show its distinctive characteristics.
That the method has
inmiense advantages and tends greatly to facilitate
the execution of modern difficulties cannot be
doubted, even if it but rarely produces the

Flaifing the Pianoforte, says,

'

striking results ascribed to it by Von Biilow,
who says in the preface to his edition of Cramer's
Studies, that in his view (which he admits may

be somewhat chimerical), a modern pianist of
the first rank ought to be able by its help to
execute Beethoven's
Sonata Appassionata as
readily in the key of Fj( minor as in that of F
minor, and with the same fingering
'

'

(ii.)

'

'

,

—

—

present English system, except that the thumb
was indicated by a cypher instead of a cross.
The same method came into partial use in England for a short time, and may be found spjoken
Italian manner of fingering
in a
of as the
'

'

'

'

treatise entitled

'

The Harpsichord

Illustrated

and Improv'd,' published about 1740.

Purcell

Choice Collection quoted
above, but with the bewildering modification,
that whereas in the right hand the thumb was
numbered 1, and so on to the little finger, in
the left hand the little finger was called the first,
and the thumb the fifth. [The rational system
(1, 2, 3, 4, 5) which is, rightly or wrongly,
known as the continental,' has, for many
excellent reasons, been widely adopted by the
better English publishers, so that there is more
unanimity in the present day than there was
also adopted it in his

'

'

*

twenty years ago.]

r.

T.

the exact jilaoing of the fingers

upon the strings in the order that musical notes
This order first suggests a scale
are to be made.
as the fingers follow from first to second, second to
third, third to fourth, and so on. Fingering also
means the figures placed over notes to indicate
the finger required to stop or press the string.
basis of sound technique is the scales and
the arpeggi of the various chords fingered accordThe practice of these perfectly in
ing to rule.
tune, each note a true musical sound, is a sure

The

means of technical advancement.

may

Technique

regarded as the handicraft of every
practical artist, but it is only a means to an
end, the highest technical education must go
hand in hand with artistic cultivation, or the
result at maturity is unsatisfactory.
In violin fingering, the position and carriage
of the hand are of the greatest importance the
thumb should be underneath the violin neck
below the first and second fingers, the tip bent
outwards, the neck resting on the thumb near
its first joint, the thumb will then give the
necessary counterpressure to the force of the
fingers.
The violin should be held by the chin
In changand shoulder, firmly, but not stiffly.
ing position, the whole hand should go in one

be

;

movement.
It is

!

There are two methods of marking fingering,
one now used in England alone (though not by
any means exclusively), and the other in all other
Both consist of figures placed above
countries.
the notes, but in the English system the thumb
and the four fingers by
is represented by a x
1, 2, 3, and 4, while everywhere else, the first
five numerals are employed, the thumb being
numbered 1, and the four fingers 2,3, 4, and 5.
This plan was probably introduced into Germany
where its adopjtion only dates from the time
from Italy, since the earliest German
of Bach
fingering (as in the example from Ammerbach
quoted above) was precisely the same as the

Fingering of Stringed Instrument!?.

— Fingering,

economy
of

A

necessary from the
of finger

movement.

first

to study an

Taking the

in three octaves as exampjle

scale

beginning in

the first position, first finger on the fourth string,
the first, second, third, and fourth fingers should
be played in succession, and held down until the
first finger is used on the third string, wdien
they should be raised and the same order
followed on the third string and the second,
second and first.
The shift from first position
to third goes between Gj! and A, first finger
under second, the whole hand going forward in
one movement, keeping exactly the same form
in the third as it had in the first position. The
next shift is from third to fifth position, and
goes between B and CS
this is a more difficult
shilt, as the hand has to pass the shoulder of the
violin, the advantage given by the thumb under
the neck will be at once seen, as it enables the
player to move forward to the fifth position
maintaining the same shape of the hand as in
the first and third positions.
The next shift
;

between D and E, and brings the hand to
the seventh position.
The first finger is kept
on the first string through all the shifting upward. In this case it begins at Fit, and remains

lies

on the string up to

The

shift.

E

in the seventh position.

must not smear the notes at the
The forward movement must be both swift
finger

first

and quiet

it should not be heard. This is one of
the points of excellence in scale playing there
are three
intonation, equality of tone, one note
after another, absolutely silent shifting.
The
movements descending are the reverse of those
;

—

:
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ascending, second finger going over first
the
first is not held down.
The movement described
in the foregoing is a whole shift of the hand,
first position to third, third to fifth, filth to
seventh.
"Whole shifts go also from second
position to fourth, fourth to sixtli, and so on.
A half shift is from a position to its neighbouring one, viz., first to second, second to third,

to Bi] on the first strhig, in the first position,
measures 3 inches, the same interval in the
eighth position measures 1-^ inches).
The ap-

etc.

It will be found that the scales of G, G
minor, Ab, A'p minor, A major, A minor, Bb,
Bt> minor, B3, B minor, and (with an extension
of the fourth finger) C, lie in the first position.
C, C minor, Cjl, C]J minor lie in the second
position.
Dw, T>h minor, D, and I) minor, in
the third position.
Et>, E'p minor, E, E minor
in the fourth position.
F, F minor, FS, Fjf
minor, in the filth position.
Scales of two
octaves through the twenty-four keys major and
minor are therefore included in the first five
positions.
It will be well at this point to show
the principle of fingering scales of two octaves,
going through the keys in chromatic order,
beginning on G.
The lingering 'of scales of two
octaves in the first position needs no explanation,
as one finger follows the other, arriving at the
scale of B, the fingering for that will carry the
player through the rest of the keys by moving
the hand forward a semitone for each major
and minor scale, and following the order of
positions until he arrives at Fff, and FJI minor,
and so completes the cycle.
The fingering for
the minor scale is the same as the major in
each case.
The melodic form of the minor scale
is of much greater nmsical in)portance than
the harmonic
both are necessary in modern
music.
Arpeggi in Udo octaves form-ed of co^nraon
chords, viajor avd minor, subdojiiinant inajor
and minor, diminished and do^nina.nt sevenths.

;

economy of

and hand
movement should be followed through all violin
This

studied

finger

technical in-actice.

A

Position

is

the space on the finger-board

which can be covered without moving the hand.

A

full

be

command

of the finger-board can only

by being well grounded in the
positions, which are eleven in number.

attained

dilferent

In the first position, the first finger stands on
on the first string, and takes the corresponding notes on the other strings, B, E, A really
in each position there are two half positions
easily shown by playing in the first position
the scales of B flat and B natural.
The hand
stands half a tone higher in the one than in the
other.
This occurs in all positions.
In the
second position the first finger stands on G on
the first string, and takes also C, F, and B on
the other strings.
In the third position the
first finger stands on A on the first string, and
takes D, G, and C on the other strings.
In the
fourth position, the first finger stands on B on
the first sti'ing, and takes E, A, D on the
others.
In the fifth position C on the first
string, etc., and so on up to
the eleventh
position, in which it stops B, E, A, and D.
The distance between notes gets gradually closer
as the liand moves forw^ard to the higher
positions (the same interval measured an octave
apart will show a considerable difference.
FJJ

F

;

preciation of this gradually lessening distance
has to become instinctive by practice it is too
subtle to be thought out at the moment, and
only careful practice will bring the instinct of
;

true intonation.

;

Formula for Arpeggi working through the Keys.

—

and arpeggi practised in this manner
economy of finger movement give

Scales

with a

strict

firmness

enabling
first

to
it

the

stop,

strengthen

to keep a true position,

the

hand,

and form the

step in training the fingers to feel the closer
hand moves forward to the higher

stops as the

Intermediate scales between two and three
may follow the same order
as those of two octaves, viz., chromatic progresThe fingering for the scale of B
sion of keys.
will complete the round of keys as before, the
fingering for those below B will be obvious.
octaves in compass,

positions.

Intermediate Scale of

B.
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Intermediate Arpeggio Formula.

CAromalic

lor

suit all the rest.

somewhat.

two octaves in oiic jwsition.
the scale beginning on B will
Below B the hngering varies
not claimed that this is the

scales of

— The fingering

It is

only way of fingering chromatic scales, but it is
very direct, and is easily understood. There is no
standard fingering. In actual playing it is usual
to take thetingering that best suits the difficulty.

Chromatic Scale beginning on

1112

The Double Note

2

3

''_i*l

Scales

12

2

3

3

<|.l

l^

3^2!
»i«j!rji*St»,M-.i,..,

which properly belong

to the foregoing scale technique, should be one

octave in compass and progi'ess through the
Beginning
keys from major to relative minor.
at C major and A minor, through the flat keys
enharmonic Bj, then through tlie sharp
to Ci>

—

keys to complete the round.

Double Scale
1212
1212

B.

in Thirds.

!t?i2!i2

^^^^^^fE^\

All the scales on the same principle of fingering.

fingering

1

1

became a difficulty when the compass
was augmented to three and four
Paganini was the inventor of the

of the violin
octaves.

modern

violin technique, his genius

entirely

new avenues

opened out

for the violin, as Liszt did

He added enormously to the
for the pianoforte.
resources of the instrument, as is fully shown
in his masterpiece, twenty-four Caprices, op. 1,
a real treasure of technical material.
It will be interesting to give, as fully as may
be in an article of this kind, the technical
equipment of a violinist of the present day.
In bulk it will seem enormous, its diflSculty
will dismay but worked at item by item these
disappear, one step upward brings the next step
within reach, and so on to the goal a sound
and masterly technifiue able to meet all the
requirements of a great concerto, a light salon
piece, or the intricate and beautiful work of the
string quartet, and other ensemble pieces for the
various combinations.
Principles of fingering for scales and arpeggi
Diatonic scales of three
of three octaves, etc.
octaves compass in chromatic order of keys.
Again the fingering for the scale of B will go
through the rest of the keys.
Below B the
fingering needs no special mention.
Jliree-octave scales in progression from major
to relative minor, through the keys, each scale
beginning in the first position.
The fingering
falls into groups of C's, D's, E's, F's, G's, A's, B's.
All the scales of C and E, and that of G flat,
;

Double Scale

1-212121
2

3

2

.1

2

.1

2

in Sixths.

12
3

,1

2

l^-«L;«--g--lglg-gL-g_-

I

2

r

f j J -j-n

1

2

3

3

21.
.1

2

All on the same principle.

Double Scale in

^i^l

Octave.?.

isi

s^
^

.:?--*-

Um

The scales and arpeggi indicated above cover
the compass required for the performance of
works by the great masters of the violin from
Corelli to Viotti, excepting the six solo sonatas
of Bach, which must await a more advanced
technique able to grapple with difliicult chords
of three and four notes, and the power to play
in two, three,

and four

The famous opera

parts.

qiiinta of Corelli

—twelve

sonatas for violin, the model for the solo sonatas
of his contemporaries and followers, do not in
any case go higher than E in the third position
a few double notes in the first allegro of
;

the sixth sonata

must be taken

—

—

—

require exceptional fingering
shift in ascending the scale,

in the fourth

finger

ward.

is

the limit.

Corelli's brilliant passages,

it

includes a half-

and

in descending
a shift on to the third finger in the third jiosition.
Each group has some slight difference
of fingering, but the main principle is the same
through all, viz. shifting foi-ward on the first

position, but in all other cases the third posi-

tion

;

under second, with the reverse aition downArjieggi of

compass

:

—

these

common
also

fall

chords, three octaves
into grou])S.
The

both

downward

notes.

the hand has to descend
generally two whole shifts in the one movement, a little sound of the glide of the first finger
Arpeggi of dominant sevenths
is admissible.
belong equally to the major or minor keys, there-

in the opera quinta and other works, are
invariably made up of broken chords, broken
thirds and sixths, thirds and sixths in double

the

first

From

Arpeggi are numerous, but always in
position.

the point of view of the

modern

player,

on the

shift is a difficult

first

finger,

one

;

it is

effected
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All scales of B, F, and D must start in
the second position.
Scales of broken sixths in tvjo octaves.
Several scales require an extension of both the
third and fourth fingers.
Scales of broken octaves thrcnigh all keys.
Scales of broken tenths through all keys.

fore there are but twelve of them.
Arpeggi of
diminished sevenths belong more properly to
the minor keys
there are twelve of these.
;

ing.

—

—

Scales of broken thirds in t/iree octaves.
The
principle of fingering is the same through the

twenty-four ke}s
the shift is always made on
the second finger both ascending and descend;

Brokex Tenths.

W

.11*

_^^1^

three

scales,

3

4

,

14

J

4

1

octaves

co'inpass.

many passages that
otherwise require much shifting, for instance,
those that lie between first and third positions.

,

„, shift,

;

worked

Extension
Backward.

12

shift, „

,

shift,

and

—

in

thirds,

sixths,

An

and octaves.

staccato.

;

so on to the

Some
Reverse the order for the descent.
A few chromatic
scales require an extension.
scales of thirds should be worked.
Double scales in sixths, two oetccves compass.
The same principle of fingering throughout.
top.

—

Double Scale

of the

Chromatic octaves, two octaves compass, should
and in one octave
be worked through all keys
com[iass up and down each pair of strings.
Double tenths, tico octaves, in chromatic
progression of keys, beginning on G and working up to F with the same fingering as broken
tenths, the lower ones are the more difficult
owing to the wider stretch.
Double scales in fingered octaves are used
they
rarely, and only for rapid ascending scales
require long fingers and a strong hand.

compass.
fingering follows the same principle through
,

movement

extraordinary rapidity can be attained on chromatic scales from the highest note downwards,
and is much used in compositions by Vieuxtemps
and Wieniawski, and composers of the brilliant
school.
It may appropriately be called left-

hand

12

cross

;

fe

tivo octaves

most

so on to the top, where, in

An awkward

fingers.

The extension of the fourth finger is indispensable in the high scales
the fourth finger
thus employed easily takes the niinor second at
the top perfectly in tune, otherwise it is almost
an impossible interval, even for the smallest
finger-tips, owing to the closeness of the notes.
The extension is needed in nearly all the threeoctave arpeggi.
Backward extensions of the
first finger are also frequently used.

Double scales in thirds,

and

second finger jirevents sixths being played very
rapidly, especially in the lower octave, but in the
second half of the second octave they n)ay be
played quite rapidly by keeping the second and
third fingers on the string and moving the whole
hand in short jerks forward the fingers then
merely adjust themselves to make the sixths
major or minor. A few chromatic scales in
sixths should be w^orked out entirely on the
Two
first and second strings in one octave.
fingers are placed upon the strings stopping a
sixth, the hand goes forward in little jerks,
making this small, strong movement for every
semitone perfectly in tune.
The same thing
It should be
can be done on any two strings.

Extension Forward.

Extensions Back-

3

third and fourth finish the scales.
Reverse the order for the descent.
Some scales
I'cquire an extension of both third and fourth

—

WAKD AND Forward.

2

cases, the

as the extension simplifies

^^fe^

4

£^=F=^

—

These need only be "worked a3 high as D, in
chromatic order of keys from G.
Add the third
octave to those already given in two octaves.
Extension. Thissubjectisan important one,

the keys „

Sua

m

-^r^-

Chroviatic

The
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;

Fingered

in

Oct.a.tes.

4

Double note

m

modern

an important feature
technique, as their practice

scales are

violin

strengthens the fingers and shapes the hand.

VOL.

II

1

!

|

They should

at first be taken very slowly, striving always for an ideal intonation, giving each
double stop a whole bow, with very even pressure

E
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on both

strings,
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and listening attentively

for

the resultant tone. It has to be remembered
that any two notes played together, whether in
or out of tune, will produce a resultant tone
the point is to produce the correct resultant
and to hold it steady this is the most severe
test of absolutely true intonation.
The following simple tests will show the point clearly
;

;

:

Examples
11^

Double stops.

f

Thirds.
^^

f

Double

In chains of

a rule to attach a turn only to the
last note, and any exception to this would be
indicated by the composer.
The double shake does not admit of the same

shakes

it is

a moderate pace
rapidity as the simpjle shake
with clearness of utterance should be attained
by careful practice. The beat of the two shake
;

must be exact.
Accompanied trills are very difficult. The
accompaniment must not interfere with the
trill, or the efiect is spoiled.
Considerable independence in both hands is
required to be fully successful it is so easy to
spoil with the bow what the left hand does well.
Tremolo of the left hand is not exactly a trill,
though it is of the same family. The Andante of
the Concerto by Mendelssohn furnishes a beautiful example, and the Sixth Caprice by Paganini
a difficult one requiring great regularity and

regular beat of the

stops.

J

Thirds.

minor shake as required.

or a

fingers

[Eesultant.

MiXOR

The finger should not be raised too high.
force.
The intonation should be true, a major shake

[Resultant.

;

IN

r

Perfect
Fourths.
IN

Double stops.

-j

I Resultant.
f

Perfect
Fifths.

\

Double stops.

(Resultant.

IN

rapidity of beat.
The vibrato is one of the most important
embellishments used by the player.
It is a

Double stops.

M.A..JOR

Sixths.
V.

Resultant.

IN

Minor

Double stops.

Sixths.

The

n

'~

I

Resultant.

_

shifting in double stop playing

is

ex-

tremely difficult, especially where a shift and a
change of strings have to be made together.

The

stops

must be firm and

true, the shift

made

swiftly without smearing.

The shake

is

A

fine shake, brilliant,

pearly, or limpid, as occasion

may

require, is a

crowning glory to an artist.
This command of
the trill is not easily obtained, indeed it may
be said to be most difficult, and requires long
Before Beethoven's time
and patient study.
shakes were generally short, but in the first

movement

sound to the
highest point
the reverse for a diminuendo.
Used very rapidly, it intensifies passionate
expression.
The player should have at his command, the quick, the slow, and the gradational.
Scales and arpeggi of common chords in fonr
octaves.
The compass of the violin in modern
so increasing the intensity of the
;

undoubtedly the most beautiful

of all the ornaments.

tremulous wavering of the tone obtained by a
vibratory motion of the left hand, the finger
rolling forward and backward on its tip, the
centre of this roll an absolutely true note.
The
vibrato used slowly gives tender expression to
long notes.
Where a crescendo from p to/ has
to be made on a long note, it should begin with
a slow wave and gradually quicken in movement,

—

to

times

is

from

]~

;

it is therefore pos-

of his violin concerto

long shakes
and chains of shakes are given, producing a
lovely effect
this example has been followed
by Spohr, Mendelssohn, Bruch, Saint -Saens,
;

Brahms, and others.
Tlie shake must be practised vdih each finger,
the beat should be firm but with not too much

Scale of

G

in

play scales and arpeggi of G and G minor,
minor. A, A minor, Br>, Bl> minor,
B, B minor.
The fingering given in the examples will suit all the scales and arpeggi
mentioned.

sible to

Ab,

Mr

Four Octaves.

S ya

-J^—i-^^fl(-ti

Ci

.1

^r^

lJ.3-2^^'

4-3

-^*— &*^l-'
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Scale of A.

Harmonics.

See article under that heading.
This system of fingering applies e(jually to the
Viola, but as its compass is limited, the scales
and arpeggi must be only of two octaves, and
between two and three octaves.
Scales of C, D,
and E, with their arpeggi can be played in three
octaves.
The chief point of difference between
the two instruments is the production of tone.
The scales and arpeggi, the chief subject of
this article, form the systematic fingering of
the violin, and with some well-chosen exercises
to develop the percussion of the fingers should

The great classibe sufficient for their purpose.
cal studies shonld go hand in hand with them,
Kreutzer, FioriUo, Rode, Gavinies, the Solo
Sonatas of Bach, and the Caprices of Paganini.
The first requirement of interpretation is
there is a time of life for
mechanical skill
working out difficult technical problems and
playing compjositions of extraordinary brilliancy
and daring, but as the artist comes to maturity, if
the true spirit animates him, these things having
served their purpose in training him to overcome
difficulties will no longer interest him, the great
classical works will attract him more and more,
and his artistic sensibility will be trained to the
A. G.
highest point of pure refined taste.
FiNGERiNO OF THE ViOLON'CELLO. Besides
the differences in size and length of hands and
fingers, there are some other influences which
modify the fingering in general use, such as
their stretching
the strength of the fingers
the example
capacity, as gained by practice
the course adopted as to the
of the teacher
and the inevitable tendency
kind of studies
towards what gives the least trouble. All com;

—

:

;

;

;

;

plicated fingering,

therefore,

will

be more or

less individual,

and

will

ability, the experience,

The

vary according to the

and

taste of the player.

fingering of the violoncello was originally

taken from that of the violin, as that of the
Viol da Garaba was obviously not suitable,
owing to the smaller intervals between the pitch
of its seven stiings.
The }'rinci])le of the
present system is the normal distance of a semitone between two adjacent fingers.
The intei'val of a whole tone is taken, either by leaving
out one finger, which is kept in reserve for the
semitone, or by the first and second fingers
only (as in the A flat and E major scales,
see page 52), very seldom by the second and
third, or third

and fourth

and fourth

The

fingers.

first

take the interval
of either a minor or a major third, in the
normal and extended positions of the hand
respectively.
Large hands may even take a
'

fingers, therefore,

'

'

'

fourth.

According to the oldest school, Corrette, 1741,
the fingering for the diatonic scale was
;

1st position

.

2nd

,,

.

,,

.

3rd
4th

,,

.

.12
.12
.12
.12

4
4
3

4

3

The thumb acts as a moveable saddle in the
higher positions, being placed across two strings.
It was early in use for this pur[iose, but up to
the end of the 18th century the fourth finger
was not employed in the thumb-positions, being
With the help of the
considered too weak.
fifths, sixths, and
even tenths can be easily played, as the thumli
It could bo
afibrds a firm hold on the strings.
as easily used in the lower positions.

thumb, thirds and octaves,
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The positions, as shown in the following
tible, contain of course in each case either a
normal position of the hand or an extended
position, as referred to above.

w^
Nonnal.

Extended.

Normal.

Half Position.

Extended.

First Position.

The higher

positions

are

taken with

the

thumb.
Higher up,

in some scales (G, D, A, F, Bb)
from the fourth position upwards, the hrst and
second fingers are used alternately, each scale
of three or four octaves closing with 12 3. This
system applies to all scales starting from the
Scales starting from anotlier
first position.
position have their fingering based on the threetinger system.

The Seven

Positions with the
Half-positions.

m^Aftit^T*^.
Position

II

I

i

IIJ

HI

Illi

V

IV

Vi

VI Vli VII

This generally-recognised table of the positions is based on the principle that each step
of the C major scale on the first string, begianing with A, is a full position, and each
a

accidental

half

Davidov

position,

and

Schroeder place the positions in accordance with
the major scale of each string, the principle
being uniformity of all positions on all four
strings, the positions of the C major scale on
the lowest string forming the basis.
^
^

^

Position

The

It^^i^

Bi

I

i

II

II

Itl Illi

IV rvt

fingering of the scale of

C

is

V

V)

VI

VII

as follows

4

4

C

0134 0124

string.

M

rr

5^1*-*-

^12

4

12

:

It took a

very long time

— nearly a century

became fixed in a correct
and methodical way, and the improvement was
started by the French (Tilliere, Cupis, MiintzThe best methods were J. L. Duport's
berger).
Essay on Firu/ering, an excellent work of lasting
value
and the Mithode de Violoncelle, by
Baillot, Levasseur, Catel, and Baudiot (Paris,
before the fingering

:

;

1804), the first method in use in the Paris
Conservatoire.
With the development of tech-

nique in the 19th century by well-known
masters the fingering was more and more deAbsolute uniformity is even now
finitely fixed.
lacking, as may be seen from a comparison of
the different methods in one scale, as shown
below. The reason for this lies in the fact that
the instruments as well as the hand and fingers
of the players will always vary, not to speak of
other causes mentioned above.

FINGEPJNG

FINGERING
sliding from one to the other semitone with

Here

the nearest finger.

also the

change took

w IjTi^-W 4«|--^-ffn»*'=
O

Vi

1,

of the

p

:

1 2

2 3 4

In the lower positions only,

and

3

and

1

4 are avail-

with open strings (without the

thumb).
For sixths in the lower positions the fingers
change more frecpiently

12

,3

3 4 4

112

'^'"^^

3

In the thumb-positions

12

q

-,

2
3
o

In the higher positions without

Octaves in the
3

_

either

first,

second,

and third

succession.

123

12 30

3 4

_

^

2 3 3

thumb

thumb -positions

consecutively, or

are

fingers, the fourth fingers

The

not being used.

tonic sounds from the full length of the tube,

Thirds are comparatively easy in the upper
They
positions, with the aid of the thumb.
are fingered thus, in both upper and lower

able, or 2

ill

=!^t =

and 2 going np and coming down.
2, 3, successively going up, and 3, 2, 1,
coming down
and 2 alternately coming down, as recommended by Servais.

positions

Offers

12 30

3

;

3

fi

3

'2

In the higher positions the fingerin;
chromatic scale may be alternatel}^
1

place in favour of the

53

fingered

alternately.

In

liut

with exceptions to be subsequentl}' noticed.

By over-blowing on

the fiute, all these notes are
repeated an octave higher, and the production
of the octave of the tonic can be facilitated by
lilting the finger from the sixth hole.
These six holes, therefore, supply all that is
required for the production of a diatonic scale
of two octaves in instruments of the flute class,
and also in conical instruments played either
with a reed, as the oboe, or with a cup mouthpiece, as the old zincke.
In the oboe, and
similar conical instruments, the production of
the notes of the second octave is greatly facilitated by the opening of one or more small
tubular holes or pipes in the upper part of
the instrument.
On an instrument with six finger-holes, scales
other than that in which it is set, and therel'ore
requiring semitones foreign to the original scale,
can be rendered only with a rough approximation to accuracy by partly closing, and so liattcning the speaking hole, or by closing one or more
holes below it.
For a complete chromatic scale,
or the cycle of twelve diatonic scales, five extra
holes controlled by keys have been introduced
these, with the six finger-holes, giviugthe eleven
different lengths of tube required in addition to
the total length, for the twelve degrees of the
On instruments wliich cannot
chromatic scale.
be overblown, however, whether conical, as the
cliaunters of the various bagpipes, or cylindrical,
as the rudimentary chalumeaux, a seventh hole
is required for the completion of the scale of one
octave, and this liole is usually controlled by
the thumb of the left hand.
In the ordinary flute-scale, as described above,
and
the fundamental note of the tube is used
as the next note to this in the H.S. is the
octave, the whole of the intermcd'atc notes
have to be obtained by means of variations in
thelengthoftube. If, however, the fundamental
note were not required, the original length with
three variations would give the diatonic scale,
as the second, third, and fourth notes of the
H.S. are the octave, twelfth, and double octave
of the prime.
A diatonic scale in the second
harmonic octave requires, therefore, only three
finger-holes, giving the su]iertonic. mediant, and
subdominant, the dominant or third note in
H.S. being derived from the full length of the
tube, and this was the usual arrangement in the
'

'

;

the lower positions

by the

first

and fourth

fingers only.

The fingering of arpeggios sometimes shows
and
interesting combinations over four strings
the practice of sliding with one finger, or from
;

one finger to another forward, backward, or
crossing over a neighbouring finger, is an indispensable device of the violoncello player. Sjiace
will not permit the detailed explanation of
these points in a dictionary.

— The
series

E. K.

FixGERixG OF Wind Instruments.

(iii.)

fact that the natural

of

notes

(referred

to

harmonic scale, or
below as H.S. ),

although utilised in diiferent ways, must be
regarded as the basis of the intonation of all
wind instruments, is briefly dealt with under
"Wind Instruments, but a slightl}^ more extended, although necessarily limited view of
the scale fingering of all such instruments as
(For the scale
have side-holes is here given.
schemes of brass instruments generally, see

Horn, Trombone, and V,a.i.ve.)
The simplest basis for consideration
iuistrument bored with

common

.six

is

an

finger-holes as the

Since tlie
fife or flute without keys.
prevalence of the modern major diatonic scale,
the holes have been jilaced in such positions as
to give the six degi-ees of this scale which lie
between the tonic and its octave, or second note
in H.S. by the successive raising of the six

;

tabor pipe and galoubet.
Returning to the bagpipe cbaunter, the six
normal holes of the flute are supplemented not
only by the seventh, or thumb-hole, to give the

FINK
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but by an eighth hole closed by the
fourth finger of the right hand.
This is required
by a prolongation of the tube sufficient to give
octave,

a note one tone lower than its keynote, the
keynote itself now sounding from this eighth
hole, instead of from the full length of tube.
This simple case of extension of the scale downwards is typical of many the point to be observed is that such extension does not affect the
general scheme of fingering, and the natural, or
characteristic scale established by the six fingerholes.
In the same sense that the natural
scale of the pianoforte is C, and is not altered
by the extension of the compass downwards
;

from CO to
instrument

AAA,

so the natural scale of a wind
that determined by the six fingerholes, and is not altereii by the extension of its
compass.
From this point of view the key or
scale of the modern concert flute is D, although
having downward extension to c', and in some
cases to &a or even h'^
the oboe is also in D,
with extension to 65 or h'ly. The bassoon mth
its six finger-holes closed, sounds G a twelfth
lower than the oboe, but its natural scale is C
major, the highest finger-hole sounding / and
not /(( as required in the scale of G.
The holes
for the left hand only being closed, the instrument gives c d, e, and / sound as the fingers
are successively raised, and on the closing of
the holes for the three fingers of the right hand,
g is obtained, followed, on raising the fingers,
by a, b, ami c' all as octaves of their respective
The extension downprimes G, A, B, and C.
wards from G to BBiy is obtained chiefly by
key-work.
As the octave harmonic has no existence on
instruments with cylindrical bore, no rei^etition
of the scale in the octave, on such instruments,
Therefore e.xtra holes becan be obtained.
yond the normal six or seven are imperatively
called for if the scale is to comprise more than
eight notes.
On some of such instruments, as
the racket, much ingenuity was displayed in the
doubling of the tube, so as to bring more than
one hole under the control of a single finger or
thumb. On others, as the sourdine and krummhorn, key-work was used long before the evoluThe distinctive
tion of the modern clarinet.
feature of this instrument is not so much the
addition of keys to extend the fundamental
compass from an octave to a twelfth, as the
peculiar use of the thumb or pipe-key, as a means
of ensuring the production of notes, speaking as
the fundamental notes do from the different
lengths of the instrument as determined by sideholes, but in each case a twelfth higher than
the fundamental.
The foregoing remarks give a general indication of the fundamental jirinciples and development of fingering from a diatonic basis but as
the free use of all scales necessitates working
from a chromatic basis, modern improvements
have been influenced by this principle. The
is

;

;

;

most important

of these

is

that

known

as the

Boehra system (see Boehm, Theobald), the
basis of which is that every speaking hole
by the hole giving the semitone
is vented
To attain this result
immediately below it.
key -work of a somewhat elaborate description is required, but is justified by the equality
of tone and power obtainable in all keys.
The system is seen at its best and simplest
on the flute, but the use of it on the clarinet
is

increasing.

This general summary of the scheme of fingering common to all instruments with side-holes,
is given here rather than under the name of any
one instrument, but certain details peculiar to
each are, when possible, noticed under their
D.

respective articles.

FINK, Christian, born August

9,

-T.

E.

1831, at

Dettingen in Wiirtemberg, studied music until
his fifteenth year with his father, who combined
In
the offices of schoolmaster and organist.

1846 he was sent to the "Waisenhaus-Seminar
where he remained for three years,
his musical education being in the hands of Dr.
Appointed in 1849 assistant music
Kocher.
teacher in the seminary at Esslingen, he pursued his studies with such success that he was
able in 1853 to pass the examination for the
upper class of the Leipzig Conservatorium. After
a year and a half he went to Dresden to study
From 1856 to
the organ under Schneider.
1860 he appeared as organist at many concerts
and oratorio performances in Leipzig, and in
1863 was appointed head of the seminary at
Esslingen and organist of the princijial church
of that place.
Two years afterwards he was
at Stuttgart,

title of Professor.
He has published
excellent works for the organ, some of
which have appeared in the Organist's Quarterly
Jaurnal (Novello), besides psalms for chorus

given the

many

and

orchestra, songs, choruses, etc.

Zcxil'07i.)

(Mendel's
M.

FINK, Gottfried "SVilhelm,

theologian and
1783, at .Suiza in

musical critic, born March 7,
Thuringia, was educated at Naumburg, where
he was chorister, and Leipzig (1804-9). He
began writing for the ^l/g. Mits. Zeitung in
1808, and in 1827 succeeded Rochlitz as editor,
a post he held till 1841.
In 1842 he became
for a short time professor of music to the
University of Leipzig. He died at Halle, August
Fink's only musical works of value
27, 1846.
"were the 'Musikalischer Hausschatz, 'a collection
of Lieder, etc. (Leipzig, 1843), and 'Diedeutsche
Liedertafel {ihid. 1846).
As an author he published various volumes and ]iam]ihlets, but none
of which the names are worth preserving. Besides
the A.i[.Z., he was a prolific contributor to the
Conversations - Lc^-icons of Ersch and Gruber,
and of Brockhaus, and to Schilling's Lericon dcr
Tonkunst.
He left in j\TS. a history of music,
upon which he had beenengaged for twenty years.
Fink was at once narrow and superficial, apd a
'

FINTA GIARDIXIEEA, LA

FIOEITURE

conservative
and the Zcitwivj did not
maintain under his editorship the position it lield
in tlie musical world under Rochlitz.
M. c. c.

sti'oiif,'

;

FINTA GIARDINIEKA,

;

and the
very

Opera bulla

way
and

three

LA.

acts,

;

;

FINTA SEMPLICE,

that

;

;

the stage.

FIOCCO, the name of a family of some diswho flourislicd in Brussels in the 18th
They may have been related to a
century.
tinction

Donienico Fiocco, a mass of whose composition,
for four voices (with added parts by Brossard),
is in the Bibl. Nationale in Paris
the head of
the Brussels family was Pieteo Antonio Fiocco,
a Venetian, who was in the court band at
Brussels about 1696, and conductor of it from
1706. Van der Straeten states that he was the
firstdirector of the musico-dramatic Accademie'
in 1704.
A volume of Sacri concerti, op. 1, was
printed at Antwerp in 1691, a cantata,
Le
Retour de Printemps, is dated Brussels, 1699,
and various masses and motets are mentioned
in the Quellen-Lcxikon.
He died in Brussels,
Nov. 3, 1714.
His elder son, Jean Joseph
(or Giovanni Gioseffo) Fiocco, succeeded his
father as conductor at Brussels in 1714, but the
younger son, Gioseffo Hectoee Fiocco, the
third in succession in the conductor's place,
seems to have been the most important of the
;

'

'

He was

His son ViNCENZo, born April

March

certos

'

'

'

'

'

'

'

their

triviality

an<l

want

made them very popular

of originality,

in their day.

and

He was

again in Naples in 1807, and in June 1816 he
succeeded Januaconi as maestro di cappella to St.
Peter's at Rome, and while in that post wrote
3. quantity of church music very inferior to his

1799, died

Duos for violins, for piano and violin, and
and violoncello Trios for flute, violin,
and tenor, for two violins and bass Quartets
and Quintets for stringed instruments
Con-

Gudule, in Brussels, in 1737.
He Avas a
distinguished harpsichord player, and in his
first book of Pieces de Clavecin are many things
of value, some of which were reprinted by
A''an der Straeten and in Elewyck's selections
(QiicUeiifrom the Netherlandish masters.
Lexikon.)
FIORAVANTI, Valentino, composer, born
in Rome in 1764, studied under Sala at the
His first opera
Pieta de' Turchini at Naples.
Le avventure di Bertoldino,' produced in Rome,
1784, was follo'A'ed by at least fifty others, all
comic, the last of wdiich, 'Ogni eccesso e vizioso,'
He was inwas produced at Naples in 1823.
vited to Paris in consequence of the success of
Le Cantatrici Villane (1806), and there wrote
These two
'I virtuosi anibulanti
(1807).
"were on the whole his best operas, though all
possessed a genuine vein of comedy, a freshness,
and an ease in the part-writing, which concealed
'

5,

composed operas with

also

are

violin

Ste.

1877,

28,

ephemeral success.
m. c. c.
FIORILLO, Federigo, violin player and
composer, was born in 1753 at Brunswick, "where
his I'ather Ignazio, a Neapolitan by birth, lived
as conductor of tlie opera.
He appears to have
been originally a player of the mandoline, and
only afterwards to have taken up the violin.
In 1780 he went to Poland, and about the year
1783 we find him conductor of the band at
Riga, where he stayed for two years.
In 1785
he jilayed with much success at the Concert
Spirituel at Paris, and published some of his
compositions, which w^ere very favouralily received.
In 1788 he went to London, where he
appears to have been less successful as a violinist,
as ^^e conclude from the fact that he plaj'ed the
viola ]»art in Salomon's quartet-party.
His last
appearance in public in London took place in
the year 1794, when he perlbnned a concerto
on the viola at the Antient Concert. Of the rest
of his life but little is known, except that he
went from London to Amsterdam, and in 1823
was in Paris. The jilace and date ol his death
are not known.
His numerous com|"iositions

suli-conductor at Brussels in
1729, from 1731 master of the choristers at
Antwerp Cathedral, and master of the music at

three.

last few years of his life

Rossini.

LA.

Opera bufta in
libretto by Coltellini, music by
three acts
Mozart composed at Vienna in 1768, when he
was only twelve, but apparently never put on

His character was gentle and retiring
were spent
(piietly.
He died at Capua, on his
to Naples, June 16, 1837.
Like Paisiello
other considerable Italian composers of
date, Fioravanti was extinguished by

operas.

author of libretto unknown
produced at Munich, Jan.
music by Mozart
13, 1775.
in
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;

;

;

the

for

violins,

etc.

violin
(see

Concertantes

;

QiicVcn-Lexilcon

for
for

t\\'0

fuller

Tbey were very favourably received in
somewhat dry and oldfashioned, show him to have been a sound and

list).

his time, and, although

earnest musician.

There

is,

however, one par-

work which has brought his name down
our time, and will probably long remain a

ticular

to

His thirty-six Caprices or Etudes

standard.

known and valued by every violin player.
They rank with the classical stuilies of Krentzer
are

and Rode, and, apart from

their uselulncss,

are not without merit as compositions.

They

—

have been edited over and over again ni' st
recently by Ferdinand Davii (Lei]izig, Senff).
Spobr wrote and published an accomiianving
violin-part to them.
p. D.
FIOEITURE. The Italian term for ornaments scales, arpeggios, turns, shakes, etc.
introduced by singers into airs.
In the 18th
century airs were often written plain, and were
embroidered by the singers according to their
Such songs as
taste and ability.
dolce concento and Nel cor pii'i were seldom sung alike
Rossini's early airs
by two difl^erent singers.
were written for the same treatment witness

—

—

'

'

'

'

—
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'

Non

still

A

piu mesta.'

remember

remnant

in the long,

FISCHEK
some

of it

will

tasteless cadenzas

indulged in at the close of Handel's airs.
This
was all very well as long as singers were also
good musicians, and as long as the singing was
more tliouglit of than what was sung. But now
these things are changed, and the composer
writes exactly what he intends to be sung
notes, nt(anci:s,

The

and

practice of

to players in

e.\[)ression.

fioriture

'

tlie orcliestra

'

was not unknown

as well as to singers.

'

'

The designation

Flute,

modern European instruments,
includes broadly all in whicli the tone is jiroduced by the breath without the use of either
a reed or a cup -shaped mouthpiece.
Li the
more limited modern use, the term is applied
to those instruments only in which the current
of air proceeds directly from the lips across the
as applied to

mouth-hole, or embouchure.
In a large class
of flutes, however, now rapidly disappearing,
the wind was blown through a tube into a
cavity from which it issued in a flat stream
against a sharp lip opposite.
Tliis flat form
was given to the air-reed or stream by a block
in the chamber or cavity, and this block was
called the tipple.
Hence the instruments variously called recorders, flutes-a-bec, and flutes
douces are all fipple flutes, as are also flageolets,

and whistles generally. For derivation
word tipple, and many interesting details,

ocarinas,

of the

Welch's paper Literature relating to
the Rejorder' in Froc. Mas. Assoc. 1897-98.
(See Flageoli-;t, Flute, Recorder.)
d. .t. b.
see Jlr.

'

FIREWORK MUSIC.

A

series of

pieces-

Overture, Allegro, Lentement,

Bourree, Largo
alia siciliana. Allegro, and two Minuets, all in
written by Handel and perlbrnied
the key of D
at the Fireworks given in the Green Park,
April 27, 1749, on tlie occasion of the Peace

—

of Aix-la-Cliapelle.

The baud— 100

in all

-

contained twenty-four oboes, twelve bassoons,
nine trumpets, nine horns, three drums, besides
strings.

FIRING

<'•,

is

pulling all the bells in a tower

at once, so as to

make them

It is practised in

England on specially

or mournful occasions
bells muffled.

— on

strike togethi/r.
joj'ful

the latter with the
C.

A.

w.

T.

FIS and FISIS, the German terms for Fj
The e([uivalent French
and F x respectively.
terms are Fa diese and Fa double dicse.

FLSCHER.

A

He
(1784), Berlin (1788), etc.
died at Berlin, July 10, 1825.
He was the original Osmin in the
"^
Entfuhrung,' and had a compass
all
of two octaves and a half
round, even, and in tune (Reichardt).

P

—1=
^
—

'

'

'

Spohr gives some amusing and almost incredible
instances of such freaks of Horns and Clarinets
in the I'uUi of his Scena Contante Concerto,
at Rome in 1816 {Sdbslhiog. i. 330).
G.

FIPPLE FLUTE.

Ho was born at Mayence, August 18, 1746,
and well known at the theatres of Muuich
(1778), Vienna (1779), Paris (1783), Italy

family of singers of the 18th
and 19th centuries. The founder was Lud^vig,
a bass, of wliom Otto Jahn (Mozart, 2nd ed. i.
661, 630) speaks as 'an artist of extraordinary
gift, for compass, power, and beauty of voice,
and artistic perfection both in singing and playing, probably the greatest German bass-singer.'

was a great ally of Mozart's, who
him Kon so d' onde viene,' and
A truly
otten mentions him with aff'ection
splendid voice, though the Archbishop told me
he sang too low lor a bass, and I assured liini he
should sing higher next time (Sept. 26, 1781)
A man whose loss is irretrievable (Feb. 5,
I cannot
I went to see the Fischers
1783)
Fischer

wrote

for

—

'

'

'

;

'

'

'

;

;

family desire
(JIarch
to
you
17,
be remembered
to
The others of the family were his
1781).
wile Barbara, a more than respectable singer
and actress; his son Joseph (1780-1862),
of renown, but more known
also a bass
as an impresario than a singer ; his daugliters
who in 1835 founded a
Fischer- Vernier
singing school of great repute for giils in
Vienna and Wilhelmine, and Joseph's adopted
daughter, Fischer- Maratfa, all good, efficient,
M. c. c.
intelligent artists.
FISCHER, JoHAXX, violinist and composer,
was born in Swabia in the middle of the 17th
He was a
century, probably about 1650.
nuisician whose career presents features not a
little remarkable, the (musically) remote period
in which he li\'ed being taken into consideration.
A thorough Cosmojiolitan, a writer and
performer of what is known to-day as Virtuoso
music, and comjioser of at least one example of
progi'amme music,' he possessed a conil:>iuation
ot qualities we are accustomed to look upon
describe

their

joy,

the wdiole

'

—

—

*

as

essentially

modern.

His

instructor

in

playing is unknown, but it is recorded
that he was taught harmony by Capricornus
at Stuttgart, and sent in early youth to
Paris, where he became copyist to
Lully,
whose music he is said to have subsequently
introduced into Germany.
In any case, traces
of that composer's influence are to be found in
]iis compositions.
After leaving Paris, he led a wandering life,
remaining for a time at Augsburg (in the
Barfiisser Kirche) and at Schwcrin, where he
liold an appointment as Capellmeister.
He
violin

also visited

ling

down

grailicher

Denmark and Sweden,
Schwedt

finally sett-

Pomerania as MarkCapellmeister.
Here he died at
in

in

the age of sevent}' years.
He composed Tafehnusik, Overtures, Dances,
Madrigals, Minuets, and Solos for violin and
viola.
In a list of his compositions given by
Fetis are also to be found various vocal pieces,
and the primitive example of programme
music, already alluded to, entitled, Feld und
'

FISCHER

FISCHER
Helden

Miisik,

geschehener
Marlborougli,
len.'

It

iibor

und

die

1704 bei Hochstadt
woriu die Violine der

die

Scblaclit,

Hoboe der Tallaid

verstel-

interesting to note that Fischer

is

wrote and |ierforined Violin pieces in which the
device of special tunings (Scordatura), found in
latter days in the works of Paganiui and others,
These U)nsfiiiiAvas occasionally employed.
munrjcn.^ as the Germans call them, are even
found in pieces written by him for the viola,
an instrument for which be liad a marked prew. w. c.
dilection,
FISCHER, JoHANN Caspae Ferdixakd, an
almost totally forgotten predecessor and innnediate forerunner of Handel and Bach in clavier
and organ music, was born some time between
1660 and 1670, and died about 1738 (according
Of his life
to Ernst v. Werra, see below).
nothing further is known but that he was
capellmeistcr to the Jlarkgraf Ludwig of Baden
at the Schloss Schlackenwerth in Bohemia.
Markgraf Ludwig had been obliged to take \ip
his residence at this

Bohemian Schloss

in con-

scciucnee of the destruction of the Residenz at

Baden by the French in 1688. Fischer's op. 1
Augsburg in 1695 with the title
Lc Journal du Frintemps consistant en Airs ct
Bnhts a 5 Parties et les Trompcltes el plaisir.
a}ipeared at

In 1696, op. 2, 'Les Pieces de Clavessin,' appeared at Schlackenwerth, but was repuljlished
at Augsburg in 1698 with the title MusicaThis work conlischcs Blumen-Bilschlem, etc.
sists of eight short suites for clavier, each introFischer, however, does not
duced by a prelude.
adhere to the regular order of dance-forms in
the suite as established by Froberger, viz.
Allemande, Couraute, Sarabande, Gigue, but
follows the

newer French fashion

in substituting,

Gavottes, Menuets, Bourrees, Passepieds, etc. Suite v. consists only of a prelude and
Suite viii. consists of
aria with eight variations.
In 1701 appeared
prelude with chaconne only.
op. 3, Vesper Psalms a 8 with ad libitum
accompaniment of two violins and basso conael libitum.

tinue for organ and violone.

In 1702 appeared

1715 without
Ariadne Musioa Neoopus number) entitled
Organoedum,' etc.
This work is a direct foreFischer's

op.

4 (republislied in
'

shadowing of Das wohlfcniperirtc Clavier.

Its

out as intended to be a clue to
budding organists to guide tliem througli the
mazes of all the newer modern keys, major and
minor.
It consists of twenty preludes and
fugues in as many difl'erent keys, only the key
of E minor occurs twice, once without signature,
as if in the Phrygian mode, and then with two
Of the twenty-four
sharps as if in the Dorian.
modern keys only five are unrepresented, G sharp
and F sharp major, E flat ndiior, B Hat minor,
and G sharp minor. C sharp minor and F sliarj)
minorare both written with fonrshar) is signature,
B minor with three sliarps, A flat with three flats,
Both preludes and fugues are very short.
etc.
title

points

it
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and the pedals are only required for tlie Preludes.
Many of the themes have a remarkable resemblance to those afterwards made use of by Bach.
Tlie E major fugue lor example begins with
precisely the same theme alia breve as that in
the second part of Das wohltemperirte Clavier,
See also the beginning of the F major fugue.
Max Seifl'ert points out many other striking
resemblances (^G-eschiehte der Klavier- Musili,
To these preludes and fugues the comBd. 1).
poser has subjoined Ave riceroari on the church
melodies: 'Ave Maria klare,' 'Der Tag der
'Da Jesus an dem Krenze
ist so Freudenreich,
stund,' 'Christ ist Erstanden,' and KouunlleiliTwo other works of Fischer appeared
ger Geist.
later without date, one entitled Musicalischer
Parnassus,' consisting of a series of nine suites
These
for clavier named after the Nine Muses.
suites are of a more solid German character,
with fewer concessions to French taste in the
use oi agremens. The remaining work is entitled
Blumenstrauss, and would seem to have been
published after Fischer's death.
It is arranged
according to the eight Chmxli Tones, each tone
having a prelude followed by eight very short
Although no
fugues, concluding with a flnale.
'

'

'

'

mention

is

made

would seem

of tlie fact, it

as

these pieces were intended to accompany the
plain -song singing of the Magnificat in the
fashion which became common in the 17th

if

that is to say, wliile in the 16th
century
century it w'as usual to sing altei-nate verses of
the Magnificat in vocal harmony, witli tlie otlier
verses sung to the simple plain-song, in the
17tli century the custom grew up for the organist
to substitute his own playing in place of the
Very
vocal harmony of the alternate verses.
dignified examples of this kind of work may be
seen in Frescobaldi's Fiori Mtisieali, 1635, also
in Scheldt's Tabulatnra Nova, 1624. Pacbelbel
also left some very florid and less ecclesiastical
The
specimens of these Organ Jlagnificats.
short movements of Fischer hold a right mean
between the earlier simplicity and the later more
florid style, and although tliey have so little
development, the themes themselves and tlie
modulations have much of the spirit of Bach in
them.
It only remains to mention that the
clavier and organ works of Fischer have been
recently republished in one volume by Ernst von
"Werra, and the orchestral work Le Jouinul des
Printemps in Band x. of the Denlmiiler der
J. i;. M.
deutsehen Tonkmist, 1902.
;

FISCHER, JoHANN Chrlstian, distinguished
born 1733 at Freiburg (Brei.sgau), was for
some years in the court band at Dresden from
1764 to about 1771, then in the service of
Frederick the Great, and after a successful concert tour by Mannlieim, Holland, and Paris,
came to London, and made his first appearance
J. C.
at the Thatched House, June 2, 1768
Bach playing the pianoforte for the first
Fischer was for many
time at the same concert.

oboist,

;

'

'

e

FISH
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FITZWILLIAM

years a great attraction at the Bach-Abel and
Vauxhall concerts, and as a member of the
Queen's band played frequently before the Court.
His playing of Handel's fourth oboe concerto at
the Handel Commemoration in 1784 so delighted
the King that he expressed his satisfaction in
(lUemoir of
a note on his book of the ^^'ords.
Dr. Biirnry by Mme. D'Arblay, ii. 385.) His
tone must have been very powerful, since Giardini
the violinist characterised it as such an impudence of tone as no other instrument could contend
with' and according to the ABODario it was
On
very tine and inexpressibly well-managed.
the death of Stanley, Master of the King's band
(1786), Fischer competed with Burney and others
for the vacant post, but Parsons was appointed,
and Fischer soon after went abroad probably in
disgust at his failure.
Mozart in 1766 as a boy
had been enchanted with his playing in Holland,
but on hearing him again in Vienna, severely
criticises him (letter to his father, April 4, '178 7),
and condemns alike his tone, his execution, and
From 1790 he remained in
his compositions.
London.
While playing at Court he was struck
with paralysis, and died April 29, 1800 (see
Kelly, in his -Reminiscences
I'imes of ila.j 1).
(vol. i. 9), gives an anecdote of Fischer's pride
as an artist.
A certain nobleman having invited
him to supper much against his wall, said when
'

'

;

'

,

he arrived, 'I hoi)e, Mr. Fischer, you have
brought your oboe in your pocket
to which he
replied, No, ray lord
my oboe never sups, and
instantly left the house.
He was very intimate
with Gainsborough, who was a gi'eat lover of
music, and wdiose pretty daughter Mary he
married, though the father gave a very unwilling
'

;

'

;

'

consent, foreseeing the short duration of the
(Fulcher's Life of Gainsborough.)
mart'iage.
There is a fine portrait of Fischer by Gains-

borough at Hampton Court (private dining-room.
Thicknesse mentions a second in full
No. 747).
uniform — scarlet and gold like a colonel of the
Foot Guards.'
Zuck and Kellner were his best-known pupils
in London.
J. C. Bach wrote for him a quartet
for two oboes, viola, and violoncello, which he
His own compositions (of which
often played.
Fetis and Gerber give a partial list) consist of
'

solos, duets, concertos, quartets, etc.

On

this

point the ABUDario says, As a composer his
desire to be original often makes him introduce
whimsical and outre passages, which nothing
but his playing could cover.'
Mozart, in spite
of his unfavourable ojiinion of him, immortalised
his minuet by writing variations for it (1773),
wliich he often played to dis]ilay his bravura
(Kiichel, No. 179).
This minuet was then all
the rage,' as Kelly writes, after hearing Fischer
play it in Dublin {Pvem. i. 9), and it continued
to be the rage for Tnany years.
c. r. p.
FISH, William, born in Norwich in 1775,
became, early in life, a violinist in the theatre
'

'

'

See Otto Jahn'a Mozart

(Oerman

edition),

iii.

309.

He was next a teacher of music, then
principal oboist at the theatre, etc. and eventuHe
ally leader of the band at the concerts.
there.

,

numbeied among his pupils Edward Taylor,
afterwards Gresham professor of music, and
George Perry, afterwards leader of the band of
He died in
the Sacred Harmonic Society.
He composed
Nonvich, March 15, 1866.
numerous songs, and other vocal pieces, a pianoforte sonata, op. 1, and concertos for various
w. H. h.

instruments.

FISHER, John Abraham, Mus.Doc, was
born at Dunstable (or London) in 1744,
He
became a student of the violin under Pinto, and
made his first appearance in public in July 1765
at the King's Theatre, in a concert for the benefit

of the Musical Fund.

About 1770 he married

a daughter of Powell the actor, and became, in
her right, proprietor of a sixteenth share in
Covent Garden Theatre.
He composed for that

and other theatres the music
ing pantomimes, viz.,

for

the follow-

'The
Monster of the Wood,' 1772; 'The Sylphs,'
Prometheus,' 1776 and 'The Norwood
1774
Gipsies,' 1777
and also music for the opening
of 'Macbeth.'
On July 2, 1777, an oratorio
by Fisher, entitled Providence,' was performed
in the Sheldonian Theatre at Oxford, and on
the 5th of the same month the composer (as a
member of Magdalen College) accumulated the
degrees of Bachelor and Doctor of Music.
His
oratorio was performed in Freemasons' Hall,
London, on May 28, 1778, for the benefit of
the Middlesex Hospital, and again in 1780.
On
'Zobeide,' 1771

;

'

;

;

;

'

the death of his wife Fisher disposed of his
interest in Covent Garden Theatre, and started
on a professional tour through Russia and
Germany. In 1784 he reached Vienna, where
he induced the youthful Anna Selina Storace
to become his second wife
contrary to the
advdce of all her friends.
The union proved

—

an unhappy one, and in a short time the parties
separated and the wife never after used her
husband's name.
The Emperor, incensed at
Storace's having had to submit to blows from her
husband, ordered Fisher to quit his dominions.
He then went to Dublin and gave a few successful concerts in the Rotunda.
[He was in
Ireland from 1786 to 17S8 (see Lady Morgan's
Memoirs).
He left Ireland before 1798 and
died, probably in London, in May 1806.
w. H. c. F.]
Besides the above-named compositions Fisher published some symphonies for
orchestra, and other works, for which see the
QucUcn-Leril-nn.
w. H. H.
FITZWILLIAM, Edwaep Francis, son of
Edward and Frances Fitzwilliam both actors
and singers born at Deal, August 1, 1824.
He was educaterl for the musical profession,
and devoted himself especially to the study of
composition.
In 1853 he published a set of
twelve songs which were much admired, and in
the same year was appointed director of the

—

—

FITZWILLIAM COLLECTION, THE
music at tlie Hayniarket Theatre, where lie
produced an operetta called
Love's Alarms
(1854) and music for some minor jneces. About
1855 he married Miss Ellen Chaplin, a member
'

of the

Haymarket Company,

well

known

as

His compositions were
Mrs. E. Fitzwiliianr.
distinguished by an intelligence which gave
promise of great excellence when he should ha^'e
fully mastered the technicalities of his art
hope disappointed by his early death, after a
lingering illness, on Jan. 20, 1857.
Besides the
songs above mentioned, he wrote music for The
Anything for a Change,'
Green Bushes,' 1815
1846, 'Queen of a Day,' comic opera; and
published a Te Deum, and a hymn,
incomA quartet from the former
prehensible Creator.
Sacred Jlusic
is given by ilr. Hullali in his
for Faniilv Use.'
w, H. H.
FITZWILLIAJI COLLECTION, THE. In
the year 1816 A'iscount Fitzwilliam died, leaving
to the University of Cambridge, of which he was
a member, the annual interest on £100,000 in
money, and a large number of valuable paintings,
books, engravings, and other works of art.
Of
these a collection of music, ilS. and printed,
forms a portion.
Its most jirominent features
are the Virginal Book formerly called Queen
Elizabeth's
a volume of anthems in the handwriting of Henry Purcell, and another in that
of Dr. Blow, containing various pieces not yet
printed
and a miscellaneous collection embracing the works of more than 250 composers,
mostly of the 17th and 18th centuries, and
chiefly of the Italian school
as for instance
Claiii, 3 masses, 3 Dixit Dominus, a Stabat, a
Confitebor, etc. Leci, a Mass, 2 Miserere, 3 Dixit
a 5, aS (in autograph) and n. 10 an Oratorio
etc.
COLONNA, a Magnificat, a Contitebor, a
Domine ad adjuvandum, a Beatus vir, a Dixit,
JoMMELLi, a Miserere, a Dixit (n 8), 2
etc.
Operas, an Oratorio, etc. BososciNI, a Mass («
8), an Opera, a Psalm, Cantatas, etc. Py'.iiGOLEsi,
a Mass, a Kyrie, and Gloria (a 10), portions of a
Dixit, etc.
Dur..\NTE, a Messa de' Morti (« 8),
In addition to these
a Litany and Motets.
there is the autogi-aph of a Symphony in F, di

—

'

'

;

'

'

'

'

'

;

;

;

—

;

;

;

;

;

;

;

'

me Giuseppe Haydn

and some interesting
Kelway is said
MS.S. in Handel's autograph.
to have been emplo3'ed by Lord Fitzwilliam to
The Catalogue, by
collect for him in Italy.
J. A. Fuller Maitland and Dr. A. H. JLann (the
latter of wliom contributed a valuable analysis
of the Handel sketches) was published in 1893.

By

787,'

the generosity of the late

M. A.,

.1.

Pendlebury,

of St. .John's College, a large collection of

important musical compositions, mainly modern
works, was given and bequeathed to the Museum.
The contents of the Virginal Book were published

by

by permission

of the authorities, edited

W. Barclay Squire
See Virginal Music.
portion of the above music was published

J. A. Fuller

Maitland and

(finished 1899).

A

by the

late

Vincent Novello in 1825 as

FLAGEOLET
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—

('

Fitzwilliam Mu.sic. The list is as follows
Orch.' implies orchestral accompaniment)

Bouno. C\no Sancto.

:

FLAGEOLET
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FLAT

In the whistle, and in the English Flageolet,
the scale is simply that of the Flute indeed,
flutes are made from \\'hich the usual head can
be removedaud that of the Flageolet substituted.
The French Flageolet is similar in its upper
part, but possesses a more complicated scale,
and an abundance of auxiliary keys.
The inventiou of the Flageolet is ascribed by
Burney {Hist. iii. 278 note) to the Sieur .Juvigny,
who played it in the famous Ballet comique de la
Royiie,' 1,581.
In the time of llersennus (l,5881648) the principal teacher and player was Le
Vacher (Hawkins, chap. 126).
It appears to
have superseded the more ancient Recorder,
much as the Violin did the Viol. The two were
obviously for a time in use together in this
country
for the
Genteel Companion, being
exact directions for the Recorder, carefully composed and gathered by Humphrey Salter,' is
dated from tlie Lute in St. Paul's churchyard
in 1683, whereas the 'Pleasant companion, or
new lessons and instructions for the Flagelet ly
Thomas Greeting, Gent, was printed for J
Playf trd, and sold at his shop near the Temple
Church' inl682. The former work gives a plate
of a long bulky Recorder, reaching lialf-way
down to the player's knee, whereas the latter
represents him sitting over a table on which lies
his book, holding in his mouth and hands the
'Flagelet,' a pipe not more than nine inches
long
on the table lies one somewhat larger,
apparently about twelve inches in length.
It
may be carried in the pocket, and so without any
trouble be a companion by land and by water.'
In the same way the early Violins were termed
piecoli Violini alia Frances^ in opposition to the
more bulky A'iol. Both the flageolet and the recorder read from a staff of six lines, each of which
represents a hole to be stopped. In the Recorder
music the tune, with proper notes and time, is
placed on a staff above, whereas in the Flageolet
a single symbol above the staff shows the time,
[See Rebut not the intervals of the melody.
corder.] The flageolet has only six holes,
stopped by a different arrangement their closure
being appropriated successively to the thumb,
first, and second fingers of the left, followed in
;

'

'

;

'

'

1

'

'

;

'

;

order by the first finger, thumb, and secon<l
This fingering seems
fingers of the riglit hand.
to be unique of its kind, and persists in the

French Flageolet.
The Double Flageoletwas invented by a person
named Bainbridge about 1800, and his Method
for the instrument is supjilemented after about
twenty years by his son-in-law. It consists of two
pjatent Flageolets, the sides close to each other
the one has seven holes in front and one behind
The seven-holed
the other only four in front.
Flageolet is played with the left hand, the fourholed Flageolet is played with the right hand
and in playing duets you will in general have
'the same rmmber of holes covered on the second
'

;

;

;

Flageolet as on the

first.'

From

the examples

appears that in this case the two instruments
play in thirds intervals larger than this being
The two tubes are set
possible in a few cases.
in a single block and blown by one mouthpiece.
Contrivances were added for silencing one of the
it

;

two pipes when required, but they seem to have
been often blown in unison to a single note.
These
Triple flageolets have also been made.
instruments, though still within the memory of
some, have entirely and most deservedly gone
No music of importance seems to
out of use.
have been composed for them.
The single English and French flageolets are
still to be met with, chiefly in dance music.
The former has been described as a simple form
The latter is a far more comof Flnte-k-bec.
plicated instrument, possessing two holes for the
thumbs at the back and four in front for the
Indeed it
two first fingers of the two hands.
is distinctly a descendant of the old Flageolet
given above.

The half-stopping

of the left

hand

thumb-hole by means of a grooved plate for the
thumb-nail, and the introduction of the tip of
the right little finger into the small everted
bell at the bottom of the instrument, are devices
peculiar to this difficult but rather inetteotive
instrument.
Its compass is two octaves and
A full
three semitones, from g' to b'" flat.
Method is published by Bousquet.

The Flageolet

is

never found in orchestral

a tradition of some authority
that the solo pjart in '0 ruddier than the cherry,'
marked in the score as Flauto,' was played in
and Sullivan
Handel's time on the flageolet
scores,

but there

is

'

;

introduced it with excellent
of Dr. Daly in his Sorcerer.

ert'eet

in the part

FLAGEOLET. The French and

Italian term

w. h.

'

s.

for the harmonic notes in the violin and other
instruments of that tribe
doubtless so called
because in quality they resemble the flageolet,
;

[Harmonics.]

A

FLAT.

m.

term employed

c. c.

in the sense of

lowering an artist sings or plays flat when his
notes are below the right pitch.
B flat is a
semitone lower than B, E flat than E, and so on
to flatten (baissri-') a sound or an instrument
is to make it lower than before, just as to
shar])en it is to raise it.
The sign used to
denote this flattening in music is b, called a
flat
Fr. bimol
Ital. Beinolle
Germ. Be.
It has been already shown under Acciiientals
and B (vol. i. pp. 19 and 141) how the signs
of the flat (t>) and natural (tj) were derived from
two forms of the letter b.
A double flat is a
descent of two semitones, and is marked by bb(See also Double Flat.)
In German musical nomenclature the notes
are flattened by adding s (or cs) to the letter, as
;

;

'

'

'

'

—

;

;

Es, Des, Ges, etc.
A flat is As, and B flat B,
Double flats are
though Hea has been used.
Deses, etc.
The b and ( in German literature
were formerly used to express minor and major,
as Gb for G minor, DJJ for D major, and even
;

FLAUTO MAGICO

FLOEENCK

and Asj( for A fiat major.
Eb
(See the earlier Indexes of tlie Allgemfine
"inuHkalische Zeitiing for frequent instances of
this strange usage. )
Such ambiguities are now
avoided by the use of the words dm- and moll
for major and minor.
g.
for

E

minor,

FLAUTO MAGICO. See Zauberflote.
FLAUTO TRAVERSO (Ital.
Fr. Fldte
;

Tlie distinguishing name of tlie
Flute with a lateral mouthpiece, held across the
jieriormer, as opposed to the FhUe-d-bcc or Flageolet, held straight in front. [Flute.] w. h. .s.
FLEMMING, FiiiEPEicH Ferdinand, born
Feb. 28, 1778, at Neuhausen in Saxony studied
medicine at Wittenberg from 1796 to 1800, and
subsequently at Jena, Vienna, and Trieste.
He
practised in Berlin, where he took a keen
interest in all musical matters, composing many
part-songs, especially for male voices, for the
society founded by Zclter.
He died in Berlin,
May 27, 1813. His claim to notice in this
Dictionary is based upon his excellent setting
of Horace's ode beginning 'Integer vitae, which
is still universally popular in English schools
traversiere).

;

'

and

universities, as well as in

curious

resemblance

in

style

between this and "Webbe's
is

certainly

'

Germany. The
and structure

Glorious Apollo
the latter was

since

fortuitous,

1787, and Flemming can hardly
have become acquainted with the Englishman's
work.
M.
written in

FLIEGENDE HOLLANDER, DER.

Opera
in three acts, words and music by Richard
"Wagner; produced at Dresden, Jan. 2, 1843.
In London at Drury Lane, as L'Olandese dannato,' July 23, 1870
and by Carl Rosa, as the
Flying Dutchman,' at the Lyceum, Oct. 1876
II Vascello fantasma,
at Oovent Garden as
June 16, 1877.
The words were sold by Wagner to the
manager of the Grand Opera in 1841, set bj'
Dietsch as Le Vaisseau fantome, and brought
o.
out there, Nov. 9, 1842.
FLIGHT, Ben.iamin, an eminent organbuilder, born about 1767, was the son of
Benjamin Flight, who, in the latter part of the
18th century, carried on, in partnership with
John Kelly, under the style of Flight &
Kelly,' the business of organ-building at Exeter
Change.
Young Flight learned the art of conAbout the
structing organs from his father.
year 1800 he commenced business, in partnership
with Joseph Robson, in Lisle Street, Leicester
Square, under the style of Flight & Robson.'
They afterwards removed to St. Jlartin's Lane,
where they constructed and for many years
'

;

'

;

'

'

'

'

'

publicly exhibited the Apollonicon (q.r.). The
partnership wa.s dissolved in 1832, after which
Mes-srs.

Gray and Davison bought Robson's

share of the business, while Flight in conjunction
with his son, J. Flight, who had long actively
,

assisted him, carried on business in St. Martin's

Lane

as

'

Flight

&

Son.

'

Flight

invented

many improvements
prepared the way
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in organ- building

lor still

which

superior mechanism.

Amongst them was an apparatus

for steadying
the wind, added to the bellows during a repara-

tion

Father

of

College,

organ

Schmidt's

Caniln-idge,

Trinity

at

which preceded, and pos-

suggested, the concussion bellows.
B.
Flight died in 1847, aged eighty, and Robson
in 1876.
w. h. h.
sibly

FLINTOFT.Rev. Luke, a native of Worcester,
took the degree of B.A. at Queen's College,
Cambridge, in 1700, and was appointed Gentleman of the Chapel Royal in 1715, having been
Priest- Vicar of Lincoln Cathedral from 1704 to
1714.
In July 1719 he was apjiointed Reader
Chapiel.
He was also a minor
canon of Westminster Abbey from 1719.
He
died Nov. 3, 1727, and was buried in the South
Cloister of Westminster Abbey.
He is presumed
to have invented the double chant, his beautiful
chant in G minor being the earliest known.
(But see Notes and Queries, 3rd ser. x. 206,
xi. 267, 391, and 445.)
w. h. h.
FLORENCE (Flren:e), although in point of

in Whitehall

great masters inferior to the otlier schools of
music in Italy, can still claim her place among
the earliest institutions for instruction in that
Casella, the friend of Dante, was a
native of Florence, and as early as 1310 tliere
existed a philharmonic society there, which

science.

Bnrney, writing in 1789, speaks of as
still
existence,' and which invented the Laudi
Si'iuiTUALi.
Under the famous Lorenzo de'
Medici, the streets of Florence resounded with the
Canti Carnascialeschi, ' tlie gay and frivolous
songs of the Carnival, against wdiich Savonarola
protested, and the music of which was often
sacrificed on the pile of Vanita.
To the history
of Florentine music during that epoch may be
added the name of Antonio Squarcialupi, organist of the Duomo
but passing over the other
masters of this first epoch of the Florentine
school we come to the dawn of the opera nmsic,
'

in

'

'

'

'

;

which had a fitting birthplace in festive Florence.
For the purpose of promoting this kind of music,
a private musical academy called 'Degli Alterati'
(the thirsters) was founded in 1568 at Florence
by seven Florentine noblemen who assendjled at

They chose
the house of Giambattista Strozzi.
as their device a cask of grapes filled to overQuid non designat
flowing, and the motto
Giovanni Bardi, Conte di Varnio,
ebrietas ?
belonged to this academy, and, after the death
of Strozzi, his house became the rendezvous of
Bardi had for many years
the academicians.
studied the theory and practice of music till he
'

'

became a correct and good composer and he
was often solicited to prepare for the stage those
mythological representations which under the
;

were among the
Feste_ musicali
forms taken by the musical drama.
These entertainments were first represented at

name

of

'

'

earliest

•

PubUahed by Grazzini, Florence.

1559.
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Florence on a scale of magniticence in keeping
with the gorgeous character of the Medici
feasts.

Vincenzo
— father the great Galileo
— was another member the academy Degli
of

Galilei

of

'

He

wrote a clever treatise, Dialogo
della Musicci anticci e inoderna (Florence, 1581),
upon the abuse of modern music, in which he
places in the mouth of Bardi an attack upon the
madrigalists and the researches after counterpoint.
He was also a composer, and is supposed
to be the first who composed melodies for a
single voice.
He set to music the speech of
Ugolino {Inf. xxxiii. ) beginning 'La bocca
sollev6 dal fero paste
also a portion of the
Lamentations of Jeremiah.
Girolamo Mei was another member of this
academy, and Emilio del Cavaliere, a composer
of the Roman School, who, previous to the composition of the first entire musical drama by
Rinuccini, had divided into scenes and set to
Alterati.

'

'

— La disperazione Sileno
words by Laura
— the

music two Pastorales

and

'

Satiro

II

;

'

di

'

latter to

Guidiccini, a lady of Lucca.

When

was summoned

Bardi

Rome by

to

Clementi VIIL the society of the Alterati
assembled in the house of Jacopo Corsi, a
Florentine nobleman, an enlightened lover of the
fine arts, and passionately devoted to dramatic
'

,

They soon added

music.

number

to their

the

of Ottavio Rinuccini the poet, Jacopo
Peri the composer, and Giulio Caccini, who,

names

besides his talent for composition, had the gift
These three occupied themof a beautiful voice.
selves in developing the first attempts at musical
drama into the finished performance called the

They invented the
the Italian opera and the
opera.

recitative

by which

oratorio are distin-

guished from the opera of other countries and
fromotherspeciesof theatrical musical exhibition.
Dafne was the first result of their united
Rinuccini composed the poetry, Caccini
efforts.
and Peri the music, and the whole was represented in the house of Jacopo Corsi, 1597.
This,' says Burney {Hist. iv. p. 18), seems the
true era whence the opera or drama wholly set
to music and in which the dialogue was neither
sung in measure nor declaimed without music,
but recited in simple musical tones which
amounted not to singing, and yet was different
should be dated.'
Dafne was
from speech,
succeeded by 'Euridice, represented with gorgeous splendour in 1600 at the feasts given in
Florence in honour of the marriage of Henry IV.
None of the
of ranee with Maria de' Medici.
subsequent compositions of the great masters of
operatic music produced anything like the elfect
of these first representations, which introduced
that of musica
Italy as it were to a new art
The poet Angelo Grillo (the friend of
parlanU.
'You are
Tasso), writing to Caccini, observed
the father of a new kind of music, or rather
singing, which is not a song, but a recitative song
'

'

'

'

,

—

'

'

'

1''

—

:

and higher order than the popular
song which does not sever or maim the words,
nor deprive them of life, but gives new force and
It is then a new and wonderful
vigour to both.
invention, or rather a revival of the ancient
Greek musical drama which has been lost to us
of a nobler
;

for so

many

centuries' (Tiraboschi,

vii.

1321).

Rinuccini's next opera, Arianna,' composed by
Monteverde, was represented at the nujitials of

Francesco Gonzaga of Mantua with the Infanta
Margaret of Savoy (Doni, Oipere, ii. 25).
This first academy for theatrical music was
succeeded by many others, as the passion for
musical representation became universal in Italy.
Quadrio (i. 71) mentions three in Florence,
'degl' Infocati,' 'degl' Immobili,' 'de' Sorgenti,'

founded between 1550 and 1560 especially for
Each of these
promoting this kind of music.
had its own theatre and vied with the others in
the splendour and magnificence of its representations.
Indeed, in the middle of the 16th century, the tlieatres of Italy, constructed in many
cases by no less an architect than Palladio, and

where the most melodious ofall modern languages
first appeared married to sweet harmony, were
the wonder and admiration of the world.
The Florentine school of music differs from the
other great schools of Italy in that the composers of dramatic music just enumerated were
only amateurs, and had been for the most part
trained in the great schools of Rome and Bologna.
Nor did Florence ever ju'oduce any great
composers of church music, although composer
succeeded composer in that brilliant operatic
music of which we have traced the first begin-

we arrive at the great Cherubini,
who was a master in both the church and the
nings, until
theatre.

The present Royal Musical Institute' of Florence is of modern foundation, and was opened for
public instruction in 1862.
Its objects are. To
teach the science, history, and practice of music ;
to maintain a pulilic library of nuisio ; to gi-ant
rewards to deserving artists to perform the best
works of modern and ancient masters.
It is an
establishment for public and gratuitous instruction, and comprises three sections
that of administration
that of instruction
and the
Academy. The administration is directed by a
President, assisted by three Professors, who form
the Council of Management.
The department
of instruction contains schools for the rudiments
of music and musical reading
for solfeggio ;
for solo and part singing
for keyiil, stringed,
'

;

—

;

;

;

;

and

wind

instruments

;

for

thorough

-

bass,

coimterpoint, and composition and forfesthetics
and musical history. The Academy is com;

posed of resident, corresponding, and honorary
members. The Examiners are chosen from the
resident members of the Academy, as are also
the three members of the council of management. The number of pupils averages 220, and
is regulated by the applications for admission,

FLORENCE

FLORIMO

the result of the examinations, and the means
available for imparting instruction, c. M. p.

FLORENCE, Evasgelixe,

Christian
at Cambridge, Mass., U.S.A., Dec. 12, 1873.
She
was first taught singing at Boston by the late
Mme. Edna Hall (well known at Loudon concerts in the early seventies), and made her
debut in public at Boston at the age of eighteen
as the heroine in Flotow's
Martha.'
She
caused considerable sensation by singing, by
way of encore, the last verse of The Last Rose
of Summer an octave higlier than originally

names

the

Houghton ,' born

of Miss E. F.
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Italian term

is Figiirato.
Examples are hardly
but the genesis of florid passages is
highly interesting, and an instance or two, from
the simplest form to the very highest art, may

necessary

;

be tbrgi\-cn.

Bach, Christmas Oratorio.

Hayds, Quartet

'

1.

-*-

'

'

having a phenomenal compass from g
to double high C in alt, <"".
In London she
received further instruction from Henschel,
Blume, Randegger, and the late Mrs. Rudolph
Lehmann, the well-known amateur, who gave her
gratuitous instruction, and became her life-long
friend until her lamented death in 1903.
On
May 11, 1892, as Miss E. Florence, she made
her debut at St. James's Hall at a concert
given by herself in conjunction with Miss MarAvi'itten,

guerite Hall, the daugliter of her

first

She was

'

'

cjuality,

absolutely pure

throughout its large extent. ... In Alabiev's
" Nightingale " the A fiat in altiss was reached
with apparent ease' {Timts).
On Dec. 1 she
sang Elsa's Dream at Henschel's Symphony
Concerts
on Jan. 16; 1893, she sang in the
first production in London of Parry's
Job by
the Highbury Society
on March 6 she sang at
the Popular Concerts
the London Ballad Concerts
Feb. 17, 1894, at the Crystal Palace
at
all which concerts she frequently sang subsequently.
In 1894 she sang at the Hereford
Festival; in 1897 and 1900 at Birmingham.
She sang at the Philharmonic, May 18, 1899,
in the Choral Symphony; on Feb. 25, 1903,
in 'The Light of the World,' and on April 1,
1904, in the 'Messiah' with the Royal Choral
Society. She has also appeared with the Queen's
Hall Choral Society, in various provincial towns,
etc.
For a good many years she has been the
principal soprano at Messrs. Boosey's Ballad
Concerts.
In 1895 she sang on tour in Australia, in 1898 on the continent, and in 1899
in her native country.
The phenomenal high
notes she rarely uses now, on the advice of
musiciaTis, but relies for lier piijiularity on the
many modern songs she has introduced, such
as those of Mrs. Lehmann ('A. L.'), Mrs. Bed'

'

;

5.

^

^^^^gCfJ^

ii

Do., Ninth

teacher.

remarkably successful, having
a
light soprano of phenomenal compass and of
'

exceedingly beautiful

Beethoven, Concerto No.

Symphony

(^Adagio).

^^1^^^^^^
^^^l^^pHi

^^g^^^^i

'

'

;

;

;

—

Lehmann), Mrs. Needham.and others.
She was married to Jlr. Alexander Crerar, at
Boston, U.S.A., on Oct. 17, 1894.
.\. c.
FLORID. Music in rapid figures, divisions,
or passages, the stem of the simple melody,
bursting forth, as it were, into leaves and flowers.
The image is the same as that in Fioriture. The
ford (Liza

she dropped the surname of Houghton to prevent confuaion
with another singer of that name in London.
'

Such florid passages are essential to Variaand the last of these examples is taken

tions,

from the finest set of variations existing.
For Florid Counterpoint see Countekpoint
and Strict Counterpoint.
g.

FLORILEGIUM PORTEXSE. A

collection

of sacred vocal music of the 16th century, in

separate parts, published in 2 vols, by Bodenscliatz in 1618 and 1621, and containing in all

265

pieces.
[See Boden.schatz, vol. i. pp. 346,
347, where a full catalogue is given.]
FLORIMO, Francesco, born Oct. 12, 1800,
at San Criorgio Morgeto, Calabria, was taught
music at the Real Collegio di Musica at Naples,
where he learnt counterpoint and composition
He
from Zingarelli, Furno, Elia, and Tritto.
was appointed in 1826 Librarian of the College
of Music (afterwards incorpoi'ated with that of
SanPietro diMajella), where, finding the archives

and disorder, by his energy
and perseverance he gradually made the Library
one of the most interesting and valuable in
Europe.
He added a number of important
works, besides a collection of autographs and
in a state of chaos

manuscripts, of all the masters of the NeapoliFlorimo's compositions include a
tan School,
Cantata, op. 1, in honour of the Duke of Noja,
a
Director of the College of San Sebastiano
a Te Deum
a Funeral
Dixit
a Credo
Symphony composed on the death of Bellini,
;

;

;

;

FLOTOW
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afterwards performed at Zingarelli's funeral
a
Otiorus and Fugal Overture on the unveiling of
Zingarelli's jjortrait at the College
Ore musicali, a setting of ten songs, vocal duet and quartet (Girard, Naples) 1835; twelve songs published
under the same title by Boosey (London, 1845),
six of which were included in the iirst collection three popular Neapolitan songs in a collectwenty-four
tion published by Lonsdale, 1846
He was Bellini's
Songs (Rioorili, Milan), etc.
dearest friend, and in 1876 took that composer's
remains Ironi Pere-la-Chaise, Paris, to Catania
he wrote a pamphlet, Trasporto dclle ccneri,
etc.,
He also founded the
on the event.
Bellini
prize at the College, a competition
only open to Italian composers not over thirty
(Baker's Didionarij).
He wrote a Method of
C'enno
Singing (Rico)'di), 3rd edition 1866
storico sulla scuola musicale di Napoli, Naples,
2 vols., 1869-71, enlarged into 4 vols, and
a History of the College
republished 1830-84
San Fietro, Naples, 1873 liiccardo Wagner td
i JVagneristi, 1876, 2nd edition, Ancona, 1883,
with a supplement containing letters from Verdi
and B iilow, from Frau Wagner 'to the most
amiable of librarians, and the juvenile octogenarian,' expressing the satisfaction of herself and
her husband at a performance of a Miserere of Leo
by the students of the College on the occasion
also a lithograph
of their visit there in 1880
copy of a letter from "Wagner himself to the
Duke of Bagnara the President, from the Villa
d'Angri, Naples, dated April 22, 1880. Florimo
also wrote a memoir of Bellini (1885), and died
A. c.
at Naples, Dec. 18, 1888.
FLOTOW, Friedrich, Feeiherr vom, German opera composer, born April 27, 1812, son
of a landed nobleman of the arch -duchy of
Mecklenburg was educated with a view to the
diplomatic service.
In 1827 he went to Paris,
;

'

;

'

;

;

;

'

'

;

;

;

;

;

when music was
artistic life into

at its

best.

The

brilliant

which he was thrown aroused

own talent for
music, and he devoted himself to a course of
study under Reicha. The Revolution of 1830
hira to a consciousness of his

drove him away for a time, but feeling that the
atmosphere of Paris was necessary to his success,
he soon returned, and produced his first dramatic
attempts at the private houses of some of the
aristocracy.
Stradella was brought out at
the Palais Royal as a short piece lyrique in
1837 [and Flotow wrote many numbers for the
'

'

ojjeras

'

Lady

Melvill

'

and 'L'eau merveilleuse,'

performed in 1838 and 1839 respectively as the
work of A. Grisar.] His first public success
"Was at the Theatre de la Renaissance, where he
produced, May 31, 1839, Le Naufrage de la
Meduse, which was given fifty- three times in
twelve months, and at once established his
position.
He afterwards rewrote the piece,
and produced it at Hamburg in 1845 as 'Die
Matrosen,' whence it spread to the other theatres
Meantime he had composed for
of Germany.
'

'

the Paris theatres several other operas, such as
L'esclave de Camoens' (18-13), and 'Lame
en peine (1846) known in London as 'Leoline'
'Stradella'
(Princess's Theatre, Oct. 16, 1848).
was rewritten as an opera, and brought out at
Hamburg, Dec. 30, 1844, and has had extraordinary success throughout Germany. In Paris,
though published, it has never been produced.
In London it was brought out in English at
'

'

—

—

Drury Lane, June 6, 1846 a dead failure
and in Italian in 1864 at Covent Garden, when
it lasted two nights only, killed by a joke of
Ronconi's. It was followed by 'Martha' (Vienna,
Nov. 25, 1847), which was remodelled from a
with BurgmiiUer
in its new form
quickly spiread all over the world (London,
Covent Garden, 1858). These two works Flotow
has never surpassed, and of his later operas
'Die Grossfiirstin
(1850), 'Indra' (1853),
'Riibezahl' (1854), 'Hilda' (1855), 'Albin,'
or Der Mtiller von Meran (1856),
La Veuve
Grapin' (1859),
Pianella
Zilda
(1860),
(1866), 'L' Ombre' (1870), 'Naida' (Milan,
ballet written in conjunction

and Deldevez

in 1844,

and

'

'

'

1873), 'II Fior d'

'

'

'

Harlem

'

'

(Turin, 1876), the

only ones which have attained any general
popularity were 'Indra,' 'La Veuve Grapin,'
and 'L' Ombre,' the last of which was enormously successful not only in Paris, but in
Italy and Spain, and has been produced in
London (Her Majesty's) Jan. 12, 1878, as
'The Phantom.' His ballets are as follows
•Die Libelle' (Vienna, 1866), 'Tannkbnig'
(Darmstadt, 1867), 'Am Runenstein (Prague,
1868). His 'Enchanteresse,' known in England
:

'

Alma ineantatrice, a revised version of
'Indra,' was produced in Paris, 1878, and his
Rosellana' was left unfinished at his death.

as

'

1'

'

'

In 1856 he was appointed Intendant of the
court theatre at Schwerin, a post which he retained till 1863.
The most important works
,

he produced during this period, when he had
so many inducements to compose, were a
Fackeltanz
and some charming music to
'

'

Shakespeare's 'Winter's Tale' (1862).
After
giving up the management of the theatre in 1863
he returned to Paris, and in 1868 removed to the
neighbourhood of Vienna.
He died at Darmstadt, Jan. 24, 1883.
His remaining compositions, overtures, songs, and chamber music,
are little known, and call for no remark.
In
1864 Flotow was elected corresponding member
of the Institut de France.
The great success of 'Stradella' and 'Martha'
must bo mainly ascribed to the melody which
pervades them, and to their light and attractive
character. Flotow's comic talent is considerable,
and he has great natural instinct for the stage.
His early French experience taught him the
virtue of lively and well-accentuated rhythm,
and gave him dexterity in the construction of
extended pieces, to which he writes pleasing
harmony and piquant orchestration. On the

FLOWER
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other hand, his music has rarely anything below
the surface, his rhytliui frequently degenerates
into that of mere dance-tunes, his modulations
are poor, and he is prone to sentimentality.
In the scientitic jiart of coni})osition he too
often betrays the amateur.
On the whole the
conclusion is forced upon us that, in spite of his
popularity, Flotow will not live in tlie history
of dramatic music.
A. m.
FLOWER, El'za, born at Harlow, Esse.x,
April 19, 1803, was the elder daughter of
Benjamin Flower, the political writer.
She
published a set of Fourteen lUusical Illustrations of the Waverley Novels,' in 1831
a once
popular chorus, 'Now pray we for our country,'
in 1842
and a set of H}'nin3 and Anthems,
the publication of which began in 1841
a
selection from them was reissued in 1888.
Among them is the original musical setting of
'Nearer, my God, to Thee,' the words of which
were written by the composer's sister, Jlrs.
Sarah Flower Adams. Her music shows marked
originality and traces of decided talent, if not
actual genius.
She died Dec. 12, 1846, and
was buried at Harlow. {Did. of Nat. Biorj.)
FLOWERS, Gi;oi!GE French, Mus.D., son
of Rev. Field Flowers, Rector of Partney, Lincolnshire, born at Boston, June 2S, 1811, studied
music in Germany under C. H. Rinck and
Schnyder von Wartcnsee, and was organist of
the Engl sh Chapel in Paris in 1836-37.
Returuiiig home he became organist of St.
Mark's Church, Myddelton Square, and St.
John's, Paddington.
He was afterwards oiganist of Beverly Minster, and St. Maiie (R. C. ),
High Barnet. In 1839 he graduated as Bachelor
of Music at O-xford.
He founded a Contrapuntists' Society' in 1S43, and about the same
time was the music critic of the Lilerary Ocuelte.
In 1848 he was an uusTiccessfnl candidate for
the Professorship of Music at Oxford, as he was
In 1851
in 1863 for that in Gresham College.
he established The British School of Vocalisation for teaching singing on new principles, and
'

;

;

;

'

'

'

in the

two years following gave concerts

for

the

purpose of exhibiting the progress made by his
pijpils, the most notable of whom was Miss
Featherstone, afterwards Mrs. Howard Paul.
In 1865 Flowers proceeded Doctor of Music. He
wrole an Essay on the construction of Fugue,
with an Introduction containing new Rules of
Harmony (1846), aud a Pictorial Representation of the Science of Harmony (translated from
Easier, 1850).
He composed Fugues in the
style of Sebastian Bach, and other organ music,
a mass (about 1860), Tennyson's Ode on the
death of the Duke of Wellington, and other
'

'

'

'

vocal pieces.

He was

also a copious contributor

to the musical periodicals.

Jime

14, 1872, in

He

w. H. H.

Keusal Green.

FLUB,
Thomas

or

FLUDD,

Robert, the son of

Flud, Treasurer of

VOL.

II

died of cholera,

London, and was buried at

War

Sir

to Q\ieen Eliza-
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Low Countries, born at
Milgate, in the jiarish of Bearsted in Kent, 1574.
At the age of seventeen he became a student of
St. John's College, Oxford, wdiere he studied
beth in France and the

pihysics.
After a short time of residence he went
abroad for a few years, at the end of which he
returned and took the degree of Bachelor of
Arts in 1596, and of M.A. in 1598.
In 1605
he received the M.B. and M.D. degrees, and
in 1609 was made a Fellow of the College of
Physicians. F'rom 1616 until his death he was
engaged in the composition of various philosophical treatises, in which he refuted the
theories of Kepler and Mersennus, and advocated
those of the Rosicrucian and other mystics.
In
the history of philosophy his name is of some
importance, since his writing exercised a powerful influence over Jacob Behmen.
In musical
literature he holds a far less prominent itosition,
his chief connection with the art being found in
a treatise printed at Oppcidieim in 1617-24,
entitled
Utriusque cosmi majoris, scilicet et
miuoris metaphj'sica, jihysica at<|ue technica
historia.
The following sections treat of musical
phenomena Tract I. Book iii. and Tract II.
Part i. Book vi. and Part ii. Book iv.
His
Monochordon muudi symphoniacum,' written
in reply to Kepler (Frankfort, 1622), contains a
curious diagram of the universe, based on the
divisions of a string.
He died at his house in
Coleman Street, Septt. 8, 1637, and Avas buried
'

'

;

'

at Bearsted.

FLiiGEL

M.

The German appellation

(a wing).

of a grand piianoforte or a harpsichord, from the

wing shape common

See Goethe's p>un
Goethe and Mendchsohn,

to both.

on

gefliigelte Geister in

p.

24.

forte.

Stutz Fliigel is a short grand jiiano[SeeHAEPSicHOEii, Pianoforte.] a.j.h.

FLDGEL HORN.

The German name

for

instruments of the Bugle family.
Originally,
say the dictionaries, a hunting-horn ( U'aldhorn,
Jagdhorn), used by the liuntsman whose duty it

was to watch in theFliigeln, or aths cut thi'ough
thewood, and give a signal on the approach of the
game, [The Fliigel horn nowused in the English
j

anil

German armies

is

of the

Bb

cornet pitch

more mellow than
that of the cornet, and has something of the

and compiass, but

its

tone

is

character of the contralto voice.
It is furnished
with valves, either of the piston or cylinder kind,
which have superseded a clumsy kind of keys,
lappenhorn.'\
from which it used to be called
Tlie name is also applied to sevei'al instruments
w. H. s.
in the Alto, Tenor, and Bass clefs.
FLUE-WORK. Organ-stops, in regard to
the manner in which their sound is generated,

K

—

REED-woitK
are grouped in two gi-eat classes
and Flue-work. All organ-stops in which the
sound is produced by the wind passing through
a fissure, ,/?«c, or wind-way, and striking against
an edge above, belong to the Fine-work, whatever
may be the shape, make, or tone of their prijies.
The peculiarities of shape or proportion, make,

F

FLUTE

FLUTE

and tone, lead, however, to a subsequent division
into Peincipal-work, Gedact-wokk, and
Flute-work.
e. j. h.

flute two modifications of form have been introduced with a view to restoring the desired
correctness.
The older of these resulted in the
cone flute, in which the liead-joint is cylindrical, and the lower three-fourths of the instrument is slightly conical in bore, the diameter
In this way the
decreasing towards the foot.
The second
necessary correction was obtained.
modification was introduced by THEOB.iLD
BoEHM {q.v.) about the middle of last centurj',
and consisted in a modification of the bore of the
head-joint, by a coning on approximately the
lines of the parabola, the main bod}' of the flute
being restored by him to its cylindrical form.
Thus designed, we have the cylinder flute of
the present day, which for solo and orchestral
purposes is now generally preferred, altliough
flute is chiefly
cone
in military bands the
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FLUTE (Germ. FUte, Querflote Ital. Flaulo,
Flaulo traverso Fr. FlMe, FlMe traversiere).
[Tlie Greek name Aulos was much more com;

;

prehensive that our word Flute, by which it is
generally translated.
It usually signified an

instrument with a reed, either single or double,
these varieties being respectively represented,
in their modern developments, by the clarinet

and oljoe, rather than by any instrument that
would now be classed with flutes.
In the same
way, theancient Egyptian instruments discovered
by Professor Flinders Petrie in 1890, though

commonly

referred to

as

flutes,

were in

all

probability

played with reeds.
The ancient
Egyptian Nay, however, of which two interesting
specimens were found by Mr. John Garstang in 1903, was a rudimentary flute,
the tone of which was excited by blo\ving directly across the cut end of a reed.
One example of the Nay is here figured.'

Hence there is clear evidence that, after
eliminating, from the many instruments
called flutes in translations, all those
which are strictly reed instruments, there
remain, of very ancient date, certain
kinds which with strictness may be calleil
flutes.
Whether a lip-blown instrument,
such as the Nay, or a flute with wliistle
mouth-piece (see FiPPLE Flute) is really
the older, it is impossible to say.
The modern instrument, known as the
Transverse Flute, has not been traced

back

for more than four centuries.
It
has a compass of three octaves from
middle C (c') upwards, but in a few instruments the lowest note is h, or even h'rt.
It sounds as an open tube, that is to say its
length is approximately that of the half-wave
of its lowest note, and it is capable of giving
the natural harmonics in full sequence in the
same way as other open tubes. The tube
is plugged with a cork or stopper at one end,
'

'

and the open condition at this end is restored
by the cutting of the embouchure or mouth-hole
'

'

through the wall of the tube, at a distance from
the cork of about one diameter of the tube.

The lower

lip

of the player partly covers the

embouchure and the stream of
as to strike the opposite edge.

air is directed so

The exact action

stream or air-reed has not been fully
investigated, but it is tolerably certain that it
vibrates, and so maintains the alternate condensations and rarefactions of the air colunm.
The
area of the mouth-hole being less tlian the crosssection of the tube, causes a departure from the
correctness of the harmonics of the theoretical
open tube (see Fife), and in the history of the
of

tliis

This curious instnaujent ia stiU used by the peasants abciut the
The original of the figure was brou^-'ht Iroiu Egypt by F.
Nile.
Girdlestone, Esq., of the Charterhouse. See an admirable cut iu
Lane's Modern Egyptians.
1

'

'

'

'

'

'

used.

The peculiar characteristics of the flute are
the beautiful mellowness of its tone, and the
facility it ofters for the rapid and
vocal
'

execution of runs and shakes.
Its tone-quality
at its best is well described by Mr. R. S. Eockstro
in his work. The Flute, as lying between the
somewliat nasal tone of the oboe and the hollow
sound of the cooing of a dove.
This latter
quality is due to a deficiency in the number or
strength of harmonic partials, and is characteristic of a tube freely open at both ends.
The
diminishing of one open end by the mouth-hole,
already noticed, and the piresence of the small
chamber or extension of length between the
mouth-hole and the cork, are largely influential
in giving the true flute quality, and the exact
position of the cork has a very distinct influence.

Helmholtz (Ellis's Trans. 2nd ed. p. 205)
appears to have considered that the octave and
twelfth were the only upper partials heard, but
the jjresent writer found that when ct on the
flute was sounded, the seventh partial was
but with a' no partial higher than
was detected.
{Proceedings Mas.
Assoc. 1879-80, p. 84.)
In any case, it is tolerably certain that the high partials which give
discernible,

the

fifth

the peculiarly brilliant or even cutting tone to

some instruments are absent, or at least indistinguishable.
The cylinder flute is more powerful than the cone instrument, and has a somewhat
bolder tone-quality, ajijiroaching a little towards
the reedy character of the clarinet.

Therepresentativecone flute is the eight-keyed
instrument, with six finger-holes, six closed keys,
and two open-standing keys, one to close the

normally open el' hole, on which the true scale of
the flute begins, and so give (•{', and the other
to close this rj' hole and give e', wdiich is the
lowest note on this, the usual instrument.
(For
the general scheme of fingering, see Fingering,

The five closed keys (the
pp. 5.3, 54.)
sixth or long F key being merely an alternative)
give the five semitones necessary to convert the
ante,

diatonic scale of

el',

in

which the

flute is set, into

FLUTE

FLUTE

a chromatic scale.
The flute being held to the
right from the lips, and slightly sloping down-

In the Clarinet, Oboe, Bassoon, and other octavescaled instruments, the Br> a whole tone below
C, which in a
instrument like the flute is

second, and third fingers of the
upper holes, and the
similar fingers of the right hand the three lower
The fingers being successively raised, the
ones.

wards, the
left

hand

first,

close the three

scale of

D is produced,

of the

embouchure

and by

slight modification

to increase the pressure of

the lips, is repeated in its second octa^•l•.
For
the third octave, cross fingerings, sometimes of
a complicated nature, are used, the general principle in tliese lieing the opening of holes in such
positions as facilitate the subdivision of the
primary sound-waves.
The chief defects of the
eight-keyed cone flute are the inecpiality in the
power and in the quality of the notes. These
defects are due to the necessity of placing the
holes in positions which suit the natural action
of the fingers, and can only be lessened, and not
altogether eliminated by the addition of extra
key-work.
Many players and makers worked
in this direction, among them being Siccama,
Clinton, Carte, and Pratten.]
The principles of the Flute originally invented
by Captain Gordon of Charles the Tenth's Swiss
Guards and introduced b}' Theobald Boehm ^ in
his new flute, constructed in 1832, were principally (1) that each note should speak independently out of asingle hole, as though tlieremainder
of the bore were entirely cut ort' (2) that all keys
in their position of rest should be permanent!}'
open.
He also aimed at equalising the dilliculty
of the dilferent keys, some of which, on the older
flute, were notoriously inconvenient and all but
impracticable.
For the left hand, which occupies
the upper part of tlie instrument next to the
head, are four open keys to be closed by the first
finger, thumb (situated at the back of the instrument), second, and third fingers successively.

D

represented by the Ft] below the middle G, has
to be produced by closing the Bt] and At] holes
and lifting an intermediate B? key, thus lowering the pitch a minor third and raising it a semi-

The same metliod as that for the FjJ is
employed Ibr the Bf? or Aj, which is produced
by lowering the B5 a semitone through the
intervention of a lever actuated by the lingers
of the right hand, those of the left, middle, and
ring fingers being left open.
The whole comjiass of tlie flute is shown in the
accompanying illustration.
[Although the cylinder flute is
now usually fitted with key-work
(D*) '
nu Boehm's system, as described
above, this is not universal, ibr some players,
desii'ing to have the adtone.

vantage of the cylinder

'

adojited

out

den Flotenbau und dia

nein^stcn

Tcr-

widely

dejiarting

key
have introduced extra key work

from

the

eight

-

fingering,

-

to secure the result.

Although the
usually in D,
sionally

made

Ibite is

it is

in

occa(i,

as

>

the Alto Flute, and was
also formerly made in A

3

as the Fli!'te u' am our

i

(q.v.).

;

the

i'

are used,

^
;

strument is also sometimes used in tlie orchestia, as by Spohr in

^

his

:

>.

1

'

I
See hie pamphlet l^ber
besgerunffen, Mainz. 1847.

and large holes
by Boehm with-

bore

;

For the little finger of this hand is an open key
On the right hand
producing the GJJ or A'p.
joint are three open keys, for the first, second,
and ring fingers respectively, with accessory or
shake keys (which are normally closed) interFor the right little finger are the closed
posed.
key of Dj and the two ojien keys of Cj and C.
In many flutes mechanism, still worked by the
right little finger, is added to produce Bs and
But from the Dj downwards all the
even Bb.
work Is accessory, and not directly used in the
production of the natural scale. For this reason
the instrument is said to stand in the key of D.
For the jiurpose of obtaining each sound by the
closure of asingleorifice, asomewhat newarrangement of the scale is necessary on certain notes.
The G, for instance, in either octave is produced
For
by closing the five holes of the left hand.
the F a whole tone below, the forefinger of the
The intermediate Fj is
right hand is added.
obtained by depressing the pad of the middle
or ring fingers, that of the index being left open.
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^

In military bands

F and Eh

fiutes

and the F

in-

symphony,
The
Power of Sound.'
The Piccolo is ]iitched
'

one octave higher tlian
the Concert Flute, and
its highest notes aie the
sharpest ordinarily used
in music.
Theillustrations show
the eight - kej'ed cone
and the Boehm cylinder
flutes.]

The literature of the
Flute is so extensive as
hardly to admit of illustration within moderate
limits.
Bach uses it freely botli as an obbligato
instrument and in concerted passages, and ever
it has held a prominent place in
In the scores of his works it is someband.
times marked Trarersiire to distinguish it from
the Fllite-a-bec.
Haydn, both in his Symplionies and in his

since his time
tlie

FLUTE
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FLUTE-WORK

Oratorios, awards it the same prominence.
The
Trio for three Flutes in the Creation may be
'

'

named

as

an

are extant afford inestimable models of construction

Handel usually specilies the German Flute,
and often indicates its importance hy the words
with the accompaniment of a German Flute.'
'

Flute Music.

understand how the players of
to make themselves heard
with the few ilutes then allotted to the Orcliestra

— Grand duo G, 76 Andante
D,
G, Hondo
Concerto
modo di Scena Gantante,
Spohr. — Concerto
G minor, with
Weber. — Romanza

Mozart.

day were able

against the large numbers of Oboesand Bassoons.
In the Handel Commemoration in Westminster

'

in

Siciliana in

Orchestra

'

'

299).

Beethoven, Mendelssohn, and all later writers,
it the leading part of the wind in all their
compositions. The solo shortly after the trumpet
flourishes in the Overture to Leonora No. 3 will
not bo forgotten, or the lovely part for two flutes
in thesecond moveraentof the Italian Symphony.
Schumann also has introduced a prominent cadenza for it in the Finale to his B flat Symphony.
give

'

'

accompaniment to the Ranz des
Vaches, played by the Oboe, in Rossini's Overture to William Tell affords a good illustration
of the mechanical complexities which this flexible
and agile instrument is com})etent, and consedifficult

'

'

In a dramatic
expected, to surmount.
used by Mendelssohn in the sacrificial
chorus '0 be gracious' in 'St. Paul,' and by
Gretry in Andromaque, in which the part of
Andromache is always accompanied by three

quently

is

it is

'

'

flutes.

The most voluminous writer for the Flute was
probably Quantz, who composed 200 solos and
300 concertos for Frederick the Great alone.
But the instrument had a distinguished writer,
Kuhlau, as the special exponent of its powers
and beauty. Thiseminentcontrapuntistdevoted
nearly the whole of his short life to Flute comThis singular fact has been accounted
positions.
for by the statement that an amateur flute player
of position employed him constantly and liberally
Kuhlau has been termed the
in writing them.
It will be seen from
Beethoven of the Flute.'
the list given below that Solos, Duets, Trios,
and even Quartets for Flutes, are among his voluIndeed, but for a fire which
minous works.
destroyed the composer's manuscripts, their
number would be at least threefold. Such as
'

Flute,

for

Violoncello,

and

Beethoven.

— Serenade

for Flute, Violin,

and

Alto, op. 25.

— Two Trios two Flutes and Violonthree Flutes,
Kuhlau. — Three grand Trios

Haydn.

for

cello.

for

One do., op. 90 ;
13
Do. do., op. 86
Three Quintets for Flute and String Quartet in
Grand <juartet for four Flutes
D, E, A, op. 51
Six sets of three Duets for two
in E, op. 103
op.

;

;

;

Mozart, except in some of his Symphonies,
which were obviously written for a small band,
freely scores for this instrument.
The opera
of the Zauberfliite derives its name from it.
There are also two Concertos for solo Flute and
Orchestra in G and D, and one for Flute and
Harp among his works (Kijchel, 313, 314,

sense

Trio

;

Pianoforte, op. 63.

'

drum.

;

op. 86.

in

op. 47.

Abbey

in 1784, there were si.K Flutes against
twenty-six Oboes and twenty-six Bassoons,
besides twelve Trumpets and the same number
of Horns.
Handel proiluces, however, a magnirtcent elfect in the Dead March in Saul by the
simple employment of two Flutes moving in
thirds against the reiterated bass of the kettle-

op.

in

in

in C,

It is difficult to

The

originality.

'

'

his

and

illustration.

;

Flutes,

ops.

10,

39,

Pianoforte, op. 57

;

Solos, with
80, 81, 87
Three Fantasies, Do. do.,
;

op. 95.

Reich A.

—

Quartet for four Flutes in D, op.
twenty-four Quintets for wind instruments.
Schubert. Introduction and Variations on
'Trockne Blumen,' for Flute and Piano, op.
[Additions in square brackets
160.
w. H. s.

12

by

;

D.

—

.1.

B.]

FLOTE

amour

(Germ. Lielesflote).
An
D'
old form of flute, standing in the key of A, and
corresponding in pitch with the Oboe d'amore.
Both were supposed to possess a smooth and
fascinating quality of tone,
is

whence the name

derived.

\v.

h.

s.

[The bore of this variety of the flute was but
very slightly larger than that of the concert instrument,' and therefore narrow in proportion to
its length, and to this its peculiar quality was
in some measure due.
Although commonly
said to stand in key of A, its pjitch was a minor
third below the concert flute in D.
The key
of the instrument was therefore B, and could
only be said to be in A in the same sense that
the concert flute is sometimes said to be in C,
from the fact that its notes sound as written.
Strictly speaking, the key in which an instrument stands has no connection with notation,
or with the custom of treating it as in the
transposing or non-transposing class.
D. J, B.]
FLUTE- WORK. Underthisheadaregrouped
all the flue-stops on the organ, of whatever kind,
shape, or tone, that are not classed as Principal'

work,

or Gedact-work, and it also includes
various modifications of these two classes o f stops.
[Flue- work.] Thus when the 'scale' of the
pipes of a cylindrical stop is reduced heJotv the
proportion essential to secure the broad and full
Diapason tone, and the sound becomes delicate
as in a Dulciana, or crisj^ as in a Gamba
or
when it is increased heyond the Diapason scale,
and the tone becomes thick or less resonant as
in the Block-flbte, the stop becomes a member
;

FLYING DUTCHMAN
of the

FORSTER

flute- work.'
Also, if the covers of the
pipes of a closed metal-stop be punctured, and
a narrow tube
in Germany called a reed, in
'

—

—

France a cliinmey be inserted, the stop then
becomes a member of the Hute-work under the
name Jiohr-fotc, ^liiU a ejtcmbiic, or 'Metal
stopped-Diapason (or Flute) with chimneys.'

A

unison cylindrical stop will be occasionally
met with labelled as a member of the flute-work.
All stops the pipes of which taper upwards, as
the Spitz-flcite and Gemshorn
all three- or foursided open wood pipes, as the Hohl-fliite, Clarabella, Wald-flute, Oboc-Hute, and Suabe-flute
;

;

and most string-toned
Viol d'Aniore,

stops, as Salicional

and

— are members of the Flute-work.

The invention

of the conical, the string-toned,

and the other stops classified as flute-work,
dates back no farther than the beginning of the
16th century.
e. j. h.

FLYING DUTCHMAN, THE.

See Flie-

GENDE Hollander.

FODOR,

Joseph, violin player, born in 1752
In 1766 he studied under Franz
Benda at Berlin, and having acquired great

at Venloo.

proficiency,

in

establishing

for a number of years
Netherlands, and France,
reputation as an eminent

travelled

Germany,

the
his

In 1794 he went to St. Petersljurg,
and remained there up to his death, Oct. 3,
1828.
Spohr, who heard him in 1803, con-

violinist.

sidered

him wanting

in feeling

objects to his unsteady

manner

and

taste,

and

of bowing, but

acknowledges his great technical skill.
His
numerous compositions nine Concertos and

—

Solos for the Violin,

Duos

for Violins,

and many

Quartets for Strings, are well written and met
with much success in their time.
[List in the

The famous

Qiitllen-Lexil-on.^

singer,

Mme.

Fodor-Mainvielle, w'as his daughter, and his
two younger brothers, Chap.les and Anton,
were clever pianists and composers.
P. D.

FODOR-MAINVIELLE,

Josephine,

cele-

brated singer, born 1793 in Paris, where her
father, Joseph Fodor the violinist, had settled
in 1787.
In 1794 her parents removed to St.
Petersburg, where she played both pianoforte
and harp when only eleven. Three years after
she became known as a singer, and in 1810
made her first appearance at the court theatre
in Flora vanti's
Cantatrici villanelle, which
was repeated sixty times, so successful was her
performance.
In 1812 she married the actor
Mainvielle, and travelled with him to Stockholm, Copenhagen, returning to Paris, where
she was engaged for the Opera Comiqiie.
Her
first appearance, August 9, 1814, was a comparative failure
it was evident that French
opera was not her province, and she was transferred in Nov. of the same year to the Theatre
Italien, then under Mme. Catalani's management. Here she remained till the beginning of
1816, when she left for London. In London she
sang for three seasons as prima donna, and was
'

'

;
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listened to with respect,

though she was never a
wiis brought
out at the King's Theatre in 1817, and Zerlina
was her best cliaracter. In July 1818 she went

warm

favourite.

'

Don Giovanni

'

to Italy, i-eturning to Paris early in the following
after Catalan! had given up the opera.

year,

Rossini's
Barbiere was then given for the first
time in Paris (Oct. 26, 1819), and she played
Rosina, as well as Kinctta, Agnese, and other
first-rate parts.
In 1822, suHering severely
from dyspepsia, she was advised to try the
milder climate of Naples, which so completely
restored her that she appeared at San Carlo as
Desdemoiia, Semiramide, and Zelmira, creating
in all twenty new parts.
In the following year
she sang for a whole season in "N'ienna, but
returned to Naples and remained there till
1825, when she again went to Paris.
On Dec.
9 .she appeared in 'Semiramide,' but her voice
failed and she was oomjielled to leave the stage.
This misfortune was followed by a hoarseness
which jirevented her singing again in Paris. The
management having declined to fulfil their contract, she brought a succession of actions against
them, and finally accejited a compromise in
1828.
After her return to Naples her voice so
far improved that she sang again at San Carlo,
but its })eculiar charm was gone, thougli her
style was as fine as ever, and served as a model
for no less a singer than Henrietta Sontag.
Mendelssohn saw a great deal of her at Naples
in 1831, and his very favourable impression
may be learned from his letters (April 27, 1831).
Her last appearance was at Bordeaux in 1833,
after which she retired into jiriA'ate life.
"When at her jirime, Fodor's voice was not
only poA\'erful but extremely sweet and round,
with a jicculiarly charming accent, and a faultless intonation.
She was very painstaking, and
acquired by practice a flexibility ^^ith which
she was not naturally gifted.
Her daughter
Entiichetta, also a singer of merit, was very
successful at the Kbnigstadt Theatre (not the
Friedrich-Wilhelmstadt Tlieatre) in Berlin, between the years 1846 and 1849.
F. a.
FORSTER, Emanuel Aloys, composer of
good chamber-music, born at Niederstein, (,41atz,
Silesia, Jan. 26, 1748.
In his 3'outh he studied
music by himself, and composed industriously,
while obeying his father by attending the Latin
school, and working under him as an accountant
'

'

a tavern.
He afterwards served in the
Prussian army, and in 1776 resolved to go to
Vienna in orcler to cultivate music thoroughly.
There he soon became one of the most valued
teachers of thorough-bass and composition, and
his works were universally respected as the
products of sound thought and earnest study.
Anleitung zum
In 1802 he published his
Generalbass (Traeg) with 146 examples, a clear
practical work still of vahie.
In 1805 it was
republished by Brcitkopf & Hartel, and a new
edition by Artaria in 1823.
Fiirster added three
at

'

'

FOGGIA
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supplementary numbers of practical examples.
His compositions consist of forty-eight violin

A on an air from Sarti's opera I
which were long attributed toMozart,
and extremely popular and which appeared in

and Oroe
Semiramide '), Rodolfo (' Sonnambula '), Bide
the Bent ('Lucia'), Bertram, and Daland on
the production of 'Der Fliegende Hollander,'
at Drury Lane, July 23, 1870, etc., in addition
to the parts previously named, in which his fine
voice
a rich powerful bass of more than two
was heard
octaves from E below the line to F

many

to full advantjige.

numerous pianoforte sonatas, preludes
and fugues for organ, Lieder, etc. [See the
list in the QudUii-Lexilcoii.~\
He composed the
quartets,

variations in

'

fintiEredi,'

;

editions of Mozart's works.

No, 289

(Kochel,

p.

Jahn's Mo;.art, ed. 1, iv. 11
Fcirster was held in high esti137.)
mation by all the composers of liis own time, par630,

;

;

ed.

2,

ii.

ticularly by Beethoven

who implies he had learnt
died at Vienna, Nov. 12,
1823.
His place and date of birth and death,
much disputed points, are given here from the
Transactions of the Tonkiinstler-Societat, of
which he was a member. [See the Sammclbunde
of the Int. Mus. Ges. vi, 274.]
o. F. p.
F0G6I A, FK.4KCESCO, the last Italian church-

much trom

,

He

him.

'

'

composer who remained faithful to the traditions
of Palestrina
born in Rome 1604, studied under
Cifra, Nanini, and Agostiui.
He then entered
;

the service of the Elector of Cologne, the Elector
of Bavaria, and the Archduke Leopold of Austria
in turn.
After his return to Italy he was
appointed maestro di cappella successively at
Narni, Montetiascone, and the following churches
in Rome,
Santa Maria in Aquiro, Santa Maria
in Trastevere, St. John Lateran (1636-61), San

—

Lorenzo in Damaso, and Santa Maria Maggiore
(1677), wliich last post he retained till his death,
Jan. 8, 1688, when he was succeeded by his son
Antonio.
He is buried in the church of S.
Prassede.
He published much church music for

topheles, Sparafucile, Basilic, Assur
('

—

—

Signor Foli was equally well known as an
and concert sniger at all the important
festivals.
He made his first appearance in the
former on April 25, 1866, in 'Israel' at the
National Choral Society, but his first success
was on Feb. 22, 1867, in The Creation at the
oratorio

'

'

His new parts in this class
Sacred Harmonic.
included Jacol:>, on the production of Macfarren's
Joseph' at the Leeds Festival, Sept. 21, 1877,
and Herod, on production of Berlioz's L'Enfance
du Christ under Halle at Manchester, Dec. 30,
He
1880, and in London, Feb. 26, 1881.
played in America, at St. Petersburg, Moscow,
Vienna, etc.
In Russia he made a conspicuous
success as Caspar, Moses (^^dlich part he sang
with success at the Sacred Harmonic), and as
He died at Southjiort,
Pietro in Masaniello.'
A. c.
Oct. 20, 1899.
FOLK-SONG SOCIETY. This society was
'

'

'

'

definitely established

in

London on June

16,

1898, for the preservation and publication of
folk-songs and melodies.
The first President
was the late Lord Herschell, and the late Sir

John Stainer, with Sir Alexander C. IVIackenzie,
Sir Hubert Parry, and Professor (now Sir C. V.)

The

Stanford, were Vice-Presidents.

original

from two to nine voices [see the list in the
QucUen-Lcjcikoii], and most of the churches in
Rome possess some works by him in MS.
Martini has analysed some of his motets in the

committee consisted of Mrs. Frederick Beer,
Miss Lucy E. Broadwood, Sir Ernest Clarke,
Mr. W. H. Gill, Mrs. L. Gonnne, Messrs. A.
P. Graves, E. F. Jacques, Frank Kidson, J. A,

Liberati calls him
Saggio di eontrappunto.'
sostegno e il padre della musiea e della vera
armonica ecolesiastica.'
He was one of the lirst
musicians to write tonal fugues, while he was
the last Italian capiable of composing geiniine
Hullah
church music in the polyphonic style.
Vocal
printed a fine motet by him in his

Fuller

*

'

il

'

Scores.'

F. G.

FOLI, SiGNOR, whose

James Foley, was born

real

name was Ali^an

at Cahir, Tip]ierary,

Aug. 7, 1835, and in early life went to America.
He was taught singing at Naples by the elder
Bisaecia, and in Dec. 1862 he made his debut
He played
at Catania as Eliniro in 'Otello.
successively at Turin, Jlodena, Jlilan, and in
On June 17, 1865,
1864 at the Italiens, Paris,
'

Signer Foli made a successful dc))ut at Her
Majesty's as St. Bris (' Huguenots ')
on July
6 as the Second Priest on the revival of
'Zaubertliite,' and on Oct. 28 as the Hermit in
From that time he sang
Der Freischiitz.
frequently in Italian at the three
patent
;

'

'

'

upwards of si.xty operas, viz. as
Sarastro, Commendatore, Marcel, Caspar, ]Mephis-

theatres in

Maitland,

P,

J.

Rogers,

Squire, and Dr. Todhunter.

W.

Barclay

Kate Lee
was Hon. Secretary, and Mr. A. Kalisch Hon.
Treasurer.
During the first year 110 members
were enrolled.
There have been five publications issued (up to June 1904), and much useful
work done in attracting attention to the necessity of noting down our folk-songs before thej'
are entirely lost. In 1904 Miss Lucy E. Broadwood became Hon. Secretary, and Lord TennyJlrs.

son, President.

FOLLIA.

r. K.

Said to be an old Spanish danco
for a single dancer
ces belles chaconnes, ces
Folies d'Espagne,' wdiicli the son of the seneschal
of Rennes danced to such perfection (Mme. de
Sevigne, July 24, 1689).
But really all that
is

known

or the

of it

—

is

'

that the twenty-t^vo variations,

theme of them, which

close

Corelli's

twelve solos (op. 5) are entitled FoUia
that
the same bass and air, but with different
variations, are given in the
Division Violin
as
Faronell's division on a ground
that
A'ivaldi's ojj. 1, no. 12, is a set of variations on
the same and that Hawkins (chap. 141) cites it
;

'

'

'

;

;

FOOTE

FORD

as a favourite air known in England by the name
of Farinelli'si Ground,' comiiosed by Farinelli,
the uncle of the singer, who was court musician
at Hanover in 1684.
It seems to follow from
this that the ground, and not the treble part,
was the theme, just as it is in the chaconnes of
Bach and Handel. The ground is one on which
a skilful violin player and a skilful dancer
might go on iiddling and dancing ad infinitum.
The following is CorcUi'a theme
'

:

poem,
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Franccsca da Rimini,' have been played
repeatedly by the orchestras of Boston, Kew
York, and Chicago, under the direction of such
men as Wilhelm Gericke, Theodore Thomas,
Emil Paur, and Frank Van der Stucken wdiile
his cantatas, The Farewell of Hiawatha,' The
Wreck of the Hesperus,' and The Skeleton in
Armour have ibund places on the programmes
of many other concert institutions.
Mr. Foote
has also made large excursions into the fields of
'

;

'

'

'

'

chamber and church music and song.
FORBES, HEXiiV, born in London

H. E. K.
in

1804,

studied music under Sir George Smart, Hummel,
Moscheles, and Herz.
He was an excellent
pianist

and

organist,

He

Societa Armonica.

and conductor of the
for some years held the

appointment of organist of the parish chureli of
St. Luke, Chelsea.
He gave concerts with his

^feE

?^E^

'

5t

^^^^^S^^i
?

Cherubini has introduced eight bars of it in
the opening of the Overture to the Hotellerie
*

Portugaise.'

G.

FOOTE, AiiTHUE, amongst American

;

musi-

cians of eminence, enjoys the distinction of
being the only one whose education is wholly
native. He was born in Salem, Mass., on March
5, 185.3.

and

at

As a lad he studied the pianoforte,
was taken to B. J. Lang, on

fifteen

whose advice he was entered as a student of
in the class of Stephen A. Emery at
the New England Conservatory of Music. These
and all other musical studies were interrupted
when he entered Harvard University. Though
John K. Paine was a musical instructor and
chapel organist at the time, music had not yet
been raised to the dignity of an elective study,
After graduanor was there a musical chair.
tion in 1874 Foote resumed his musical studies
with zeal, going to Lang for lessons on the
pianoforte and organ, and to Paine for counterHis
point, canon, fugue, and free composition.

harmony

e.xamination for the degree of A.M. conferred
on him by Harvard University in 1875 included
music.

Entering upon the practice of his profession
Foote became a church organist and teacher
of the pianoforte in Boston, to which city his
activities in that direction have since been confined.
As a composer, however, his influence
His orcheshas spread throughout the States.
In
tral compositions, including an overture,
the Mountains,' two Suites, in D minor and E
major, a Serenade for strings, and a symjihonic
'

1

The common English name was

QuerouaiUe waj called

'

Madam

FiirdineU's.' as
Carvell.'
'

brother George (1813-83), organist of St.
Mary's, Bayswater Square, and author of many
pianoforte pieces, etc.
His published compositions comprise several songs and a collection
of psalm tunes for four voices called National
Psalmody' (1843). He also composed 'The
Fairy Oak,' an opera jiroduced at Drury Lane
Theatre in 1845, and 'Ruth,' an oratorio,
performed at Hanover Square Rooms in 1847.
He died in London, Nov. 24, 1859. w. H. H.
FORD, Ernest, conductor and composer,
born at Warminster, "Wilts, Feb. 17, 1858 was
the son of the Vestry Clerk and organist of the
Minster there.
From 1868 to 1873 he was a
chorister in Salisbury Cathedral, but owing to
indifferent healtli was sent for educational purposes to Weston-sujier-Mare.
In 1875 he won
the first Sir John Goss scholarship at the Royal
Academy of JIusic, London, where he studied

Madame

under Sullivan, Harold Thomas (pianoforte),
and Dr. Steggall (organ). In tliat j'ear also he
became a F.(R. )C. 0. On quitting the Royal
Academy Ford spent some time in Paris studying
under Lalo, whence he went to America, where,
in celebration of the 250th anniversar}' of the
foundation of Harvard University, a motet by
him, a setting of the Psalm Domine Deus, was
the chief musical work performed. At one time
Ford was official accompanist at the Saturday
Pojiular Concerts, and on the opening of the
Royal English Opera House (now the Palace
Theatre of Varieties) Ford was selected with
Ivanhoe,' the
F. Cellier to conduct Sullivan's
opera with which the ill-fated opera-house
opened.
Later he became conductor of the
Trafalgar (now the Duke of York's) Theatre,
where the comic opera The Wedding Eve
was produced in London with music revised and
mainly composed (as regards the second and
and of the Empire Theatre,
tliird acts by Ford
where much of the music to the ballets pi'oduced
there between 1894 and 1897 was composed by
him.
In 1897 the Royal Amateur Orchestral
'

'

'

'

)

Society elected
de

holds (1905).

;

him conductor, a post he still
For some time he was also director

FORD

FOELANA

of the operatic class at the Guildhall School of
Music.
Ford's compositions are in nearly all
styles.
His church services are in constant use
at St. Paul's Cathedral, Westminster Abbey,
and other principal churches for the Empire he
composed the ballets 'La Froliijue,' 'Brighton
there exists a
Pier,'
La Danse
Faust,' and
volume of beautiful settings of poems by Shelley
while liis operas and operettas include Daniel
Nydia (a duologue by
O'Rourke' (1884);
Justin H. McCarthy, 1889); 'Joan' (Robert
Martin, 1890)
'Mr. Jericho' (operetta by H.
Greenbanlv, 1893); '.Jane Annie' (libretto by
J. JI. Barrie and Sir A. Conan Doyle), produced
at the Savoy, May 13, 1893) ; a cantata, 'The
Eve of the Fcsta.' On March 29, 1899, he was
elected a Fellow of the R.A.M.
R. H. L.
FORD, Thomas, born about 1580, was one
of the musicians of Prince Henry, son of James I.
In 1607 he published a work entitled 'Musickeof
Sundrie Kindes. Set forth in two Bookes. The
first whereof are Aries [sic] for four Voices to the
Lute, Orpharion, or Basse- Viol, with a Dialogue
for two Voyces and two Basse-Viols in parts
tunde the Lute way. The Second are Pavens,
Galiards, Almaines, Toies, ligges, Thumpes and
such like, for two Basse- Viols, the Liera way,
so made as the greatest number may serve to
play alone, very easie to be performde.
This
work contains the beautiful four- part songs
Since first I saw your face,' and 'There is a
ladie sweet and kind.'
[In 1611 he was one of
the musicians of Henry, Prince of Wales, at a
salary of £30 a year, soon afterwards increased
to £40.
In 1626 it was doubled, on his becomFord coning a member of the King's band.]
tributed two anthems to Leighton's Teares or
Lamentacions of a SorrowfuU Soule,' 1614. He
composed some canons and rounds printed in
Hilton's 'Catch that Catch can,' and an anthem
'Let God arise,' printed in the Anthems by
Madrigal Composers of the Mus. Antiq. Society.
He was buried at S. Margaret's, Nov. 17,
1648.
w. H. H.
corrections and additions
from Vict, of Nat. Biog.
FORKED, JoHANN NiooLAUs, a meritorious
though overrated writer on the history and
theory of music, son of a shoemaker, born Feb.
educated
22, 1749, at Meeder near Coburg
himself by the study of Mattheson's Vollkominener Gapellmeisler.
Having a fine voice he
was appointed chorister at Liineburg in 1762,
and four years later Chorpriifect at Schwerin.
In 1769 he entered the university of Giittingen
to study law, but soon occupied himself exclusively with music, and became organist of the
university church.
In 1778 he was appointed

the post, and Forkel remained at Gtittingen till
his death, March 17, 1818. Heis best known as a
musical critic and historian. Hisfirstwork, Veher
die Theorie der Musik, etc. (Cramer, Gcittingen,
1774, republished in 1777), a p>amphlet urging
the foundation of lectures on music at Gottingen,

72

;

'

'

'

;

'

'

'

;

'

'

'

:

;

'

'

director of music to the University and graduated as doctor of pjhilosophy in 1780.
[He

conducted the weekly concerts of the Akademie
from 1779 to 181.5.] On the death of Emanuel
Bach he hoped to have been appointed his
successor at Hamburg, but Schwenke obtained

was followed by many

Masik-

others, especially

alisch kritische Bibliolhek, 3 vols. (Gotha, 1778),

containing violent attacks on Gluck's Iphigenie
in Aulide ; Uber die besie Einriehtmuj bffentlicher
Konzcrtc, 1779; Gcnuuere Bestiramung, etc.,
1780 the Mas. AVmanach fiir Deiitschlaml i'or
1782, 1783, 1784, and 1789,- containing particulars (not always trustworthy) as to novelties
in music
his AUgmneine Ocschichle der Musik,
'

'

;

;

1788 and 1801), founded on
Hawkins, Burney, and Marpurg, now super2 vols. (Leipzig,

seded, but interesting as a literary ' curiosity ;
Oeschichte der ItalieniscJien Oper, 2 vols. (Leipizig,

1789), a translation of Arteaga's book

;

and

Allgemeine Literatnr der Musik (Leipzig, 1792),
his most important work.
This book, which

shows the amount of his knowledge and reading,
the foundation of Becker's S'ystematischchrmwlogische Darstellung der musikalischen
LUeratur.
Forkel was the first to attempt a
biography of Bach (Ueber J. S. B.'s Leben,
Ku'tist, und Ku'iutwerke.
Leipzig, 1802), translated into English under the title Life of J. S.
Bach, with a critical review of his compositions
(Lonrlon, 1820).
As he knew little of Bach's
great sacred vocal works, he treats him mainly
from the p»oint of view of the organ and clavier,
but the book will always remain as the foundation of all subsequent Lives of the great musician.
[Among his musical compositions may be mentioned the oratorios 'Hiskias,' 1789, and 'Die
Hirten bey der Krippe, four cantatas for chorus
and orchestra, clavier concertos, and many sonatas
and variations for harpsichord. Quell en- Lexikan.]
The royal library at Berlin contains an interesting spiecimen of Forkel's labours. This is a large
volume of church musie of the 16th century,
scored by himself, and, though printed, unique.
It was intended to form the first volume of a
series of examples illustrating the history of
music, and was undertaken at the instance of
Sonnleithner of Vienna.
The p)lates were engraved in Leipzig, and the j)roofs were already
in Forkel's hands, when the French took the
city in 1806, and seized everything in tlie shape
ot metal to be converted into bullets.
His plates
having been thus destroyed Forkel had the proofsheets bound, and this is the copy now at Berlin.
The masses it contains are taken from Missae
tredecim
Norinbergae
arte Hieronymi
Graphei, 1539,' and
Liljer quindecim Missarum
Norimbergae apud Joh. Petreium,
1539.'
F. G.
is

'

'

.

.

.

.

.

.

'

.

.

.

FORLANA.

An

Italian dance, a favourite

with the Venetian gondoliers.

It is in

6-8 or

'
After ForkeVa death, Schwickert, the publuher, f^fferefi the
materials for completing the third volume to Fetia and Choroii, but
they declined the taek.

FORM

FORM

G-i time, but possesses no special

An example

tliis

dance

^^^^^^^
FORM.

The means by which unity and

pro-

portion are arrived at iu musical works are the
relative distriliution of keys and harmonic bases
on the one hand, and of subjects or figures or
melodies on the other and this distribution is
The order of
called the Fonii of the work.
distribution varies greatly witli the conditions.
Music set to ])0etry with a burden to each
verse would naturally adopt the form of repeating
the same melody to each recurrence of the
burden and when the words implied similar
circumstances and feelings would adopt repetition
'

'

;

'

'

;

In dramatic works
of similar or allied phrases.
the order of distribution must vary with the
development of tlie emotional crises, and in such
cases will be rather a distribution of culminations
and gradations ofintensityofpassion and emotion,
than the more obvious one of key and figure
;

the relation between important figures
of melody and the special circumstances to wliich
they are appended be observed, the notion of
form as defined by subjects will still continue to

though,

if

Analogously, in music which is
be perceptible.
supposed to represent some story or idea, such as
is now known by the name of Programme Music,
the form must be developed with the view of interpreting that programme truly and consistently.
Such music may be com[tared iu this to the work
of a painter who trusts rather to the stirring
nature of his subject than to the perfection of its
composition to engage and delight the beholders,
while in a portrait or picture of less vivid interest
the element of composition, following generally
and easily recognised principles, would be of vital
Similarly in ]>rogramme music the
importance.
comjioser may choose to follow the established
so-called classical models, but it can liardly be

doubted that a genius deeply impregnated with
the spirit of his subject would seek to create a
form of his own which should be more in coneven
sonance with the spirit of his progi-amme
as Beethoven did without progTamme, expressing
some marvellous inner workings of his emotions,

—

in the first

movement

of the Sonata in E, op.

But even with Beethoven,
without either programme

1

09.

in the case of music
or

words to explain

It is here
purpose, such irregularity is rare.
especially that the nature and ea]iacity of the
minds of the auilitors play an important part.
Their attention has to be retained for a space
its

by no means insignificant
and connection has to be established for them
without the aid of words or other accessories
between jiarts of the movement wdiich ajipear at
considerable distance from each other, and tlie
wdiole must be so contrived that the impression
upon the most cultivated heai'cr shall be one of
unity and consistency.
In such a case Form will
inevitably [ilay an important part, becoming more
and more complex and interesting in proportion
to thedevelopiment of readiness of comprehension
in the auditors.
The adopition of a form which
is quite beyond the intellectual standard of those
of time, sometimes

characteristics.

may

be found in J. S.
The
Bach's suite for orchestra in G major.
following quotation of the opening bars of a
forlana of the 17th century is from ¥. L. Schubert's Die Tmizmiisik.
of

73
;

whom

it is intended is a waste of valuable
but a perfect adaptation of it to their
highest standard is both the only means of leading them on to still higher things, and the only
ftir

work

;

starting-point for further progi'csa.

From

this

be seen that in musical works which are
connected with words or progTamme whether
it wdll

—

choruses, songs, arias, or ballads, etc.

— Form

is

dependent on the words and such works, as far
as they are reducible to any definable system,
are reducible only to the simplest, and such as
admits of infinite latitude of variation within its
limits.
But in instrumental nmsio there has
been a steady and pierceptible growth of certain
fundamental principles by a })rocess that is
wonderfully like evolution, from the simplest
couplings of rejieated ideas by a short link of
some sort, upt to the compilex but consistent
completeness of the great instrumental works of
;

Beethoven.
There can hardly be any doubt that the first
attempts at Form in music were essentially unTherefore if any
conscious and unpremeditated.
conformity be observed in the forms of early
music derived from various sources, it would
seem to indicate a sort of consensus of instinct on
the part of the composers w"hieh will be the true
starting-point of its jiosterior development.
It
nuist be remarked by way of parenthesis that in
apart from the
tlie early days of modern music
ecclesiastical music of the Roman Church
the
instrumental and vocal orders were not nearly so
distinct as they are^ now, for the tendency to
strongly and clearly marked distinction in kind
Hence
is notoriously a matter of slow growth.
examples may be drawn with perfect safety from
both kinds wherever they can be found.
The first basis of true Form, apart from the
balance of groups of rhythms, is essentially

—

—

and what is most vital
manner of the repetition.
The simplest and most elementary kind is the
repetition of a phrase or bit of melody with a
short passage in the middle to connect the two
As an early example of this form
statements.
may be taken an ancient German chorale, Jesus
Christus nnser Heiland, Der den Tod iiberwand
(1536), which is as follows
repetition of

some

to the question

is

sort,

the

'

'

:

FORM
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FORM
a design, and no attempt, or very little at best,
is made to soften off the outlines by making
The chief
the sections pass into one another.
is distinct and the episodes are distinct,
and the number of repetitions seems to depend
solely on the capacity of the comjioser to put

subject

i

^

^^-^—

v^---^

^g le

In this the bars bracketcii are the same, and the
phrase which connects them is very short and
the whole presents about as simple and unsophisticated a specimen of Form as could well
The simple basis of which this is
be conceived.
a type is the origin of the Rondo-form, which
has survived with great variety and modification
Tlie first
of treatment till the present day.
advances upon the above example which offer
any points of interest seem to be in cases where
we find either a. contrast aimed at in the passage
which forms the link, or a number of repetitions
succeeding one another, wdth ditferences in fhe
Tliese two constipassages connecting them.
tute the two great branches through which
this primitive idea diverged into thousands of
Arias, Lieder, Nocturnes, Romances, Scherzos,
and other lyrical pieces on the one hand, and
the movement which still retains its name of
Rondo on the other. As an early example of
the first we may take the song Roland courez
aux amies' from LuUy's opera 'Roland,' which
is too long for insertion here, but wdll be found
in the 136th chapter of Hawkins's History of
Music.
In this there are twelve bars of melody
followed by twelve
in C, concluding in that key
more bars, in which there is modulation first to
the relative minor A, and then to the dominant
key G major, in which key this portion concludes
after which the first twelve bars are resumed
precisely as at first, and so the whole concludes.
Here the employment of modulation in the connecting passage is a strong element of contrast,
and indicates a considerable advance in musical
ideas on the obscure tonality of the preceding example. On the other hand, almost contemporary
with Lully, there are, in the works of Coujjerin,
numerous specimens of the Rondo, consisting of
a number of repetitions, with differences in the
In these the passage with
connecting passages.
;

*

;

;

whicli the

movement commences

is

and over again bodily and without

repeated over
disguise,

and

separate short passages, of similar length but
varying character, are put in between, Couperin
was particularly fond of the Rondo-form, and
examples may be found in profusion in his
The one which is perhaps best known
work.s.

and most

the
Passacaille en Rondeau,' published in the complete
edition of Brahms and Chrysander, vol. i. p.
152.
A point syiecially observable in them is
the rigidity and absence of any attempt at
sophistication in the process.
The sections are
like crude squares and circles fitted together into
available for reference

is

'

Still it is clear that the
something in between.
virtue of contrasts both of style and of key is
appreciated, though the range of modulation is
extremely limited.
It is noticeable, moreover,
as illustrating the point of \iew from which
Form at that time was regarded, when recognised

that the divisions of the Rondo are
marked with extra emphasis by a Fcrmata or
pause.
From this to such a Rondo as we find
in the Partita in C minor of Bach is a great
step.
Here there are no strongly marked divisions to stiffen the movement into formality,
as such,

but

it

flows on almost uninterruptedly from

The

to last.

ei)isodes

modulate more

first

freely,

and there is not such rigid regularity in the
reappearance of the main subject.
It appears
once outside of the principal key, and (which is
yet more important) is brought in at the end
which is
in an extremely happy variation
prophetic of Beethoven's favourite practice of
The
putting identical ideas in dill'erent lights.
next stage of development of this form and
that probably rather a change than an improvement on the above beautiful little specimen of
Bach
is the Rondo of Haydn and Mozart.
Their treatment of it is practically the same as
Coujierin's, but in many cases isstrongly modified
by the more important and elaborate Firstmovement- form,' which by their time had grown
;

—

—

'

of sj'stera and definition.
The
Rondo-form, pure and simple, has remained till
now much as it was in Couijerin's time, gaining
more in expansion than in change of outline.
Even the great Rondo of Beethoven's AValdstein Sonata (op. 53) consists of the repetition
of a subject of some length intersjiersed with
with modifications in the length of the
episodes
episodes and the repetition of one of them, and
a great Coda founded on the principal subject to
conclude with.
The further consideration of the
Rondo as affected by the first movement form
must be postponed till after the examination of

into clearness

'

'

;

'

'

the latter.
By the side of the primitive

Rondo above
quoted a form more complex in principle is found.
In this form the relations of harmonic roots come
largely into play, but its most striking and
singular feature

by which

it is

is

the

manner

characterised.

examples drawn

of the repetition

And

in this case

I'rom various early sources

which

agree in the peculiar manner of the repetition
will be of value, as above indicated.
In this
form the movement is divided into two halves,
and these again into two sections.
The first
half, or complete period, comprises asortof rough
balance between the amount which tends to the
Tonic and the amount which tends to the Domi-

FORM

FORM
thereby indicating the division into two
and tliesecondhalf begins withpassages
"which have more freedom in tlie distribution of

iiant,

sections

;

which constitutes its

tlieir roots,

firstsection,

and

ends with a quotation of the last bars or figures
of tlie first lialf, wliich constitutes its second
This will be best understood from an
section.
example. The following is a very early specimen
of the dance tune called a Branle or Brawl,'
lioui the
Orchesographie of Thoinot Arbeau
*

'

'

'

'

1589):—

(Laugres,
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the force of tliis as a point of musical form
it is once I'ealised
it has the elfect of
completeness fora short tune which is unrivalled.
If we turn to far other sources we shall find an
early English specimen in the well-known Since
first I saw your face' (1607), in wliich the
second and last line will again be found to be
feel

when

;

'

and the other points of the scheme to
conform in like manner.
Even iu Italy, where
the value of form does not seem to have been
identical,

we find
Giacomo Peri's
musical drama per-

so readily appreciated as bj' Teutons,

a little Sinfonia for

flutes in

—

Euridice (1600)
the first
formed in modern Eurojie -which at least has
the one important feature of repeating a little
'

'

—

characteristic figure of the cadence of the first
It must not be supposed that this form was by any means universal
so early as the middle of the 16th century
time wdieii notions of harmony proper, as apart
from polyphony, were but dawning, and the
musical scales and keys as we now know them
were quite vague and unsettled. It is wondeitul
enough that there should be any examples of
Form at all in such a state of musical language

half to conclude the whole.

—

be observed that the first half
tune is divided at («) by the strong
eniiihasis on the Dominant,* from which point
it returns to the Tonic, and so closes the first
half.
The second half, commencing at (6), can
easily be perceived to have a freer harmonic
basis than either of the first sections, and so
leads the mind away from the Tonic and Dominant centres in order that they may come in
fresh again for the conclusion and havingcarried
the figure on to an apparently disproportionate
length (which serves the excellent purpose of
bieaking the monotony of constant pairs of bars),
finally, at (c), resumes the little tailpiece of the
first half and thereby clenches the whole into
completeness. The manner in which tliis answers
tlie requirements of artistic construction is very
remarkable, and it will be found hereafter that
it does so throughout on a precisely similar
scheme, in miniature, to that of a 19th century
Symphony movement. It would be natural to
suppose that this was pure accident if there
were not other ancient examjiles of the same
form coming from the most opposite sources.
The above Branle is a French dance tune if we
turn from it and take the most famous German
Ein' feste Burg (1529), the principles
Cliorale,
of its construction will be found to be identical.
It is so well known that it is needless to quote
It will be sufficient to point out that the
it.'
first half of the tune ends at the conclusion of
and of this half the first line
the second line
ends on the Dominant and the second on the
Tonic, jirecisely as in the Branle and it is then
The
repeated for the third and fourth lines.
music to the fifth, sixth, seventh, and eighth
lines answers to the ])assage betw-een (b) and (c)
111

of

this it will

tlie little

;

;

'

'

;

;

in the Branle, and like it presents a variety of
harmonic bases and to clench it all together
the mu.sic of the second line is quoted to conclude
;

with, precisely as is the little tailpiece of the
It is impossible not to
first half in the Branle.
1

It

la

given In vol.

i.

p. 771.

;

Form

now

recognised depends gi-eatly ujion
those two very elements of harmonic bases and
relation of keys so that what was then done in
for

as

;

those deiiartments must have been done by inBut by the middle of the 17th century
stinct.
musical knowdedge in these respects w^as much
more nearly complete, and the scope of composers

Accordingly we find
proportionately widened.
a greater freedom in the treatment of forms
but the outline of the same form on a larger
scale is found to predominate in the instrumental
works of the time, especially such as pass under
the names of dances though it is proliable that
;

;

those sets of them which were called 'Suites,'
or 'Sonatas,' or 'Ordres,' were rather purely
In the ecclesiasmusical than tcrjisichorean.

Sonatas (Senate da Chiesa) the style still
continues fugal and polyphonic.
It would be impossilile to gi"\-e even a faint
idea of the number of examjiles of this form
wdiich are to be found in these dance-tune suites,
but it will be well to take some typical specimens and indicate the jioints in wdiich they show
develojinient.
In Corelli's Chamber Sonatas
Thus, in tlie
there are many clear instances.
Giga of Sonata IV. of the Opera Quarta,' there
Of these
is the usual division into two halves.
the first is again divided into two phrases, the
the second
first phrase all in the Tonic key, D
tical

'

;

then modulating to the key of the Dominant and
The second half begins with a
closing in it.
sort of development of the figures of the first
]iart, then modulates to nearly related keys, and
after passing bade to the original key concludes
with a quotation of the last few bars of the
In this scheme there are two points
first half.
the first
of advance on the previous examples
part concludes in wdiat we will henceforward
;

FOEM
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complementary key, or key of the Dominant, instead of merely passing to it and back

the typical progenitor and its descendant is
sufficiently clear.
D. Scarlatti's works are
almost universally a great advance on Corelli in
the clear definition of the subjects and the variety
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call the

—

and

closing in the principal key
by that means
establishing more clearly the balance between it
and the principal key and secondly, the first
;

part of the second half of the movement presents
some attempt at a development of the features
of the subjects of the lirst part, and real free
modulation.
The Corrente and Giga of the
seventh Sonata of the Opera Seconda are also
remarkably clear specimens of repetition of the
end of the lirst part as a conclusion to the wliole,
since full six baj's in each are repeated. Both examples are, however, inferior to the above-quoted
Giga in respect of the conclusion of the first part
being in the principal key like the older
'

'

—

—

examples first quoted as typical though like
that Giga they are superior to tlie older examples
in the free modulations and reference to the
conspicuous figures of the subjects in the first
section of the second half of the movements.
Domenico Scarlatti (1683-1757) was a contemporary of Hanilel and Bach, being but two
years their senior
nevertheless he must be
considered as historically prior to them, inasmuch
as the very power of their genius would make
them rather the prophets of what was to come
;

than representatives of |>revalent contemporary
ideas.
Domenico Scarlatti left many examples
of Studies or Sonatas which are essentially
expansions of the plan of the original Branle.
In some the first part concludes in the principal,
and in some in the com|>lementary kej', either
Dominant or relative major. A very extended
example is found in a Study in D minor, Allegro
(No. 7 of a set of
Pieces jiour le Clavecin
published by Cramer).
In this there is first a
section chieHy in D minor, which modulates to
F, the relative major, and concludes in that key
altogether twenty- two bars
and then another
section, of twenty-one bars, all in F major, and
closing in that key.
This concludes the first
half, which corresponds with the first lialf of
The second half
a modern Sonata movement.
sets out with a reference to the first subject in
F, and then modulates freely to various keys,
ultimately closing in the original key of D minor,
and there taking up the thread of the latter
section of the first half of tlie movement, and
giving the whole twenty-one bars almost identically, transposed from the original key of F into
theprincipalkey of D. The descent of tliis movement from the dance type is sufficiently clear
without again going over the ground.
Its most
conspicuous advance is in its relative extension,
twenty-two bars corresponding to two in the
original exampile, and the other divisions being in
proportion.
The free modulation of the second
half of the movement is the strict counterpart
on a large scale of the clianging harmonic basis
in the Branle, and this is an advance due to the
great increase of musical knowledge and resources. In other respects the similarity between
'

—

;

him

of the rhythms, which enables

to approach

nearly to modern ideas in what is
though
called the 'development' of thesubjeots
it is true that a mere patchwork of short subjects
stated one alter another often serves the purpose

much more

;

with him of the more continuous and artistic
modern development. It will also be noticed
that Scarlatti generally abandons the names of
the dance tunes while retaining their forms.
There were other contemporaries of Bach and

Handel who must be noticed before them for the
same reasons as Scarlatti. Their worksgenerally
present the feature of extensive repetition of the
last section of the first part as a conclusion to the

whole, in a very marked manner.
Thus in a
Corrente from a Suite by Domenico Zipoli (born
1685) precisely the same system is observable as
in the example by Scarlatti.
And in a Sonata
by Wagenseil (born 1715) in F, op, 1, the first
movement is a very extended specimen of the
same kind and the last movement, a Minuetto,
is remarkable for the great length of the phrase
repeated.
The first half of the movement is but
sixteen bars, of which the latter twelve are all
;

Dominant key and the wliole of these
twelve bars are repeated at the conclusion, the
first four having been disposed of at the commencement of the preceding 'development,' as
in the Study of Scarlatti.
Bach and Handel present an extraordinary
variety of forms in their works.
Some are identical with the form of the Branle and Fin' teste
Burg' others are like the p)rimitive Rondo on a
very extended scale
and many exhibit various
stages of progressive development up to the perfect types of the complete modern forms as used
by Mozart.
A very large number of the movements in the
Suites of both Bach and Handel are in the same
form as the previous examples. The first half
is divided, not very strongly, into two sections,
in which theprincipal key and the complementary
key alternately predominate.
The second half
sets out with development and free modulation
and concludes with a quotation ol' the concluding
bars or features of the first half To take Bach's
Suites Fran(;aises as examples, the following,
among otheis, will be found to conform to this
in the

;

'

;

;

'

'

—

scheme
Gigue of No. 1, in D minor
Courante of No. 2, in C minor Gigue of No. 3,
in B minor Courante of No. 4, in Efc> the AUemande and the Courante of No. 5, in G and the
Courante and the Bourree of No. 6, in E.
As
examf>les of tile same from Handel's Suites tlie
following maybe taken
the Courante in No. 1,
in A
the Allegro in No. 2, in F the Courante
in No. 4, in E minor the AUemande in No. 5,
in E major and the Gigues in the 5th, 7th, 8th,
and 1 0th Suites. In many of these there is a
simjile

:

;

;

;

;

;

:

;

—

;

;

;
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systematic development of the figures of the subill the first section of the second half of the
movement but a tendency is also observable to
commence the second half of the movement with
a quotation of the commencement of the whole,
which answers practically to the first subject.
This was also noticed in the example quoted
Bach not unfrequciitly begins
from Scarlatti.
the second half with an inversion of the characteristic figure of the commencement, or treats
it in a free kind of double counter])oint, as he
sometimes docs in repeating the conclusion of the
(See
first half at the conclusion of the whole.
the last lour bars of the Allemande in the
How the subject
Partita No. 2, in C minor.)
reappears is, however, a matter of subsidiary
importance.
What is chielly important is the
fact that the first subject gradually begins to

ject

;

make

its apjiearance clearly and definitely in
the second part as a repetition from the first
part
and it is very interesting and curious to
note that there was a long hesitation as to the
position in the second half which this repetition
The balance for a long time
should occupy.
was certainly in favour of its appearing at the
beginning of the second half, and in the complementary key of the movement. A very clear
and easily recognisable instance of this is the
opening ponqTOSo movement of tile Overture
;

'

'

which differs in foini
of a modern Sonata or
Symphony in this one particular only. But
there are specimens of form in both Bach and
Handel which are prophetic of the complete
modern system of Mozart. The fact is so interesting and instructive that it will be worth
wdiile to give an analysis of the shortest example
of Bach, in order that it may be compared with
the scheme of Mozart form, which will be given
later.
A little Air in the Suite Framjaise No.

to Handel's 'Samson,'

from the

first

movement

major, sets out with a clearly defined
figure which may be called the 'first subject,'
and modulates in the fourth bar to the key of
the Dominant, in which the figure wdiich may
also be called by analogy the second subject
appears, and with this the first half of the movement concludes. The second half sets out with
modulations and hints at the figures of the first
half, after ten bars comes to a pause on the
Dominant of the original key and from thence
4, in

Eb

'

and tlie latter
first subject
part of the section being deftly altered by a

recommences the

;

—

of which Mozart made
device of modulation
great use in the same position in the movement
enables the whole of the last four bars of the first
half of the movement to follow also in Ek, so

concluding the Air.
There is no need to give a like detailed analysis of the Allegro in Handel's Suite No. 14,
in G.
It will suffice to point out that its form
is identical with the preceding on a large scale

;

and that
inasmuch

it

is

clearer

and

easier to recognise,

as tlie sections do not flow so closely
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and tlie subjects are more
These two exam})les are, however, exceptional as regards both Bach and Handel and
their innnediate successors.
The tendency was
still for a time to adopt the form of repiroducing

into one another,
definite.

the

first

subject at the

commencement

of the

second half of the movement ' and in point of
I'act it is not difficult to see wdiy it was preferred,
since if nothing else could be said for it, it certainly seemed to keep the balance of the keys
more equal.
For by this system the subject
wdiich appeared in the principal key in the first
half came in in the comjilementary key in the
second half, and the second suliject vice versa,
whereas in the later system the first subject
Moreover
ahvays appears in the principal key.
tlie still older system of merely repeating the
ending of the first half still lingers on the scene
after the time of Bach and Handel, for in a
Sonata by Galuppi (1706-85) in D (published in
;

AUe Clavier MusH-) there is a charming
opening Adagio which seems to look both
for its form
forwards and backwards at once
is a clear specimen of the mere repetition of the
concluding ]ihrase of the first j)art at the conclusion of the "whole, wdiile its soft melodious
Bauer's

little

;

manner and characteristic definition of sections
by cadences and semi-cadences (tending to cut it
up into so many little tunes) make it in sjiirit a
And one might
very near relation of Mozart's.
take this little movement, without much stretch
of imagination, as the final connecting link be-

tween the movements wdiicli look back towards
the primitive form as disjilayed in the original
Branle, and those which look on towards the
Mozart and Haydn epoch. The other movements
of Galuppi's Sonata are in the more developed
form, in wdiich the

first suliject is

quoted at the

commencenicnt of the second half of the movement.
In Galuppi's contemporary, P. D. Paradies, we
find even a closer relationship to Mozart in many
Tlie first movement of his Sonata in
respects.
His
A, for instance, is on an extended scale.
sulijects are clearly defined, and the growing
tendency to cut the movement up into sections
The subjects
is still clearer than in Galuppi.
are definitely restated, but after the earlier
manner, with the first subject reproduced at the
It is, however,
beginning of the second half.
uoticealile that in the lively Finale of this Sonata
the subjects both reappear at the end of the
whole.
If

we turn

to the distinguished

posers of this epoch

we

German com-

find ourselves as it were

among the immediate exemplars of Haydn. In
them both the manner and form of their gi'eat
successors are prefigured, and there is no longer
any doubt about the basis of construction of the

movement

;

the

first

thesis of the subjects,

part being as

The slow moveraent of Beethoven's Quartet
ia au example of thi3 form.
No.
'i,

it

were the

and the second part
in

D

their

major, op.

18.

FORM
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discussion and re-statement

FOEM

but there is still an
uncertainty with regard to tlie respective jiositions of the re-statements.
If, for instance, we
examine a Sonata of Johann Christian Bach,
op. 17 (Pauer's AUe Clavier Musik), we find a
very clear and extended specimen of the older
system.
The first lialf has a very long section
in the principal key (B>>), and another section,
also long, in the Dominant key (F)
all of wliich
is as usual repeated.
The second half commences
with a clear statement of the first section in the
Dominant key, followed by development and
modulation, and pausing on the Dominant of
the original key of Bb, in which all the second
;

—

section of tlie

first part is reproduced with an
exactness which is almost tiresome.
It is worthy
of remark that the last movement is in the ("iigue
time and style without being so named, and is
a happy instance of the gradual complete mergence of the old dance Suite in the Sonata.
As
a reverse to this picture tliere is a Bourree in a
Suite by Johann Ludwig Krebs
a contemporary
of Joliann Christian Bach, and one of the most
distinguished of his father's pupils
which,
though called by the old dance name, is in perfect
modern form, and shows so aj)tly the transition
of the repeated ending of tlie first part into a
second subject that it is worth quoting in out-

;

half of the movement, as

—

aJ.

in the last

w,

:

M

^^
^ rrr=«=^i^-rr r
5t*

:

^

both in Billow's collection and in Pauer's
Alte Meister '), and in the first movement of
the Sonata in F minor from the third set of
Clavier Sonatas, also edited by Billow.
The
sonata in D minor approaches more nearly to
modern ways in the position of the repetition of
the first subject in the second part but offers a
marked instance of independent thought in reproducing the second subject in the key of the
third below the Tonic (that is, in B^ relative to
D) and afterwards ptassing back to the pjrincipal
key, and reproducing the rest of the materials of
the section after the usual manner
thus in some
respects anticipating Beethoven.
A great deal more might be said on the individual and thouglitful use of Form wdiich is
observable in the works of Emanuel Bach
but
it will be merely necessary to point out that the
study of them as works of art, by those who are
as yet unacquainted with them will throw quite
a new light on Haydn and Mozart.
He has
;

by seven more bars of development after the manner of this commencement,
modulating to C minor and Ap and thence back
to E|7, in which key the hrst subject is resumed
Tliis is followed

(d)

also

A (which

—

(c)

as follows

The same

of the Sonata in

;

^^EE^^
rferrr-rr

3E

movement

'

rfr^rrf-fr
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—

is

©^

N*»t
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as after the section

Billow's little selection of Six.

line.

-J,J^L

mil

in
devoted to development and modulation
other words, both in its older position and in its
recognised pilace in modern instrumental works.
This is the case in the Sonata in G in the first
collection published at Leipzig in 1779, and in

—

^^

a second subject would be treated in a more
extended movement, being given complete, transposed from the Dominant key to the original
Tonic.
That Krebs had well defined his own
objects in these matters is clear from the fact
that the Polonaise from the same suite, and an
Allemande from another in Bt>, are constructed
after precisely the same system.
There remains yet the most important predecessor of Haydn, namely Emanuel Bach, in
whose Sonatas Form reached a very remarkable
Many of them stand in a
pitch of perfection.
very peculiar relation both to the old order and
to the new which was destined to supplant it on
for
the jirinciple of the survival of the fittest
they present examples of the reappearance of the
first subject at the commencement of the second

been called' their forerunner, and he thoroughly
not only by the clearness and
distinctness of his form, but bycertainindefinable

justifies the title

^

tr.

tr.

and sentiment. Something of
due to his view that music should
be interpreted as vocally as possible (see Burney,
Hist. vol. iv. chap, x.), which is also a very

qualities of style
this

In this the piassage from (a) to
the

to (c)

(h)

constitutes

and that from (6)
subject and section
the second, in the Dominant key, cor-

first

;

then follow
responding to a second subject
the develop)ment and modulation, from (c) to (d)
and then the repeat of tlie first section in the
principal key, with the little cadence figure (c),
'

'

;

;

which

is

treated in precisely the

manner that

may

Vie

distinguishing trait of the Jlozart school.
It
must also be noted that in him the continuous
fugal manner seems finally to have yielded before
the growing predominance of the essentially
distinct modern harmonic style.
The forms of
the fugal style, such as they were, were rather
relative than positive,

—

and depended upon certain

laws
not very clearly defined or consistently
observed
as to the modes of recurrence of the

—

1

Von

Billow. Prefiice to hie selection of pieces.
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whereas the forms of the modern har-

;

and systematic.
may be compared

style are positive

The

subject reappearing clearly at the beginning of
the second half of a movement instead of in its

forms of the fugal style
to the
composition of lines and curves in a drawing, in
which they are not preconceived, but grow into
completeness by the attention wliich is bestowed
by tlie artist on their relations to one another.
AVhereas the forms of the harmonic style are
architectural, and are governed by certain necessary prior considerations as vital as that of roof
and walls to the architect, whereby the movement comes to be divided into sections chieHy
based upon the succession of keys, in which the

latter portion ((Juartet in

various subjects are rather indicators of outline
than positive elements of construction.
In

first section.

Emanuel Bach we

number

and
subjects characteristic of each of the primary
sections, as wx do in Beethoven
and the spirit
of his great lather, though attenuated enough,
iind a

of figures

;

is

yet perceptible in his

manner

of treating short

and in some peculiarities
of phraseology.
These are probably the chief
points of connection between the spirit of the
great giant and the graces of the less austere
style of Haydn and Mozart.
It can hardly be doubted that the realisation
of this practically new discovery of the element
of positive harmonic or Tonal form in nuisic must
have acted like many other fresh discoveries in
the realms of art, and tended to swamp the other
elements of eftect
making composers look to
form rather as ultimate and pre-eminent than as
inevitable but sul.isidiary. It seems not improbable that the vapid and meaningless commonplace which often offends the sensitive musician
in the works of Haydn and Mozart, and appears
like just so much rubbish shot in to fill up a
hole, was the result of this strong new feeling
for form as paramount, and that it remained for
Beethoven to re-establish definitely the principle

and pregnant

figures,

;

of giving equal intensity to every part of the pdece

F major, op. 2, No. 4
No. 67 in Trautwein) and further than this,
and corroborative of the continuous descent, is
the fact that ^\hen the first subject reai}pears in
what we should call its right ]i!ace, there are
conspicuous irregularities in the procedure, just
as if Haydn were half apologising for a liberty.
For the section is often prolonged and followed
byirregular modulations before the second subject

than the

minor Symphony.
Of the minor incidental facts which are conspicuous in Haydn's works the most prominent
is Ills

:

and some

of Mozart's instrumental

productions are but little better.
That Haydn studied the works of Emanuel
Bach is well known, for he himself confessed it
and the immediate connection between him and
his predecessors is

nowhere more

clear

than in

the similarity of occasional irregularities of construction in the second half of his movements.
There is more than one instance of his first

distribution of the subjects in the first

He

conforms to the key-element of Form
persistent regularity, but
one subject frequently suffices for both sections.
part.

in

this

part with

AVith this principal subject (occasionally after
a short independent introduction in slow time)
he commences operations and after concluding
the firstscction and jiassing to hiscomjilementary
;

key for the second, he reproduces it in that key,
sometimes varied and sometimes quite simply
as in the well-known Sj-mphony in D, No. 7 of
Salomon's set (first movement), or in that in Eb,
No. 9 of the same series (also first movement), or

F minor, op. 55, or the Finale
of the Quartet in C, op. 75 (No. 1 in Trautwein).
in the Quartet in

And

meaning

is then far more closely followed
subject and the materials of the
Another point illustrating a linger-

first

ing i'eeling for the old practice of repeating the
conclusion or cadence-figures of the first part at
the conclusion of the whole, is that a sort ol*
premature coda is occasionally inserted after the
earlier figures of the second section on its repetition
in this place, oftrr which the concluding bars of
the first jiart are exactly resumed for the finish.
Of this even Mozart gives a singular and very
clear instance in the first movement of his G

new

—

and

reappears,

With Haydn

—

;

;

and Mozart it is common to find very sweet tunes,
and sometimes very serious and pregnant tunes,
in each of the primary sections, and then a lot
of scurrying about
'brilliant passages' as they
are often called
the only purpose of which is to
mark the cadence, or point out that the tune
which is just finished is in such or such a key.
Haydn's early Quartets are sometimes very little
more than jingle in one key and more jingle in
another, to fill up his recognised system of form,
without ever rising to the dignity of a tune, and
much less to a figure with any intensity of

in proportion to its importance.
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even where the second section has several

it the first subject is often still
the centre of attraction, as in the first movement
of the Quartet in G (No. 16, Trautwein), and
the same movement of the Quartet in F (No. 11,
Trautwein).
On the other hand Haydn is sometimes profuse with hissubjccts, and like Beethoven
gives several in each section
and again it is not

features in

;

uncommon with him

modulate into his complementary key and go on with thesamematerials
for some time before producing his second subject,
an analogous practice to which is also to be met
with in Beethoven.
A far more important item in Haydn's development of Form is the use of a feature which
has latterly become very conspicuous in instrumental compositions, namely the Goda, and its
analogue, the independent episode which usually
concludes the first half of the movement.
Every musician is aware that in the early
period of purely formal music it was common
to

mark

all

to

the divisions of the

movements

FORM
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and half closes and the more
division the stronger the cadence.
Both Haydn and Mozart repeat their cadences
in a manner which to modern ears often sounds
excessive
and, as already pointed out, they are
both at times content to make mere business
clearly

closes

;

the

vital

;

'

'

by brilliant passages, or bald chords but
in movements which were more earnestly carried
out the virtue of making the cadence also part of
the music proper, and not a mere rigid meaningless line to mark the divisions of the pattern,
was soon recognised.
There were two ways of
effecting this
either by allusion to the figures
of

it

;

;

of the subjects adapted to the form of the
cadence, or by an entirely new figure standing

harmonically on the same

basis.

From

this

practice the final episode to the

first part of the
developed, and attained at times
no insignificant dimensions. But the Coda proper
had a somewhat different origin. In the days be-

movement was

Haydn it was almost invariable to repeat the
second half of the movement as well as the first,
and Haydn usually conformed to the practice.
fore

So long as the movements were of no great length
would seem sufficient without any addition,
but when they attained to any considerable
dimensions the poverty and want of finish in
ending twice over in precisely the same way
would soon become apparent and consequently
a passage was sometimes added after the repeat
this

;

make

the conclusion more full, as in Haydn's
D minor, op. 76, the first
movement of the Quartet in G (Trautwein, No.
56), the last movement of the Quartet in E,
No. 17, and many others.
It seems almost
superfluous to point out that the same doctrine
really applies to the conclusion of the movement,
since
even when the latter half is not repeated
unless an addition of some sort is made the
whole concludes with no greater force than the
half
the conclusion being merely a repetition
of the cadence figure of the first half of the
movement. This case, however, is less obvious
than the former, and it is probable that the
virtue of the Coda was first observed in connection with movements in which the second
half was repeated, and that it was afterwards
A Coda
found to apply to all indiscriminately.
in both cases is to be defined as the passage in
the latter part of a movement which commences
at the point where the substance of the repeated
In Haydn codas are
first part comes to an end.
to

well-known Quartet in

;

;

tolerably plentiful, both in movements in which
the latter half is repeated and in movements in
which it is not. They are generally constructed

out of materials taken from the movement, which
are usually presented in some new light, or assoand the form
ciated together in a fresh manner
Modulation is rarely
is absolutely independent.
to be found, for the intention of the Coda was to
strengthen the impression of the principal key
at the conclusion, and musicians had to be taught
by Beethoven how to do this without incessantly
;

reiterating the

same

series of

As an instance

key.

chords in the same

of the consideration

and

acuteness which characterise Haydn's very varied
treatment of forms may be taken the Coda of the
first movement of the Symphony in C, No. 1 of
In this movement he misses
the Salomon set.
out certain prominent figures of the first section
its repetition in the second half, and alter
passing on duly through the recapitulation of
the second section he takes these same omitted
figures as a basis whereon to build his Coda.

on

Many similar instances of well-devised manipulation of the details of foi-m are scattered throughouthis works, which show his remarkable sagacity
tact.
They cannot be brought under any
system, but are well worth careful study to see
how the old forms can be constantly renewed
by logically conceived devices, without being

and

positively relinquished.

Haydn represents the last stage of progress
towards clear and complete definition of abstract
Form, which appears in its final technical perIn Mozart Form may be
fection in Mozart.
studied in its greatest simplicity and clearness.
His marvellous gift of melody enabled him to
dispense with much elaboration of the accepted
outlines, and to use devices of such extreme simplicity in transition from one section to another

the difficulty of realising his scheme of conNot that
struction is reduced to a minimum.
he was incapable of elaborating his forms, for
there are many fine examples to prove the contliat

but it is evident that he considered
obviousness of outline to be a virtue, because it
enabled the ordinary hearer as well as tlie cultivated musician to appreciate the symmetrical
beauty of his compositions.
Apart from these
points of systematic definition Mozart was not
an innovator, and consequently it will not be
necessary to point out his advances on Haydn.
But inasmuch as he is generally recognised as
the perfect master of the formal element in music
it will be advisable to give an outline of his
system.
The first section, which tends to mark clearly
the principal key of the movement, sets out with
the principal subject, generally a tune of simple
form, such as eight bars divided into corresjiondipg groups of four (see the popular Sonata in C
minor).
This is either repeated at once or else
gives place to a continuation of less-marked
character of figure, generally commencing on
the Dominant bass
the order of succession of
this repetition and continuation is uncertain,
but whichever comes last (uidess the section is
further e.xtended)usually passes to the Dominant
key, and jiauses on its Dominant or pauses without modulation on the last chord of a half close
in the original key
or, if the key of the whole
movement be minor, a little more modulation
will take place in order to pass to the key of the
relative major and pause on its Dominant.
The
second section which tends to define clearly the
trary

;

;

;

;

—
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complementary key

Dominant

of the

movement, whether

or Relative major to the original

usually starts with a new subject somewhat contrasted with the features of the tirst section, and
may be lollowed by a I'urther accessory subject,
or derivative continuation, or other form of prolongation, and so passes to the frequent repietition
of the cadence of the complementary key, with
either brilliant passages, or occasionally a definite
fresh feature or suliject which constitutes the
Cadence episode of the first part.
These two
sections
constituting the first half of the movement are usually repeated entire.
The second half of the movement commences
with a section which is frequently the longest
it sometimes opens with a quotation of
of all
the first subject, analogous to the old practice
common before Haydn, and proceeds to develop
freely the features of the subjects of the first part,
Here cadences are
like a discussion on theses.
avoided, as also the complete statement of any
idea, or any obvious grouping of bars into fixed
successions
modulations are constant, and so
irregular that it would be no virtue to find the
succession alike in any two movements
the
whole object being obviously to produce a strong
formal contrast to the regularity of the first half
of the movement
to lead the hearer through
a maze of various keys, and by a certain artistic
confusionof subject-matter and rhythm to induce
a fresh appetite for regularity which the final
return of the original sulyects and sections will
definitely satisfy.
This section Mozart generally
concludes by distinctly modulating back to his
princijial key and cither pausing on its dominant,
or passing (perhaps with a little artistically
devised hesitation), into the first subject of the

—

—

;

;

;

;

,

movement, which betokens the commencement
This section is usually
given witliout much disguise or change,^ and if
it concludes with a pause on the Dominant chord
of the original key {i.e. the final chord of a half
close), will need no further manipulation, since
the second subject can follow as well in the
original key as in that of the Dominant, as it
If, however, the section
did in the first part.
concludes on the Dominant of that Dominant
key in the first half of the movement, a little
more maniptulation will be necessary. Mozart's
of the fourth section.

device

is

comnjonly to make some slight change

in the order of things at the latter part of the

whereby the course of the stream is
turned aside into a Sub-dominant channel, which
key standing in the same relation to the ])rincipal
key that the principal key stands to the Dominsection,

ant, it will only be necessary to repeat the latter

part of the section in that key and pause again
on the Dominant of tlie original key, in which
the second section of the first half tlien follows
the
simply in the same order as at the first.

H

1

In the

first

movement of

the Jupiter
'

'

Symphony so exact

repetition, that in one
not reprinted, but a reference Da
at the beginning of tlie Allegro.
*

VOL.

II

Capo

'

is

is

the

twenty-one bars is
made to its occurrence

of the editions a passage of

n

movement happens to be
minor, and the second section of the fiist ])art
to be in the relative major, its reappearance in
either the major or minor of the pirincipal key
depends cliieUy on its character and the passage that led to it by modulation would be eitlier
omitted altogether or so manipulated as not to
conclude out of the principal key.
With this simple order of rejiroduction of the
first two sections Mozart is generally contented,
ami the little alterations which he does occasionally make are of a straightforward nature, such
as producing the second subject before the first
(as in a Sonata in D major composed in 1778),
or producing the second subject in the Dominant
key first and repeating it in the principal key
(as in a Sonata in C composed in 1779).
The
whole of the latter half of the movement is
frequently repeated, and in that case generally
followed by a Coda
as in the last movements
of Quartets in G minor No. 1, and A, No. 5,
and D, No. 10 first movements of Quartets in
slow movement of
Bb, No. 2, and D, No. 10
Quartet in F, No. 8
first movement of Sonata
in C minor
and of Quintets in G minor, D,
and Eb and last movement of the 'Jupiiter'
Symphony. The Coda is generally constructed
out of prominent features of the movement,
presented in some new light by fresh associations
principal key of the

;

—

;

;

;

;

;

fresh contrasts.
It is seldom of any
great length, and contains no consjiicuous modulation, as that would have been held to weaken
the impression of the priucijial key, wdiich at the
conclusion of the movement should be as strong

and

In a few instances there are codas
as possible.
without the latter half of the movement having
Of this there is at least one very
been repeated.
beautiful instance in the short Coda of the slow
movement of the Quartet in Bb, which is constructed out of ejaculatory fragments of the first
subject, never touching its first phrase, but
It
passing like a sweet broken reminiscence.
must be borne in mind that this scheme is but
a rough outline, since to deal with the suljject
completely would necessitate so much detail as
to preclude all piossibility of cleainess.
It

is

commonly held that

the influence of

Mozart upon Beethoven was paramount in his
first pieriod
but strong though the influence of
so great a star must inevitably have been upon
;

the unfolding genius, his giant spiritsoon asserted
itself; especially in that which seems the very
marrow of his works, and makes Form appear in
an entirely new phase, namely the element of
To liim that
universally distributed intensity.
byword brilliant passages was as hateful as
'

'

Cant'toGarlyle.
To him bombast and gesticujust
lation at a particular spot in a movement
because certain supposed laws of form point to
were
that spiot as requiring bustle and noise
If there is excitement to be got up
impossible.
at any particular point there must be something
something
real in the bustle and vehemence
'

—

—

;

G
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intense enough to justify it, or else it mil be
mere vanity the cleverness of the fingers disguising the emptiness of tl:e soul,
a tit accompaniment to the clatter of dishes at a princely
table,' as Wagner saj's, but not Music.
Such
is the vital germ from which spring the real
;

—

'

peculiarities

and individualities of Beethoven's
It must now be

instrumental compositions.
a Form of spirit as well as a

Form

in the frame-

work it is to become internal as well as external.
The day for stringing certain tunes together
after a certain plan is past, and Form by itself
ceases to be a final and absolute good. A musical
;

movement in Beethoven becomes a continuous
and complete poem or, as Mr. Dannreuther i
;

an organism which is gradually unfolded
before us, marred by none of the ugly gaps of
dead stuffing which were part of the 'form of his
predecessors.
Moreover Form itself must drop
into the background and become a hidden presence
rather than an obvious and pressing feature.
As a basis Beethoven accepted the forms of Mozart,
and continued to employ them as the outline of
his scheme.
He retained,' as the same writer
has admirably said,
the triune symmetry of
exposition, illustration, and repetition,' which as
far as we know at present is the most perfect
system arrived at, either theoretically or empirically but he treated the details with the independence and force of his essentially individual
says,

'

'

'

'

'

;

nature.
He absorbed the principle in such a
fashion that it became natural for him to speak
after that manner and greatly as the form varies
;

the same in principle, whether
in the Trio in E7, opus 1, No. 1, or the Quartet
in F, opus 13.5.
In estimating the great difference between
it is essentially

Mozart and Beethoven in their manner of

treat-

ing forms it must not be forgotten that Mozart,
as has been before observed, wrote at a time
when the idea of harmonic form was comparatively new to the world of music, and to conform
to it was in itself a good, and to say the merest
trifles according to its system a source of satisfaction to the hearer. It has been happily suggested
that ilozart lived in an era and in the very atmosphere of court etiquette, and that this shows
itself in the formality of his works
but it is
proliable that this is but half the cause of the
effect.
For it must not be forgotten that the
very basis of the system was clear definition of
tonality that is to say, the key must be strongly
marked at the beginning and end of a movement,
and each section in a different key must l;)e clearly
pointed out by the use of cadences to define the
whereabouts.
It is in the very nature of things
that when the system was new the hearers of the
music should be but little apt at seizing quickly
what the key was at any given moment of the
highest importance
and equally in the nature
of things tliat this faculty should have been
capable of development, and that the auditors
;

;

;

'

In MacviiUan's Magazine for July 1876.

of Beethoven's later days should have been better
able to tell their whereabouts with much less
indication than were the auditors of Mozart.

Hence there were two causes acting on the
On the one hand, as the
development of form.
system grew familiar, it was inevitable that
people should

lose

much

of the

satisfaction

which was derived from the form itself as
such and on the other hand their capacity for
realising their whereabouts at any time being
developed by practice, gave more scope to the
composer to unify his composition by omitting
those hard lines of definition which had been
previously necessary to assist the undeveloped
Thus Mozart
musical faculty of the auditors.
prepared the way for Beethoven in those very
things which at first sight seem most opposed
;

"Without such education the
to his jiractice.
musical poems of Beethoven must have fallen
upon deaf ears.
Beethoven then very soon abandoned the formal
definition of the sections by cadences, and by
degrees seems rather to have aimed at obscuring
the obviousness of the system than at pointing it
out.
The division of the movements becomes
more subtle, and the sections pass into one another without stopping ostentatiously to indicate
the whereabouts
and, last but not least, he
soon breaks away from the old recognised
system, which ordained the Dominant or relative
major as the only admissible key for the complementary section of the first part.
Thus as
early as his second and third Sonatas the second
sections begin in the Dominant minor key, and
in the slow movement of the Sonata in Eb (op. 7)
the Dominant is discarded in favour of the key
of the third below the tonic
Afc> relative to the
principal key C.
In the first movement of the
Sonata in G (op. 31, No. 1) he begins his second
subject in the key of the major third, and that
major i.e. B, relative to G and the same key
(relatively) is adopted in the "Waldstein Sonata
and the Leonora Overture. The effect of such
fresh and unexpected transitions must have been
immense on minds accustomed only to the formal
regularity of Slozart. Moreover, Beethoven early
began the practice of taking one pirincipal key as
central and surrounding it with a jiosse of other
keys both related and remote.
Every one is
familiar with the opening passages of the "Waldstein and Appassionata Sonatas, in both of which
a new key is introduced in less than half-a-dozen
bars, and then passes back to the principal key ;
and this practice is not done in the vague way so
;

—
;

often

met with

in Jlozart

and Haydn, where tlieir

excessive use of rapid tran.sitions in the third section of the movement has the effect of men beat-

ing about in the dark.
True it is that there are
instances of this in Beethoven's early works while
he wrote under the same order of influences as
they did
but in his maturer works these sub;

sidiary modulations are

conceived with large
breadth of purpose founded on certain peculiari-

FORM
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ties in

the affinities of the keys employed, which

makes tlie music that is heard in them produce
the most variedfeelingsintliemindof theauditor.
It is most important for a young student to avoid
the hasty conclusion from insulhcientobservation
that to modulate much is to be free and bold, for
Irregular purposeless
it is nothing of the sort.
modulation is sheer weakness and vapidity.
Strength is shown in nothing more conspicuously
than in the capacity to continue long in one
key without ceasing to be interesting and when
that is etfeeted a bold stroke of well-defined
modulation comes with its proper force.
For
when ke3^s are rapidly interlaced the force of
their mutual contrasts is weakened and even
destroyed
their vital energy is frittered aw-ay to
;

;

an unwholesome taste for variety, and is
In Beetno longer of any use for steady action.
hoven action is always steady, and the eli'ects of
the changing keys come ^vith their full force.
A
new key is sought because it gives additional
vitality to a subject or episode, or throws a new
light upon an idea from a strange and unexpected
gi'atify

quarter, as in the w^onderful stroke of genius at

As other inthe outset of the Appassionata.'
stances may be quoted the first movement of the
Scherzo of Quartet
Sonata in 0, op. 31, No. 1
'

;

movement

of Quartet in
minor, op. 95.
The Episode which concludes the first part of
the movement is almost invariably of some im^'ery generally
portance in Beethoven's works,
he reproduces figures of his first subject, as in
the Prometheus and Leonora Overtures, the first
movements of the Quartets in F major (op. 59,
No. l)and E^ (op. 127), the Symphonies in D,
Eroica, C minor, and A, the Sonata in E (op.
14, No. 1), and tlielast movement of the Appassionata.
But more frequently he produces a
new subject, often of quite equal importance and
beauty to either the first or the second to quote
but one instance out of many take the first

inF,

op. 59,

No.

1

;

first

r

—

movementoftheSonatain G

(op. 14,

No.

2)

— and

very often does so besides referring to his first
subject.
The chief thing to notice from this is
that the Episode in question has gro-nm into important dimensions in his hands, and is so clear,

and its distinction as a separate section from
what precedes it so marked, that it is not
uncommon to hear it sjioken of as the Coda of
the first p>art.
In the part de^'oted to the development of
the features of the subjects, which commonly
commences the second half of the movement,

Beethoven

is

especially

gr-eat.

No

musician

ever had such a capacity for throwing an infinite
it is no
variety of lights upon one central idea
;

or pedantry, but an extraordinary
business
genius for transforming rhythms and melodies
so that though they be recognised by the hearer
as the same which he has heard before, they
seem to tell a totally different story just as the
same ideas working in the minds of men of dif'

'

;

ferent circumstances or habits of thought niay
give them the most opposite feelings.
As was
pointed out with reference to Mozart, no system

deducible from the order of this division of
the movement, than which none shows more infallibly the calibre of the conq)Oser.
As a rule
Beethoven avoids the complete statement of any
of his subjects, but breaks them up into their
constituent figures, and mixes them up in newsituations, avoiding cadences and miiformity of
groups of bars and rhythms.
As far as possible
the return to the original key is marked in
some more refined w^ay than the matter-of-fai't
plan of baldly passing to its Dominant, pausing,

is

and re-commencing

opierations.

The

reprise of

the first subject is sufficient indication to the
hearer as to what part of the movement he has
arrived at, and the ajiproaches to it require to
be so fined off, that it may burst upon him
with the extra force of a surprise.
Sometimes
a similar ettect is obtained by the totally opposite
course of raising expectation by hints of what
is to come,
and then deferi'ing it in such a
manner that the suspended anticipation of the
mind may heighten the sense of pleasure in its
gi-atification, as in the last movement of the
Waldstein Sonata.
Again the return is not unfrequently made the climax of a grand culmination of increasing force and fury, such as that
in the first movement of the Waldstein Sonata
(where the return is pp) and the Fourth and

Eighth Symphonies, a device which

is

as

moving
and

to the hearer as either of the former ones,

equally intense and original.
In the recapitulation of his subjects, as might
be anticipated from his intensity in all things,
there is a growing tendency to avoid the apparent platitude of repeating them exactly as at
Sometimes they appear with new features,
first.
or new orders of modulation, and sometimes
As
altogether as variations of the originals.
instances of this may be taken the recapiitulation
of the first subjects in the first movements of the

Eroica Symphony, D minor Sonata (op. 31, No.
2), the Waldstein, the Appassionata, and the
B^ Sonata, op. 106, the first movement of the
Quartet in Et>, op. 127, and of the Kreutzer
Sonata, the slow movements of the Violin Sonata
in C minor, op. 30, No. 2, and of tlie great Bb
Sonata just named, all which present the various
features above enumerated in great perfection.
No system can be defined of the way in which
Beethoven connects his first and second subject
in this part of the movement, as he particularly
avoids sameness of procedure in such matters.
As a nde tlie second snbject is given more simply
than the fir.st no doubt because of its being
generally of less vital importance, and less
f>rominent in the mind of the hearer, and there;

fore requiring to

With regard

be more easily recognisable.

to the

key in which

it

appears, he

occasionally varies, particularly wdieu
appeared in the first part in the

has not
orthodox

it
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Dominant
tlie

key.
Thus in the firat movement of
great Quartet in Bb, op. 130, the second

which had appeared in tlie first pai't in
the key of the third below (Gi> relative to Bi>),
appears in the recapitulation in the key of the
minor third above Db.
And in the Sonata
in G major, op. 31, No. 1, the second subject,
which appeared in the key of the major third in
the lirst part, ajtpears in the 'reprise in that of
the minor third below. These and other analogous instances seem to indicate that in the
statement and restatement of his subjects, when
they did not follow the established order, he held
the balance to be between the third aljove and
the third below, major and minor.
The reason
for his not doing so in the Bb Sonata (op. 106)
is no doubt because in the very elaborate repeat
of the first section he had modulated so far away
from the principal key.
The last point to which we come in Beethoven's
treatment of the Sonata-forms is his use of the
Coda, which is, no doubt, the most remarkable
and individual of all. It has been before pointed
out that Mozart confines himself chiefly to Codas
after repetition of the second half of his movements, and these are sometimes interesting and
forcible but Codas added for less obvious reasons
are rare
and as a rule both his Codas and
Haydn's remain steadily in the princijial key
of the movement, and strengthen the Cadence
by repetition rather than by leading the mind
away to another key, and then back again up to
a fresh climax of key-definition. That is to say,
they were added for formal purposes and not for
the sake of fresh points of interest. Beethoven,
on the other hand, seemed to look upon the conclusion of the movement as a point where interest
should be concentrated, and some most moving
effects produced.
It nmst have seemed to him
a pure absurdity to end the whole precisely as
the half, and to conclude with matter wdiich had
lost part of its zest from having been all heard
before.
Hence from tpiite an early period {e.ij,
slow movement of D major Sonata, op. 10, No.
3) he began to reproduce his subjects in new and
interesting phases in this part of the movement,
indulging in free ami forcible modulation, which
seems even from tlie point of ]iure form to endow
the final Cadence with fresh force when the
original key is regained.
The form of the Coda
is evidently quite independent.
He either commences it from an interrupted Cadence at the
end of the preceding section, or passes on from the
final chord without stopjiing
in the latter case
generally with decisive modulation.
In other
cases he does not conclude the preceding section,
but as it were grafts the Coda on to the old
stock, from which it springs with wonderful and
altogether renewed vigour.
As cons]iicuous instances may be quoted the Coda of the Sonata
in Eb, op. 81a (' Les Adieux, I'Alisence, et le
Retour '), which is quite the culminating point
of interest in the movement ; the vehement and
subject,

—

;

;

—

impetuous Coda of the last movement of the Appassionata Sonata, which introduces quite a new
feature, and the Coda to the last movement of
the Waldstein Sonata. The two climacteric Codas
of all, however, are those to the first movements
of the Eroicaand the Ninth Symphony, which are
sublime.
The former chiefly by reason of its
outset, for there is hardly anything more amazing
in nnisic than the drop from the ^;ia.Mo Tonic Eb
which concludes the preceding section, to et forte
Db, and then to the chord of C md,joT fortissimo.
But the whole Coda of the first movement of the
Ninth Symphony is a perpetual climax and a
type of Beethoven's grandest conceptions, full of
varied modulation, and constant representation
of the features of the subjects in various new
lights, and ending with a surging, giant-striding

specimen of 'Tonic and Dominant,' by way of
enforcing the key which is quite without rival
—
in the whole domain of music.
There can be no object in following the development of the system of Form farther than
Beethoven, for it can hardly be said that there
is anything further to trace.
His works pjresent
it in its greatest variety and on the grandest

and his successors, great as many of them
have been, have not even approached him, far
less added to his final culmination.
The main
tendencj' observable in later instrumental works
is to develop still further the system above discussed of taking one key as central in a group
scale

;

comprising

many

subsidiary transitions.

Schu-

mann's works present remarkable instances of
tills
Mendelssohn adopts the same practice, but
with more moderation
Brahms again is extremely free in the same direction as may be
;

;

;

observed, for instance, in the
first

movement

which

is

first

section of the

of the pianoforte Quartet, op. 26,
G minor. This is ap-

nominall)' in

parently a recognition of the hypothesis above
proposed, that the mind is capable of being more
and more educated to recognise the principal key
in a chain of transitions which to the audiences
of Mozart's day would have been quite unintelligible.

It is now time to return to the consideration
of the Rondo-form as found in the works of

Haydn and

IMozart, in which it was frequently
by the more important and interesting

affected

First-movement-form.
It will be obvious that
combination Avith that form does not offer
much difficulty. For that alternation of subject
and episode which is the very basis of the Rondo
opens the wa}^ to the ado[)tion of a second subits

the complementary key as the

ject in

fittest

antithesis to the first statement of the principal

and the main point of distinction of the
Rondo-form from the First-movenient-form jnire
and simple, is that the first suljject reappears
subject

;

after the second in the original ke}', instead of

bringing the first half of the movement to a conclusion in the complementary key.
After this
deviation the form again follows the system of

FORM
the

first

movement

;

for

sufficiently pointed out

FORM

— as

— no

we have ah-eady

place is found
to develo}) the figures and features of the subjects
and to modulate i'reely. In the simpler system
of the Hondo this again takes the place of an
fitter

in both systems the first subject would
here recur, and nothing could more fitly follow
it than the recapitulation of that subject which
occupied the place of the first episode.
It is
wortliy of remark that in the Rondo of the "Waldstein Sonata, Beethoven has in this place reproduced the subject which opens the first episode,
though the movement is not cast on the system
Finally, the subject may
of a first movement.
reappear yet again in the original key w'ithout
deviating strongly fronr that system
so that, as
just mentioned, the only marked point of deviation is the return to the principal key after the
appearance of the second subject. This complete
adaptation is more commonly abbreviated by replacing the 'Development' by a short episode (as
in Beethoven's Sonata in E minor, op. 90) and
even further (as in the Finale of Mozart's Quartet in Kt>, No. 4), by passing immediately from
the second sirbject to the recapitulation of both
subjectsiu the principal key, and endingwithone
further final quotation of the real Rondo-subject.
This latter in point of fact is to be explained
rather as a simple method of establishing the
balance of keys by giving an episode in a complementary key, than as based on any preconceived notion of amalgamation wdth the First-

episode

;

;

;

movement- form.
One of the most prominent
Rondos of Haydn and Mozart

features in the
is

the frequent

It is common to meet
with a complete danee-tune divided into two

rigidity of the subject.

the accepted system,

halves, each repeated

al'ter

and closing formally

in the jirincipal key.

So

that it is in fact a complete piece in itself, and
stands out as markedly as (Jouperin's subjects
do with fermatas over the concluding chords.
In tliese cases the tune is not given in cxtcitso
at each repetition, but is generally fined and
rounded off so as not to all'ect the continuity of

the

movement

so cons]dcuonsly as in its first

sta.tement.

The angularity and oljviousness of outline
which often mark the Rondo fornr in works prior
Beethoven, were to a certain extent alleviated
by the use of ingenious pilayful treatment of
to

the figures of the chief subject Iiy w^ay of
episode but nevertheless the formality remains,
and marks the Rondo of Haydn and Mozart
as a thing of the ]iast, and not to be revived
in their particular manner in the present day
without j>erpetrating an artistic anachronism.
Beethoven's treatment of the Rondo offers great
differences, but they are chiefiy in point of senti;

ment, and
there

had

Prior to his day
a persistent tradition

difficult to define.

eviilently

licr-n

that final Rondos were bound to be gay, jaunty,
AVitli Beethoven such a
light, or even flippant.

dogma was

impossible

;
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and he therefore took the

line of developing the opportunities it offered,

either for

humorous

]iurposes, in the ijcrsistent
a quaint phrase (Sonata in D,
op. 10, No. 3), or in the natural and desirable
recurrence of a melody of gi'cat beauty (Sonata

repetition

of

E minor, op. 90, and Waldstein). In every ease
the system is taken out of the domain of mere
observance of formula, and its basis vitalised

in

by making it the vehicle of thoughts
which can appear in such an order without

atresli

losing their true significance.
tlie

Rondo form

is

elastic

In point of fact

enough notwithstand-

ing its simplicity, and if the above sketch has
not sufficiently indicated that fact, the study
of the movements mentioned, and those in

Eb and G concertos and Bt> Trio,
lead to the perception of the ojqjortunitics it ofi'ers to the composer better than any
attempit at reducing the various features to a
fjcethoven's

"will

ibrnrula.

The Minuet and Trio survive as pure and undeveloped examples of the original source of the
larger movements, in immediate contact with
their wonderfully transformed descendants. They
otter no systematic ditt'erenee wdiatever from the
dances in the Suites which preceded the perfected
Sonata.
The main points of form in the two are
similar.
The first half of each generally establishes some sort of balance between the principial
key and its complementary ke}^ and is then rejieated.
The second half begins with a passage
in which harmonic roots vary on a more extended
scale than they do
the first half, ptroceedingnot
unfrequently, if the dance be on a large scale, as
far as transient modulations
and the last and
clenching section is a repetition of some notalile
feature of the first part.
Short as the form is, it
admits of a great amount of variety, and it is one
of Haydn's triumphs to have endowed his innrrnrerable specimens with ever-changing freshness.
The alternation of Minuet and Trio (whicli are
in fact two minuets) is obviously in itself an
element of Form, and derives some force from
the contrast of the keys in which the two are
written, as well as from the contrast of their
styles.
In Haydn's eai'ly Quai'tets
in which he
still closely followed the order of the Suites
the two are ii'eq\iently in the same key, or in
major and minor of the same key but in his
later wcu'lis he takes advantage of contrasts of
key and puts his Trio in the Subdominant, or
even in tlie third below, as in the Quartet in G,
The system of alternating dances after
op. 77.
this manner, probabh' with a view to formal com]ileteness, is evidently of old standing, being
found even in Lully's "vvorks, and later, as will

m

;

—
;

moic generally remembered by musicians, in
Gluck's Iphigenie en Aulide,' and in Handel's
Overtureto 'Samson.' It is chiefly in this respect
that we can still trace the relation of the Minuet
and Trio to the modern Scherzo, wdiieh is its
legitimate successor, though in other respects it
1)0

'

FORM

FORM

hag not only changed its characteristic rhythms
and time, but even its style and form.
The Scherzo is in fact the most free and inde-

the same formal basis as the Minuet and Trio or
for
Scherzo, though so different in character
it depends almost entirely on the repetition of a
long complete section '«ith a contrasting section
in the middle.
And the same simple basis will
be found to predominate very largely in music,!
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pendent of all the movements of a modern instrumental work, being characterised rather by its
sportive and playful style than by any fixed and
systematic distribution of subjects and keys.
Occasionally it falls into the same order of distribution as a first niovement, but there is no
necessity whatever that it should do so, and its
whole character,
happiest when based upon the
incessant repetition in varying lights and circumstances of a strongly rhythmic figure,
is
headlong abandon rather than the premeditated
Beethoven
design of the serious First movement.
was the real creator of the modern Scherzo, for
for
all that a few examples exist prior to him
these are essentially in unsophisticated dance
form, and belong to the old order of things,

—

—

;

but Beethoven's infinitely various Scherzi are all
marked by a certain intimate quality of style,
which has been the real starting-point of his
successors, rather than any definite formal basis.

Mendelssohn created quite a new order of Scherzi
of a light, happy, fairylike character, in which
his bright genial nature spontaneously expressed
itself.

But

him

to

the like remark applies, for

they are essentially characterised rather by spirit
Schumann was fond of putting two
than form.
as in two of his SymTrios in his Sclierzi
phonies, and in the very popular pianoforte
;

Thiswas prefigured in Beethoven
QuintetinEfc>.
by the repetition of the Trio in the Symphonies
in A and Bb.
The form of the Slow movement in Sonatas
and Symphonies is decidedly variable. It is more
commonly based on the same system as a first
movement, but owing to the length of time
necessary to go through the whole series of
sections in

slow tempo,

tlie

it

is

common

to

abbreviate it in some way, as by omitting the
portion usually devoted to development and
modulation, and passing by a short link only
from the presentation of the subjects to their
recapitulation
as in the slow movement of Beethoven's Sonata in Bb, op. 106, and that of
There are a few
Mozart's Quartet in Bb, No. 3.
'

'

—

instances of Slow

—

movements in Rondo form as
C minor, G major (1778),

in Mozart's Sonatas in

and D (1777)
and that in G

;

Beethoven's Senate pathetique,
(op. 31,

No.

1)

— and

several in

Another happy
the form of a set of Variations.
form of this movement is a species of aria or
melody, cast in the old Rondo form, like the
example of Lully quoted at the commencement
of this article.
Of this the beautiful Cavatina
in Beethoven's Bb Quartet (op. 130) is a very
fine example, its form being simply a section
consisting of the aria or melody continuously
developed, followed by a section consisting of
impassioned recitative, and concluding with a
return to the original section somewhat abbreThis form resolves itself practically into
viated.

;

even in such widely different classes as modern
Nocturnes, like those of Field and Chopin, and
Arias of the time of Handel, of which his Waft
her. Angels is a very clear example.
The idea of Variations was very early arrived
at by musicians
for Dr. Burney points out that
in the age of Queen Elizabeth there was a perfect
rage for this kind of music, which consisted in
multiplying notes, and disguising the melody of
an easy, and, generally, well-known air, by every
'

'

;

'

means that a spacca

nota, or note-splitter,

saw

This primitive kind of variation was
still a form of some sort, and is based upon the
same principle as that of gionnd basses, such as
are found in PurceU's 'Dido and Mnea.s,' and
were very popular in those days and of such
forms again as Bach's Passacaglia, or Chopin's
Berceuse in Db, or even the wonderful continuous
recitative on a constant repetition of a short
rhythmic figure in the bass, in Bach's Italian
Concerto.
In all these cases the principle is
that of constant and continuous repetition as a
basis for superimpjosed variety.
Into Variations
as Variations the question of Form does not enter,
or at least only in such a special way that its
consideration must be left to that particular
head.
But as a form in itself it has been
pjossible.'

;

employed largely and to a degi-ee of great importance by all the gieatest masters in the department of Instrumental Music as by Handel,
;

Bach, Beethoven, Schubert, Mendelssohn, Schumann, and Brahms.
In most cases sets of
Variations are not continuous, but each Variation is detached from its fellow, making a series
of little movements like the Theme, each in the
same key. But this is not invariable for on
the one hand, Beethoven jiroduoed a very remarkable set of Variations on a Theme in F (op. 34),
in which the key changes for each variation
and on the other hand there are many examples
of Variations which are continuous, that is, run
into one another consecutively, without pause,
as in the last movement of Beethoven's Sonata
in C minor, op. HI, and (on a smaller scale)
the slow movement of Haydn's Quartet in B
minor, op. 64. ^
It is very common for sets of
Variations to have a grand Coda
frequently an
independent movement, such as a Fugue or free
Fantasia based upon some conspicuous figure
of the Theme
as in Beethoven's Prometheus
Variations, op. 35, and Schumann's Etudes Symphoniques.
There can be no possible reason for
;

;

—

;

' This form is often called the Licd-form. .1 term orieinated by Dr.
but being clearly a misnomer it has not been adopted by the
present writer.
2 [rt is impossible to refrain from mentioning Sir Hnbert Parry's
noble set of variations for pianoforte aolo in I) minor, and Ills
Characteristic Variations for orobestra. In both which the variations run on continuoiisly.
Ed.]

Marx

;

'

'

FOEM

FORM

tying down composers by any rigid dogmas as
to key or order of succession in the construction
Cliange
of a work in the form of Variations.
of key is eminently desirable, for the succession
of a number of short clauses of any sort with a
cadence to each, runs sufficient risk of monotony
without the additional incubus of unvarying

various stages of change similar to those which
characterised the development of the form of the

movements, and arrived at a certain
consistency of principle in Mozart's time
but
contrast of style and time is and has been, since
the early Suites, the guiding principle in their
distribution.
In the Suites and early examples
of instrumental music, such as some of Haydn's
early Quartets, all the movements were in the
same key [a practice which apparently had its
origin in the days when the lute was in vogue,
and when, as a consequence of having to retune
the lute at every change of key, books of songs
with lute accompaniments were arranged so that
all those in the same key were printed continuously].
Later it became customary to cast at
least one movement in another key, the key of
No rigid rule
the Snbdominant predominating.
can be given, except that the key of the Dominant of the principal key seems undesirable,
except in works in which that key is minor
and the use of very extraneous keys should be
avoided.
In Sonatas prior to Beethoven the
interest generally seems to centre in the earlier
movements jiassing to the lighter refection at
several

;

Jloreover it is impossible to resist
the conclusion, based on the development of the
great variations in the linale of Beethoven's Sonata in C minor, op. Ill, those in the Sonata in G
(op. 14, No. 2), and those on an original theme
in F (op. 34), that the occasional introduction
of an episode or continuation between two variations is perfectly legitimate, provided it be clearly
For if
connected with the series by its hgures.
the basis of form which underlies the Variations
as a complete whole l;)e kept in mind, it will be
obvious tliat the system of incessant rejietition,
when thoroughly established, would rather gain
than lose by a slight deviation, more especially
if that which follows the deviation is a clearer
and more obvious version of the theme than has
appeared in the variations immediately precedtonality.

ing

;

;

it.

be best to refer the consideration of
the general construction of Symphonies, Overtures, Concertos, Sonatas, etc., to their respective
heads, merely pointing out here such things as
really belong to the general question.
The practice of prefacing the whole by an
Introduction probably originated in a few preliminary chords to call the attention of the audience, as is typified in the single /o?'te chord which
opens Haydn's Quartet in Eb (No. .33 in TrautIt will

wein).

Many

examples of more e.xtensive and

purely musical introductions are to be found in
Haydn's and Mozart's works, and these not
unfrequently contain a tune or figure of some

importance

;

but they seldom have any closer

connection with the movement that follows than
that of being introductory, and wdienever there
is any modulation it is confined within very
small limits, generally to a simple alternation
Beethoven has occaof Tonic and Dominant.
sionally made very important use of the intro-

employing free modulation in some
and producing very beautiful tunes in
The most imas in the Symphony in A.

duction,

instances,
it,

portant feature in his use of it is his practice of
incorporating it with the succeeding movement
either by the use of a conspicuous figure taken
from it as a motto or central idea, as in the
or by interrupting the
Sonata in Eb, op. 81«
course of the succeeding movement to reintroduce
fragments of it, as in the Quartet in Bb, op.
130
or by making it altogether part of the
;

;

;

movement, as in the Ninth Symphony, where
it has an immediate and very remarkable connection with the first subject.
The order of succession, and the relation of
the keys of the different movements of which
each complete work is composed, passed through

Beethoven changed this, in
view of making the whole of uniform interest
Prior to
and equal and coherent importance.
him the movements were merely a succession of
detached pieces, hitched together chiefly with
consideration of their mutual contrasts under the
nameof Sonata or Symphonj' such as is tyjiilied
even in Weber's Ab Sonata, of which the last
two movements were written full two years before the first two, and in the similar history
With Bdethoven
of some of Mozart's works.
what was a whole in name must be also a whole
the conclusion.

—

in fact.

The movements might be

chapters,

and

distinct from one another, but still consecutive
chapters, and in the samestory. Helmholtz points

out the scientific asjiect of a connection of this
in E minor, op. 90, of which

kind in the Sonata
he

sa3'S,

'

The

first

movement

is

an example

of the peculiar dejiression caused by repeated
"Doric" cadences, whence the second (major)
movement acquires a still softer expression.'

In some cases Beethoven connected the movements by sucli subtle devices as making disguised
versions of an identical figure reappear in the
movements, as in the Sonatas in Bb, op.

dirt'erent

106, and in Ab, op. 109, and the Quartet in Bb.
Such a device as thiswas not altogether unknown
to Mozart, who connects the Minuet and Trio of
the Quintet in G minor, by making a little figure
which appears at the finale cadence of the Minuet
the Minuet ending
serve as the basis of the Trio

—

^m

"-hmi—--',

;

^^

a^'-

and the Trio beginning

gggjSJ^jg^yP^^^^^f
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FORSTER

In a little Symphony of Haydn's in B major
part of the Minuet reappears in the Finale and
the same thing is done by Keetlioven in the C
minor Symphony.
In his Sonata called Les
Adieux, 1' Absence, et le Retour (which is an
instance of programme music), the last two
moveiuents, slow and fast, pass into one another
as is also the case in the Sonata Appassionata.
In his Quartet in CJJ minor all the movements
are continuous.
The same device is adopted
hy Mendelssohn in his Scotch Symphony and
Concertos, by Schumann in the D minor Symphony the title of which expressly states the
fact-^and bj' Liszt in Concertos.
Schumann
also in his Syn^phonies in C and D minor connects liis movements by the recurrence of figures
[The practice of building succesor phrases.
sive sections of a work on transformations of
the saTue theme
a practice A^diich the admirers
of Liszt are fond of ascribing to his invention
is at least as old as the days of Elizabeth.
Many examples of pavans and galliards on the
same succession of notes are to be found in the
Fitzwilliain Virginal Bonlc (see Galliaed), and
there are instances in the ISth century, such as
Handel's suite in G minor, where the subject
of the first two movements is the same, and a
sonata in C minor by Pergolesi, where the giga
is a variation of the gavotta.]
c. H. H. P.
FORTIES, Karl Johann, bass singer, son of
the sexton at Muhlheim on the Rhine, born
August 7, 1816. What musical instruction he
had he seems to have obtained in the cliurch
choir
but he first attracted attention at the
concerts for tlie benefit of the cathedral fund at
Cologne in 1841.
So obvious was his talent
that he was urged to go on the stage, and made
his debut at Cologne as Sarastro in the ZauberJan. 6, 1842, with the most marked
fiote,
;

'

;

—

—

—

'

'

;

'

'

He sang at Mannheim from 1843 to
1848: his next aiipearance was at Vienna. In
1849 he came to London, and sang first at
Drury Lane in a German company as Sarastro
on j\Iay 30. He made his appearance on the
Italian stage at Covent Garden, ilarch 16, I8.0O,
as Caspar in II Franco Arciero' ( Der Freischiitz').
At the Philharmonic he sang first on the following Monday, March 18.
From that time for
some years he was a regular visitor to London,
ami filled the parts of Bertram, Marcel, Rocco,
Leporello, etc.
In 1857 he went to America,
since which he led a wandering life here and
success.

'

'

He

obtained great success at Berlin in
1874 and in Lomlou in 1888, wdien he sang at

there.

Manns's Benefit Concert, and elsewhere.
He
died at San Francisco, Dec. 15, 1889.
For volume, compass, and C|uality, his voice
was one of tlie most magnificent ever heard.
He had a handsome presence and excellent dispositions for tile stage, and with self-restraint
and industry might have taken an almost unique
position.

His brother Theodoke, sixteen years his

June 24, 1826, the
and great intelligence, made his debut at Ofen in 1846, and
in 1851-66 was engaged at the Berlin Opera.
He went to America with his biother, and

junior, born at Miihlheim,

possessor of a fine tenor voice

sang second rate piarts at small
He died insane, at Endenich
G.
near Bonn, Oct. 15, 1874.

afterwards

German

-

theatres.

FORNASARI, Luciano,
made

a bass singer,

who

1828 on second and
third-rate stages in Italy. In 1831 he was singing at Milan
tlie next three years he passed at
New York. He sang at the Havana in 1835, and
in 1836 in Mexico.
Returning to Europe he
obtained an engagement at Lisbon in 1840, and
After this he made
remained there two years.
a tour in his native country, singing with success
at Rome, Modeiia, Palermo, Turin, and Trieste.
In 1843 (Fetis is wrong in fixing it in 1845)
Fornasari apjpearedin London. Fctis says he had
a good voice and sang with method. Mr. Chorlcy
writes: 'The new baritone
as substitute for
Tamburini was a tall, dashing man
he poshis ajipearance about

;

—

—

—
pjleasant — and
:

sessed a very liandsome face, a sufficient voice,

though its quality was not
tension enough and to spare.

pre-

He sang with bad

method and confidence.' He continued to sing
in London until 1846, after which he did not
again appear,

j.

FORSTER & ANDREWS

M.

have been estab-

lished at Hull as organ-builders since

Amongst many instruments from

1843.

their factory

may

be quoted the organs in the Kinnaird Hall,
St. Mary's, Leicester
Holy Trinity,
Hull and the City Temple, London,
v. de p.
FORSTER, Georg, born at Amiierg about
1514, died at Niirnberg, 1568, a physician by
profession, but also a musician of considerable
attainments, deserves notice here chiefly as being
the editor of a comprehensive collection of
German secular songs for four voices, which
appeared in five Books published at Niirnberg
The best composers of the
from 1539 to 1556.
time are represented, including Isaac and Senfl,
and of the 380 numbers contained in it Forster
himself contributes 37.
Many of the songs are
Volkslieder, coiitra})nn tally treated in the earlier
German and Flemish manner. In the first Book,
1539, Forster has handed df)Wn to us Isaac's
beautiful setting of
Inspruck, ich muss dich
lasseii,' the melody of which has become the
Chorale-tune first to the w^ords
Welt, ich muss
dich hisseii,' and afterwards to Paul Gerhard's
Welt, sich hierdem Lebcn,' and Nun ruhen
alle Walder, and which later Bach so expressively harmonised in the St. Matthew Passion
to the verse
Wer hat dich so geschlagen?'
Forster also edited two volumes of sacred works,
1540 and 1542.
The .second is a collection of
Psalms, which openswith Josquin's 'Qui habitat'
for t\venty-four voices, and concludes with a
Deo (iratias for thirty-six, which Eitner conjectured to be the piece Ijy Okeghem referred to

Dundee

;

;

;

'

'

'

'

'

'

'

'

'

'

FOETE

FOESTEE
by Ornithoparcus and Glarean. A few other
sacred works by Forster hiiiisulf are contained in
other collections.
setting of

'

'Voiu

The second part

Winterfcld

Himmel

liocli

gi\'es
'

of Korster's collection of U'cJI-

makers of spinning-^^ilcela and
trades by his
and also learned to play on the violin.

Forster,

He was taught both

He came, as a cattle-drover, to London in 1759,
took up his abode in Prescott Street, Goodman's
Fields, and for a time endured much jirivation from inability to obtain suitaltle emj)loyUltimately he was engaged by a music
ment.
seller on Tower Hill named Beck, and the violins
made by him being much improved and quickly
sold, he started in business on his own account
in Duke's Court, St. JIartin's Lane, whence he
shortly removed into St. ilartin's Lane, and
attained great reputation.
Forster
afterwards added to his business that of a musicseller and publisher, and in that capacity in
1781 entered into an agreement with Haydn for
the purchase and publication in England of that
master's compositions, and between that date
speedily

and 1787 pnihlished

eighty-thi'ee symphonies,
twenty-four quartets, twenty-four solos, duets
and trios and the 'Passione, or 'Seven Last
About 1 7 8 5 he rem oved into the Strand
Words.
(No. 348), where the business was carried on until
In 1795
the pulling down of E.xeter Change.
he issued a coppier medal or token, halfpenny
Wm. Forster, Violin,
Obverse,
size, bearing
Tenor and Violoncello Maker, No. 348, Strand,
Prince of Wales's feathers in the lield.
London.'
God save the King in
Bsverse, the melody of
A crown in the field, above it
the key of G.
'God save the King, 'beneath it '1795.' William
Forster died at the house of his son, 22 York
w. H, H.
Street, Westminster, Dec. 14, 1808.
Forster, William (II), son of the aboveRoyal
mentioned, and generally known as
Forster, from his title Music Seller to the Prince
of Wales and the Duke of Cumberland.' Born
Like his father, he made
1764, died 1824.
large numbers of violins which once enjoyc'd a
high reputation.
By making the bellies of their
instruments thin, and increasing the weight of
the blocks and linings, the Forsters obtained,
while the instrument was still new, a strong and
])enetrating tone, which found high favour with
Being well made and
Lindley and his school.
finished, and covered with excellent varnish,
their instruments have much that commends
them to tlie eye. The Farsters copied both
'

'

'

'

'

'

'

'

Royal Forster had two
Stainer and Amati.
sons: William Fokster(III) (1788-1824), tlie
eldest, devoted himself to other pursuits, and
made but few instruments ; but the second.
'

'

first

carried
in Frith Street, aiterwards

with W. Sandys, F.S.A.) of The
History of the Violin und other Inst r anients
played wilh the Bote, 1864.
He died Feb. 2,
1870.
E. .T. p.
FORSYTH BROTHERS, a firm founded at
Manchester for the sale of pianos, by the brothers
Henry and James Forsyth in 1857. They had
been brought up, and represented the third
generation of the name, in the estaldishment
of John Broadwood & Sons.
Forsyth Brothers
began engraving music in 1872, with Halle's
Practical Pianoforte School, the first numbers
of wdiich were published by them in Jan. 1873,
and at the same time they o])ened a London
publishing business in O.xford Circus.
An appendix to the
School,' entitled the ]\lusical
Library,' was commenced some time after, and a
catalogue was formed which includes several
compiositions by Stephen Heller aswell as important works by other composers. They have also
added to the instrumental piart of their business
an agency for American organs, from the mannfactoryof theDoTninionOrganCompauy, Ontario,
Canada. Mr. Henry Forsyth died in July 1885.
Mr. James Forsyth has, in connection with the
business in Manchester, maintained an important
share in the management of the leading concerts
of that city.
Since 1901 the firm has been a
limited company under his presidency. A. .1. H.
FORTE, loud an Italian word, usually abbreviated into/. A lesser degree of loudness is
a gi-eater one by
expressed by mf mezzoforte
jpiii
f -^nA f, fortissimo, and the greatest of all by
fff, fortississimo as in Beethoven's Seventh Sym(jointly

FORSTER, \ViLLiAM (I), eminent violin
maker, born jMay 4, 1789, at Brampton, Cumberland, -was son of William, and gi-andson of

father,

on the business,
in

Licdcr was reprinted in score by Eitner in
1904.
.J.
R. M.

violins.

Simon Andrew Forster (born 1801),

Macclesfield Street, Soho.
Simon Andrew
Forster made instruments of higli model and
no great merit.
He is best known as the author

Forster's

for five voices.

liche

John

8'..;

*

'

'

'

:

—

phony

(Finale),

;

Eighth ditto (1st movement).

Overture, op. 115 (at end), Leonore, No. 2 (beginning of the Presto), or at the grand climax

near the close of the Finale of Schubert's Symphony in C, at the end of the extraordinary
crescendo,
ffff has been occasionally used by
later compiosers, as in the Overtuie to 'Charlotte
Corday,' by Benoit.
afterwards changed to PianoForlepiano
forte
w-as the natural Italian name for the new
instrument which could give both loud and soft
sounds without mechanical aid.
and
/).). is a characteristic sign in Beethoven,
one which he often uses it denotes a sudden
He will
forte and an equally sudden piano.
require it in the space of a single crotchet or
even quaver, as in the Overture to Leonore, No. 2
(l)ars 82 et seq. of tlic Allegro, and bar 222—fpp).
Again, he was very fond of a forte passage
succeeded suddrnlv, without any diminuendo.
by a p, as in bars 64 to 72 of the Allegro of
tlie same work, where tlie sudden p on the Fff
or in the reprise of the subject
is miraculous
after the trumpet fanfares, whei-e if the ;; is not

—

—

;

;

FORTI

FOSTER

observed the flute solo is overwhelmed.
In a
fine performance of his works half the battle
lies in the exact observance of these nuances.
No one before him used them as subtly as he,
and no one has excelled them since.
G.

1899 to 1903 Miss Foster has sung at all the
Three Choir Festivals in 1902 at SheHield and
Cardiff, and 1903 at Birmingham, on the production of Elgar's Apostles.' She has sung in
London at the Bach Choir, the Royal Choral
Society, the London Symiihony, and Ballad
Concerts (Ghappell's), the Philharmonic, etc.
On June 20, 1903, she sang the Angel's music
with great effect on the production of Elgar's
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FORTI, Anton,

distinguished baritone singer,

born at Vienna, June 8, 1790.
He made his
deljut at Presburg with so much success that
towardsthe end of 1807 Prince Esterhazy engaged
him almost at the same time as the tenor Wild
Forti soon I'orfeited the
favour of the Prince, who suddenly enrolled him
as a soldier, and only released him at the infor his celebrated

band.

tercession of several of the nobility.
He next
appeared (June 29, 1811) at the Theatre 'an

Wien as Don Juan, a part for which his
very sonorous voice, commanding presence, and
elevated refined style of acting eminently fitted
him.
In April 1813 he was engaged at the
der

'

court theatre, and speedily became a favourite.
Besides Don Juan he specially excelled in Figaro
(Mozart and Rossini), Telasco (' Ferdinand
Cortez'), etc., and inFrench dialogue-operas. He
sang Pizarro at the revival of 'Fidelio' in 1814
and Lysiart at the first performance of Euryanthe (1823). When Count Gallenberg undertook the direction of the court theatre in 1829
Forti was pensioned, and made starring tours to
Prague, Hamburg, and Berlin, where he also
took a short engagement.
On his return to
;

'

'

Vienna

his voice

had

lost its

charm, and his

He

increasing corpulence spoiled his acting.

winning the
one of the public lotteries, and died

retired finally from the stage after
first prize in

July

16, 1859.

0.

FORZA DEL DESTINO,
by Verdi,
duced at

and

at

libretto

St.

Her

by Piave

LA.
;

r.

p.

Tragic Opera

in four acts.

Pro-

Petersburg, Oct. 30 (Nov. 11), 1862,
Majesty's Theatre, London, June 22,

1867.

FOSTER, Muriel, born at Sunderland, Nov.
From 1896 to 1900 she received
22, 1877.
instruction in singing from Miss Anna Williams
at the Royal College of Music, gaining a Council
Exhibition in 1896 and a scholarship in 1897.

On Nov.

1896, she made her debut in oratorio at Bradford in Parry's 'King Saul.'
On
Deo. 11, 1896, she played Mrs. (Juickly on the
pi'oduction in English of Verdi's 'Falstafi'' at
the Lyceum Theatre by the College students
and on March 19, 1897, sang at St. James's
Hall My heart is weary from Thomas's Nadeshda at a students' concert there.
The
Chester Festival followed next in July of the
6,

;

'

'

'

'

same

On March

year.

1899, slie first appeared at the Popular Concerts in duets by
Brahms, Cornelius, and German, in conjunction
with her twin-sister and fellow -student Miss
Hilda Foster (who retired from public life in
July 1900 on her marriage with Mr. F. C.
Bramwell). On March 15, 1900, she sang some
of Elgar's Sea Pictures with great success at
a students' concert in the same hall.
From
'

2.5,

'

;

'

'Gerontius' at the Roman Catholic Cathedral,
Westminster, having undertaken the part in
the previous year at the Lower Rhine Festival,
Ddsseldorf.
She has also sung in other parts of
Germany, in Holland, in Russia, and the United
Miss Foster, who is the possessor of a
States.
beautiful contralto or low mezzo-soprano of
over two octaves from g to J" flat, also excels
in lieder

and

and

ballads,

the highest rank
generation.

rapidly attained

lias

among the

singers of her
A. c.

FOSTER, Myles Birket,

eldest son of the

was born in London,
Nov. 29, 1851.
Upon leaving school he was
articled to Mr. Hamilton Clarke for two years.
He subsec[uently entered the Royal Academy
of Music, where he studied under Sullivan
and Prout (composition), Westlake (pianoforte).
Pettitt (violoncello), and Horton (oboe).
Mr.
late BirketFoster, theartist,

Foster

has held organistships at St. James's

and St. George's, Campden
from 1880 to 1892 he was organist of the
Foundling Hosjiital, during which period he was
also organist at Her Majesty's Theatre, and
choirmaster of St. Alban's, Holborn.
He is a
Fellow of the Royal Academy of Music and of
the Royal College of Organists, and a Licentiate
of Trinity College, London, for which he has
examined since 1888, being the first English
examiner to visit Australasia (1895). He acted
as editor to Messrs. Boosey until 1900.
Mr. Foster has composed a symphony in F
sharp minor ('Isle of Arran'), overtures, a string
Cliurch, Marylebone,

Hill

;

quartet,

a pianoforte trio,

etc.

;

cantatas for

'Lampblack,' 'Beauty
and the Beast,' The Angels of the Bells,' The
Bonnie Fishwife, 'The Snow Fairies, and 'The
Coming of the King
in addition to songs and
part-songs, and two cantatas for male voices,
'Eudora' and 'Ode to Music,' written for Queen's
College, Oxford.
His church music includes
two cantatas,
The Seven Last Words and
'Seed-Time and Harvest,' an evening service
in G (men's voices), a festival service in A (Sons
children,

'Cinderella,'
'

'

'

'

;

'

'

'

of the Clergy, 18S3), and a communion seridce
in B flat.
He has also composed some forty
anthems, of wdiiclr his melodious and devotional

Oh for a closer walk
with God,' has justly met with wide acceptance.
Mr. Foster has contributed articles On musical
subjects to various magazines, and he is the
autlior of Anihems and Anthem Composers
setting of Cowper's words,

(Novello, 1901).

'

F. G. E.

FOSTER, Stephen Collins, an American

FOUGHT

FOUNDLING HOSPITAL

composer, of Irish descent, born near Pittsburg,
Pennsylvania, July 4, 18'26, entered, in 1S40,
the Academy at Athens, Pennsylvania, and, in
1841, Jefferson College near Pittsburg. Though
not noted I'or studious qualities he taught himself
French and German, painted fairly well, and
exhibited a pronounced liking for the works of
Mozart, Beethoven, and Weber.
Before this he
had shown his musical inclinations by teaching
himself the flageolet when seven years old.
His
first composition, produced while at Athens,
was a waltz for four flutes.
His first published
song, Open thy lattice, love,' appeared in 1842.
This song is one of the very few set by him, the
words of which are not his own.
In 1845-46
there were published 'The Louisiana Belle,'
'Old Uncle Ned,- and 0, Susanna.' The following are the titles of his ballads
My old
Kentucky Home,' Old Dog Tray,' Massa's in
de cold ground,' 'Gentle Annie,' 'Willie, we
have missed you,
I would not die in springtime, 'Come wliere my Love lies dreaming,'
I
see her still in my dreams,' 'Old Black Joe,'
Ellen Bayne
(which, it has been claimed,
provided the theme of 'John Brown's Body,'
the war-song of the Federal troops 1861-65),
'Laura Lee,' and Swanee Riber (more generally known as The Old Folks at Home and
sung all the world over).
Altogether some 175 songs are credited to
him.
It will be seen that some of the titles
betray the influence of the African race in the
country near Foster's home, and it has even
been said that he was indebted for some of his
tliemes to the untutored plantation-negroes.
But it is more probable that the negro dialect
was adopted in order to meet the demands of the
market which happened to be open to him the
entertainments by minstrel companies of the
Christy type.
The appearance of the name
Christy as author of Swanee Riber on some
publications of that song is explained bj' the fact
that Foster consented thereto for a stipulated
sum not the first time that genius has had to
sacrifice principle
though for the first edition
only. Foster died in New York on Jan. 13, 1864,
at the American Hotel, whore he had been
attacked with fever and ague.

pioneer of cheap nuisic, for he sold his sheet
music at one penny per page or eighteen for a

'

'

:

'

'

'

'

'

'

'

'

'

'

'

'

—

'

'

—

The

—

greater part

of

the material

for

this

sketch was taken from Music in America^ F. L.
Eitter, New York, 1S83.
F. H. ,J.
FOUGHT, Henry, a printer and publisher
of sheet and otlier music Irom metal type in
whiclr he claimed to have made improvements.
A patent for these was obtained in 1767, in or
about which year Fought set u]) shoji at the
sign of the 'Lyre and Owl' in St. Martin's Lane.
He submittedspecimensof hiswork to theSociety
for the Encouragement of Arts, and obtained a
resolution from that body to the efl'ect that his
method of pirinting was superior to any that had
been before in use in Great Britain, and that it
He was the
could be performed much cheaper.'
'

91

'

The typography is excellent, and
undoubtedly was a great advance in the art.
He appears to have aroused some ill feeling
shilling.'

among

the rest of the trade.
Hawkins states
that Fought was a native of Lajiland, and that
the music sellers of London copied his publica'

tions on pewter plates,

him out

and by underselling drove

of the kingdom.'

This is of course
obviously Avrong, for while sheet music was on
an average sixpence per page. Fought sold his
sheets at a penny.
Besides sheet song-music he issued collections
of Sonatas by Croce, Sarti, Uttini, and Sabatini.
On most of these he prints an artistic and boldly
engraved woodcut design an owl sitting over
a rocky cave, with a torch and pair of scales
forming part of the subject.
Aliout 1770 he
sold his plant and type to R, Falkener, who,
at 3 Peterborough Court and alterwards at
45 Salisbury Court, both in Fleet Street, issued
sheet songs in similar style, and at the same

—

low

price.

F. K.

FOUNDLING HOSPITAL.
tion of

Handel with

The connec-

this charitable institution

Captain Coram in 1739) forms a
p)leasant episode in thecomposer's lifein England,
and gives a signal illustration of his benevolence.
Following the example of the masters
of the sister art of Painting, who organised an
exhibition on its behalf, and of Hogarth and
others who presented p)aintings tor its decoration, Handel on May 4, 1749, attended a committee at the Hospital, and ofi'ered a jierformance
of vocal and instrumental music in aid of the
fund for finishing the chapel.
The Gentleman's
Magazine records that Saturday 27th [May]
the Prince and Princess of Wales, with a great
number of persons of quality and distinction,
were at the chapel of the Foundling's Hosi)ital
to hear several pieces of vocal and instrumental
musick, compos'd by George Frederick Handel,
Esq., for the benefit of tlie foundation
1st, the
musick for the late Fire Works and the anthem
on the Peace 2nd, select pieces from the oratorio
of Solomon relating to the dedication of the
Tem])le and 3rd, several pieces comptosed for the
occasion, the words taken from Scripture, ajiplicTliere
able to the charity and its benefactors.
was no collection, but the tickets were at half-aguinea, and the audience above a thousand.
[The music specially written was the anthem
The
Blessed are they that consider the poor. ']
governors, under a misapprehension, imagined
that he intended to present them with the copyright of the oratorio, and prepared a petition to
Parliament praying that a bill might be piassed
but
to secure to them the right in perpetuity
Handel indignantly repudiated any such intention, and the petition never reached the House.
On the completion of the chapel Handel presented
it with an organ, [built by a Dr. Morse of Barnet

(founded

b}'

'

:

;

;

'

;

FOURNEAUX

92

FKANZL

(for specification and other interesting particulars

almost simultaneously with
Falconi published at Venice in 1765

result

see

a similar
Fournier.

sequent year, while his health permitted, he
directed the performance of the 'Messiah' in the
chapel, which yielded to the charity a net result
of £7000 in all.
The composer by his will he-

Manifesto d' uno nuova impresa di slampare la
wusica, etc.
and Paolucci's Arte prattica di
contrapunto (1766), was jirinted in the new
M. c. o.
cliaracters.
FOURTH is an interval comprising two whole
It is called a fourth
tones and a semitone.
because four notes are passed through in going
from one extreme of the interval to the other,
for which reason the Greeks called it Sia reaaa-

Mus. Times, for May 1902, p. 308)j, which
he opened on May 1, 1760, wlieii the attendance was so large that he was compelled to repeat
the performance.
For his generosity Handel
was in 1750 enrolled as one of the governors and
guardians of the Hospital, and during every sulj-

a fair copy of the score and all the
parts of the ilessiah' to the Hospital, and on his

queathe{l

'

death a ilirge and funeral were performed in the
chapel on May 26, 1759, under the direction
of his amanuensis, John Christopher Smith,
who, with his lull concurrence, had been appointed the first organist, [and whohad conducted
the performance of the
Messiah on May 3,
three weeks after the composer's death.
The
artistic value of the bequest was not quite fully
realised until the parts were examined by Jlr.
H. Davan Wetton, the present organist, and
proved to be of great importance].
In July
1774 Dr. Burney proposed to the governors a
scheme for forming a Public Music School at the
Hosjiital for the training of the children
but
'

'

;

strong opposition was raised to it, and it was
never proceeded with.
The chapel services were
for many years noteworthy for their music, in
which the professional choir was assisted by tlie
children.
[The present organist has revived the
musical interest of the special services.
See the
Mus. Times for May and June, 1902.] c. M.
FOURNEAUX, NapoliJon, born May 21,
1808, at Leard (Ardennes), originally a watchmaker, improved the Accordion.
In 1830 he
settled in Paris

in

;

1836 bought Chameroy's

organ factory, and introduced great imp)rovements
in the manufacture of all reed instruments blown
by wind. At the exhibition of 1844 he received
a silver medal for his orgues expressives.
He
originated the idea of the percussion action in
'

'

He

died at Aubanton (Aisne),
M. r. c.
July 19, 1846.
FOURNIER, Pierre Si.mon, engi-aver and
type-founder, born in Paris, Sept. 15, 1712, died
He greatly improved the
there, Oct. 8, 1768.
engraving of music in France, which up to his
day was still elfected by punches on the model
He replaced
of those cut by Hautin in 1525.
the lozenge-shaped notes by round ones, and

harmoniums.

made music

altogether easier to read, although

his notes were still thin

those of later times.

and

He

]ionr

compared to

published Essai d'un

fonte pour Vim-pression ele
1756), and a Tralte
historiqu^ et critiqicc sar I'oriijiii'' et Jes lyrogris
des caracth'CS de fonU pmir I'intprrssion de hi.
iioiiveciu rxiractkre cle

la

musiqice,

etc.

(Paris,

musiqne (Paris, 1765) which, though incomplete and occasionally incorrect, contains interesting information on music )U'iuting in Fi'ance.
Giacomo Falconi of Venice seems to haveattained
;

;

fiOiv

— Diatessaron.

numbers

The

ratio of the vibrational

of its limiting sounds

is

3

4.

:

It

is

in

fact a perfect consonance, tliough regarded as a

discord in the old Diatonic style.

o. H. H. p.

FRA DIAVOLO, OU LHOTELLERIE DE
TERRACINE.

Opera comique in tliree acts
Produced at
words by Scribe, music by Auber.
in London
the Opera Comique, Jan. 28, 1830
at
in English, adapted by Kophino Lacy
Drury Lane, Nov. 3, 1831 in Italian, at the
Lyceum by the Royal Italian Opera, July 4-11,
;

;

—

—

;

1857.
_

FRANZL, Feedikakd,

eminent

violinist

and

composer, born May 24, 1770, at Schwetzingen
He was a pupil of his father,
in the Palatinate.
Ignaz Friinzl (1736-c. 1812) \iiee Denknmlcr der
Tonhunst, Bayern, vol. iii. 1], and performed,
when only seven years of age, a concerto at a
court-concert in !RIannheim, wdiere he entered
the band of the Elector in 1782.
From 1786

he began to travel with his father. During
a prolonged stay at Strasburg he studied composition under Richter and Pleyel, and later
under Mattel at Bologna.
He appears to have
been less successful at Paris than at Rome,
Naples, and Palermo.
[He went with the court
of Mannheim to Munich in 1778, was made
concert-meister in 1789, and was a conductor
in the Frankfort Theatre in 1792, in which year
he returned to Munich] he took C. Cannabich's
place as leader of the band, but in 1802 again
;

At

started for a tour to Russia.

this period

Franzl was generally acknowledged to be one
of the best of living violin jilayers, and his
compositions enjoyed gi'eat popularity.
Spohr
heard him in 1802 at St. Petersburg, and gives
an interesting account of him
Friinzl was
at that time the foremost of violin players in
St. Petersburg.
He still follows the old method
of holding the violin on the right side of the
tail-piece, and is therefore obliged to play with
his head bent down.
[Vioi.ix.]
He also lifts
the right arm very high, and has a bad habit
of raising his eyebrows whenever he plays something expressive.
His execution is neat and
clear.
In the slow movements he performs a
great many runs, shakes, and cadenzas, with rare
])recision and distinctness
but as soon as he
[ilays forte his tone is rough and unpleasant,
owing to his drawing the bow too slowly and too
close to the bridge, and pressing it too much on
the string.
Quick piassages he executes with
:

;

—

'

FRAMERY

FRANC

good intonation and very clearly, but invariably
bow, and consequently
ill the middle of the
On a later occasion
without light and shade.'
Spohr comments less favourably on him, and
describes both his style and his compositions as
but this only shows that Franzl
old fashioned
had not kept pace with the progress made in
violin playing towards the end of the IStli and
beginning of the 19th century, and could not
stand comparison with the great masters of the
Paris school, still less with Spohr himself.
In 1806 Franzl returned to Munich, and was
;

appointed conductor of the opera. He did not,
however, give up travelling, and played atvarious
times in Paris, Amsterdam, Vienna, and Leipzig.
Ill 1823 he made a second journey to Italy.
He retired in 1826, and went to live at Geneva,
but finally settk^d at Mannheim, and died there
Franzl was a fertile composer.
in Nov. 1833.
He published nine concertos and four concertinos
for the violin, one concertante and three duos
for two violins, nine quartets for strings, three
trios for

two violins and

bass, several overtures,

He also
a symphony, and a number of songs.
wrote ojieras, which were performed with much
success at

Munich and

Qacll':n-Li:xikiyn.~\

elsewhere.

list

in

All tlie>e works are written

an easy and correct

in

[See

but, being with-

style,

now

out higher artistic value, are
gotten.

entirely forp.

^

D.

FRAMERY,

Kicolas Etiekne, author and
when quite
musician, born March 25, 1745
Surintendant de la
young was appointed
musique to the Comte d'Artois.
He wTote
both words and music of La Sorciere parhasard
(1783), a comic opera, and of 'Medee,' a prize
libretto, which was to have been set by Sacchini,
It was never
had not his death intervened.
Framery was a skilful adapter of
performed.
;

'

'

'

'

French words toltalianmusicin various parodies
by Paisiello and Sacchini. As an
author he published
A criticism on Gluck
Le Miisicien
in the Mercurt for Sept. 1776
jh-atique (Paris, 1786), a poor translation of
Azopardi's II Musico ^jrortico, rearranged bj'
Choron in 1824 a discours on Lcs riijyjmrts
e'litre la musique etla dec!a)natwn(lS02)
.
articles on Della-JIaria(1800)and Haydn (1810).
He edited, from 1771 to 1778, the Journal de
Musique, founded by Mathon-de-la-Cour in
1764 the Calendrier musical 1788-89, a continuation of Mathon-de-la-Cour's Almanach
musical (1775) and took part with Ginguene
and Feytou in the musical dictionary of I'Encjiclopidie mithodique (1791), com]ileted in 1811
by Momigny o.\\(\\nt\\(i DictinnnairedcshcauxHe was a Correspnndant
arts of the Academic.
After copyrights had been
of the Institut.
recognised by law, Framery established an agency
for enforcing the rights of authors throughout
France.
He died in Paris, Nov. 26, 1810, leav'

of operas

—

;

'

'

;

.

.

;

,

;

;

;

.

ing MS. notices of Gavinies and various other
M. c. c.
musicians.

FRANC,
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LE FRANC,

Guillaujie, the son
Rouen, was probably one of
the Flench Protestants who fled to Geneva as an
asylum from the persecution to which those who
embraced the doctrines of the Reformation were
then exposed. He settled in that city in 1541,
shortly before the return of Calvin from Strasburg, and obtained a licence to establish a school
ol music.
In 1542 he became master of the
children and a singer at St. Peter's at a salary
of 10 florins.
In 1543 the Council of Geneva
resolved that 'whereas the Psalms of Daiid are
being completed,^ and whereas it is very necessary to compose a pleasing melody to them, and
Master Guillaume the singer is very fit to teach
the children, he shall give them instruction tor
an hour daily.'
His pay was increased from 10
to 50 llorins, and afterwards raised to 100, with
the use of part of a house, but on the refusal of
the Council to grant a further addition to his
salary Franc lelt Geneva in 1545 and joined the
choir of the Cathedral of Lausanne, where he
remained until his death about the beginning of
June 1570.
or

of Pierre Franc of

Franc's name is chiefly known in connection
with the Psalter publislied at Geneva by Cahin
for the use of the Reformed Churches.
The first
edition of this celebrated work appeared in
1542, containing thirty-five psalms, and was
enlarged from time to time until its completion
in 1562.
Of this Psalter Franc has been generally believed to be the musical editor
but
;

recent

researches,

esjiecially

show the claim

those

up

of

M. 0.

him

to be
devoid of foundation.
[See BortiGEOis, vol. i.
He certainly had nothing to do with
p. 372.]
the Psalter after leaving Geneva in 1545, and
although the resolution of tlie Council quoted
above may appear to indicate an intention of
employing him to adapt melodies to some of the
psalms then newly translated by Marot, there
is no evidence that this intention was ever

Doueii,

set

for

carried into effect.

Franc, however, did edit a Psalter.
The
church of Lausanne had on several occasions
shown a spirit of independence of that of Geneva,
and at the time of Franc's arrival sang the
psalms to melodies by Gindron, a canon of the
cathedral, which difl'ered from those in use at
Geneva.
As early as 1552 Franc appears to
have been engaged on a new Psalter, for in that
year he obtained a licence to print one at Geneva,
there being then no press at Lausanne.
No
coi>y of this book, if it was ever published, is
known to e.xist, but the terms of the licence^
1 This refers to tbeailditiiiinalver-sious then being written by If arot,
2 This iiuportiint document, whieli hna only lately been disei.vered
in the registers of the Council of Geneva, deserves to be tjuoted in

*"^^-~

Jeudi 28 iuillet

15.52.

Sur ce qui le ditmaistre Jacques, ministrede Laus-anne, a propose qiie a Lausanne ilz ne se sent pcult estre d'accord de chanter lcs
pseaulmes changing icy par niaistre Loya Bourgois. ny ceulx qu'i! a
inyst en chana du sieui" de Beze. ilz sont en propos de faire iniprinier
les pseaulines tranalatez par Marot en leur premier chant, et anssy
ceulx qu'a translate le sienr de Beze en vng ch.ant qne y a mis le
chantre de Lnu,s;tnne pour ies chanter, ce qu'ilz n'hont auae faire
.sans licence,
Poiirquov il a requis permettre lea imprimer icy, Arrete que, attendu que c'est chose raisson.able, il Icur soil permya.
.

.

.

FRANC

FRANCESINA, LA

it consisted of the psalms of Marot
with their original melodies, and the thirty-four
psalms translated by Beza the year before, to which
Franc, probably in rivalry with Bourgeois, had
adapted melodies of his own.
At any rate, in
1563, three years after the completion of the
Genevan Psalter, that of Lausanne appeared,
under tlie following title
Les Pseaumes mis
en rime framjoise par Clement Marot et Theodore de Biize, auec le chant de I'eglise de Lausane [sic] 1565.
Auec priuilege, tant du Roy,
que de Messieurs de Geneue.
In the preface Franc disclaims any idea of
competition with those who had executed their
work with great fidelity,' or even of correcting
'what had been so well done by them.' He
gives no intimation that he had himself taken
any part in that work, and states, with respect

Before long, however, Lausanne followed the
example of the other Reformed Churches, and
the Psalter of Franc was superseded by that of

94
show that

:

—

'

'

to his

own book, that

in addition to a selection

of the best tunes then in use in the church of
Lausanne as well as in other Reformed Churches,

he had supplied new ones to such of the psalms,
then recently translated, as had not yet been set
to music, and were consequently sung to the
melodies of psalms in the older editions of the
Psalter.
He adds that his object was that each
psalm should have its proper tune, and confusion
be thereby avoided.
Stress has been laid by some w'riters who
attributed the Genevan melodies to Franc, on a
letter written to Bayle by David Constant, professor of theology at Lausanne at the end of
the 17th century, in which he states that he
had seen a certificate bearing date Nov. 2, 1552,
and given by Beza to Franc, in which Beza testifies that it was Franc who had first set the
psalms to music. Constant adds that he himself
possessed a copy of the psalms in which the
name of Franc appeared and which was printed
at Geneva under the licence of the magistrates of
Baulacre, however, writing in 1745
that city.
in the Journal ffelvetique, after investigating
the accuracy of Gonst|pit's statement, shows that
the account he sent to Bayle of Beza's letter was
erroneous, as that letter contained no reference
Even had it
to the authorship of the melodies.
done so, we have seen above that in that very
year Franc had obtained a licence to print a collection of psalms for Lausanne, and the Psalter
to which Constant refers is that of 1565, also
compiled for local use.
In this latter collection twenty-seven melodies
are composed or adapted by Franc to the psalms
left without them in the Geneva Psalter of 1562,
(51,1 53_ 62, 63, 64, 65, 66, 67, 68, 70, 71, 76,

77,78,82,95, 98, 100,108, 109, 111, 116,127,1
139, 140, 142, and 144), nineteen are selected

from the tunes previously in use at Lausanne, and
the rest are taken from the Genevan Psalter.
1
Psiihna .^1 anrl 127 h-i'l proper tuues in the Genevan Psalter, to
whieh Beza'fl versionB of 09 and 117 were respectively sung. Franc
retained the Genevan melodiea fnr the later psalms, and a<l.apted distinct tunes to the older ones. Of these tunes, that which Franc set
to .51 was its ori^nal melody, to which Bourgeois adapted it in 1542,
but which he had replaced by another in 1551.

Bourgeois.

Some speciFranc's tunes are of small merit.
of them are given by Douen in his Olement Marot et le Psautier Huguenot, 2 vols.
Paris, 1878-79 from which the materials for this
See also Bovet,
article are chiefly derived.
mens

,

Histoire

da Psautier

chatel et Paris, 1872

;

Neu-

iglises reformies,

cles

G. Becker,

La Musique

Riggenbach,
en Suisse, Geneve et Paris, 1874
Tier Kirchengcsaiuj in Basel; and six articles by
the present writer in the Musical Times, JuneNovember 1881. [See Psalteb, and Riv. Mus.
G. A. C.
Ital. vol. vi. p. 496.]
RIMINI, (i. ) Tragic opera
FRANCESCA
the first two
in three acts, by Hermann Goetz
acts finished, and the third sketched, by the
composer completed by Ernst Frank, and pro(ii.)
duced at Mannheim, Sept. 30, 1877.
Grand opera in four acts, by MM. Barbier
;

DA

;

;

proCarre, music by Ambroise Thomas
duced at the Grand Opera, Paris, April 14,
1882. (iii. ) A symphonic poem by Tchaikovsky,

and

;

called

Orchestral fantasia

'

and numbered

'

op.

32 written and first performed in 1876 first
played in England at the Cambriiige University
Musical Society's concert, June 12, 1893, when
the degree of Mus. D. was conferred on the
;

;

M.

composer.

FRANCESINA, LA, Elisabeth Dupaeo,
DETTA, a French singer, who sang

for

some years

in Italy, wdiere she acquired her sobriquet.

autumn

In

1736 she came to London, and
had the honour to sing (with Merighi and
Chimenti) before her majesty, the duke, the
princesses at Kensington, and met with a most
gracious reception
after which the Francesina
performed several dances to the entire satisfaction
(^London Daily Post, Nov. 18.)
of the court.'
The accomplishment of dancing, however, she
Her name as
does not seem to have kept up.
a public singer is not found until Jan. 7, 1738,
when she played Clotilda in Handel's Faramondo on its first representation, the first part
She
ever written for her by the great German.
seems to have had an easy, warbling style of
execution, which Burney calls 'lark-like,' and
pleased both compjoscr and public. LaFrancesina
appeared again in Pescetti's Conquista del Yello
d' Oro and in Handel's
Serse that same year
and in 1739 she took part in 'Acis,' 'Saul,'
'Israel,' and
Dryden's Ode.'
In 1740 she reappeared in 'L' Allegro, and in Imeneo by the
same composer the latter advertised for Nov.
29, but deferred for near a fortnight, on account
the

of

'

;

'

'

'

'

'

'

;

'

'

'

'

'

;

of the indisposition of Franoesina

On January

'

(

Burney).

sang in Handel's last
opera 'Deidamia,' in which, according to Burney,
Nasco')uli V nsignol, which finishes the first act,
10, 1741, she

'

a light, airy, pleasing movement, suited to
the active throat of the Francesina.'
In 1744
is
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and 1745 she took part in Handel's 'Joseph,'
Belshazzar, and 'Hercules'
she had (juitted

at once attracted the notice of Levasseur

but constantly attached herself to
Handel, and "was lirst woman in his oratorios for
many years (Burney). She enjoys the doubtful
honour of having sung the four Italian songs
which Handel was compelled to intermix in

the first prize for his instrument.
He then
joined the orchestra of the Ambigu-comique, in
1827 that of the Opera, and in 1828 fixed himself at the Theatre des Italiens.
In conjunction
with Alard and Halle he formed an annual series
of classical quartets, which attained the highest
Franchomme was in Paris at the time of
rank.
Mendelssohn's visit, in the winter of 1831, and
is mentioned by Hiller (Meiidcbsohn, 1819) as
one of the artists who most warmly appreciated
him.
They were just of an age, and knowing
Mendelssohn's predilection ibr the violoncello
it is not difiicult to believe that they oiten
played together.
He was very intimate with
Chopin, and was one of those who witnessed
his last sufi'erings and received his latest words.
Franchomme travelled very little, and a visit to
England in 1856, when he played at the Musical
Union, appears to be almost his only journey.
He was Professor at the Conservatoire from
Jan. 1, 1846. He died in Paris, Jan. 22, 1884.
Franchommc's playing was remarkable for a
command over technical difficulties of all kinds,
very pure intonation, and a beautiful and expressive singing tone.
He was the possessor of
the violoncello of Duport, said to be the finest
Stradivarius in existence, for Avhich he gave

'

'

the stage,

;

'

'

'

'

Egypt' in 1739, to carry it over a
third performance.
In 1737 her portrait was
engraved by J. Faber in mezzotint from a painting by George Knapton.
It is a half-length, and
'Israel in

woman she
holds a book, on a page of which are the words,
'Ua sei amabile sparanza, the beginning, probably, of one of her favourite songs.
j. M.

represents a pleasant, intelligent

;

'

FRANCHETTI, Alberto,

born of wealthy

parents at Turin, Sept. 18, 1860
studied at
first under Nicolo Cocoon and Fortunate Magi,
subsequently under Draeseke at Dresden and at
From his German
the Munich Conservatorium.
teachers he seems to have learnt very great skill
in the manipulation of masses of sound, such
yet
as are required for operas on a large scale
the thoroughness of his training has not secured
him a very high position in the estimation of the
best Italian critics, although his private means
have enabled him to command the attention of
;

;

the public,
uniler the

operas are

and to have his works produced
His
most favourable conditions.

five in

number

'
;

Asrael, in four acts,
'

and afterwards

was produced

at Brescia in 1888,

at the Scala,

and elsewhere, with great

His

'

success.

Cristoforo Colombo,' in four acts, produced

Genoa in October 1892, contains an admirably worked ensemble in the first act, but appeals to the public rather by its scenic panorama
the
of the voyage than by anything else
three-act Fior d'Alpe' (Milan, 1894) and the
at

;

'

(Jtilan,
'Signer di Pourceaugnac
1897), "were less successful than 'Germania,'
(Milan, 1902).
See a detailed analysis in the
A synqihony in E
Fiiv. 3Ius. Iliil. ix. 377.
minor completes the number of his works.
Some critics have called Franchetti the Meyerbeer of modern Italy, and there are certain
points of resemblance between the two, besides
the accident of their outward circumstances,
circumstances, it may be hinted, that are not
always entirely advantageous in the long run.
It is true that Franchetti is at his best when
there are many characters on the stage, or
when insi>ired by some spectacular effect on the
scene.
His music is not profoundly emotional,
not very often distinguished, but it is not gener-

three-act

'

ally realised that his workmanshifi is sound

and

be owes little or
nothing to "Wagner, and stands entirely apart
from the hysterical school of Young Italy,
M.
should not be reckoned against him.
FKANCHOMME, Augusts Joseph, born at
Lille, April 10, 1808, learned the rudiments
of the violoncello from a player named JIas,
entered the Paris Conservatoire in March 1825,
scholarly,

and the

fact that

Norblin the Professors, and in his

first

and

year took

£1000.

His com]iOsitions consist chiefly of
potpourris and variations, with one concerto.
He also published with Cho})in a Duo on airs

le DialJe,' another with Bertini,
with Osborne.
His Adagios are
much esteemed.
[A com}tarison of tlie two
versions of Chopin's Polonaise for pianoforte

from 'Robert

and

and

a third

"\aoloncello, in C, op. 3, will

show how great

were the improvements in the violoncello part,
n.
which were due to Franchomme.]
FRANCISCELLO, a great violoncellist of the
early part of the 18th century, but of whom
neither the date nor place of birth or death are
known, and who in fact »"Ould have left no trace
of his existence but for the fact that he was
heard by Quantz, Benda, and Geminiani.
He
seems to have first appeared in Rome shortly
He was at
after the death of Corelli (1713).
Quantz heard him there, and
Naples in 1725
Geminiani, there or in Rome, was witness to
the ra]iture with which the great Alessandro
Scarlatti accompanied him on tlie harpsichord.
In 1730 he was at Vienna, where F. Benda,
then a young man, was so struck by his style
as to say that it influenced him for ever after.
He is heard of afterwards at Genoa, Avhere ho
may have died about 1750, but notliing is
;

known.

FRANCK,

o.

CiiSAR, born Dec.

1822, at
Liege, studied music at first at the Conservatoire
of that Y'lace. Coming to Paris at the age of fifteen,
he entered the Paris Conservatoire (tlien directed
by Cherubini) in Oct. 1837, where he was in
Leborne's class for counterpoint and fugue, and
10,
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that of Zimmerman for piano. In 1838 he gained
Sinaa-essitmthe former suhjects, and subsequently

a musical idea occurred to him in the course of
teaching, he would rise quietly and write a few
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tlie tirst

prize in tlie latter.

He

obtained this

by a feat rare in the annals of the institution
having played Hummel's concerto in A
minor to pertection, he was set to read a passage

last

;

for the first time, when he transposed it to a
third lielow the original iiitch, without hesitation.
The jury made him hors cmicours and awarded

liim a iirst }nHxd'honneur.
Having entered the
composition class of Berton in 18.38, he carried
off the second prize in the following year, and,
in 1840, the first prize for counterpoint and
fugue.
In October 1840 he entered the organ
class of Benoist, and obtained the second prize
in 1841.
The registers of the institution show
that he left it voluntarily in April 1842, his
father unfortunately exercising his parental
authority by forbidding him to enter for the
prix de Rome.
As Franck junior had no taste
for the musical acrobatics of the typical young
prodigy, he threw himself ardently into the work
of composition and of teaching. At first he was
for two years in his native Belgium, but returned
to Paris, where he established himself with his
family in 1844. From that time he led a busy

and

laborious

age,

his strong constitution, cour-

life,

and tenacity

of purpose enabling

him

to

give as many as ten lessons of an hour every day
in piano, accompaniment, and harmony, as well
as to lay the foundations of the gigantic amount
of composition he left behind him.
Amidst all
this work, his life was regular and tranquil. In
1858 the post of organist at Ste. Clotilde was

and he

thirty-two years,
until his death. It is easy to picture him seated
at his organ, giving to a circle of faithful admirers
a foretaste of some great work, perhaps one of
his motets, remarkable for the wealth and variety
A portrait
of their polyphonic combinations.
painted from life by Mile. Jeanne Rongier' shows
him at the organ, leaning a little forward, with
his left hand on the keys, and his right on one
of the stops. It is a three-quarter face, with the
eyes half- closed, as though the master were
listening to mystic chants whispered in his ear
from above. His peculiar charm was not merely
the masterly authority of his teaching, but
goodness of heart, and a kindly manner that
never grew less during the long years of his
offered him,

filled it for

professional career.

Naturalised

a

Frenchman

in

1870,

Cesar

Franck took charge of the first organ class of
the Paris Conservatoire on Feb. 12, 1872, about
thirty years after his retirement from the famous
From that time his life was devoted
school.
exclusively to teaching and composition.
The
long hours of his professional work were never
allowed to interfere with the creative side of
his labours, and the extent of his compositions
a sufficient proof of his incessant activity.

is
1

Eeprodncerl in Daniel Gregory Mason'a

New

Yorlt, 190'2.

From

If

Grieg to Brahms,

then resuming the interrupjted lesson. He
became the centre of a group of young composers
lines,

who were anxious

to study orchestral composition without passing through the Conservatoire,
where no attention was paid to the symphonic
style,

care being only given to operatic

com-

position.

masters were his esjiecial
he was a great admirer of the
symphonic composers, of Haydn, Mozart, Beethoven, Schubert, and Schumann. Equally keen
was his enthusiasm for the masterpieces of
dramatic art, whether those of Gluck, "Weber,
Wagner, and Berlioz, or of the old French
operatic writers, Gretry, Monsigny, and, above
Euphrosine et Coradin
all, ilehul, from Avhose
he was fond of singing the fine duet of jealousy.
His mind, accessible to all kinds of beauty, open
to every innovation, free from all jealousy, welcomed with the utmost warmth the compo-sitions
of his contemporaries who, more fortunate than
himself, reached w^orldly success. Another characteristic trait was a kind of indifference to the
The few came to
plaudits of the multitude.
those perhim, understood and admired him
formances of his works which came up to his
ideal delighted him, and that sufficed.
Apparently he was not even conscious of the in-

Though the

earlier

favourites, yet

'

'

;

difference for his

work displayed by the public

;

he lived in a world of his own, too remote for
such things to touch him.
Art for Art's sake
w^as his heaven.

Thanks
passed
trouble.

to his robust health,

through

He

life

untouched

C&ar Franck
by physical

lived to a green old age,

and

when attacked by

the pleurisy from which he
died, on Nov. 8, 1890, he was still in full
vigour.
In the dusk of a rainy day a few
faithful fiiends followed his body to the tomb.

There was no ceremonious funeral, no official
discourse of eulogy, merely a few touching words
spoken by a friend and a disciple.
Such a
funeral befitted the modesty of his whole life.
Cesar Franck, whose work reminds us not
a little of that of Sebastian Bach
due jiroportion being kept between the two
was like

—
—

an artist of another age, traversing the ordinary paths of life like a dreamer, unconscious
of what might be passing around him, and
living for his art alone, and for the few
disciples who were destined to be the apostles
of a new religion.
In the present day it is
clear that the work of this single-minded follower of truth, this 'primitif born out of due
time, has borne worthy fiiiit, and is destined
to grow and spread still farther.
His artistsoul, though full of gentleness and goodness,
was never appealed to by worldly grandeur he
lived apart from mortals in a super-terrestrial
world.
Thus he could bear the disdain or in;

C]i;SAE
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which his early work was received by the crowd
and in general he seemed
absolutely unconscious of their inditierence. His
daily work, too, occupied his time so I'uUy that
did'erence with

;
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new quality
liven the mysticism of

descriptive, or picturesque, but this

had been unrevealed.

that is vei-y beautiful.'
The author of Lea
Beatitudes' might well say that. Such a revolt
as that which Berlioz made against the judgment of his contemporaries was foreigr to
Franck's nature, which was amply satisliecl with
the appreciation of the faithful few. His nature
was of a rare and fine type, wholly devoted to

Parsifal
has little in common with that of
Les Beatitudes.'
The nature of Cesar Franck,
who passed so much of his time in divine contemplation, under whose fingers the organ of
Ste. Clotilde conversed rather with angels than
with men, led him towards this new development of his beloved art well was he called the
Angelic Doctor or the
Pater Seraphicus of
music, for his life and his art were closely allied.
In seeking for an analogy from the history of
painting, the names of Fra Ange.ico anjong the
ancients, and of Puvis de Cliavannes among
moderns, occur to the mind.
A close study of his nuisic reveals certain

what was good and

esjiecially characteristic

he was in a manner a stranger in the world in
which he lived. Like all great geniuses he had
a lofty ideal, together with a naive satisfaction
in what he had accomplished.
'You will see,'
he would say, I have just finished something
'

'

What was

beautiful.

that was so new and penetrating
in Franck's actual teaching ?
He introduced
his pupils at once to a prodigious wealth of
novel harmonies, and allowed them to apply
their liarniouic originality to the composition
of orato)'ie3, symphonies, and chamber music,
with a happy audacity in comi)inations of tone,
a broad amplitude of development, and vei-y
characteristic tone -colouring.
He was not
merely a pioneer of high musical culture, but
he appeared at a time \vhen the need of a much
more profound as well as a more detailed study
of the sym[ihonic and polyphonic arts was
it

beginning to make

itself felt.

The knowledge

of the masterpiieces of the symphonic composers,
whi^'h were just then beginniTig to be heard at
the larger concerts, opened a new path lor the
younger French writers, and consequently imposed upon them a special kind of study.
Cesar Frauck, with his natural bent towards
the richness and amplitude of the symphonic
form, came at the pisychological moment to be
the master of what might be called the higher
With characteristic
study of musical rhetoric.
graciou-sness he welcomed the generation that
was seeking, in the intimate union of instruments with voices, in a more elaborate orchestration, for the rejuvenation, if not the complete
abandonment, of the ancient formuhc, and for
a form in closer accord with modern tendencies.
Among those who received instruction or
counsel from him, wlio were his disciples and
friends, and who gained from his teaching a
marvellous skill of technique as well as a rare
ease and certainty in handling the orchestra,
may be mentioned Alexis de Castillon, Vinceiit
d'Indy, Henri Duparc, Ernest Chausson, Arthur
Coqnard, Samuel Rousseau, G. Pierne, Augusta
Holmes, Charles Bordes, Guy Ropartz, and
Caniille Benoit.
The central character of his music may be
described by the single word 'mysticism.' This
was a region unexplored in music before his
time, and all his works bear strong traces of
Before him, music was scholastic,
the quality.
naive, graceful, dramatic, emotional, passionate,

VOL.

It

'

'

'

;

'

'

'

'

m:irks of his niusical
personality, such as his revival and eniichujent
of the ancient form of canon, his Irequent emjiloyuient of chromaticism, his fondness lor
successions of the smallest intervals, his habit
of modulating by thirds, his use of unison in

chamber -music,
syncojiations

of

conflicting

and

iliytl,n}S

and

suggestion of
nrystery resulting from the intioduction of
silences.
On the other hand, adverse criticism
might point to the length which disilguresmany
of his compositions, and to the monochrome
tints of his orchestration.
In spite of these
delects the work of Fi'anck reveals a beauty
which, at first perceived by a few minds during
the master's life, became, and will become, as
time goes on, ever more and more clear to the
world in general.
As Fi-anck's outward aspect
was full of chaiacter and nobility, so his music
was full of individuality, aud is of great importance in the history of the art in the 19th century.
The master employed every foini of the art:
;

lastly,

the

oratorios, cantatas. Biblical scenes, sym}ilionies,

sym]>honic poems, operas, chandler music, music
for organ and for piano, and vocal works.
On
the one hand, his sacred music, such as his
oratorios and organ pieces, has, as it were, put
new life into the older forms of Tuusie, notably
that of Bach
and on the other he gave a
vigorous impulse to chamber music, enlarging
its scope as well as that of ]uano nuisic aud
song.
Lastly, he left two ojieras (in addilion
to
Le Valet de Ferme,' written iu 1848 for the
Opera National, under Adolphe Adam), 'Hulda'
and 'Ghisele,' both of which contain beauties
quite worthy of the author of Lcs Beatitudes.'
As has already been said, all are united by the
common bond of mysticism.
His first compositions, it is true, do not give
any definite signs of tlie tendencies ihat alterwards distinguished him.
The thiee trios for
piano and strings (op. 1) written in 1842, the
fourth trio in B minor (^1843), the pianoforte
duet on 'God save the King' (1843), the
Grandes Fantaisies for piano on themes from
Dalayrac's Gulistan (opp. 11 and 12, 1844)
do not in any way foreshadow the glories of
;

'

'

'

'

'

'
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the quintet for piano and strings (1880), the
string quartet (1889), or the sonata for piano
and violin (1886).
But in 'Ruth,' notwithstanding the fact that it was written as early
as 1846, the genius and personality of the composer begins to assert itself.
The adorable
naivete and limpid clearness of this
Eglogue
bibliijue procured it the approval of Spontini
and .Meyerbeer when, on Jan. 4, 1846, it was
performed for the first time at the Conservatoire.
Its instrumentation is sober and graceful, and
its melodies tender and sim[)le.
The finest
passages are the picturesque prelude, the chorus
of Moabites, the march in G minor, Ruth's air
in the first part, the brilliant and original
chorus of reapers, and the charming duet
between Ruth and Boaz in the second, and the
whole of the final scene.
Franck's other works
for solos, chorus, and orchestra, are Redemption,'
a ponnie syraplioniqu^' and Les Beatitudes,'
an oratorio
Rebecca, a Biblical idyll
and
'Psyclie, a
poeme symphonique.
Tlie first
of tliese was finished Nov. 7, 1872, and first
per(brraed at tlie Concert National (Theatre de
I'Odeon), on April 10, 1873, under the direction
of Coloime.
The publisher, Georges Hartmann,
wdio had discerned the compjoser's genius and
had brought out Ruth,' was the chief promoter
of 'Redemption,' the words of which, by
M. Eilouard Blau, had originally been ofi'ered
to M. Massenet.
If
Redemption does not
reach the heiglit of Les Beatitudes (and certain
choruses are not free from banality), all the
mystic portion of thework is absolutely delicious.
For the choiirses of angels, the airs of the archangel, and the admirable number in which is
painted the joy of the world at the advent of
Christ, Cesar Franck found an inspiration full
of f)urity and simple grace.
'Les Beatitudes,' written in 1870, and published in 1880, is a splendid oratorio of solid

attack, notably in the eiglitli beatitude
happy are the effects due to orchestral and vocal
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'

'

'

'

;

'

;

'

;

'

'

'

'

'

'

'

'

architectural design, and infinitely superior to
a good many works which at the time of their

appearance

enjoyed

a

rapid

but

ephemeral

The scheme is a poetic paraphrase on
Gospel by Mme. Colomb, and the work opens

success.
tire

with a prologue in which the various elements
in tlie composition are musically combined with
Satan, a figure of Miltonic
masterly skill.
humanity,
grandeur, vanquished by Christ
;

by every terrestrial misery, regenerated
by the Redeemer, such is the main thread of
the poem which Franck has enhanced by the
happiest effects of contrast, by a style of
assailed

—

wonderfully skilful,
by an astonishing
truthfulness of dramatic expression, by melodic
richness, and by the clever union of voices and
instruments.
What accents of tenderness and
of divine compassion in the voice of Christ
preaching the glad tidings
What bitterness
in that of Satixn struggling until he is finally
and what dramatic force in his
overcome
orchestration

although

that

rather

is

concise,

!

!

!

How

Especially admirable is the caregradation between the sad and vehement
Les
choruses.
In the famous vocal quintet,
Pacifiques
in the seventh beatitude, how the
expression of the voices is intensified in the
orchestra
The third beatitude is a masterpiece, in which a mother weeps over an empty
cradle, an orphan mourns its misery, wedded

polyphony

!

ful

'

'

!

lament their separation, and slaves sigh
Throughout, the voice of Christ
finally, the crown
soars through the serene air
is placed upon the work in the grand hosanna
with which the eighth beatitude closes.
pairs

for liberty.

;

In

'

Rcliecca,' a Biblical idyll for solo, chorus,

and orchestra (on a poem by Paul Collin),
dating from 1881, Cesar Franck returned to
the style of Ruth,' his first work of this kind.
It is a short scene in which the composer, wdiile
'

clioosing the tonality of oriental scales, has invented delicate modulations, delicious ettects of
colour,

chorus,

and graceful themes.
'

The introductory

A I'ombre fraiche des palmiers,' and the

chorus of camel-driveis, are highly pncturesque.
Psyche,' set to words by MM. Sicard and
Foureaud in 1887-88, was first performed at the
Concerts du Cliatelet, under M. Colonne's direcFrom the first pages the
tion, Feb. 23, 1890.
hearer is impressed by the mastery of the writHe will
ing and the nobility of the ideas.
admire the Sommeil de Psyche,' a prelude full
of a mysterious language, and a piece that will
remind him of Wagner, not in actual material,
but in the theories and style. He will recognise
the composer's talent in tianslating the strange
sounds that precede the scene in which Psyclie
is carried by tlie zephyrs into the gardens of
Eros
he will find an exquisite tenderness in
tSie third theme of Psyche reposing amongst the
flowers, and saluted as sovereign by the powers
he will detect a certain relationship
of nature
between the phrase sung to Psyche to the words,
Souviens-toi que tu ne dois jamais de ton
mystique epoux counaitre le visage,' and the
phrase uttered by Lohengrin to Elsa in a situation exactly paiallel
and he will welcome and
retain nurny other pages of the score.
But he
will regret the lack of variety and the length
wdiich robs the work of part of its charm.
Franck's symphonic and chamber music,
though of no great extent, yet contains things
that are very remarkable
with the exception
of the four trios already mentioned, it was composed between 1875 and 1890.
Like the vocal
works, these compositions are full of mystic
character, and the employment of the canonic
and chromatic style is perha]is almost too constant.
There are 'Les Eolides, a symphonic
poem (1876), with its thrilling aerial sounds
Le Chasseur raaudit (1883), with its striking
appeal to the feeling of terror
Les Djinns,
symphonic poem for piano and orchestra (1884),
'

'

;

;

'

;

;

'

;

'

'

'

;
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a charming fantasia with most ingenious developments the Variations symphoniques for piano
and orchestra (1885), an example of splendid
climax, and lastly the symphony in D minor
If tlie last work is separated from the
(1889).
classical models by its introduction of the
employment of the principal theme in all the
movements, and hy the freer development of
'

'

;

the material, it has a breadth of style in the
orchestration that carries us back to Beethoven.
There fs also a remarkal)le attempt to treat the
families of the instruments in separate groups.

An

ecstatic sentiment is reflected

throughout

the symphony, hut particularly in the hnto that
precedes the allegro non troppo.
The opening

theme

and flowing
Interrupted by the recurrence of the
lento, it is definitely established in order to lead
to a vigorous conclusion.
It is open to criticism
on account of a too frequent use of chromatic
writing, and of tremolo etiects in the string
The second movement, allegretto, has a
parts.
charming theme for cor anglais, supported by
harps and strings, pizzicato the following theme,
with its rapid motion given oiit at first by the
muted strings, has some likeness to a dance of
sylphs
then the melancholy phrase of the cor
anglais returns, and the two are heard in combination. The finale is in D major, and amongst
various themes, some of them taken from previous movements, there is one that has the
character of a carol (or 'Noel'), which gains
special ])rominence at the close.
Franck's three great productions in chamber
music are the quintet for piano and strings, the
sonata for piano and violin, and the (juaitet for
strings.
The style of all is very modern, an<l
The comtheir character full of originality.
poser's mastery of resource is shown in the first,
in which, after a first movement built more or
less regularly on two themes, an andante follows,
the theme of which is given out successively hy
the violin, the quartet of strings, and lastly the
piano
the finale is of surjiassing brilliance.
The well-known violin sonata begins "with a
passage of tlie most dreamy ecstasy, followed by
a dashing allegro the passionate vehemence of
which reminds the hearer of jiassages in Schumann's sonatas a noble recitative leads to tlie
youthful gaiety of the finale, which might he
The quartet
paraphrased from some old carol.
is the master's swan-song, and was composed
only a few months before his death.
It was natural that an artist wdio had passed
so many years of liis life as an organist, should
leave fine compositions for that instrument.
In a set of pieces written in 1863-6.5, we must
place in the first rank a Prelude, Fugue et VariaIn these two
tions,' and a Fantasia in C major.
of this allegro is of a free

beauty.

;

;

;

;

'

Franek displays

tlie

rarest qualities of genius,

such as the freedom and admirable development
of his themes, with due regard to a conciseness
He is as completely
which is not always his.
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master of the resources of the organ as of those of
the orcliestra.
AVhen he avoids giving too free
a rein to his inspiration and does not allow himself to develop his ideas at too great length, we
find, as in oji. IS, the
Prelude, F'ugue et Varia'

tions,' a justice of design, a perfect proportion,

and the charm of ideas

An

skilfully presented.

and graceful chai'acter
breathes from the aiulantixo, which returns at the
infinitely tender, mystic,

In the Fantasia in G
the composer proves his descent from Sebastian
Bach.
In the 2^^^^^ lento, a theme of most
close in the variations.

reposeful character enshrines a canon

upon which

superimposed a very exjiressive subject. Both
themes in the allegrettv cantando in F minor are
of exquisite delicacy.
The adagio in C minor,
beginning with a powerfully dramatic crescendo,
has a theme tliat is absolutel}' seraphic, and is
made still more emotional Ijy tlie use of tlie vox
humana stop. The Priere in C sharp ndnor
(op. 20) and the 'Grande Piece syniphonique
in F sharp (oji. 17) must be spoken of with
is

'

'

'

'

'

some

though tliey, too, present striking
with the work of Bach, pages of
elo([uent beauty and of wonderful j'ower, notably
in the iiigue and chorale which termiiiatrs the
latter work.
The composer has not always succeeded in restraining his imagination he talks,
as it were, too long with his beloved instrument,
forgetting that he wrote for a laiblic which
demands conciseness in organ pieces as much as
The)' are indeed symin symphonic works.
phonies, and are divided into distinct sections,
reserve,

analogies

;

like the

work

To the

in

F

sharp.

pieces for organ or

harmonium may be

added the sacred works, such as the beautiful
mass for tliree voices composed in 1861, to
Paiiis
wliieli the composer added the famous
'

angelicus

'

in 1872, the motets for the office of

the 'Saint,' the otfertorium and the h}^!!!.
The pianoforte works are not numerous, but
the 'Prelude, Choral et Fugue,' dating from
1884, and the Prelude, Aria et Finale (1889),
are both important. The secular works, whether
for solo or chorus, are even more noteworthy.
'

'

There are some charming things, some of which
have enjoyed great success, especially since the
Suffice it to mention the 'Mamaster's death.
riage des Roses,' Les Cloches du Soir, and La
and 'La Vierge
Procession,' among the songs
L'Ange gardien,' Les Danses de
a la Creche,'
Lormout,' 'Soleil,' 'Premier sourire de Mai,'
'

'

'

;

'

'

among

the part-songs for female voices.
In the last period of his life, Franek wrote
two operas: 'Hulda, in four acts, on a poem
hy Grandmougin, after B. Bjbrnson, written in
1879-85, and 'Ghisele,' also in four acts, to a
poem by G. A. Thierry, composed in 1888-89.
The orchestration of the last was only finished
the others were
as far as the end of the first act
orchestrated by MM. P. de Breville, E. Chausson,
Vincent d'Indy, Samuel Rousseau, and Ai'thur
Both operas were first produ'-'cd at
Coquard.
'

;
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the theatre of Monte Carlo
the tirst on March
4,
1894, and the second on April 6, 1S96.
There are a few unpublished uonipositions.
In his capacity for work, his }irodigious facility, his prolbund harmonic science, in the loftiness of his ideals, and in his steadfast faith in
his art, Cesar Franck is a singularly fascinating
hgure among musicians.
His characteristic
creations, a rich treasury whence his successors
*vill draw inspiration for many a year, ensure
him a high place among the composers of the
19th century.
;

The

list

of his works

is

as follows

:

Op.
1.

Three trios for piano and strings (F sharp,

E

flat,

B

minor].

1842.
'J.
;:.

1.
5.

Fourth trio f^r piano
B,'!ogue for pf. 1843.
First duet for pf. on
First Caprice for pf.

*

and

strings, in

Ood save the

B

major.

King.'

Andantino quietoso

7.

Souvenir d'Aix

K.

1 1.

Four songs of Schubert, transcribed for pf.
Bnllad for pf. 1&44.
Solo iur pf. with quintet accompt.
First Grande Fantaisie for pf. on Dalayrac'a

12.

Second ditto

10.

la

for pf.

and

vhi,

'

Guliatau.'

Qu;i3i

'

Marcia for harmonium.

u^logue biblique,' in three parts, for

soli,

choir,

'

Lea Bolides, 'pof^ine-symphoniijue.' 1876.
Hulda, 'drame lyrique,' in four parts and a prologue (words by
Grandinougin, arter Ejornson). 1879-85.
Quintet in P minor, for pf. and strings. 1880.
Rebecca, 'scSue biblique,' for soli, choir, and orch. 1881.
Le Chasseur Mand it, po6ine-symphonique,' after Bilrger's ballad.
'

for orch,

1884.

'poiime-symphonique,' pf. ond orch. 1884.
Morceau synipbonique de R(5deniption,' new version. 1885.
Variations symphoniques, pf. and orch, 1S85.
I.ea Djinn.s,

'

A

for pf. and vln. 1886.
Psychd, poi^nie-Hyraphonique,' for choir and orch. 1837-88.
Ghia61e. opera in four acts (words by Gilbert Augustin Thierry).
in
'

in D.

18.89-

Quartut for strings in D.

1889.

WORKS PUBLISHED WITHOUT

DATE.

M;iria.

O

with organ

accompt.
Prelude. Choral et Fugue, for pf,
Pr61ude, Aria et Finale, for pf.
Transcriptions for organ (from ancient compositions).
Second duet for piano on Luclle.'
"

Sonata for pf.
Les Troifl Kxil^s. chant national,' for bws and baritone voices.
Le Garde d'Honneur. 'Cantique sacrc'^'
Six Duos for equal voices (poIo or choral), with pf. accompt.
L'Ange gardien, Aux petites enfiints, I^i Vierge a In Cr(>che,
Lea dauaea de Loruiont, Soleil. La chanson du Vannier,
,

'

;

SONGS.
La Procession (words by Brizeux), with orch.
Lea Oloches du Soir iMnie. Desbordes-Valmore).
Le Mariage des Roses (E. David).
L'ange et I'enfant (J. Heboul).
Robin Gray

(Florian).

(.Mi-ry)-

PaplHona

'

Lieb' ohn Leid,' is given in the tirst volume of
Ariun, from his Musicalischer Bcrgkreyen, 1602,
and a selection of instrumental works in the
f. g.
Dertkiiidler Deutschcr Toiikunsty vol. xvi.
FRANCO, Maoister (Franco de Colonia
Franco Leodieiisis Franco Parisiensis Franco
Franco of Liege Franco of Paris).
of Cologne
Though the claim of ]\lagister Franco to the
honour of having written the earliest known
dissertation upon Measured Music has been very
generally admitted, the confusion which prevails
with regard to his jjcrsonal identity has been
increased rather than diminished by the endeavours of successive historians to set the question atrest.
If we are to accept the contradictory
theories that have been handed down to us, since
the times of Burney and Hawkins, we shall lind
it impossible to avoid the conclusion
either,
that three distinct Francos flourished at different epochs, in Cologne, Liege, and Paris
or,
that a certain Magister Franco held scholastic
appointments in those three cities, at impossibly
;

;

;

is, the very
grave doubt as to whether the writer of the
famous musical tracts is, or is not, identical with
a certain philosopher, named Franco, who was
equally celebrated, in tlie 11th century, for his
knowledge of Mathematics, Alchemy, Judicial
Astrology, and Magic.
Sigebertus Gemblacensis,^ who died in 1113,
tells us that this learned writer dedicated a tract,
De Quadratura Circuli,' to Herimanus, Archbishop of Colof^me
and, as this Prelate died in
February, 1055, the work must have been completed before that date.
Trithemius- attributes
this same tract, 'De Quadratura Circuli,' together
with another, De Computo Eeclesiastico, et alia
plura,'3 to Franco, Scholasticus Leodiensis Eccle'

;

'

(V.

hymns,

'

S'lUvenauco (ChateaubTlaud).
N inon (A. de Mueset), fur tenor and soprano.
P.iesez. passez toujours (V. Hugol.

Aimez

also said to

distant dates.
The chief source of uncertainty

-Four motets,
Salut, comprising three Motets with organ accompt.
Veni Creator, duo for tenor and basa.

jpari^a,

is

se\'eral

;

for vln. with pf, accompt.
Ma.s3 for three solo voices, choir, and orch.
Hymne, to words of lU^cine, for four-part male chorus.
Five pieces for harmonium.
Fifty-nine Motets for harmonium.
Nine Grandes Pit^ces for organ.
Tbree Offertoires for soli and choir.

Andantino

.Sahitiiri" 'extr, from the Mass, for baas solo).
Ch;int8 d'^^lise, harmonised in three and four

He

are still sung.

—

lWS-8it.

Symphony

Itoses at

'

;

Le Valet de Ferme, opera. 1848.
Les Beatitudes (words by Mme. Colomb), oratorio for soli, choir,
and orch. 1870-80.
R6deTnption, poCme-symphonique,' in two parts (Ed. Blau), for
^'i, choir, and orch. 1872.

Ave

of thirteen of his Chorales

list

;

and orcb.

1848.

Sonata

84) gives a

Jesu, wie istdeine Gestalt,' 'Der Brriutigam wird
[A four-part madrigal, 'Kein
bald rufen,' etc.

WORKS DATED, BUT WITHOUT OPUS NUMBERS.
'

I-

church music and Ueder, born, according to
Wetzler's Lieder- Hlstorie, at Zittau on the
borders of Saxony and Silesia about 1573, lived
at Augsburg in 1601 and Nuremberg in 1602,
and was capellmeister to the Duke of Coburg
from 1603 until his death, June 1, 1639. [The
Quellen-Lexikon contains a list of over seventy
works by him, now become very scarce.] He did
much to improve the instrumental accompaniment of songs, a point to which little attention
was jiaid before his day. Boring {Choralkunde,

have written the words of

1844.

on Dalayrac's Gulistan.'
Polish aira. 1845.
Fantaisie for organ.
Grande Pi^ce syraphonique for organ.
IH. Prdlude, Fugne et Variations, for organ.
19. Piis to rale for organ.
2i|.
Pridre for organ.
21- Finale for org;tn,

Kuth,

^

composer of

prolific

'

Hi.
1".

'22.

FRAN'CK, Melchior,

notlien bin

1844.

13. Fantaisie for pf,
14. Duet for piano and vln.
15. FiLntJiiaie for pt. on two

voices.

Paris (1870).

which survived him, among which 'Jerusalem,
du liochgebaute Stadt' and Wenn ich in Todes-

Chapelle, for pf.

ditto.

Le bylphe (A. Dumas), with violoncello accompt.
Nocturne (L. de Fourcaud).
Premier Sourire de Mai (V. Wilder), for three female

p.

1843.

li.

9.

1843

Lied (Lucien Pit^|.

Hugo).

Chron. ad
3

»vnn. 1047.

Among

-

these waa o

(Lut. Par. 1512.)
perpetno.'

e

Sc'ipt. Eccles.

i

'

De Motu

FRANCO

FRANCO

floiirislied under the Emperor,
about tlie year 1000, though there
is evidence of another kind, to prove that Franco
continued in oilice at Liege, at least until tlie

Amhrosian Library at Milan, in the Taris
Library, and in the British Museum (Add. MS.
88ti6, a fine MS. of the 15th century, unknown

siae

;

who he sa^'S,
,

Henry

III.,
.

year of 1083.
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to Burney).

Fetis discovered a copy of the
Coinpcndium dc Discanlu in the Paris Library
and another MS. copy was presented to the
Vatican Library by Queen Christina of Sweden.
The Conipendiuni begins with the words, Ego
Fi'aneo dc Colonia,' the genuineness of which
;

The
France

autliurs of the HUtoire LiiUrairc de la
'

was the

assure us tliat this Scliolastic of
autlior of tlie tract

'

Lii''ge

De Musica Men-

suraliili.
"

But, in direct opposition to this, Kiesewetter
brings forward evidenceenough to satisfy himself,
at least, that the tracts on Measured Music were
written neither by the Alchemist and Magician
of Cologne, nor by the Scholastic of Liege, but
by some other Franco, who flourished not less
than 130 or 160 years later i.e. towards the
close of the 12th century.
This o]iinion
in
which it is only fair to say that he is followed
by De Coussemaker, Von WinterfcUl, ami Perne
rests, however, upon no stronger ground than
the supposition that the period interposed between the writings of Guido d'Arezzo and Franco
was insuihcient tor the development of the improved system described by the last-named
master.
Fetis, reasonably enough, protests
against a conclusion unsupported by any sort of
historical, or even traditional evidence.
Kiesewetter lirst stated his views in the Leipzig

—

—

Alhjan. miis. Zcilinig for 1828, Nos. 48, 49,
50.
Fetis, in his Dictionary, opposed the new
theory.
Kiesewetter replied to the objections
of Fetis in the Allgcrii. inus. Zeitung for 1838,
Nos. 24, 2,5. And, in the meantime, De Coussemaker, in his Histoire de V Harinonic av, rnoycn
Age (pp. 144-147), suggests, somewhat confidently, that the real author of the disputed
tracts was another Franco, who is known to
have flourished at Dortnnind, in Westphalia,
about the year 1190.
But, since not a particle
of trustworthy evidence has ever been adduced
in favour of these fanciful theories, we shall do
well, until more light can be thrown upon the
subject, to believe, with Fetis, and our own
Burney and Flawkins, that the tracts attributed
to Franco were really ^\Titten by the philosopher
of Cologne, about the year 1060.
The musical tracts attributed to Franco are
1.

Ar9

Mapristri Fraiiconifl de

Musica Menflumbili.

2.

Ma;:i.^tri Fvanfioiiis llu.tica.

3.

Compendium

de Disoautu, tribus capitibus.

'

Kiesewetter dis])Utes.
Franco's claim to the honour of ha\'ing invented the Time-Table I'ests, paitly, on the
contents of the treatise De Musica Mensurabili,
and, partly, on the authority of MSS. of later
date than his own.
Marehetto di Padova, in his ronieriiim de
Musica Mensurata, writtenabout 1283, mentions
him as the inventor of the first four musical
characters
i.e. the Long, the Double-Long, the
Breve, and the Semibreve.
Joannes de Muris,
in a MS. written about 1330, and bequeathed
l:iy Christina, Queen of Sweden, to the X'atican
Libi'ary,'^ speaks of
IMagister Franco, (pii invenit in Cantu Mensuj-arn figurarum,' and his
testimony is particularly valuable, since he himself was, for a long time, veiy generally regarded as the inventor of Measured J\lusic.
Franchinus Gafnrius " twice mentions Franco
IMorlcy*"
as the inventor of the Time-Table.
says, 'This Francho is the most antient of al
'

whose works of practical Musicke haue
my handes after which, he pi'oceeds
to deseiibe Franco's treatment of tlie Long, and

tht.ise

come

to

—

;

And

Ravenscroft ^ also tells us that
de Colonia was the inventor
of the
four first simple notes of Mensurable
Musicke.'
On the other hand, it is certain that Franco
cannot lay claim to all the inventions mentioned
in his Ars Cantus Mensuraiilis, since he himself says, in that very tract, Proponimus igitur
ipsam Jlensurabileni Musicani sub compendio
declarare, benedictaipie aliorum non recusabithe Breve.

Fi'ancliinus

(.S'/c)

'

'

nius interponere,
fugare, et

si

errores

quoque destruere

quid novi a nobis inventum

et

fuerit,

bonis rationibus sustinere et probare.'
The four primary characters are described in
the Second Chapter of the MS., wdiere they are
figured thus

The earliest known copy of the first of these
MSS. is said to be preserved at Vire, in Normandy. The second tract in the Bodleian

Longa.

Duplex longa.

Brevjs.

Samibrevis.

—

an exact transcript of the
though the authors
first, under a different title
of the Hui. Lift, dc la France do not appear to
The third tract
have lieen aware of the fact.
contains the best
also iir the Bodleian Library*
account of Discant, immediately after the time
Cojnes of the Ars
of Giuido, that we possess.
Cantus mensurabilis are also to be found in the
Library, at Oxford^

'

The

is

Perfect Long, he tells us, is equal to three
quia a summa Trinitate, quae vera est

Breves,

'

;

—

The Imperpura perfectio, nomen sumpsit.
fect Long, represented by the same figure, is
The Breve was also
equal to two Breves only.
Perfect, or Imperfect, under the same conditions.
Two consecutive Longs, or Breves, were always
et

'

OompendiUTn Joannj-i df ^/"Wfl; in Bibl. Vat. No. 114*>.
Praclica Jfu.ncae, Lib. ii. cap. 5.
Ftaine and Easie Introd., in the Annotatiooa at the end
volume.
s

"

1

2

Vnixt. LUt. ds la France. Tom. viii. p. ]22.
Gesckichte tier europdisch-ahendlAndUch.m

(Paris, 1747.1
Slu.<nk.
(Leipzig.

1846.)
3

MS.

Bodl. 842.

f.

49.

*

MS. Eoji.

842,

f.

CO.

^

of

the

" ftricfe Discourse of the true Use of chfiraeteriny the Decrees in
.Ucnsurable ifusiche, p. 'i. (London, 1614.)
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Perfect
but, when a longer note was preceded
or followed by a shorter one, the longer note
;

was Imperfect, the time of the shorter one being
needed to cornjilete its Perfection. Nevertheless,
an Imperfect Long, or Breve, could be rendered
Perfect, by means of the sign called a Tractulus,
the effect of which, when used in this way, was

duly prepared

for

which he believed to be

JJ

Longs, Breves, and Semilii'eves, were grouped
together in certain combinations called iloods,'

which Franco admits

of

five only,

while the

nearly

'

'

complete.

ii4i#3

precisely similar to that of the comparatively
modern Point of Augmentation.
Virgo Dei.

^^

though he

says that other JIusicians used six, or even seven
a clear sign that he did not invent them.
Of
these Moods, the First consisted of Longs only,
or of a Long followed Ijy a Breve
the Second,
of a Breve followed by a Long
the Third, of
a Long and two Breves
the Fourth, of two
Breves and a Long and the Fifth, of Breves

reception,

their

Dr. Burney,
notes themselves are wanting.
after long and patient study of the text, was
able to restore the following passage, in a form

L:^4_4_J_-

—

;

;

;

;

and

From which

Seniibreves.

it

follows, that

the First Mood e.xpressed the rhythm of the
Spondee, or Trochee the Second, that of the
Iambus the Third, that of the Dactyl and
the Fourth, that of the Anapcest
the entire
series performing the functions allotted to the
;

;

;

;

Mood, Time, and Prolation of a later period.^
The Third Chapter of the MS. treats of Ligatures
and the Fourth Chapter, of Rests, of
wliich he gives some complicated examples, all
''

;

reducible, however, to the simple form sho\vn

in the article Notation.

In connection with

Punctorum,
and serving to divide

these, Franco also describes the Finis

drawn

across all the lines,

the phrases of a melody, precisely after the
of the bar, or double -bar, of modern
music, of which it is the evident homologue.
though we beIt is interesting to observe
lieve no one has hitherto called attention to the
fact
that the system of notation here described
is precisely that employed in the Reading Rota,
Sumer is icumen in,' in which the melody, in
Mode XIII. transposed, is phrased in Franco's
First Mood, each Long being Perfect when followed by another Long, and Imperfect when
followed by a Breve.
Moreover, the Reading
Rota is wTitten upon a stave precisely similar
in principle to that employed by Franco, who

manner

—

—

'

always uses the exact number of lines and spaces
needed to include the entire range of his vocal
parts.

*

The Compendium de Discantu, second only
Ars Oantits MensuraMlis, de-

in interest to the

immeasurably superior
to the Diaphonia taught, less than half a century earlier, by Guide d'Arezzo, in his Micrologus.*
Unhappily, in the Oxford MS.
first
described by Burney
the examples are lamentscribes a form of Discant

—

ably incomplete
1

Wehivebere

;

—

the staves, in every case, being

followt^fi, for

thes.ikeof cleaniesB. the plan adopted

by our c.'irly English w-ritor^, of tran.slathig the word Modus .as
Mood, when it rel.ites to rhythm, and Mode when it refers to the
Ecclesla-Htieal .Scales.
2
3

*
6

See Mood. Notation, Pp.olation. and Timk.
See LioATUBE.
See the facainiile in the article SuMER is ICUMEN IN.
See GuiDO d'Arezzo.

for the jaunty modern
communicated to this little composition by
Dr. Burney's employment of ordinary 18th cen-

Making every allowance

air

tury notation, it must be admitted, that, with
the sole exception of the unison on the eightli
note, and the hidden octaves between the last
crotchet in the tenor and the last note but two
in the bass, as indicated by the asterisks, tlie
rules of Strict Counterpoint, as practised in the
16th centur}', are observed in the disposition of
every note, even to the formation of the Clausula vera at the end. The apparently gross consecutive octaves between the last two phrases
offer no exception to the rule
since the interposition of the Finis Punctorum between them
invests the hrst note of the concluding phrase
with the importance of a new beginning.
If,
therefore, the learned historian's penetration
should ever be justified by the discovery of a
more perfect copy of the MS., we shall be furnished with a clear proof that Magister Franco
was on the high road towards the discovery of
Strict Couiiterpoint, in its pjresent form.
It is,
however, only fair to say that Kiesewetter disputes both the correctness of Burney's example,
and the existence of the rules upon which he
;

bases

[A

w.

it.

pjassage from

an anonymous

s.

E.

treatise printed

in Coussemaker's Scriptores,

i.
342, has often
been quoted as evidence of the existence of two

Francos.

The

writer

is

describing the choral-

books of Pcrotin, and says that the style of
notation in which they were written was generally followed usque in tempus Magistri Franconis Primi et alterius Magistri Franconis de
Colonia, qui inceperunt in suis libris aliter pro
parte notare qua de causa alias regulas jiroprias
'

;

suis libris apropriatas tradiderunt

'

('down

to

the time of blaster Franco' the First and the
second ^Master Franco of Cologne, who began in
their books to use a somewhat different notation,
and for that reason haiided down different rules
suited to their own books ').
This, however,

may

refer to oral tradition only.

It is possible

that the Franconian system was for many years
handed down orally from teacher to teacher,
each of whom incorporated the improvements
of his day, and that it was not committed to

PKANCCEUR

FUANKLIN

writing in the fonii of a treatise till the 13th
century.
The language of Johannes de Muris
Hhen introducing the Ars Uantus MenauraliiUs
into his treatise (Coussemaker, i. 117) lends
some support to this view. He speaks of it as
the doctrine of John of Burgundy as we have

director of the Court Opiera at Vienna, acting

'

from his own lips, or, according to the
common o]iinion, of Franco of Cologne.' The
theorists of the 14th and 15th centuries only
know one Magister Franco,' and the quotations
that they make from his works are, with lew
exceptions, always to be found in the writings
attributed to Franco of Cologne.
It is worthy
of note that one manuscript of the Ars C'anhts
Mensurabilis describes Franco as chaplain to
the Pope and preceptor of the Hospital of
St. John of Jerusalem at Cologne (Coussemaker,
i.
135, note).
Tlie Vatican records do not go
back to this early date, but it is known that
the Hospital of St. John at Cologne was not
founded till 1263 (Coussemaker, Notice sur un
Manuscril Musical de la B ihl iotheque de Sainlheard

it

'

Die, p. 9).

J. r. 11. s.]

FRANCCEUR,

Fr-INcois, violinist and composer, born at Paris, Sept. 28, 1698.
He
entered the band of tlie Opera in 1710, was for
many years a member of the king's private band,
was composer to the king in 1733, and from
1736 was manager of the Opera conjointly with
Rebel [from 1760 to 1778 he was 'surintendant de la mnsique du roi ']. He died at Paris,
August 6, 1787.
He paiblished tw"o sets of
sonatas, which, according to Wasielewsky, show
considerable jirogress in form and in treatment
of the instrument, when compared w'ith sinnlar
works by Rebel and other French composers of
the period. It is worth mentioning as a peculiarity of his, that he occasionally employs the
thumb of the left hand on the finger-board for
taking the bass note of a chord a proceeding
hardly in accordance with legitimate treatment.
He also composed a number of operas conjointly
wdth Rebel (the names of three, together \vith
those of several ballets, etc., are given in the
Qxiellcn-Lexikon), which, however, do not rise
above the level of the i)eriod.

—

His

Louis Joseph,

nephew,

and

an

eminent

conductor, was born at
Paris, Oct. 8, 1738, and died there March 10,
1804.
He was first leader and afterwards conductor and manager of the Opera (from 1792)
and of the royal band, and composed a number
of operas.
He also published a treatise on instrumentation, which Fetis considers a meriviolinist

torious work.

clever

[See Qii,ellrn-Lexikon.~\

FRANK,

p. D.

Ernst, a highly distinguished conductor and a meritorious composer, was born at
Munich, Feb. 7, 1847, and was educated at the
Munich University he studied the piano under
Mortier do Fontaine, and composition under
Franz Lachner, and obtained a position at the
Court Opera as Chorrepetitor.' In 1868 he
was capellmeister at Wiirzburg in 1869, chor;

'

;

at
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the same time as conductor of two choral

From 1872

societies.

to

1877 he was Court

capellmeister at Mannheim, where he earned the
lasting gratitude of musicians by befriending

Hermann

Goetz, and bringing out his WiderZahmung in 1874. The story of
Goetz's visit to the kind-hearted conductor,
with his score under his arm, and an apologetic
'

spiinstigen

'

manner

for having dared to write an opera at
one of the most touching in musical
history. The seeds of consumption were already
sown, but Frank's encouragement gave the
composer a new lease of life, and without it the
world would undoubtedly have been the poorer
all,

is

by many beautiful compositions, in the preparation and publication of which Frank's
knowledge of the world and practical acquaintance with music stood Goetz in good stead.
The latter's second opera, Francesca da Rimini,'
i\'as finished by Fi'ank and produced at Mannheim in 1877, after the composer's death.
In
1877 Frank went to Frankfort, where Otto
Devrient had just been appointed Intendant
the two worked together with the best results,
and wdien Devrient was disndssed in 1879,
Frank also retired from his post, but was appointed in the same year to succeed Von BtUow
at Hanover as capellmeister of the Court Opera
'

;

He remained there until 1887, when
mental condition compelled him to retire
he died in the asylum of Oberdiibling, near
Vienna, August 17, 1889,
The period of his
conductorship at Hanover was one of ceaseless
activity, and he kept up the fine traditions of
the place, producing and reviving many operas
of importance, both German and foreign.
As a
composer he failed to attain very high rank,
although his works were scholarly in design,
skilful in execution, and thoroughly sound in
there.

his

;

He

wrote three operas
(produced at Carlsruhe in
1880), Hero (Berlin, 1884), and Der Sturm,'
after Shakespeare's Teinpcsi (Hanover, 1887).
He also wrote many songs of great merit, and
part-songs, etc., as well as a set of very pretty
duets to words from Kate Grcenaway's At the
principle.

artistic
'

Adam

de la Halle

'

JJ'indoic.

'

'

'

He made

excellent

German

Veiled Prophet

transla-

(brought
out under his direction in 1881), 'Savonarola/
An interesting
and Mackenzie's 'Colomba.
article on Frank was written by Stanford in
M.
Murray's Afaf/a:inc for May 1890.
FRANKLIN, Bek,tamin, born 1706 at Boston, U.S.A., died at Philadelphia 1790, claims
mention here for his connection witli the Harmonica, or musical glasses, which he so far
improved as to make the instrument practically
[Harmonioa.]
The invention is
available.
described by him in a letter to Beccaria dated
London, July 13, 1762, and printed in Sparks's
edition of his works (vi. 245).
That Franklin
had considerable musical faculty is evident from
tions of Stanford's

'

'

'

FRANZ
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his letters on Scotch music and on the defects
of modern music (vi. 263, 269), which are also
full of his happy mother-wit.
M. c. o.

FRANZ, Kael,

player on the French horn
(WalJliorn) and the baryton born in 1738 at
;

Langenbielau in Silesia.
His first post was
under the Archbishop of Ohniitz in 1758 his
next under Prince Nicholas Esterhazy at Fisenstadt, where he remained from 1763 to the end
;

He wa.s afterwards in the band of
Cardinal Bathiany at Presburg until 1784. His
adoption of so difficult an instrument as tlie
bai'ytou probably arose from the fact that the
Prince himself played it, and that Haydn composed much for it for his use. At any rate Franz
played it very finely, and on leaving the Presof 1776.

burg band made several tours, in which his performance on it excited the greatest enthusiasm.
Like Abel with the gamba, Franz was accustomed
to call the baryton the king of instruments.
In
1787 we find him established in Munich as
Kamniermusikus, and he died there in 1802.
That he was greatly esteemed by Haydn is
proved by a cantata for voice and baryton,
composed by that master for hira he performed
it on his tours, singing and accompanying himself.
The cantata was written apropos of the
death of Frederick the Great, and begins 'Er ist
nicht mehr
Ton' trauernd, Baryton
o. F. p.
FRANZ, Robert, the son of Gristoph Franz
Knauth, who in 1847 adopted his second name
as surname, born June 28, 1815, at Halle,
Handel's birthplace, was one of the most im'

'

;

!

'

!

portant representatives of the German Lied.
His reputation was of tardy growth, and has
apparently not yet reached its height.
It can,
however, be asserted, witliout fear of dissent from
any competent judge, that his best songs will
stand their ground by the side of those of
Schubert and Schumann, to which they are
Over and above their uniform
closely related.

and elaborate perfection of workmanship, in
which it is difficult to equal and impossible to
surpass them, they have a peculiar physiognomy
and subtle charm of their own that are sure to
endear them to singers and players able to deal
with them at all.
It is true that they have
hitherto been 'caviare to the general,' and are
likely to remain so for some time, and that the
'

general,

as Franz has found to his cost, includes

'

the majority of professed vocalists and pianists.
Nearer akin to the warm but oontemi)lative
enthusiasm of Schumann than to the passionate
spontaneity of Schubert, Franz's songs are anything but cold, nor do they in any case smell
they are reticent rather than outof the lamp
spoken, timid rather than bold, pathetic without conscious pathos, eloquent without studied
always true, giving more than they
rhetoric
seem to give, saying more than they seem to say
frequently naif yet far from trivial, here and
there f)rofound, rarely ecstatic or voluptuous, not
once perverse or dry or commonplace. All forms
;

;

of lyrical speech, as far as the German
language, peculiarly rich in songs, has been able
from Luther's sturdy
to furnish thegroundwork
hymns to the love-ditties of Heine, from the

and phases

—

primitive weal and woe of huntsman and
the simple sounds of forest and field,
classic finish and spring-like grace of
and the nocturnal melancholy of Lenau

soldier,

to the

Goethe
Robert
Without touching the
Franz has set and sung.
highest heavens or deepest depths, he has illustrated with his music the entire world of German

—

lyrical poetry.
If Schubert at his best grasps a poem with the
intense giip of a dramatist, and sings as though
he struck up from the centre of some dramatic
situation
if Schumann declaims his verse like a
;

it as an imaginative
draughtsman might grace the margin of some
precious book, or dreams over it as a tender and
profound musician is prone to dream over some
Franz pursues a path
inexpressible sentiment,

perfect reader, or illuminates

—

he tra'iiflates the poem into nmsic,
that is to say, he depicts in musical outlines the
e-xact emotional state from which it appears to
have sprung and contrives to reproduce closely,
with photograp>hic truth, the very essence of the
poem, following strictly in the wake of the poet's
Franz never repeats a word
form and diction,
or a line, never garbles the sense of a sentence,
never muddles a phrase or mars any rhythmical
emphasis. Without Schubert's dramatic passion,
or Schumann's concentrated heat or ecstatic
sentiment, with far less specifically musical invention
melodic, harmonic, or rhythmic
than
Schubert, or even than Schumann, Franz impresses one nevertheless as a rare master
marked individuality, complete and perfect in
its way.
of his

own

;

;

—

—

—

The son

of a respectable citizen of Halle,

Robert Franz had fair opportunities of getting a
good schooling, and might have gone through the
regular university curriculum if it had not been
for his strong musical predilections.
He had to
gratify his taste for music on the sly, and it was
only after years of delay, and much against the
grain, that his parents could be brought to see
that he was destined to be a musician.
As a
lad he had contrived to play the pianoforte and
organ enough to be able to act as accompanist
in the choral works of Handel, Haydn, and
Mozart. In 1835 he obtained the consent of his
parents to make a trial of his musical gifts as
pupil of Schneider at Dessau. There he continued
i'or

two

years, ]ilaying, studying

harmony and

counterpoint, and making ambitious attempts
at composition, all of which he afterwards
destroyed.

On his return to Halle, in 1837, as the black
sheep of the family, with whom his mother alone
had any sympathy, Franz vegetated in a dreary
manner for some six years, unable to get an}"
sort of musical employment, yet obstinately unfit
for anything else.
But he made good use of his

ROBERT FRAXZ

FRANZ

FRASI

time, shidying Bacli, l')0etliOYen, and Sclmbert.
In 1843 he published liis hrst set of twelve
songs, which at ouce attracted the attention of

quintets in C minor and major, and Schubeit's
quartet in 1) nnuor, transerilied for piiauu rluet

July 31), whose
frankly expressed admiration was soon shared
by Mendelssohn, Gade, Liszt, and other eminent
masters.
At length the authorities at Halle
thought fit to appoint Franz organist at the
TJlrichskirche, and eondnotor of the 'Singand in due course of time he obacademie
tained the titles of 'Kriniglicher Jlusikdirector'

Sohiimann {Xcue

'

Jici/sdirifl,

;

and doctor of music, which latter title was olfered
by the University of Halle, on his lecturing to
students on nnisieal subjects. Unfortunately
1S41 his sense of heariug began to
decline, his troubles were aggi-avated by serious
nervous disorders in 1853, and became so grave
that in 1868 he had to relint[uish his employThe
ments, and give up ^^Titing altogether.
distressing pecuniary difficulties which arose in
consequence were, however, etfectually overcome
by the generous exertions of Liszt, Joachim,
its

as early as

Frau Helene Magnus, and others, who in 1872
got up concerts for Franz's benelit, and realised
a sum of £5000.
In his latter years Franz devoted much time
to editing and arranging the works of Bach and
Handel, bj' furnishing proper polyphonic accompaniments in cases where the composer's intentions are only indicated by a figured bass,
re\\Titing the part sketched for the organ for a
group of wind instniments, so as to facilitate
performance in concert- rooms, supplying proper
substitutes for parts written for obsolete instru-

Detailed critical essays upon and
ments, etc.
about Robert Franz's songs and arrangements,
have been p>ublished by Saran, Schatfer, Ambros,
Hueifer and Liszt, of which the first and last
See also vol. i. pip.
are the most lmp)ortant.

43/.

own

Franz's

music are

contributions to the literature of
ilher J. S. Back's

iTlttheihniijcn

;

Magnificat (Halle, 1863); a.nd Offener Brief an
Ediwird Hanslick iihcr Bcarbeitungen alterer
Tonwerke, nmnentlich Bach'scher and HandcVscher Vomlmusil- (Leipzig, 1871). His compositions and arrangements consist of 257 songs for
a iingle voice with pianoforte accompaniment,
in 45 sets
a Kyrie, a cappella, for four-part
the 117th Psalm, a
chorus and solo voices
cappella, for double choir in 8 parts, and a liturgy
;

;

for the evangelical service

mixed

part songs for

;

voices,

6 chorales

and

;

four-

6 ditto for

male chorus. His arrangements are as follows

—

:

Of Sebastian Bach the Passion according to
Trauerode'
Magnificat in D
St. Matthew
Of
6 d\iets and numerous arias.
10 cantatas
Handel the 'Jubilate' 'L' Allegro,il Penseroso
24 operatic arias and 1 2 duets
ed il Moderate
and Durante's MagAstorga's Stabat Mater
Of Mendelssohn a Hebrew melody
nificat.'
6 two- and four-part songs
for piano and violin
'

'

'

;

;

'

'

;

—

;

'

;

;

'

'

'

;

—

;

an-an^ed for one voice with jiiano

;

Mozart's
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(1878). FranzdiedatHalle, Oct. 24,1892. E. D.
FRASCHINI, Gaetano, -was born at Pavia
in 1815.
Originally intended for the study of
medicine, he soon found himself possessed oi' a
most powerful tenor voice, and devoted himself
to its cultivation.
Having received some instruction from a master named Moretti, he made
his hrst attempt (1837) in the cathedral of his
native city, and was immediately engaged to sing
t!ie second tenor role in
Belisario at Pavia,
anil Rodrigo in Otello at the fair at Beigamo.
In 1840 he sang at Milan and from thence went
to Na]iles, where he remained several years
attached to the Opera.
Fetis heard him there
in 1 84 1 and admired his voice, and the bold style
in wliioh he attacked the most difficult notes
nine years later he heard him again at Bergamo,
and found to his surprise not only that his
energy and purity of tone were undiminished,
in spite of the violence of the music which he
had been executing during that period, but
that he had learned to sing better than befoi'e.
Frasehini %'isited Bologna, Venice, Turin, Padua,
Viccnza, London, and Vienna
and sang frequently at the latter pilace down to 1852 A\'ith
constant success.
In 1847 he made his deljut
at Her Majesty's Theatre,
'Though originally
gifted with greater v(»eal power
than another
singer, says Mr. Chorley,
Signer Frasehini was
less fortunate
The newcomer, naturally
anxious to recommend himself by the arts which
had delighted his own peojile, seemed to become
more and more violent in proportion as the sensation " failed to be excited.
But he " piled up
the agony," /or/c on forte, in vain.'
He continued to appear for many years more, and
afterwards retired and lived at Pavia, where the
theatre is called after him, Teatro Frasehini.
He died at Naples, May 24, 1887.
J. M.
FRASI, GiULiA, apjieared in London in 1743
with Galli, and remained in public favour lor
many j'ears.
She was young and interesting
in person, with a sweet, clear voice and a smooth
and chaste style of singing, which, though cold
and unimpassioned, pleased natural ears, and
She
escaped the censure of critics (Burney).
took part that year in the revival of Handel's
Alessandro,' and in the first performance of
'

'

'

'

;

,

;

;

'

'

.

.

.

'

'

'

'

'

Her instructor was a musibut she doubtless owed much
more of the formation of her taste and style to
Hanrlel and his singers, than to her first master.
In 1746 she was still in an inferior position, but
in 1748 played a more imjiortant piart in the
pasticcio Lucio Vero,' in operas by Hasse, and
Frasi,
in the comic operas instituted by Croza.
however, now entered on a career which will
do more to render her memory lasting tlinu
any small successes she ever achieved in opera.
In 1749 she sang in Handel's Oratorios for
Solomon and
tlie first time, taking part in
Galuppii's

cian

'

named

Enrico.'

Brivio

;

'

'

'

h

'

FREE REED
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Susanna

'

;

she sang in

'

Theodora

in

'

1750, in

'Jeplitlia' In 1752, in 'Joshua' at

Oxford in
1756, and in the Triumph of Time and Trutli
in 1757.
She did not, meanwhile, sever her
connection with the stage, but appeared in 1750
in Cianipi's
Adriano in Siria' and Pergolesi's
Serva Pailrona. In 1 755 Frasi was called upon,
'

'

'

'

in conse(juence of the imlisposition of Mingotti,
to perform her part in Jommelli's Andromaca,'
as she had been twice in Riccimero, the jjreced'

'

'

ing season.
its

Smith's

'

Fairies

success principally to

'

in this year

Guadagni and

At her house

owed

Frasi.

Dr. Burney at that time attended
her as her master.'
In 1758 she appeared in
'
Issipile
by G. Cocchi.
She sang also in the
City at both the Swan and Castle concerts.
Dr. Burney relates, that when Frasi told him
[Handel], that she should study hard, and was
going to learn Thorough-Base, in order to accompany herself: Handel, who well knew how
little tills pleasing singer was addicted to application and diligence, said, "Oh
vaat may ve
There is a portrait of Frasi, in
not e.xpect "
mezzotint (folio), in which she is turned to the
left, singing from a sheet of music held in both
hands, on which is engraved a song beginning
with the words Voi amaute che vedete.' It has
neither name nor date, and is very rare. .J. M.
'

'

'

—

'

!

'

FREDERICK the Great

(Friedrich

II.),

King of Prussia, a distinguished amateur, born
at Berlin, .Jan. 24, 1712, died at Sans-Souci
near Potsdam, Aug. 17, 1786. He pjassionately
admired German music while detesting that of
and especially of France, which was the
more remarkable from his well-known love of
He said on one occasion, la
French literature.
His first musimusiqne fran^aise ne vaut rien.
cal instructor when Crown Prince was (5ottlob
Hayn, the Cathedral organist, for whom he
always retained a regard, and who presented
him with a composition every year on his birthIn 1728 he began to learn the flute from
day.
Quantz, who was a strict master, while Frederick
He was after[(^uantz.]
was a docile pupil,
Italy

'

'

wards, however, compelled to study in secret,
as his father, Frederick William I., considered
music an effeminate pastime, and declined to
allow him instructors or musicians of any kind.
He was therefore driven to engage musical
servants, and often played duets with his valet
Fredersdorf, until he was able in 1734 to have
a private band at his own castle of Reinsliurg.
On his accession to the throne in 1740 he established a court band at Berlin, and sent Graun
[Graun.] He also
to Italy to engage singers.
had designs made for a new opera-house, which
An amusing account
was opened Dec. 7, 1742.
of his dilficulties with Barberina the ballet dancer

be found in Carlyle (Bk. xiv. chap. 8).
His expenditure on music was lavish, though it
has been exaggerated. Quantz's salary amounted
to 2000 thalers, besides 25 ducats for each of his
compositions for flute solo, and 100 ducats for
will

According
every flute he made for the king.
to Reichardt, Frederick practised perseveringly,
It is in
playing the flute four times a day.
one of these eager practisings that Gerome has
represented him in an admirable picture. Quantz
died in 1773 while composing his 300th concerto
Frederfor the king, who comi)leted the work.
ick's execution of an Adagio is said by Fasch

biography of Fasch] to have been

[see Zelter's

masterly, but in quick movements he betrayed
a want of practice, and in matter of time his
playing was so impulsive and irregular, that to

accompany him was an art
years he again took up the

In later
not having

in itself.
clavier,

He

sufficient breath, it is stated, for the flute.

invited Sebastian Bach to Potsdam, and the visit,
of which Forkel gives an account, and the result
of wdiich

place on

was Bach's Miisikalisches

May ^

7

,

Oj)fer,

took

He particularly admired

1 7 4 7.

Silbermann's pianofortes, and bought all he
He was also a composer. The
could hear of.
Hohenfriedberg March was nominally by him,

march inserted in Lessing's jjlay,
'Minna von Barnhelm.' He .also composed a
'Sinfonia' for 'Galatea ed Acide' and portions
an Aria for II
of an opera II Re pastore

as well as a

'

'

'

;

another for Graun's
Coriolano (of which he wrote the libretto)
and added fioritnre for Hubert the singer to
an air in Hasse's 'Cleofile.' In 1835 a search
was instituted by King Frederick William III.,
and 120 pieces composed by Frederick the
Great were found
these were edited by Spitta,
and pnljlished in 1889 by Breitkopf uml Hartel.
He had an eye to the improvement of the singing in the public schools, and an official decree
of his, dated Oct. 18, 1746, contains the following passage
Having received many complaints
of the decline in the art of singing, and the
neglect of it in our gynmasiums and schools, His
Majesty commands that the young people in all
publicschools and gymnasiums shall be exercised
more ililigently therein, and to that end shall
have singing-lessons tliree times a week' a command which has doubtless materially contributed
(See
to the prevalence of music in Germany.
Friedrich d. 0. cds Kenner nnd Dili;(lant
by C. F. Muller, Potsdam, 1847. [W. Kothe's
Friedrich der Grosse cds M}isilrr, etc. (Leipzig,
1869), Spitta's essay on the edited \\'orks, and
G. Thouret's Frieclrichs des Grossen Verhdliniss
zur Musik (1895).
See list of compositions in
F. G.
the Qitel]rn-Le:cikon.)'\
FREE REED. Organ stops of the Free-reed
trionfo
'

fedelta

della

'

;

'

;

'

;

—

.

class are

.

,

more frequently made by continental

than by English

artists.

The sonnd-jirodncing

—

part of a pipe of this species is formed thus
surface of metal or wood has a vertical opening
:

made through

it as a passage for the
front of this a strip or tongue of metal

wind in
in some

—

:

^
[See Spitta's J. S. Barh, Kncl. tr., iii. 2.'tl, .19 correcting the dwte
April, given in the first efliti<ni of the Diction.iry on the authority
an.i as correcting the footTwte on p. 151 of vol. i.
of Thi onas Carlyle
of the pre-^ent edition.]
:

FEEGE
wood

large examples

the upper end and

which

is

—

is

FRESCOBALDI
and the highest musical

adjusted, fastened at
at the lower,

at Leipzig, Sciit.

left at liberty

'

vibrators

of a

'

harmonium

are really

'

;

;

I'ree

was

born at Gera, June 13, 1818, received her musical education at Leipzig, and was taught losing
by Pohlenz. She made her first ajipearance in
public on July 9, 1832, \\'hen just entering her
tilteenth year, at a concert given at the

Gewand-

haus by the still more juvenile Clara Wieck, then
only thirteen. She had at that time a cultivated
voice of lovely quality, especially in the upper
She
register, perfect intonation, and good style.
was engaged for the next series of Gewandhans
Concerts, and began with a very large repertory,
as is evident from the pieces ascribed to her in
She first appeared
the reports of the concerts.
on the stage at Leipzig, in Jessonda, in JIarch
1S33.
A residence in Dresden enabled her to
profit by the examjile and advice of Schroder
Devrient. In 1835 she entered the regular comAfter
pany of the Theatre Royal at Berlin.
delighting the public by a large range of characters, in whichher acting was equal to her singing,
she made her last appearance on June 25, 1836
(as Elvira), and left the boards to be married
After that time she
to Dr. Frege of Leipzig.
Her house was always
sang only at concerts.
She had a singing
a centre of the best music.
society there of fifty voices, with a select band,
led by David, and conducted by Lange, at
'

'

which the best and least known music, old
and new, was performed in perfection. Mendelssohn was her intimate friend, often consulted her on his music, and took her his songs
to try before

know my

making them

public.

'

You

don't

London
come to Leipzig and hear Mrae. Frege, and you
A
will understand what 1 intended them to be.'
songs,' said he to a friend in

;

'

Fran Doctorin Frege,' dated London, August 31, 1846, and describing the first
performance of Elijah,' is jirinted in the second
It was at her house, on
volume of liis Letters.
Oct. 9, 1847, in trying over the songs which form
op. 71, that he was struck with the first of the
attacks which ended in his death on Nov. 4.
letter to the

'

'

Mme. Frege's characteristics were delicacy and
refinement
not a large voice, but a great power
of expression in singing herwords, a perfect style,

—

duced at Berlin, June 18, 1821 in Paris as 'Robin
des Bois, with new libretto by Castile Blaze and
Sauvage, and many changes,- at the Odeon,
Dec. 7, 1824, but with accurate translation by
Pacini, and recitatives b}' Berlioz, at the Academic royale, June 7, 1841, as 'Le Fianc Archer.'
In London, as Der Freischiitz, or the seventh
bullet,' by Hawes, at English Opera-house, with
many ballads inserted, July 23, 1824
in
Italian as II Franco arciero, at Covent Garden,
March 16, 1850 (recitatives by Costa, not by
Berlioz); in German, at King's Theatre, May 9,
1832.
It was revived at Astley's Theatre with
'

but in the case of an organ-pipe the
tongue is furnished with a tube, which, upon the
principle of aspeaking- trumpet, greatly augments
There are
and amplifies the sound produced.
some free reed 16- and 32-feet posaunes in the
pedal organ of Schulze's line instrument at
Doncaster parish church.
E. j. H.
{nee Livia Gerhard),

g.

eighth opera) coujpleted, as Die Jagersbraut,'
May 13, 1820. (See Jahns's Catalogue.) Pro-

;

FREGE, JIadame

She died

'

Romantic opera in
words by Kind, music Ijy Weber (his

three acts,

;

reeds

intelligence.

1891.

FREISCHClTZ,! DER.

so slightly smaller than the opening as

This tongue is by
almost exactly to ht into it.
the current of air carried a short distance through
the opening, when it springs back by reason of its
own elasticity and the sound results from the
periodical and regular beats which the tongue,
vibrating to and fro, imparts to the passing air.

The
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'

;

'

'

a

new

by Oxenford,

1866.
designation of
French is commonly added to the name of
the orchestral Horn, from the fact that a circular
instrument of this nature, without crooks or
other appliances, was, and still is, used in France
for hunting.
It is carried over one shoulder,
and beneath the arm of the other side, usually
on horseback.
The great length of tube enables
a long series of harmonic sounds to he obtained
and these, organised into calls or signals, serve
to direct the order of the chase.
At the first
introduction of the Horn into the Orchestra it
was much objected to on this account aud its
tones were considered coarse and boisterous, only
fit for the open air and for woodland pastimes.
libretto

FRENCH HORN.

Ajiril 2,

The

'

'

;

'

'

;

[Horn.]

w.

FRENCH

h. s.

SIXTH.

See Sixth.
FRESCOBALDI, Gikolamo, the most distinguished organist of the 17th century, born at Ferrara [in 1583 (register of his bajitisni in cathedral
of Ferrara, Sept. 9, 1583).
He studied under
the cathedral organist, Luzzasco Luzzaschi].
Quadrio tells us that he possessed a singularly
beautiful voice
and it is certain that while still
a youth he enjoyed a gi'eat reputation both as
singer and organist. In 1 608 he was at Antwerp,
as he dates from there the preface to his first
book of Hve-jiart JIadrigals (Antwerp, Phalesio)
dedicated to Guido Bentivoglio, Archbishop of
Rhodes but in the same year lie retuincd to
Italy, as his second book ol' Fantasie a 4 was
published at JliLiu in that year and he was
a])pointcd organist at St. Peter's in Rome. His
first performance there attracted, accoiding to
Baini, an audience of 30,000 persons. In 1628,
dissatisfied apparently with his scanty pay at
Rome, he sought leave of absence, and acce]ited
an invitation to Florence from Ferdinand II.,
;

;

'

'

;

the dictionariea, =free-marksuiaii, one who
Tljere ia no equivalent Engliah term.
word fur thia outrageoua proceeding (no
nor indeed in London, eighty years ago), by
which he atJitea that Castile Blaze niade more than 100,1100 franca
{Mitnoiref de BerJioz, 57, 61|. There were Divertissements made wp
of the dance muaic in Preciosa and Oheron." and of the Invitation
to the Waltz scored by Berlioz for the purpose.
•

Frei-ach Li tz,

Bhoiits
-

'

s.ay

with charmed bullets.

Aaaaaaiue

'

is

Berlioz'a

eini-'ularity in France,

'

'

'
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Gland Duke
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who named him

of Tuscany,

his

and jwlitical troubles in Tuscany
obliged him to leave Florence in 1633
and, returning to Rome, lie was re-installed in his former
postas organist of St. Peter's, which he continued
to hold till 1643. Froberger was his pupil from
Sept. 30, 1637, to April 1641, and tlius the
nolile style of his organ playing was lianded on
organist.

Social

;

He died Marcli 2, 1644.
Frescobaldi's compositions are important, and
give us a high idea of his powers.
His works
to other schools.

—

comprise, besides the two named above
'Eicercari e canzoni francesi (Rome, Borboid, 1615);
Toccate
e partite d'intavolatura
(161415-27-37);
Secondo libro di toccate, etc'
(Rome, 1627-28-37); 'Primo libro delle canzoni
a 1, 2, 3, 4 voci'(Rome, 1623-1628); 'Primo
libro, Arie musicali' (Florence, 1630);
Fiori
musicali," op. 12 (Rome, 1635)
and Cajiricci
sopra diversi soggetti' (Rome, 1624, Venice,
1626). An extract book of Dr. Barney's in the
British Museum (Add. MS. 11,588) contains
a copy of the lirst of these works.
A Canzona
for the organ will be found in Hawkins (chap.
130), and many other pieces in Gommer's Musica
'

'

'

.

.

.

'

'

'

;

sacra,

and

dcs composVioas, etc.
Praxis Orgmuedi (l869).
[Five
organ pieces are in the Trisor dcs Pianistes, and
Torclii's L'Arte Musicale in Italia, contains
twenty- three compositions twelveofthetoccatas
were published in Pauer's AJtc Meister.
An
article by F. X. Haberl in the Kirchcnmusilcalisches Jahrb. fUr 18S7 (Regensburg) contains a
careful bibliography, and the list in the QuclIcii-Lcxikon is even more complete.]
F. G.

and

Collection

F. Riegl's

;

;

with corrections and additions from authorities
quoted.

FRETS(Fr.i«sto?is; Ital.
Tonbtuidc, Bander,

y«.sto; (inv.Bxmde,

Griffe, Bundsteg),
instruments that have iiuger-boards,
like the lute or guitar, the small pieces of wood
or other material fixed transversely on the fingerThe
board at regular intervals are called frets.
object they serve is to mark otf the length of
Pressure
string required to produce a given note.
upon a string immediately above a fret makes
at the point of contact of string and fret a
temporary nut,' and the string, set in motion
as far as the bridge on the sound-board by plucking with plectrum or finger, or bowing, gives a
higher note in proportion to the shortening of
Frets therefore correspond in their
the string.
use with the holes in the tube of a wind instrument.
The use of frets to give certainty to the fingers
in stopping the notes required is of great antiquity, the Chinese in a remote age having had
movable frets for the strings of their Che. For
the Hindu Vina, a finger-board instrument with
nineteen frets, a divine origin is claimed, thus
implying a remote origin. And the Egyptians,
as may be seen in the British Museum, depicted by themselves about the time of Moses,

BUncle,

On stringed

'

either frets or coloured lines serving a
like purpose on tlie finger-boards of their lutes.

had

In the present day the Balalaika of the Russian
country people has coloured lines that serve for
frets.
It is most likely that the use of frets
came into Europe through Spain and Southern
In the Middle Ages
France from the Arabs.
bow instruments had them, as well as those
The Rebec,
played with plectrum or finger.
the Viols da gamba, da braccio, d'amore, the
But the
Italian Lire, Lirone, all had them.
French Gique of the 12th-14th centuries, like
In the modern
our modern fiddles, had none.
highly-developed technique they would be an
impediment, and the feeling for temperament
In
has only been satisfied by their rejection.
lutes, guitars, and zithers, however, they are
retained.
In performance the end of the finger
must be placed immediately above the iret, and
not upon it, as vibration would be interfered
with wliile if too much above, the string would
;

jar

upon the

fret.

The

finger-board has been differently divided
in difierent epochs and countries according to
It has been genertlie scale-system prevailing.
ally aece[ited since the researches of Villoteau,

member of the expedition sent to Egypt by
Napoleon Bonaparte (^De^crijMon de TEgyptc,
tomes xiii. et xiv., Paris, 1823), that the octave
on the finger-board of the Arabic lute or tamboura
was divided into eighteen, or it may be seventeen
a

but as the collection of instruments
formed by Villoteau is not now in existence,
Ave are unable to endorse his statement that
they were equal intervals of three to tlie major
tone, nor can we, on the other hand, give entire
credit to the late Dr. Land's contention {La
Gamme Arahe, Leyden, 1884) that Al-Farabi's
obviously Greek division of seventeen limmas
and oonmias was the practical musician's Arab
scale.
In Persia and Arabia there would be
smaller division than our cliromatic, third tones
as well as half
Although the third of a tone
is almost a chromatic semitone, it does not
appear that either Persian or Arab lutenists
have used equal tliirds of a tone.
The Arabic
(and Egyptian) division has been proved to be
a succession of three intervals, smaller than an
equal semitone, wdiich are kno\Mi as limmas,'
or
commas.
To mark otf the hemitonio
intervals

;

'

'

'

division, the eighteenth part of the length of

the string to the bridge must be measured off
from the nut or ledge at the top of tlie fingerboard over whicli the strings pass in Italian
capo ta-sto, 'head fret.'
[Capo Tasto.] This
gives the place to fix the first fret.
Anotlier
eighteenth from this fret to the bridge gives
the place of the second, and so on until the
division is complete.
The method implies a
nearly equal temperament and uniform tension,

—

but
tion

ill

is room for some modificaHigh frets demand a greater

practice there

by the

finger.

finger pressure,

and slightly sharpen the pitch

FEICHOT

FREZZOLINI
To correct this the frets must
be shifted towards the nut.
The Hindu uses
finger pi'essnre, or in otiier words, greater tension,
to ^et his half-tones from a diatonic fret system,
and in the Japanese Ivoto tlie linger of the left
hand is pressed upon the string on tile opposite
side of the movable tret to the side plucked
by the finger of the right hand thus semitones
To the
are produced in certain ornaments.
instrument maker the disposition of the frets
is a dirticiilt task, requiring nice adjustment.
On the side that the strings are thicker the
frets should be higher, and the finger-board
must be concave in the direction of its length
The
to allow the thicker strings to vibrate.
frets are gradually lowered as they descend
towards the bridge, the chanterelle, or melodysUing, having often a longer series extending
only jiartly across the finger-board. The personal
peculiarity of the hand or touch finally modifies
the adaptation of the frets.
Jv'airow slips of wood are generally glued up
the sides of the finger-board to prevent the frets

oC the notes.

;

projecting.
The convex finger-boards of bow
instruments requiring convex frets, fretted viols
had catgut bound round the finger- lioard and
Hence the
neck at the stoi)ping distances.

German
Gamba.)

'

—

Bunde
binds.
The French 'ton'
'

(See

the

cut

of

indicates the note

tasto
the touch prothe Italian
ducing it.
The English 'fret' perhaps implies
the rubbing or friction of the string at the point
of contact, but the derivation of the word is
doubtful.
Some take the original meaning of
fret' to have been a note, and thence the stop
by which the note was produced. Shakespeare
puns upon the word in Hamlet, 'though you
The
can fret me you cannot J'lay upon me.'
writer has been much assisted by the exhaustive
Bunde in
article of Herr Max Albert on
Mendel's Lexikon.
A. J. H.
FliEZZOLINI, EiiMiN'iA, was born at Orvieto

jiroduced

'

'

;

'

'

'

1818 received her, first lessons in singing
from her father, a bufl'o cantante and afterwards
She had further
from Nuncini at Florence.
instruction from the elder Eonconi at Milan,
and from Manuel Garcia and conijileted her
musical education under Tacchinardi at Florence.
In this town she made her debuts in 1838, in
'Beatrice di Tenda' and in the 'Marco Visconti'
of Vaccaj.
She sang also in that year at Siena
and Ferrara, and in 1839 at Pisa, Reggio, PeruShe played 'Lucrezia Borgia'
gia, and Bologna.
at Milan in 1840 with brilliant eclat, and then
went to Vienna. Returning to Turin, she married the tenor, Poggi but continued to be known
on the stage as Frezzolini. In 1842 (not 1841,
as stated by Fetis) she came with her husband
to London, during Grisi's temporary absence, but
did not succeed in seizing the popular sympathy.
She was an elegant, tall woman, born with a
in

;

;

;

;

'

lovely voice,

and bred into great vocal skill (of a
but she was the first who arrived

ciTtain order)

;

lOS

—

"young Italians" of those who fancy that
driving the voice to its exti'emities can stand in
the stead of passion. But she was, nevertheless,
a real singer
and her art stood her in stead for
some years after nature broke down. When she
had left her scarce a note of her I'ich and real
soprano voice to scream with, Madame Frezzolini
of the

;

was

charming

In London,
She returned to
Italy, and in 1848 was engaged Ibr St. Petersburg.
But the climate drove her back to Italy
in two years.
In 1850 she reappeaied in London at Her Majesty's Theatre, and in 1S53 was
still

'

(Chorley).

however, she never took root.

In November of that year she made
appearance in Paris, in the 'Puritani'
but notwithstanding her stage-beauty, and her
nobility of style and action, she could not achieve
any success her voice had suH'ei'ed too much
at Madrid.

her

first

;

;

from wear and tear, and showed signs of fatigue.
She subsequently met with the usual enthusiastic reception in America
but her career was
over, and she was not heard again in Etirope.
She died in Paris, Nov. 5, 1884.
j. m.
FEIBERTH, Karl, born June 7, 1736, at
WuUersdorf in Lower Austria, wdiere his father
was schoolmaster came early to A'iemia, and
studied singing under Bonno and composition
under Gassmann.
He had a fine tenor voice,
and sang at St. Stephen's, at Prince Hildburg;

;

hausen's concerts, and in Italian operas at court.
In 17.59 he was engaged by Prince Esterhazy,
and while in his service formed an intimate
friendship with Haydn, in wdiose operas he sang.
He liimself wrote several librettos. In 1768 he
married Maria Magdalena Spangler, a singer in
the Prince's company, and removed with her in
1776 to Vienna, wdiere he was aiij)ointed ca]icllmeister to the Jesuits and to the l\linoi-ites.
During a visit to Italy in 1796 Pope Pius VI.,
on account of his services to music,' made Iiim
a knight of the Golden Spur
the order to
which Gluck and Mozart also belonged.
Friberth was an active member of the 'TonkiinstlerSocietiit, and took Haydn's part warmly in the
discn'ssions there.
As a comjioscr he restricted
'

—

'

himself almost entirely to church music [but
see Qi'el/rii-Lexil-oi'^.
He died August 6, 1816,
universally respected both as a man and an
artist.
In the museum of the Gesellschalt der
Musikfreruide at Vienna, there is a jiortrait of
him in oils, showing a fine head and exjiressive
c. F. p.
countenance.
FRIOHOT, a Frenchman, who claimed to have
invented the bass-horn or ojihicleide, settled in
London about 1790, published there in 1800
A complete Scale and Gamut of tlie Bass-liorn
invented by Mr. Frichot.'
This instrument supplied a new and powerlul bass
for wind instruments in aid of the bassoon,
which was too weak, and the serpent, which
It
is
now generally
was verv imperfect.
supersederl by the Bombardon and Euphonium.
'

'

'

.

.

.

[Ophicleide.]

m.

c. c.

FRICK

FEIEDLANDER

FRIKE, Philipp Joseph, born
near
iirzburg, May 27,1740, originally organist
to the Margrave of Baden, remarkable performer on the harmonica travelled much from
1769, spending some years in Russia, He came
to London about 1780, and played in public with
brilliant success both on the pianoforte and harmonica.
His health obliged him to give up the
latter instrument in 1786, and he then maintained iiimself by teaching until his death, June
He published various treatises and
15, 1798.

remarkable characteristics of Mme. Frickenhaus's
playing are her extraordinary perfection and
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FRICK,

or

W

;

some music, none

of

which

is

of

any permanent
The harmonica

value (see Qiiellen- La-ikon).
he used was one on Franklin's system.
He
tried in vain to adjust a keyboard to the
instrument, an attempt in which EiJlig succeeded.
M. 0. c.

FRICKENHAUS, Fanny, was born June 7,
1849, at Cheltenham.
Her maiden name was
Evans, and she married Mr. Augustus Frickenhaus.
She received instruction in music from
George Mount, afterwards at Brussels fiom
Auguste Duiiont, and later from William
Bohrer.
Her first important engagement was
on Jan. 11, 1879, at one of the Saturday
Evening Concerts, where she played with
such success that she was engaged for the remainder of the series.
She was next heard at
the London Ballad and Promenade Concerts.
Since then she has played at all the princijial
London concerts, viz. at the Philharmonic,
March 4, 1886 at the Crystal Palace, where
she first appeared Nov. 27, 1880, in Mendelssohn's 'Serenade and Allegro giojoso,' and where
she has been since heard in concertos of Mozart,
Schtitt, and Dupont, the last two for the first
time in England atCowen's Concerts, Nov. 27,
1880, where she played the Pianoforte Concerto
at the
of Goetz for the first time in London
Brinsmead Concerts, Dec. 19, 1886, in the
Prize Concerto of Oliver King, and at the Popular Concerts, where she first appeared Jan. 27,
188.3, and has since played with success.
From 1884 to 1887 Mme. Frickenhaus gave,
in conjunction with Mr. Joseph Ludwig, several
They introduced
series of chamber concerts.
Dvorak's
Bagaseveral important novelties
tellen' for piano and strings, June 11, 1886
Fritz Steinbach's septet for piano, strings, and
wind, June 17, 1886 a sonata for piano and
and on May 21, 1887,
violin by Oliver King
a work entitled The Strolling Musicians, for
;

;

;

—

'

;

;

;

'

'

piano duet, violin, and violoncello, by Arnold
Krug. Brahms's second piano and violin sonata
(op. 100) was announced for first performance
in London at one of these concerts, but it was
actually played the day before at one oi Halle's
Since 1888 she has introduced at her
recitals.

annual recitals many modern works of interest,
by Smetana, Dvorak, Binding, Richard Strauss,
On April 19, 1893, she brought
Arensky, etc.
forward, with M. Rene Ortmans, the sonata for
The most
piano and violin of Cesar Franck.

ease of technique, combined
gence.

"vvith

great intelliA. c.

(Feiderich), Daniel, was
born at or near Eisleben, sometime before 1600,
butafterwardssettled at Rostock in Mecklenburg,
where from 1617 to at least 1654 he was cantor
He was a prolific
at the St. Marien-Kirche.
composer, chiefly of German secular songs for

FRIDERICI

three to eight

\'oices,

which various collections

of

appeared with fanciful titles. In 1624 he edited,
with adaptation to German words, Thomas
One of
Motley's madrigals for three voices.
own madrigals for four voices
Friderici's
(' Einstmals das KiniJ Cupido ') has been edited
with English words by Mr. Lionel Benson in
the publication Ar.ioN, vol.

FRIEDHEIM, Arthuh,

.J.

i.

E.

M.

an eminent pupil of

was born of German parents at St. Petersburg, Oct. 26, 1859.
He lost his father at a
verj' early age, and was educated by some
After passing through tlie
wealthy relatives.
Liszt,

usual school curriculmn at the Gymnasium, and
absorbing as nmch of musical instruction as
hajipened to come his way, he began the serious
study of music at the age of eight, and appeared
as a pianist at nine in Field's A major concerto.
After passing through the university, he became
successively conductor of various small tneatre
orchestras in Germany, whereby he obtained
much beneficial exjiericnce.
For some years
Friedheirn was a pupil and fast personal friend
of Liszt, who, however, for some years w^ould have
nothing to do with him as a pupil
he hved
with him and studied in Rome in 1880-81 and
1881-82, andsubsequently at Weimar. Later he
lived in Leipzig
next, for some years as teacher
and concert player in North America (1894),
where he was apipointed Seidl's successor, but
was unable to accept the post.
He then came
to London, where he api)eared publicly on occasions fronr 1889 onwards, and subsequently was
appointed pianoforte professor in the Royal
College of Music, at Manchester.
This latter
post he has recently (1904) resigned.
Friedheim was regarded for years as one of the foremost exponents of Liszt's music. He has toured
in Russia, Austria, Germany, Italy, Scandinavia,
;

;

America, Egypt, and England.

He

is

a pianist

immense technical ability, and of real temperament, and a musician of wide knowledge and
genuine gifts. An opera, written and composed
by him, Die Tfinzerin, was tentatively accepted
at the Grand Ducal Opera House, Carlsruhe, in
of

'

'

1897, but seems never to have been produced,
autumn of 1904 the report gained
giound that its first appearance was due about
that time at Cologne.
K. H. L.
FRIEDLANDER, Max, was born at Brieg
in Silesia, Oct. 12, 1862, and studied singing
under Manuel Garcia in London and Julius
Stockhausen in Frankfort.
He travelled much
since in the

FEIEDLANDER
and was widely known

as

FROBERGER

a baritone singer.

He

sang at the Crystal Palace on April 19, 1884,
and elsewhere in London.
He took the degree
of Dr. in Philosophy at Kostock in 1887, and
since 1894 has been a teacher of music at the
University of Berlin.
He has taken np musical
investigation, especially in connection with
Schubert and has edited the new edition of
Peters' collection of Schubert's songs with a
supplement of variants
Schubert's duets
Schubert's quintet, Nur wer die Sehnsucht
Gluck's Odes
revised edition of the text to
Schumann's songs
100 Deutsche Volkslieder
(not before published)
Stockhausen's Gesangstechuik (with the author).
For many years
he has devoted himself to the collection of
materials for an exhaustive biography of
Schubert, for which he is well qualitied.
He
made au interesting collection of the original
setting of Goethe's poems.
a.
;

;

;

'

'

;

;

;

;

FRIEDLANDER, Thekla,

a distinguished

whose fame was principally
established in London according to the 2£oiithly
Musical Record (June 1, 1875), she was a pupil
of Ferdinand Hiller, and Schneider of Cologne.
On Dec. 11, 1S73, she made a most successful
first appearance in the soprano part on the production of Bruch's Odj'sseus at the Gewandhaus Leipzig. She made her debuts in England,
soprano

singer,

;

'

'

,

May

Kew

Philharmonic Concert,
the Philharmonic, Nov.
13, at the Popular Concerts, March 18, 1876, at
the Crystal Palace, and at all the Halle recitals
of the same year.
On May 27, 1876, she
sang with Frl. Redeker (Lady Semon) in duets
of Rubinstein at the New Philharmonic on the
latter's debut in this country, and was frequently engaged with her in singing duets at
the Popular Concerts and elsewliere before the
marriage of the last named.
Miss Friedlrinder
sang also at the Richter and Henschel Concerts,
and on March 25, 1886, at the Bach Choir in
the third part of Schumann's 'Faust,' and in
the provinces, etc. About this time she returned
8,

1875, at the

and sang on June

7 at

permanently to Germany.
The possessor of a
sympathetic soprano voice of great delicacy and
refinement, she excelled in old Italian airs, and
the lieder of her own country, viz. Schubert,
,

111

having gone through three editions, and being
translated into Dutch by no less a person than

Hummel.
m. g. 0.
F'ROBERGER,! Juhann Jacob, eminent organist, born, according to Mattheson,

atHallein
Saxony, where his father was Cantor, but at what
dateisunknown. On the accession of the Emperor
Ferdinand III. (Feb. 15, 1637) he was appointed
court organist at Viemia.
There are entries of
his salary in the accounts of the Hofcapelle, from
Jan. 1 to Sept. 30, 1637, ^ Irom Aprd 1, 1641, to
Oct. 1645, and from April 1, 1653, to Oct. 30,
1657.
The interval from 1637 to 1641 was
occupied by his stay in Italy as Frescobaldi's
pupil, and a grant of 200 Horins for his journey
is entered in the accounts under June 22, 1637.
[In 1649 he was in Vienna again (see Pluygens'
Correspondence, 1882, p. cxcix. )]. In 1 657 he left
the Emperor's service.
In 1062 he journeyed
to London, where lie was twice robbed on the
way, and arrived in so destitute a condition
that he thankfully accepted the post of organblower at "Westminster Abbey, oH'ered him by
Christopher Gibbons, then organist of the Chapel
Royal and the Abbey. Gibbons was playing beI'ore the Court on the occasion of Charles II. 's
marriage, when Froberger overblew the bellows,
and thus interrupted the performance, on which
the enraged organist overwhelmed him with
abuse and even blows.
Froberger seized the op}iortunity a few minutes after to sit down to the
instrument, and imjn-o vised in a style which was
at once recognised by a foreign lady who had
formerly been his pupil and knew his style. She
presented him to the King, who received him
graciously, and made him play on the harpsichord to the astonishment of all.
This curious
anecdote is not mentioned by English writers,
but is given by Jlattheson (^Elircnpforte) from
Froberger's own MS. notes.
Mattheson states
that he became a Roman Catholic during his visit
to Rome, but it is almost certain that he was
already one when he entered the Emperor's service in 1637.
The late Anton Schmidt, Gustos
of the Imperial Library, maintained that he again
became a Lutheran after his visit to London, and
was dismissed from his post of Court organist on
that account.
The contradiction has never been
explained, but that he died a Catholic we know,
from an autograph letter of Sibylla, Duchess

Schumann, and Brahms.
A. c.
FRITZ, Barthold, celebrated mechanician
and maker of instruments, son of a miller, born
near Brunswick, 1697.
He had no education,

Dowager
and who

but found out

at Herioourt, near Montbelliard, where he died.

building,
clavecins,
ivith

for

himself the p)rinciples of organ-

and made in all nearly 500 organs,
and clavichords, beginning in 1721

a clavichord of 4 octaves.

his instruments

The tone

was good, especially

of all

in the bass.

died at Brunswick, July 17, 1766. He pubAnweisung, wie man Claviere ... in alien
zwolf Tonen gleich rein stimmen kijnne, etc'
(Leipzig, 1756-57-80), a new system of tuning

He

lished

'

keyed instruments by means of fifths and octaves,
which, though erroneous, had much success.

May

who was his ]iupi],
him an asylum in her house

of "Wiirtemberg,
offered

1667.

See Zicei Bricfe uher J. J. FroDr. Edmund Schebek (Prague,
His jirinted works
here first given
1874).
accurately
are 1. 'Diverse ingegnosissime e
rarissime Partite di Toccate, Canzone, Ricercari
7,

berger

... by

—

—

Stampate da Lodovico Bourgeat
Mogont.
1693
two copies in possession of the writer,

.

.

.

'

—

.

.

.

'
So, andnotFrohherger, is tlie name spelt by the last iuveatij^tor
Dr, E. Schebek.
" This aloue shows that the received date o( his birth. 1635, must
be wrong.

FROHLICH
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title, the other with Italian and
German. Tlie copies qnoted in other works
with dates 1695, 1714, are printed from the
same plates, but with ditl'erent titles. 2. Diverse
etc., Prima continuazione. Mog. 1696.'

After
Venice elected her an honorary member.
her retui'n to Vienna she seldom appeared at
her attention alnmst
concerts, and
turned
She died May 7,
entirely to teaching singing.

Suites de Clavecin, par Giacorao Frobergue,'
Amsterdam, Roger (a copy of the first edition
in the Fitzwilliam Museum, Cambridge).
The

4. Kathaeina, born June 10, 1800, though
not a musician, must not be omitted 11 oni tins

second edition

sympathetic disposition eminently

112
one with Italian

'

,

3.

.

.

'

is

in the library at Berlin,

where

are also several autograph vols, of Froberger's

dated

1619 and 1656, containing, amongst
some of the pieces in the above collections.
The Imperial Library at Vienna also
contains a MS. of 222 sheets of Toccatas,
Caprices, etc. [see the QuelUn- Lex Ikon.
A large
selection of the clavier and organ works was
published in the Denkmdler d. Tonkimst -in
Oesterreieh (see Dexkmalek), edited by Guido
Adler they were alteiwards republished alone,
in two volumes (Artaria, and Breitkopf &
others,

;

Hiirtel)].

F. G.

FRUHLICH.
this

name,

all

There were four
natives of Vienna.

sisters

of

(Anna), bom Sepjt.
for the piano, and
of Hauss and Siboni for singing, became an
excellent artist in both branches.
From 1819
to 1854 she was teacher of singing at the Conservatorium of Vienna, where she trained many
dramatic and concert singers, since celebrated.
She will be always gratefully remembered for
having induced F. Scliubert to write the following pieces:
'Gott ist mein Hirt' (Psalm xxiii.),
op. 132; and 'Gott in der Natur,' op. 133.
'Nachthelle,
both for four-part female chorus
op. 134, for tenor solo and four -part male
chorus; the Serenade ('Zogernd, leise '), op.
135, for alto solo and four-part female chorus
and Des Tages
the Song of Miriam, op. 136
"VVeihe ('Schioksalslenker'), op. 146, for soprano
solo and chorus.
Grillparzer wrote the words
for the Serenade and the Song of Miriam also
1.

The

eldest,

Nanette

19, 1793, a piupil of

Hummel

—

;

;

;

at her instigation.
2. B.VRBARA, born Augnst 30, 1797, excelled
both as a coutralto singer and a jiainter of porShe married Ferdinand
traits and flowers.
Bogner, a government employe and eminent
flute player, who was honorary professor at the
Gonservatorium from 1821 until his death in
1845.
3. Josephine, born Deo. 12, 1803, a dis-

tinguished singer, jiupil of her sister at the
Gonservatorium (1819-21), made her debut at
concerts so successfully that she was immediately
engaged for the court theatre(1821-22). Shortly
afterwards, however, she went to Copenhagen,
and completed her studies under Siboni, who had
settled there.
As a concert singer she was very

Denmark, Norway, and Sweden,
aud was appointed private singer to the King
of Denmark.
Later she went to Italy, and sang
in tlie operas of Venice (1829) and Milan (1831)
with brilliant success. The Societa ApoUinea of
well received in

1878.

band of

sisters.

Her cultivated mind and

fitted her to
be the intimate friend and associate of the great
Austrian poet Grillparzer, who was deeply susceptible to music, and jiassed the greater part
of his life in tlie house of these sisters until his

Kathi especially,
It was
death in 1872.
with her quiet, unassuming ways, whom the
poet reverenced as his purest ideal, and who
She died March
inspired many of his poems.
'

'

3,

1879.

c.

FROTTOLE,

F. p.

early Italian songs, of which

nine books, containing each on an average sixtyfour, were published by Petrucci at Venice

Many of them are
between 1504 and 1509.
by Tromboneino, who so far may be called the
Gordigiani of his day. As far as can be gathered
from the account of Ambros,' the Frottola was
essentially a popular melody, or street-song,
treated with a certain amount of contrivance.
It stood midway between the strict and complicated Madrigal, and the Villotta or Vilanella,
which was a mere harmonisation of a tune and
in fact as the use of counterpoint increased it
disappeared, its better elements went into the
Madrigal, its lower into the Vilanella.
The
words of the Frottole were often comic (in fact
the word is a synonym for a joke) but still
Ambros (iii.
oftener extremely sentimental.
478) cites some in which the song of the cicada
and the mewing of a cat are imitated. The
poem was in verses, sometimes very numerous.
The music was set almost exclusively for four
voices.
Besides those printed at Venice, a book
of twenty-two was published at Rome by Junte
in 1526. See Ambros, as below, Eitner's BibJiographic, and Vogel's Biblioihck dcr gcdrucLicn
;

Vocahausik Italiens.
G.
Jan, Flemish poet and musician of the 16th century, was living at Antwerp
in 1565.
He was a Lutheran, and author of the
words and music of Ecclesiasticus of dc wijse
spiroken Jesu des soons Syrach,' etc. (Antwerp,
Selvius, 1565), a metrical translation of the book
of Ecclesiasticus.
The music is printed in the
fine type of Plantin.
This scarce book is the
more rcmai'kable as it was published by permission of Margaret of Parma, Governess of the
v^cltlwlicn

FRUYTIERS,

*

Netherlands, only a few months before she
enforced the decrees against the heretics which
brought about the War of the Gueux. The

melodies are chiefly popular Flemish airs.
The
35th Cantique (Ecclus. xxiv.) is set to a French
L'homme
dance of the 1 5th century, called
arme,'
not to be confounded with the celebrated
'

—

1

G'^diichte.

iii.

464-4Sa.

FUCHS

PUENTES

song of the same name, so often used as a theme
for entire masses by composers of the 1 5th and
16th centuries.
The song is in 3-2 time, the
dance in 2-4, and in the form of a round.
[L'homme akme.]
m. c. c.
FUCHS, Aloys, bass singer in the Imperial
chapel from 1836, and government employe in
the war department at Vienna, born June 23,
1799, at Raase in Austrian Silesia, remarkable
as an ardent collector of autogi'aphs.
His collection of music, books, portraits, etc., purchased
out of a small salary by dint of rigid economy,
has often been described in detail.
It contained
specimens from all nations, though the Italian
and German masters were most fully represented,
and especially Mozart. These materials were
partlyused byOtto JahninhisLifeof thatmaster.
Fuchs contributed articles to several musical
periodicals, and took a keen interest in everything connected with the history and literature
of music. Severe illnesses compelled him to part
with his treasures one by one, and thus his
whole collection was scattered. Thalberg bought
the remaining autographs
the Mozarteum a fair
copy of Mozart's works Grasnick of Berlin the
collection of portraits
the ecclesiastical institution of Gcittweig the library
and Butsch,
the bookseller of Augsburg, the rest of the papers
and biographical articles. Fuchs died at Vienna,
March 20, 1853.
c. F. p.
FUCHS, Anton, born at Munich on Jan. 29,
Baritone singer of distinction, who has
1849.
also devoted himself vnth conspicuous success to
the work of operatic stage management, in which
capacity he lias been engaged since 1880 at the
Munich Opera, and since 1882 in the Festspiiele
at Bayreuth.
w. w. c.
FUCHS, Gael, violoncellist, born in 1865 at
Offenbach in Germany, was a pupil of Cossmann
at the Frankfort Conservatoire until 1886, when
he studied at St. Petersburg under Davidov. Is
now settled at Manchester, where he is a professor
at the Royal College, soloist at the Hall^-Richter
concerts, and member of the Brodsky Quartet.
He is an excellent chamber-music player, having
often performed at the London Popular Concerts with success.
He draws a rich, full tone
from his instrument.
w. w. c.
FUCHS, Fekdinand Kael, born in Vienna,
Feb. 11, 1811, died there .Jan. 7, 1848. Popular
;

;

;

;

'

'

song-writer
1842.

FUCHS,

produced two operas at Vienna in
w. \v. c.
Geoeo Feiedkich, born at Mayence,
;

3, 1752, died at Paris, Oct. 9, 1821, won
considerable fame as a clarinettist in his day.
Was a professor at the Paris Conservatoire and

Dee.

composer of various works

for

wind

instru-

w. w. c.
FUCHS, JOHANN Nepomuk, born at Frauenthal. May 5, 1842, an accomplished, all-round
musician, has held the appointment of capellmeister in various towns (since 1880 at the
In 1894 he was appointed a
Vienna Opera).
ments,

VOL.

11
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Vienna Conservatorium.
ComZingara.'
w. Vf. c.
FUCHS, Kael Dokiur Johann, pianist, conductor, and critic, was born at Potsdam, Oct. 22,
1838.
Pupil of his father, an organist, he was
compelled to give lessons on the pianoforte whilst
yet a collegian.
In 1859 was a student at the
University of Berlin, and at the same time took
lessons on the pianoforte under Von Biilow.
Henceforth his life was divided between music
and literature.
In 1869 he was organist at
Stralsund, and in 1870 took the degi'ee of Dr.

director of the

posed in 1872 the opera

'

Phil, at Greifswald, his thesis heing PralimiMirien

zu

eiiicr

Kritik der Tonkunst.

In 1871-75 he

lived in Berlin as pianist, teacher, and critic
in 1875-79 at Hirschberg, where he Ibunded a
;

musical society of which he was the conductor
and in 1879 moved to Danzig, where he has held
several appointments.
His leaning is towards
philosophical analj'sis, a tendency which reacts
on his playing, which is of the intellectual order.
In conjunction with Hugo Riemann he wrote a
Praktischs Anhitung mini Plirasieren (1886) of
which an English translation has appeared in
New York. Said by Riemann to be the first
who attempted phrasing in orchestral performances.'
w. w. c.
FUCHS, Robert, brother of J. N. Fuchs, was
born at Frauenthal, Feb. 15, 1847. He has been
since 1875 professor of theory at the Vienna
Conservatoire, and is chiefly known to the outside world as composer of five Serenades for
string orchestra, which enjoy wide popularity.
Has also composed a Symphony (op. 37 in C), a
piano Concerto, a Mass, several works for the
chamber, and two operas.
w. vv. c.
FtJHRER. See Dux.
FUPIRER, Robert, born at Prague, June 2,
1807 in 1839 succeeded his master Wittasek as
;

'

;

organist to the Catliedral there.
His irregular
life, however, lost him the post, and in 1843 he
left

Prague.

Gmunden and
where he

In 1853-55
Ischl,

he was organist at
settled in Vienna,

and then

Nov. 28, 1861, in great distress
His compositions, published from
1830 in Prague and Vienna, are numerous and
died,

in a hospital.

good.
(For list see Fetis.)
They comprise
masses, graduales, offertories, preludes, fugues,
a method for the pedal -organ, a handbook
for choirmasters, a Praktische Anleitvmg zu
Whatever his merits
Orgelcompositiotien, etc.
as a musician, however, he was a dishonest
man, for he actually published Schubert's
Mass in G under his own name (Marco Berra,
Prague, 1846), a fact which requires no comment.
M. 0. 0.
FUENTES, Don Pasquale, born about the
beginning of the 18th century at Albaida in the
province of Valencia in Spain, w^as maestro de
capilla at first at the church of St. Andrea, and
from 1757 at the cathedral of Valencia.
He
Fetis gives a list of
died there April 26, 1768.
sacred and secular compositions, one of which, a

FUGUE

FURSTENAU

114

'Beatus vir' a 10,

printed in Eslava's Lira

is

Saci'o-IHspafUi- (^Quellen-Lcj^ikon.

FURSTENAU,

family

a

of

)

distinguished

and good musicians.
Caspar, born Feb. 2B, 1772, at Munster,

Both are in two sections,
Variations (op. 120).
r. A. G. o.
each repeated.
FUGUE. A musical movement in which a
of parts or voices combine in
a single theme, the

.flautists

definite

number

1.

stating

and developing

was eai'ly left an or|>han under the care of A.
Romberg, who tried to force him to learn the
bassoon, as well as the oboe, which he had been

interest being cumulative.

already taught
but his preference for the flute
asserted itself, and he shortly became so proficient, as to support his family by playing in a
military band, and in that ol the Bishop.
In
1793-94 he made a professional tour through
Germany, and settled at Oldenburg, where he
entered the Court band, and gave lessons to the
Duke.
In 1811 the band was dispersed, and
Caspar again travelled with his son.
He died
at Oldenburg, May 11, 1819.

1. The main idea of a fugue is that of one
not, as in the
voice contrasting with others
first movement of a sonata, of one section conIntrasting longitudinally with other sections.

;

2. Anton Bernhard, a finer flautist than
his father, born Oct. 20, 1792, at Munster
first
appeared at a Court concert in Oldenburg when
only seven.
He remained with his father, the
;

two taking long journeys together.
In 1817 he
was engaged for the municipal orchestraof Frankfort, from whence he removed in 1820 to Dresden,
where he remained in the service of the King of
Saxony till his death, Nov. 18, 1852. In 1826
he accompanied Weber on his last sad journey
to London, tended him with an.xious care, and
assisted

him

death.

(See

fatlier,

ii.

to

undress the night before his

Max

von Weber's Life of his
composed several pieces

JIaria

He

703.)

and two Methods for the flute.
3. His son Moeitz, born in Dresden, July
1824, also a
royal band.

26,

at seventeen entered the

flautist,

He made some

valuable contribu-

tions to the history of music, such as Beitrdgc zur
Oeschichte der koniglichen scichsischen musika-

Capelle

lischen

(1849)

;

Zur

Geschichte

des

und der

Miisik in Dresden, 2 vols.
(1861) and Die Fabrication musikaliseher Inslrumentein Voigtlande {\&7 &). In 1852 he was
appointed Gustos of the royal collections of music,

Theaters
;

and received the order of Albert of Saxony. From
1858 he was flute professor at the Dresden Gonservatorium, and he died at Dresden, March 25,
F. G.

1889.

FUGATO. A name given to an irregularly
fugued movement, in which the fugue-form is not
and
fugal and

strictly followed (especially as to strettos

pedal-points), though the structure is
Fugato passages are often introcontrapuntal.

duced in orchestral music with the happiest
effect,

as in first

Eroica

Symphony,

and

last

movements

in the Allegretto of

of the

No.

7,

in the first movement of
Symphony, immediately

both by Beethoven, and
Mendels.sohn's Italian

after the double bar, etc.

FUGHETTA.

—

A

r. A. o. o.

short condensed

fugue—

correct and complete as to
miniature fugue
form, but with all its dimensions curtailed.
No. 10 of Bach's thirty Variations is a Fughetta,
as is also No. 24 of Beethoven's thirty-three

This
points

:

suggests

immediately

definition

—

two

;

deed the fugal form may be said to be 'a question
of texture rather than of design,' ' and it has
even been suggested that the term a fugue is
incorrect and that we should rather speak of a
composition being written in fugue, just as we
speak of a poem being written in hexameters.
This essential of a fugue brings us to the second
'

'

point in our definition.
2. It is essential that a fugue be conceived in
a definite number of parts or voices ^ two parts
at least are obviously necessary, so that one may
:

possible to imagine
an entirely melodic
For similar reasons a
fugue is a contradiction.
texture of harmonic blocks of chords is quite

contrast with the other. It
an entirely melodic sonata

is

;

alien to the fugal form.

From what has been
fugue

is

of

more

origin than the

'

said

artificial

cyclical

clear that the

it is

and

less

forms.

'

primitive

The sonata

form can be traced directly back to the folk-song
the fugue seems to be descended from the
contrapuntal experiments of medieval monks.
For this reason perhaps, and partly because fugue
writing is so excellent a scholastic training, the
idea has grown up that a fugue is necessarily dull
and pedantic, justifying the famous aphorism
that a fugue is a composition in which one
voice runs away from the others and the hearer
from them all.'
It is surely clear that a form
which has inspired the most magnificent music
of the greatest composers must be something
'

an arbitrary
Indeed just
as the rules of the sonata have been shown to
be based on deep principles which underlie the
whole of musical form, so the rules of fugue may

more than an academic exercise

or

collection of scholastic regulations.
'

'

be shown to be based on principiles equally deep.
The fugue, like every other form of art, has had
its origin and develo] iment.
In the 1 6th century
the word meant a movement in canonic form
indeed the name
canon is merely short for
fuga per canonem,' a fugue according to rule.
;

'

'

'

In these times tliere were two sjiecies of fugue,
the limited fugue, which was wliat we now call
a strict canon, and the unlimited fugue which
started canonically and soon broke ofi" into free
passages, with occasional points of imitation. It
was the text-book of Fux (1725) which placed
•

D. F, Tovey. Lectvire on Beethoven's

2

The tenn voice

lent ol

'

part,'

'

Mias,i Solennis.'

is uaed throughout this
not necessarily a vocal part.
'

.article as

the equiva-

FUGUE

FUGUE
the fugue on its present basis, though still in a
very simple and unde\-eloped form.
Thus the
way was prepared for J. B. Bach, who took the
fugue form as set forth in Fux's (rrndus ad
Faniassutii and applied to it the new kej'-systeni
witli its endless possibilities of modulation,
enriching it at the same time "with his boundless
wealth of melodic and harmonic imagination.
Bach rose superior to all the rules and regulations with which Fux hail liedged in the fugue,
and evolved out of Fux's skeleton the living
fugue, the quintessence of fugue, freed from all
the impurities of pedantry.
From the time of
Bach the word fugue 'hasconnoted a verydefinite
musical form which will now be described.
As this is not a te.\t-book, no attempt will
be made to enumerate all the rules which are
found in primers. ^
Only those factors of a
fugue will be described here which are essential
to its nature as set out in the above definition.
All the principles enunciated will be referable
to the examples set by great composers
they,
and not tire theorists, will be taken as the
criterion.^
Writers on music have a tendency
to divorce theory from practice, and in no brancli
of the art is this the case more than in the
fugue.
It is an extraordinary thing that hardly
any of the well-known treatises on fugue so
innchas mention Bach ;^ and onemodern teacher,
it is understood, actually used to forbid the
study of Bach's fugues because they are contrary
'

;
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'Wohlt. Clav.,' No.

(b)

m
Although the subject

4.

zt

always announced
by itself yet tliis does not mean that only one
voice is heard at the beginning.
The subject
may be in two, three, or even four parts, and
in these cases the subject should be described
as a double, triple, or quadruple subject.
As
a matter of fact fugues with subjects in two or
more parts are usually called fugues on two
subjects, or even double fugues, but it is plain
that there can only be one subject to a fugue,"

and

this subject,

when

is

in

it is

two or more

parts,

almost invariably makes its various appearances
as a whole and not in its separate parts.
The
name double fugue seems better ajiplied to those
cases where a secondary theme ajtpears during
the course of the

with
(a)

movement

(this will be dealt

later).

Hatdk, 'Achieved

is

the glorious work,'

from the Creation.
Subject in

2 parts.

'

to the rules.

^
'

We can now

proceed to a detailed description
It is obvious that the theme
on which the whole work hangs must be clearly
and unequivocally presented at the outset, and
this cannot be done better than by giving it to
the voice or voices sufficient to enunciate it
entirely unaccompanied.
This is, as a matter
of fact, the way in which a fugue does invariably
start, and the theme thus propounded is called
the subject.''
The subject of a fugae must be
of a character to arrest and hold the attention
whenever it is hea.rd.
Cherubini's somewhat
oracular remark, 'the subject must neither be
too long nor too short, 'really contains the nucleus
of the matter. The subject must be long enough
to contain a definite idea, it must not be so
long that the memory cannot retain it.
Here
follow examples of the longest and shortest fugue
subjects in Bach's JFohU. Clavkr.
of the fugal form.

g^^sg^^^^^^
(6)

Subject in

Leo,

*

Dixit Dominus.'

3 parts.

^^^^m

i^r"-^
:fe

:J=^dd:^

Pi^^gEpE^

^—

-^^-

-

mmm
Cherubini,

(c)

*

Et vitam.'

Subject in 4 parts.

(a)

'Wohlt. Clav.,' Ko. 34.

§3ffi^
For the sake of completenesa the famoua treatises on fugnae
should be mentioned Fux. 1725; M;Lrpurg, 1753; Albrechtaberger,
1790 Cherubini. 13.')3 Richter, ]87fi.
For English students there
are two excellent primers by J. Higtrs and E. Front.
2 Prof. Front is one of the few writers on fugue who have deliberately taken the works of the great masters as their standard.
^ Marpurg is an honourable exception.
* Quoted in the preface to Front's Fu<iue.
5 There is an apparent exceptinti in the case of an
accompanied
fu^e,' in which case the announcement of the subject is heard
simultaneously with a full harmonic accompaniment.
This -will
be dealt with later.

mi^s^-^-

^liJLu

^^mi

'

:

;

;

'

Fugue

subjects can be divided roughly into

three classes

:

—

Cherubini recognises this and refuses to use the nomenclature
'fugue OIL twn .<ubjects,' saying that a fugue 'cannot have more
than one principal suhject.' He proposes to call such fugues fugues
on one subject with one, two. or three counter-subjects.
''

'

FUGUE
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FUGUE

1. Those that are in themselves complete
melodies usually of a very detiuite rhythmical
nature.
In fugues on such suhjeets the interest
of the fugue depends chiefly on the intrinsic
beauty of the subject itself at its various ap-

Ans.

in

dom

(h) Beethoven,
Sub. in tonic.

Quartet Cj Minor.

Such subjects are usually called
'andamenti' (See Anhamento.)
2. Those which consist of some short passage
with perhaps a characteristic interval.
Such a
pearances.

subject

not necessarily lieautiful in itself but
and developed in the
course of the movement.
Such subjects come
under the class of 'soggetti.' (See Soggetto.)
is

becomes

^r-fifrf^ffrrrfrr

so wlien treated

Those which consist merely of a short
figure and are usually called 'attacco' (q.v.)
The attacco seldom forms the subject of a
complete fugue
there is, however, an example
in Bach's IVohltemperirtes Olavier, No. 27.

Haxdel,

(c)

3.

Sub. in

'

shall they know'
Samson.

Then

(Part II)
dom.

;

Ans. in tonic.

'

'

;

(a)

Bach, Organ fugue

G

^^^^
(andamento).

ESEE

{b)

(c)

Bach,

'

Wohlt. Clav.,' No. 26 (soggetto).

Bach, 'Wohlt.
Clav.,' No. 27 PtJ?-M^^t-i»-F-,—

^F^

(attaeco).

^

TVn^^

The subject having been stated, another voice
enters with an answer to this statement.
In
most text-books the answer is described as an
imitation of the subject, and, this definition
having been given,

it is found necessary to employ several paragi'aphs in explaining that the
answer is not an imitation but a modification
of the subject.
The truth is that the answer
is not in its essence an imitation of the subject.

The answer
The subject

is

what

its

name

implies, a reply.

alone is a broken arc' it requires
the answer to complete the 'perfect round.'
The subject and answer may be compared to
the obverse and reverse of a medal,'
This answering of the subject can be brought
about in more than one way
1. The answer may be a repetition of the
subject in a different key. This is called a real
If the subject is entirely in the tonie,
answer.
the real answer is usually in the dominant
(occasionally in the sub -dominant).
If the
subject is in the dominant, the real answer is in
the tonic.
'

;

:

(a)

Bach, '"Wohlt.

Sub. in tonic.

•

Clav.,'

No.

^^^^

Rockfltro describes the answer very well as a

of the subject.

1.

'

fore-ahortening

Recourse

is

a fifth from tonic to
its

^iP^^g^

Real Fugue,

below.)
frequently had to the universal
feeling which divides the octave into two unequal
portions at its fifth note, so that the interval of
(See also
2.

Minor

dominant

is

felt to

have

exact correlative in the interval of a fourth

from dominant to tonic.

It

was

this

feeling

that led the early ecclesiastical musicians to add
authentic mode, which was divided
to each
into two parts at its fitth note, a corresponding
plagal mode, starting at that fifth note, and
itself divided into two parts at its fourth note,
This
that is, the final of the authentic mode.
analogy between plagal and authentic seems to
be universally perceived in music. This can be
shown by the two following examples drawn from
very different sources, neither of which can be
suspected of being influenced by fugal considerations, since one is Irom a comic opera and the
other from a German chorale.
(«) From Dorothy, Cellier.
(2) Opening chorus.
0) Introduction.
'

'

'

'

W^^^^^m^^^^^
(I)

From hymn tune

'

Eisenach.

f^^^^ggf^^^^^

In the same manner the answer to a fuguesubject is often compressed into the plagal or
extenfled into the authentic compass, inversely
according as the subject is authentic or plagal.
An answer conceived on this plan is called a tonal
answer. Many rules are given in the text-books
for finding the correct tonal answer to a fugue.
It will serve our purpose better to give several

examples of tonal answers by great composers to
show the various modifications which theyadopt.

These examples will also prove how very far from
being a mere imitation of the subject a fugue
answer generally is. (See Tonal Fugue, below.)
{a)
Sub.

Bach,

'

Wohlt. Clav.,' No. 25.
Ans.

-i^S^fe

1^^

-etc.
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Handel,

(i)
Sub.
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'Hallelujah,'

j)/css«a:7t.

3.

Ans.

is^rff^gijtte^^flQ

J-elc.

(c)

Bach,

'

The answer
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occasionally an inversion,

diminution, or augmentation of the subject.
Kuust der I'uge,' No. V.
(") Bach,
'

S^

_ Sub.

loh hatte viel Bekiimmerniss,
final fugue.

Ei^T^zE

Ans. by inversion.

i?=3^
(6)

Xo. VI.

Ans. by inv. and dim.

JIozART, Quartet in

(d)

Sub.

^

E

Major.

Ans.

.,^.

(c)

No. VII.
Ans. by inv. and aug.

Bach, Organ Fugue, Eb.

(c)

=5:

^=.

Jt

-^^v^

^

iiaE$E

(/) Bach,

'

"While the second voice announces the answer,
the first voice goes on its way in couiitevpoint

sg
Matthew

Passion.

Aus.

Sub.

^m:$^^
(</)

KiKNBERGER.

Sub. (2nd half).

^E

w^^^^^E^^rW^
Ans. (2nd

with it. Sometimes this counterpoint takes the
shape of a definite theme of which further use
is made in the course of the fugue
it is then
;

called a counter- s^(bjcct.

is

usually in double counterpoint with the suhject,
designed, that is, to appear either ahove or
below it as occasion requires. A counter-subject
is

by no means an

for instance

of

half).

The counter-suhject

Bach's

inalienalile factor in a fugue
seventeen of the forty-eight fugues
IVohl temper irtes Clavier have no

;

regular counter-subject.

Bach,

'

Wohlt. Clav.,' No. 44.
Ans.

(7t)

Beethoven,

Pf.

Sonata, op. 101.

Sub.

^^^^

Epi

=P

W.

mi^^^^^^

^^gl^^gS
(k)

Mozart, Quartet

G

^^

When

Major.

Sub.

ij

the subject and answer have been thus
propounded, the other voices enter in turn with
Sometimes the
subject or answer alternately.

duet between the first two voices is lengthened
by a few bars before the entry of the third voice
this small digression is called a codetta.

Ans.

Handel,

'

And with His

stripes,' Messiah..

Sub.
(/)

Bkahm.s, Requiem.

^s*i
^isiss
Ki-

^^^te£

-m-

The complete statement
by
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of subject or answer

the voices employed is called the exposition.
The exposition usually consists of subject
and answer entering alternately,^ and one or
more short codette. If tliere is a counter-subject,
it appears in that voice which last had the
subject or answer.^
This fugal exposition is in
itself such a very ilefinite and unmistakable
mode of expression that it ia often introduced
into choral and instrumental works which are
not fugues.
Such a torso is called a fugato
passage or merely
fugato.
Beethoven was
particularly fond of the fugato
goo i examples
are found in the slow movements of his first and
seventh syniiihonies.
Now it is necessary, before the subject, as the
hero of the plot, sets out on its career of adventure, that its nature and characteristics should
be thoroughly impressed on the attention. Sometimes the exposition alone suffices for this but
sometimes an extra entry of the subject is added
at the end of the exposition before any modulathis most frequently happens
tion takes place
in those fugues where the relative positions of
subject and counter-subject have been the same
throughout the various entries of the exposition.
The extra entry then presents the subject in a
new aspect with regard to the counter-subject.
all

*

'

:

;

:

Bach,

Patrem

'

'

from

B

were crystallised by Fux, modulations were of
a very mild nature and as a consequence the
later theorists, regardless of musical progress,
have strictly circumscribed the modulations
It
which a fugue wiiter is allowed to make.
'

'

need hardly be said that the rules for fugal
modulation are of no more value than any of

Not a single
the other arbitrary rules of fugue.
one of the fugues, either in the Wohltemperirtes
Clavier or in the K-unst der Fuge, follows the
scheme of modulation which was afterwards
prescribed by Clierubini.*

The various ways

in

which the successive

entries of subject, answer, and counter-subject
are made to grow in interest during the middle
section of a fugue have been codified into a

scheme of
follows

deoices,

which may be summarised

as

:

(a) The subject and counter-subject may be
themselves altered (i.) by angmentalicm, (ii.) by
diminution, (iii. ) by inversion, (iv. ) by cancrizans motion.
'

'

(a) R. Steattss,

'

Also Sprach Zarathustra.'

rf^^^^^^
Part of sub.

Minor Mass

(inner parts omitted).
Couiiter-tinb.

te^g:^j:^

^^Frt^g

(Sub. extra entry).

Sometimes this extra entry is not enough by
and the exposition is followed by a whole
series of extra entries, a sort of complement to
itself,

this is called the counter-exposithe exposition
tion.
In the counter -exposition the answer
usually leads off, followed by the subject sometimes both subject and answer are inverted in
the counter-exposition^ {e.g. Bach. Wohlt. Clav.

^^M"^^^j^
^===
^
"^^
F^'^u^::^
r-

;

;

No.

^^fei

^^^

15).

there have been no serious modulations in the fugue, but when the exposition and
counter-exposition are over, there begins what

etc.

Up to now

known as the middle section of the fugue.
This consists of a contrapuntal web gradually
leading through some definite scheme of modulations to the final section or climax of the fugue.
This contrapuntal web consists of a series of
episodes (usually founded on the main subject
and counter-subject) interspersed with entries

,*=

1

is

{b)

Bach,

of the subject in various new situations and
At the time when the rules of fugue

guises.
'

This

is

;

'

WoMt.

Clav./ No. 33.
Sub. inv. and dim.

:pEpEfe^^E^^^^g

not invariable.

counter-subject originally appears aa a coiintflrpoint to the
therefore when it accorapaniea the subject it often has to
be mofiifled. This modified form bears the same relation to the
original counter-subject aa the subject bears to the answer, anri might
called
the counter-answer,' but thie term is never used.
well be
J Sometimes ejcposftion and counter -exposition are separated by
aneptaode, e.j?. Wohlt. Clav. No. 11.

Sub. by dim,

2 Tile

anawer

'

* Cherubini's rules fnr modul.ttion are as follows
When the
fugue ia in a major key— doniiriaTit. relative minor, sub-dominant,
super-tonic minor, meiiiant minor, dominant. When the fugue is
in a minor key mediant major, dominant minor, or sub-mediant
major, or sub-domiuant minor, or seventh major.
:

—
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Parts inverted at the 12th.

-^,»:izp:

^3=:

m^i

^i^^S|^

^^m^^^

-Hfrr^^^^^-^wSub. inverted.

^^ r^

.FF^

'^^m^^^^^

*^

device of stretto may be made use of.
defined by Cherubini as
a device
which consists in bringing the entrance of tlie
res})onse nearer to that of the subject
to whicli
it may be added that a stretto often consists
in introducing a second entry of the subject
instead of the answer at tliese close quarters.

The

(c)

Stretto

^^m^^^
(d)

Beethoven,

Pf.

Sonata, op. 106.

Subject.
(r.

'

;

'

This

p^^^m-

is

'

often

introduction of the answer can
be introduced at more than one point
liurried

'

of the subject,

as the following

examples will

When

the entrance of the answer
follows close on that of the subject, it is .said to
he a dose stretto.
A stretto in which all the
explain.

])art, and in which each voice takes
up sulijpct or answer in turn in their entirety
and without any modification, is called a masterly

voices take

stretto or

'

strclto macsirale.'

Bach,

'

Wohlt. Clav.,' No. 33.

jJ-Jj_

Ans.

iss?Ee^|^g
Sub.
Fart of subject in

*

cancrizans

'

motion.

Strclto maestrale.

I

— ——

i

E^;

y^i-—-

-

etc.

"^^mm^m

W^^^^^^^^

The device

ifeS
The

subject with its various counterbe presented inverted, in double
counterpoint at various intervals (usually the
(b)

subjects can

octave, tenth or twelfth).

Mozart,

*

Kyrie/ jRequiem.

of stretto ma}^ also be combined

with the various other devices of augmentation,
etc., just described.
A good example of stretto
combined with augmentation will be found in
the fugue 'Cum Sancto
from Beethoven's
Missa Solennis.
The emotional effect of sti-etto is obvious, and
the closer the stretto the greater the excitement
produced.
Therefore, wdrere more than one
'

'

stretto

is

employed in a fugue, the simpler is
first, and the closest and mcst

usually placed
elaborate

^^a^^
^ ^^S^^^^i^

may grow

is

kept

till

later, so

that the fugue

in interest.

Sometimes one or two subsidiary subjects
These
may be introduced in one of two ways: (i.)
by a regular fugal ex]tosition in the middle of
the fugue, as in Bach's organ fugue in C minor
{d)

are introduced in the course of the fugue.

(Peters' edition, vol.

iv.).

(ii.)

Tliey can be

imposed on the normal flow of the counterpoint
as in the fourth fugue (Cj minor) of the
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Wohltemperirtes Clavier.
Such fugues are
very properly called double or triple fugues.
In the middle section of a fugue the composer
is usually said to be
free
to proceed as he
likes
this is only true in so far as it means
that no hard and fast regulations can be laid
down for his guidance at this point but it is
just here that in reality the composer is most
em[ihatically not free, except in so far as every
composer is always free.
If he wishes to make
his fugue an organic and inevitable whole, then
it is especially in these
free passages that he
must kee[) the direction and tendency of the
whole movement most clearly in his mind.
Alter the wandei-ing.s of the middle section
there follows a natural desire for home, but
home under a new aspect, looked at with eyes
which have witnessed all the wonderful developments of which the infant theme has become
capable as it reaches maturity.
This is the
climax of the fugue, and is usually heralded
'

'

:

;

'

'

to the original key.
The climax,
then, is the place where the subject will be
presented in its most exciting aspect.
If there
are several stretti in the fugue, the closest or
most elaborate will be reserved for this point
if there is only one stretto, the composer will
Indeed this portion of
probably place it here.
the fugue is often called the stretto, but a stretto
in many
is by no means universal in a fugue
of Bach's fugues the climax is marked by an
emphatic entry of the subject in the principal
In a double or triple fugue the climax
key.
is usually marked by the combination of all the
subjects previously announced separately.
After the climax comes a peroration or coda.
This very often contains a pedal on the domiIn
nant and s/netimes also on the tonic.
many cases, right at the close, the contrapuntal
texture gives way to massive blocks of harmony
Sometimes
Mendelssohn, 42nd Psalm).
(e.g.
the end takes the form of an elaborate cadenza,

choir

of voices,

while an

orchestra

plays a

Examples
partly independent accompaniment.
from Schubert's
are the Cum sancto Spiritu
Mass inF, and the last chorus of Parry's 'Judith.'
In an accompanied fugue the texture of the
'

'

fugal i^arts is often much looser than in the
ordinary fugue.
In many of Handel's accompanied fugues the lirst voice after giving out
the subject is silent, while the second voice sings
the answer.

Handel,

'

And He shall purify' (voice parts
only) from The Messiah.

by a return

:

;

as in Bach's organ fugue in
vol. iv.

minor

(Peters,

).

Before ending this description of the fugal
form two slight variants must be noticed
There are two
The Fiujiie on a Chorale.
I.
species of this form
(a) Where the fugue pursues its normal
course, the chorale being superimposed as a
canto fermo or an episode during its development
(e.g. Mendelssohn, 3rd organ sonata, 1st movement).
(b) Where each line of the chorale-melody is
made the climax of a short fugal passage. The
fugal matter being founded on the chorale (e.g.
Bach's fugue on Durch Adam's Fall ').
A fugue is
II. The Aceompaninl Fugue.
that is to say, that
sometimes accompanied
:

—

:

'

—

;

besides the regular fugal exposition and development there are independent parts for other voices
The usual form of accompanied
or instruments.

fugue consists of a normal fugue sung by a

This then is the construction of a fugue as
generally understood.
It will be noticed that
falls

it

section,

into three sections

and climax

:

exposition, middle

(or stretto).

These three

sect ions coincide with the design nsuall}' described

by the formula A. B. A. under which nearly every

may

piece of music

led

some

be said to

fall.

This has

theorists to trace a connection between

the fugal and the sonata forms, but in reality
there is no more intimate connection between
them than the very vague similarity just mentioned, which applies er|ually to every otlier
musical form.
'The fugue is essentially contrapuntal in its texture, wliile a sonata-movement
is harmonic.
In a fugue there is no break, a
^

cadence

is

only the signal for a fresh

start.

The sonata-movement is, on the other hand,
by nature broken up into sections.
A sonatamovement may be said to be sewn together, a
fugue to be woven.
It is, however, quite true
that the sonata form has been occasionally
alfected by fugal considerations, as in Beethoven's sonatas, opp. 101, 110, and 111.^ In
the same way the prelude to Wagner's
Die
Meistersinger is a well-known instance of a
movement where three subjects are at first
presented separately and harmonically as in a
sonata, and alterwarils combined as if in the
stretto of a triple I'ugue.
The art of fugue has found its greatest exponent in the works of J. S. Bach. Haydn
'

'

and Mozart seem to have known little of Bach
and his works.
Moreover, their ideas seemed
1

Prout, Fugite, chap.

ii.

2

Hadow, Sonata Forjn, chnp.

xi.
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to shape themselves naturally in those cyclic
forms which were developing into the great

symphonic form of Beetlioven. Their fugues,
line as they are, seem to have been written
text-book in hand, and not to be a natural mode

The

that the fugues of
Haydn and Mozart actually seem old-fashioned
comiiaredwith those of Bach, and more academic
The same may be said ol'
in their feeling.
Cherubiui and, in spite of their splendour, of
Beethoven's fugues. Perhajis Bach was attracted
to the fugal means of expression because of its
romantic possibilities.
The definite decorative
scheme of the sonata form, with its strongly contrasted sections, is eminently fitted for absolute
music which stands for itself and by
music
Absolute music depends on contrast of
itself.
mood but the essence of romantic music is
that some idea or mood from without is grafted
Such a scheme as
on to the musical stem.
this demands unity of mood, some central
idea running through the whole, surrounded
by attendant episodes, the whole in a sort of
This is certainly the principle
chiaroscui'O.
which underlies the fugal form, and it is also
the principle which underlies tlie various forms

of expression.

result

is

—
;

in which the romantic composers found it
Can we not
necessary to express themselves.
trace an analogous emotional need and an
analogous means of expression in the fugues of
Bach on the one hand, and on the other in
Schumann's pianoforte concerto ^\'ith its single

theme, in his C major fantasia with its leiser
Ton, '^ in the persistent melancholy figures of
Chopin's preludes, in the idee fixe of Berlioz,
and above all in the 'leit-motif of ^Vagner's
Perhaps Wagner's leit-motif
music-dramas?
compares more closely with a canto fermo than
with a fugue subject, and we can trace a most
interesting parallel between the leit-motif of
"Wagner and the fugue-on-chorale of Bach. The
introduction of a chorale as a canto fermo in a
fugue only makes its due emotional effect when
the chorale is well kno\vn to the hearers,otherwise its introduction will be quite pointless.
Thus the introduction of the chorale is
to a certain extent dramatic in its emotional
In the same way a leit-motif imposed
effect.
on the polyphonic web of Wagner's music makes
its effect largely because of its dramatic power
k. v. w.
produced by force of association.
[A few additional particulars on Real and
Tonal Fugue, from the articles on these subjects
by W. S. Rockstro in the first edition of the
Dictionary, may not be out of place.]
Real Fugue.— This is an invention of much
and is, indeed,
older datethanitstonalanalogue
the only kind of fugue possible in the ecclesi'

'

'

;

'

The motto

of

trated by OTie of

Schumann's fantasia could be equally weU

E.-»ch'3

illus-

fuguea.

be objei^'ted that modern audiences do experiencp a
decided emotional thriU at the introduction of the chorale, for
inRtnnce in Mendelssohn's E minor fugue, without being at all
familiar witii the tune, but even in this case they do recognise
It calls up associations of church worship
that it in a chorale.
and a great crowd Binging, and the effect is to this extent dramatii-.
2 It

may

modes.

astical
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For, in those ancient tonalities,

Dominant difJers widely from that of the
modern scale, and exercises widely different
the

functions

;

insomuch that the answer to a given

subject, constructed with reference to

it,

would, in

certain modes, be so distorted as tuset all recogni-

The idea of such a dominant
upon which we now Ijase our harmonic
combinations is one which could never liave
suggested itself to the medieval contrapuntist.
Accordingly, the composers of the 15th and 16th
centuries regulated their subjects and answers

tion at defiance.
as that

in conformity with the princijtles of the system

When a strict answer was iiisolmisation was made to correspond
in one hexachord, with that of the

of Hexachords.

temled,
exactly,

its

ill another.
Where this uniformity of
solmisation was wanting
as was necessarily the
case when the answer was made in any other

subject

—

interval than that of the fourth or filth above
or below the subject

— the

as merely an imitative one.^

reply was regarded
[See

Hexachord.]

But, even in imitative replies, the laws of Real
Fugue required that a filth should always be

answered by a fifth, and a fourth by a fourth
the only licence permitted being the occasional
substitution of a tone for a semitone, or a major
In practice both the strict
for a minor third.
and the imitative Answer were constantly employed in the same composition
e.g. in the
Kyric of Palestrina's Missa Brevis,' quoted as
an example under Hexachohii, the subject is
given out by the alto in the hexachord of C
answered strictly by the bass in that of F again
answered, in the same hexachord, by the treble
and then imitated, first by the tenor, and afterwards by the bass, with a whole tone, instead
of a semitone, between the second and third
:

'

;

;

;

notes.

Among the best writers of the best period

—

we find these mixed fugues which
would now be called Fugues of Imitation '^in
much more frequent use than those which continued strict throughout, and forming the foundation of some of the finest polyphonic masses and
of

art

'

motets.

When the imitation, instead of breaking off at
the end of the few bars which form the subject,
continues uninterruptedly throughout an entire
movement, the composition is called a periietual
A
fug^te, or, as we should now say, a canon.
detailed classification of the different varieties
of real fugue, perpietual, interrujited, strict,
free,

in use during the

ctr

14th and 15th centuries,

would be of very little practical service, since the
student who would really master the subjectnmst
of necessity consult the works of the great masters
In doing this, he will find no lack
for himself.
of interesting exanijiles, and will do well to begin
liy

making

a

careful

analysis of

Palestrina's

'Missa ad Fugam,' which difiers from the work
published by Alfieri and Adrien de Lafage under
'

See the admirable exposition of the Ijiwh of Fufrue in

Orti.iux (id /'•irtias/i.urn.

Vienna.

17'2.5,

pp. H:{. et s-y.

J. J.

Fux'e
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Miasa Canonica,' in one point only,
In the Missa
Canonica,' in tlie first or Dorian mode, two

the

title of

and that

'

a very curious one.

'

voices lead off a perpetual real fugue,

which

the two remaining voices supplement with another, distinct from, but ingeniously interwoven

with it the two subjects proceeding uninterruptedly togetlier until the end of each several
movement a style of composition which is
technically termed Canon, four in two.'
In the
'Missa ad Fugara,' in the seventh mode, the
four voices all start with the same subject, but
after a few bars separate themselves into two
choirs, each of which diverges into a perpetual
real fugue of its own, which continues uninterruptedly to the end of the movement, after
the manner of the Missa Canonica.'
The real fugue of the polyphonic composers,
as perfected in the 16th century, was of two
kinds
limited, and unlimited.
With the
limited form
now called canon
we have
here no concern.^ The unlimited real fugue
started with a very short subject, adapted to the
opening phrase of tile verbal text for it was
always vocal and tliis was repeated note for
note in the answer, but only for a very short
distance.
The answer always began before the
end of the subject but after the exact imitation carried on through the Brst few notes, the
part in which it appeared became 'free,' and
The imitation
proceeded whither it would.
took place generally in the fifth above or the
sometimes in the fourth above,
fourth below
;

—

'

'

—

—

—

—

—

;

;

or

below,

fifth

or in

the

octave

;

in

rarely,

any less natural
There was no counterinterval than these.
subject
and, whenever a new verbal phrase
appeared in the text, a new musical jjhrase was
unlimited

fugue,

real

in

place of its subjugation,
to the ecclesiastical

;

—

—

of the hexachord,

[See

Hexachord.]

was manifest
No sooner
that matters could not rest here.
was the transformation of the answer recognised
as an unavoidable necessity than the whole
In
conduct of the fugue was revolutionised.
order to make the modifications through wliich

The change was

But

crucial.

passed intelligible,

it

we must

it

first

consider the

change in the answer, and then that which
took place in the construction of the fugue
founded upon it the modern tonal fugue.

—

Tonal Fugue.

—The

essential feature of this

form of fugue, which is by far the more important of the two, is the modification of the
intervals of the subject in the ansiver, so as to
The essence of
return to the primary key.

modification consists in answering the
by the dominant, and the dominant by
not in every unimiioitant member
the tonic
for this would neitlier be
of the subject
but in its more promipossible nor desirable
The first thing is to ascertain
nent divisions.
this

tonic

:

—

—

the exact place at which the change from real
For
to tonal imitation must be introduced.
The most
this process there are certain laws.

important are
(1) When the tonic appears in a prominent
position in the subject it must be answered by
all prominent exhibitions of the
the dominant

—

dominant being answered in like manner by the
tonic.
The most prominent pjositions possible
are those in which the tonic passes directly to the
dominant, or the dominant to the tonic, without
the interpolation of any other note between the
two and, in these cases, the rule is absolute.
;

Answer.

Subject.

;

adapted to it in the guise of a second subject.
But it was neither necessary that the opening
subject should be heard simultaneously with
nor that it should reappear,
the later ones
Indeed,
after a later one had been introduced.
both inthe cases in which these two conditions
were observed,
dispensable, in a modern fugue
even in the slightest degree, are so rare, that
they may be considered as infringements of a
very strict rule.
The form we have here described was brought
to absolute perfection in the so-called School of
Palestrina,' in the latter half of the 16th
The first departure from it rendered
century.

by aid

modes.

Subject.

1^1
When

Answer.

^^

m

the tonic and dominant appear
less prominent positions, the extent to which
Rule 1 can be observed must be decided by the
composer's musical instinct.
Beginners, who
have not yet acquired this faculty, must carefully observe the places in which the tonic and
approaching or quitdominant occur and,
ting those notes, must treat them as fixed points
to which it is indispensable that the general
contour of the passage should accommodate
(2)

;

m

'

itself.

—

inevitable

=i=

by the substitution of the modern

—

consisted in the
scale for the older tonalities
adaptation of the answer to the newer law, in
1
Choron'H edition "t the Missa ad Fupam is out of print but
seveml copies uf the worlt nre preserved iu the Libraryof the British
'

'

:

Albrechtsberger gives the
Grun^liche Anwcisunri zur
Comi>fiHtion, vol. 11. p. .130 of Merrick's Eng. Transl. (Coclts & Co.)
The MlBsa C;>.nonica is printed in the Cinq Messes c]e Palestrina."
edited by Adrien de I,afage (Paris. Dinner London, Schott & Co.l
2 Those who wish to trace the relation between the two will do
well to fltU'ly the Messa Canonica,' edited by La Fiige. and by him
attributed to Palestrina. or the Missa Canonica' of Fux, side by
taking the two firstMiasii ad Pugam
side with Palestrina's
named works aa examples of limited, and the third of unlimited

Museum,

[^ee

Eacculta Gkneeale

Second Agnu-s Dei as an example,
'

;

'

'

'

'

real fugue.

;

(a)

(*>)

Egi3^^3^i|^LS3!=it
(c)

(d)

Dominant, answerci] by Tonic, at Ic).
Dominant, answered by Supertonii;, at (d).

(rt)

]

in his

'

'

^

^m^^^^^m

(b)

(3) The observance of Rules 1 and 2 will
ensure compliance with the next, which ordains
that all passages formed on a tonic harmony,
in the snliject, shall be formed upon a dominant
harmony in the answer, and vice versd.

FUGUE

FULDA

Subject.

recognition.

Tonic
Dominant Dominant Tonic '^'^^
Harmony. Harmony. Harmony. Harmony.

The

and sixth of the tonic
should be answered by the third, fourth, and
sixth of the dominant respectively.
(4)

is

nothing more than

the pure subject, presented under another aspect
and, unless its etlect shall exactly correspond
with that produced by the subject itself, it is a

^^-

^^r

The answer
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third, fourth,

Subject.

bad answer, and the fugue in which it appears
a bad fugue.
A painter may introduce into his
picture two horses, one crossing the Ibreground,
exactly in front of the spectator, and the other
in such a position that its figure can only be

truly represented by mucli foreshortening.
An
ignorant observer might believe that the ]troportions of the two animals were entirely diifer-

ent

but they are not.

;

True,

actual

their

measurements differ yet, if tliey be correctly
drawn, we shall recognise them asa well-matched
pair.
The subject and its answer olfer a parallel
case.
Their measurement (by intervals) is dilier;

(0 CO
(a)

Siith of Tonic. (6) Third of Tonic, fc) Fourth of Tonic.
(d) Sixth of Domiirtnt.
l-'l Third of Dominant.
(/)

Fourth of Dominant.

The

interval of the diminished seventh,
"whether ascending or descending, should be
answered by a diminished seventh.
(5)

Answer.

Subject.

s^^

te

'H^

Subject.

they are placed in a different asjject
they must be so arranged as to produce an
exactly similar effect.
We have shown the
principle upon which the arrangement is based
to be simply that of answering the tonic by the
dominant, and the dominant by the tonic, ^A'henever these two notes follow each other in direct
succession
with the I'urther proviso, that all
passages of melody formed u]>on the tonic harmony shall be represented by passages formed
ent, because

yet,

;

(6) As a general rule all sevenths should be
answered by sevenths
but a minor seventh,
ascending from the dominant, is frequently answered by an ascending octave
in which case
its subsequent descent will ensure conformity
with Rule 4, by making the third of the dominant answer the third of the tonic.
;

;

Subject.

^^^gi
The most

^

3^^%f

note of the scale to
(7)
answer is the supertonic.
It is frequently
necessary to reply to this by the dominant
and when the tonic is immediately followed by
the supertonic, in the subject, it is often expedient to reiterate, in the answer, a note,
which, in the original idea, was represented by
two distinct intervals or, on the other hand,
to answer, by two different intervals, a note
which, in the subject, was struck twice.
The
best safeguard is careful attention to Rule 3,
neglect of which will always throw the whole
fugue out of gear.
difficult

;

;

Subject.

^

(a) (6)

Answer,

ic)
(0

(in
(rf)

^

-

s)^

Tonic, answered hy Dominant, at ic).
Supertonic. answered by Dominant, at (d).

fal
(5)

Simple as are the foregoing rules, great judgis necessary in applying them.
Of all the
qualities needed in a good tonal subject, that of
suggesting a natural and logical tonal answer

ment

But some subjects
is the most indispensable.
are so difficult to manage that nothing but the
insight of genius can make the connection between the two sufficiently obvious to ensure its

upon the dominant harmony, and

'vice

rcrsd.

great difficulties arise when the two characteristicnotes donotsucceed each other directly,
or when the harmonies are not indicated with
inevitable clearness.
The subject of Handel's
Still,

chorus, 'Tremble, guilt,' shows how the whole
swing of the answer sometimes depends on the
change of a single note.
In this case a perfectly natural reply is produced, by making the
answer proceed to its second note by the ascent
of a minor third, instead of a minor second,
as in the subject
i.e. by observing Rule 4 with

regard to the sixth of the tonic.
Subject.

^

m

m
m

Jim-

a.

m
u

L

^^^^-^^

£r=e =p=i»=
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E^

W¥^^^
FULDA, Adam

rtp=

de,

a

W. S. K.
Franconian monk,

born about the year 1450, is chiefly celebrated
for a famous Tract on Music, written in 1490,
and printed by Gerbert von Hornan in bis
ScrijitoTcs cedes, de iMus. Sacr. vol.

iii. p. 329.
In this work Guilielmus Dufay is eulogised as
the first composer wlio wrote in regular form ;
and mention is made of the fact that lie o^'erstepped the F ut, and e la, of Guido, by three
The Dodccachordon
degrees, below and above.
of Glareanus contains a Motet a 4, by Adam de

FULL ORGAN

124

FUX

Fulda, of very advanced character for the period ;
and an Enchiridion, published at Magdeburg,
in 1673, contains a Motet Ach hiiltf mich layd
und senlich klag.
[See list of MS. compositions
in the Quellcn-Lcxitun, where it is pointed out
that his reference to himself as 'irmsicus ducalis'
indicates that he held a court position, possibly in
the service of the Bishop of Wurzburg. ] w. s. K.
FULL ORGAN. This term, when standing
alone, generally signifies that the chief manual,
or Great Organ, is to be used, with all its stops
brought into requisition.
Sometimes the term
is em[iloyed in an abbreviated form, and with
an alh.K indicating that a portion only of the
stops is to be played upon
as 'Full to Fifteenth.
In thelSth century the e.xpressions Full Organ,'
'Great Organ,' and 'Loud Organ,' were severally
used to indicate the chief mauual organ.
[See
'

'

—

'

Org.-vn.]

e. j. h.

FUMAGALLI,

Adolfo, born Oct.

19, 1828,

at Inzago in the province of Milan, received instruction in music and the pianoforte from Ange-

made
made

his debut in tliat

town

and

in

1848

as a pianist.

He

loni at the Conservatorio, Milan,

a great success afterwards as a brilliant
fantasia player at Turin, Paris, and Belgium,

and in ISoi returned

He

died at
Florence, May 3, 1856, quite suddenly, after a
three days' illness, having played at a concert
there on the 1st.
His compositions include
fantasias, capriccios, and other light drawingroom pieces, among which Les Clochettes,' opi.
21 (with orchestra), was popular at the time.
His brothers, Disma (1826-93), Polibio (born
of these
1830), and Luc.v were also pianists
the best known is Luca, born May 29, 1837.
In 1875 an opera
In 1860 he played in Paris.
of his, Luigi XL,' was produced at the Pergola,
to

Italy.

'

;

'

A.

Florence.

FUNDAMENTAL BASS

is

c.

the root note

of a chord, or the root notes of a succession of
chords, whi^-h might happen to be the actual
bass of a short succession of chords all in their
first positions, but is more likely to be partly

imaginary, as in the following short succession
of com|ilete chords, which has its fundamental
bass below on a separate stave

would be classed under the
Like 'Dumka,' it

character, such as

general

name

of scherzo.

has been introduced into the terminology of
classical nursic by Dvorak, who uses both
frequently in his chamber music.

FUX, JoHANN Joseph, born 1660 of a
peasant family in the hamlet of Hirtenfeld, near
Nothing is known of his eai-ly
Gratz in Styria.
life or studies, as he refused to give information
on the subject even to Mattheson for his Orundsee
einer Ehreii]}forte (Hamburg, 1740
From 1696, how340, letter dated 1718).
In that year he A\'as appointed
ever, all is clear.

lage

;

p.

organist to the ecclesiastical foundation Zu den
Schotten in Vienna and married a Viennese,
'

'

;

In 1698 he heby whom he had no children.
came court composer, in 1705 second, and in
1712 first, capellmeister to the cathedral of St.
Stephen.
In 1713 he was appointed vicecapellmeister to the court, and capjcUmeister
to the Dowager Empress Wilhelmine Araalie.
This post he resigned in 1718, as he had done
that at the cathedral in 1715 upon his piromoHe
tion to be head capellmeister to the court.
received many proofs of court favour.
To the
Archduke, afterwards
King of the Romans
Empieror, Joseph I.
he dedicated his first opus.
Coiiccntusmusico-instrumentalis in seven partitas
(Felseoker, Nuremberg, 1701), and the Missa
Canonica (1718) and to the Emperor Charles
VI. his most important work Gradus ad Farnassnm (1725). In 1723, when laid up with gout,
the Emperor Charles had him conveyed in a
litter to Prague, that he might be present at
the pjerformance of his opera Costanza e Fortezza, written for the coronation.
Fux died at
Vienna, Feb. 13, 1741, and was buried at St.
Stephen's. Among his best pupils were Zelenka,
Muffat, Tuma, and Wagenseil.
An oil-painting
of him in the costume of the period is in the
museum of the Gesellschaft der Musikfreunde
Fux considered his art in a serious
at Vienna.
light, and was held in general respect.
He was
courteous to all, and eminently kind and just
in his dealings with the musicians under him.
As a composer he was most industrious 405
works by him are still in existence 50 masses
57 vespers and psalms 22 litanies
3 requiems
and completoria 1 2 graduals 1 4 offertoriums
22 motets 106 hymns 2 Dies irse 1 Domine;
1 Libera (290 church-works in all)
10 oratorios
18 ofieras (of which 6 were grand operas

—

—

'

'

;

'

'

;

:

;

tsaaisfeart

;

;

;

;

;

;

;

;

—

;

^

|5Eg^g|g^E^|^
Fiiiiihim^nti'l

H
first

to develop the theory

and held that

proceed only

I'ule

or Fifths

upwards or downwards.'
as

'

the

it

in perfect

defines

it

per musica

'

— and the other 12

'

com-

ponimenti per camera and
teste teatrali per
musica ')
29 partitas and overtures
and 8
'

the

of a fundamental bass,
as a general

dramme

'

Rameau was
'

'

might

Fourths

Helmholtz

compound tone which

repre-

sents the chord, as distinguished from its bass,
that is, the tone which belongs to the lowest
c.

part.'

FURIANT,

a

movement

II.

H. V.

of a fiery, impulsive

;

;

pieces for clavier.

Lrxiko7i.^

The

[See also

list in

Quellen-

greater part of these composi-

tions, either copied or in autograph, are in the

Imperial Library at Vienna
and the Gesellschaft der Musikfreunde also possesses a considerable number.
;

Of

his

works only few are printed his Conmentioned, 'Elisa,' festa teatrale

centus, already

:

FUX

FZ

(Jeanne Roger, Amsterdam,
Missa Canonica (see below).

1719), and the
Proske's Musica
divina, vols. ii. and iii. contain seven churchSpecimens of his masses, motets, and
"works.
instrumental compositions are to be found in
the Denkmdler der Tonkunst in Oesterreich (I. i.,
Thirty-six Trios for two
II. i., and IX. ii).
violins and bass (published about 1700) are lost.
'

'

,

His dramatic works are now valueless, though
in their day they contributed much to the lustre
of the court

Lent, were
his

MSS.

;

still

while his oratorios, written for

more

Among

cjuickly forgotten.

are tliirty-eiglit sacred 'Senate a tre,

whiclr were often jilayed in divine service, and
are masterpieces of freshness, invention, and
It is evident that Fux enjoyed 3-part
variety.
writing, for in

liis

Oradus he says the master's
'
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by Michael Haydn (1757), and the Koyal
Library at Dresden another by Zelenka, Fux's
pupil.
It has been printed at Leipzig by Peters
and Kiihnel. The frequent perfoirriances of this
mass at the cathedral and the court speak well
for the efhciency of the singers.
The most
convincing proof of Fux's ability as a teacher is
his (j-radas ad Par^tassurn, written in Latin in
the form of a dialogue between master and
pupil, and consisting of two parts, the fii'st on
the theory, and the second on the j>ractice, of
composition. It has passed through innumerable
editions, and been translated into four languages.
The dates of publication are as follows
the
original, in Latin, Vieima, 1 725 German edition,
by Lorenz Mizler, Leipzig, 1742 Italian, by
French, by
Alessandro Manfredi, Carpi, 1761
it

:

—

;

;

;

hand may always be detected even in 3-piart
writing, and I have often written in three parts,
and not unsuccessfully,' a statement which even

Sieur Pietro Denis, Paris, 1773

]\Iattheson endorses [Critica Musica,

P. Martini, the Abbe Vogler, Paolucci, Gerbert,
Cherubini, and in our own day by Heinrich
Be\\ennami(DcrConl7-a]mnd, etc., Berlin, 1862).
Mozart used it in his contrapuntal exercises,
and Haydn repeatedly studied it, and founded
his teaching upon it. An exhaustive biography
of the master, with a thematic catalogue of his
compositions, has been drawn up with his usual
accuracy by Dr. von Ki'ichel from authentic

'

'

i.

p.

131),

In
though he was as a rule no friend to Fux.
his church music he was always reverent, and
though polyphonic WTiting was second nature to
him, he usually abstained from unnecessary

One exception to this
mast, however, be made. His 'Missa Canonica,'
written throughout 'a cappella,' a masterpiece
containing every species of canon, is unique in
its way.
Here Fux displays his marvellous
knowledge of counterpoint, combined with the
and, as Marpurg says (Abrichest modulation
hiindlung von der Fiige, p. 130), speaking
Chri.ste
s]iecially of the double canon in the
eleison,' 'his harmony is gorgeous, and at the
same time thoroughly in keeping with the
sacredness of the occasion. The mass is dedicated
to the Emperor as a proof that classic music,
far from being extinct, has here gained one more
step in advance (see dedication in Italian). The
Imperial Library at Vienna contains a copy of
subtleties in sacred music.

;

'

'

'

'

anonymous, London, 1791.
been attested by such

men

;

and English,

Its usefulness

has

as Piccinni, Durante,

information, with the title J. J. Fux, Hofcompositor iind Hofkapellmeister der Kaiser
Leopold, /. Jof^epk I., und Karl VI., von 1698
c. f. p.
bis 1740 (Holder, Vienna, 1872).
FZ.
The abbreviation of the Italian word
forzando, meaning that tlie note or chord against
which it is played should he forced beyond the
normal sound of the passage. It is always proportionate
and thus a fz in a piano passage
will be far less loud than in a forte passage,
,

;

s/'i

or sf {sforzando)

than fz.

is

more commonly used
G.

G
The

—

note of the natural scale
Clthe
dominant of C, the relative major of E
minor.
It is sol in French and in sollaing.
It

has

Eb

fifth

in its signature.

Fjt

in the signature,

and

G
is

minor has Bb and
the relative minor

major. G gives its name to the treble
clef, the sign for which is nothing but a corruption of the letter.
[See Clef.]
The Greek
Gamma gives its name to the gamut or scale.
of

B

flat

As

to its use in comjiosition

— two of Haydn's

twelve Grand Symjilionies are in G, and there are
several others of note in the same key ('Oxford,'
'Letter V,' etc.), but there is no remarkable one
by Mozart, and not one by Beethoven, nor by
Schubert, Schumann, or Mendelssohn. Of Beethoven's sixteen Quartets one (No. 2), and of his
eleven Overtures one ('Ruins of Athens'), the
Sonata op. 31, No. 1, two Violin Sonatas, and
the PF. Concerto No. 4, do something to restore the balance,

but

it is

singular

how much

he avoids the key.

G minor has Mozart's Symphony, Mendelssohn's Concerto, and Brahms's quartet, op. 25,
to ennoble it.
G.
GABLER, JOHANN, of Ulm, built the celebrated organ in theabbeyof Weingartenin 1750.
It has four manuals, and seventy-six speaking
and

stojis,

is

6666 pipes.
It is
monks were so pleased with

credited with

also said that tlie

that they gave Gabler a florin per pipe over
and above the contract price.
He died about
the year 1784.
v. de p.
it

GABRIEL, Mary Ann Virginia,

of Irish

parentage, born at Banstead, Surrey, Feb. 7,
1825, learned the piano from Pixis, Di.ihler, and
Thalberg, and harmony and construction from
Molique.
Her principal work was a Cantata
named 'Evangeline,' founded on Longfellow's

poem she wrote many operettas, one of which,
Widows bewitched,' was performed by the
German Reed Company in 1867, and had a long
;

'

Dreamland and Evanwere performed at Co vent Garden in 1870

Her Cantatas

run.
geline'

'

'

'

and 1873.

ilany of her songs were very popular.
Miss Gabriel married Mr. George E. March
(author of most of her librettos) in Nov. 1874,
and died from the effects of an accident on

August

7,

1877.
G.
a family of great Italian musi-

GABRIELI,
<5ians.
'

1.

Andrea,

celebrated contrapuntist,

born

quarter of Venice called
Canareggio. He was a pupil of Adrian Willaert,
maestro di cappella of St. Mark's (1527-62).
In 1536 he entered the Doge's choir in 1566
succeeded Claudio Merulo as second organist of
and at the time of his death, 1586,
St. Mark's
His fame spread not only
was first organist.
throughout Italy, but also to Germany and the
Netherlands. His three best-known pupils were
his nephew Giovanni, Leo Hassler, and Peter

about 1510, in

tlie

;

;

In 1574 the Republic commissioned
music to be performed at the
for
reception of Henry III. King of France
which occasion he composed several jjieces, one
Ecco
being for twelve voices in tw^o choirs,
Vinegia bella, printed in the Germna Musicalis
His finest work is
(Venice, Gardano, 1588).
Psalmi Davidici, qui poenitentiales nuncupantur, turn omnis generis instrumentorum, tum
ad vocis modulationum aocomodati, sex vocum'
Sweelinck.

him

to write the

;

'

'

'

(Venice,

[He edited a

1583).

collection

of

Greghesche by various composers, in 1564,
under the pseudonym Mauoli Blessi, and
afterwards (1571) acknowledged his identity.]
Among his numerous compositions may be
Sacrae cantiones quinque vocum,
mentioned
liber primus' (1565); Madrigali, lib. 1, a 5
(1566); lib. 2, a 6, 6, and 8 (1570); 'Missarum
sex vocum, liber primus' (1572); 'Canzoni alia
francese per I'organo' (1571); Madrigali a
6 voci (1574); and a 3 (1575); 'Cantiones
ecclesiastioae '(1576); and Canti concert! a 6, 7,
In the last are ten
8, 10, e 16 voci' (1587).
[He wrote music to the
pieces by his nephew.
choruses in 'Oedipus Tyrannus in 1585, and they
were printed in 1588 also a set of 'Mascherate'
'

'

—

'

'

'

;

Six of his vocal works are in vol. ii.
(1601).
of Torchi's Arte Musicale in Italia, and four

organ pieces in

vol.

iii.

edited by H. Riemann,

An
is

eight-pjart Ricercar,

published by Augener

k

Co.
See QueUen-Lexikon for detailed list.]
His organ music was printed wdth his nephew's
in three vols, of Ricercari (1593-96).
Andrea
seems to have strongly felt the necessity of
executing vocal music on instruments. Proske's
Musica divina contains a niissa brevis and no
fewer than ten motets of his, all for four voices.
2. Giovanni, born in Venice, 1557, pupil of
his uncle Andrea, by 1575 already well known
as a composer, 1 succeeded Claudio Merulo as first

He died
1, 1585.
probably in 1612, as Gianpaolo Savii succeeded
him on August 12 of that year, but his monument in San Stefano gives August 12, 1613, as
the date of liis death. Although he seems never
to have left Venice he was well IvUown throughout the civilised world. The works of his pupils,
Heinrich Schiitz, Alois Grani, and Jlichael Praetorius, testify to the deep respect they all entertained for him.
His contrapuntal facility was
extraordinary his 'Sacrae symphoniae (1597)
contains motets for varying numbers of voices, up
organist of St. Mark's, Jan.

'

;

and in the similar collection of 1615
nineteen parts are employed.
The first part of
the Symphoniae is dedicated to Count George
Fugger, in acknowledgment of his having invited Gabrieli to his wedding.
The necessity
for the orchestra is still more marked in Giovanni
to sixteen,

than

in his uncle

Andrea

;

his modulations are

'
This asBumea that he was identical with the Giovanni d' Andrea
Oabrielli, who was one of the musicians of the Duke of Bavaria in
that year. This identity is disputed by Eitner in the Qiu:Uen-Ltxik(m,

GABRIELLE
and

often so bold

GABRIELLI
we can

difficult that

In
this respect he may be called the father of the
For particulars of his times
chromatic style.
and contemporaries see Winterfeld's Johann
Gabricli iind seine Zeil (1834), two vols, of text
and one vol. of examples, containing twenty- three
pieces for voices (from four to sixteen), one for
organ, and one for (juartet. Others will be ibund
Rochlitz
in Musica sacra
in Bodenschatz
;

;

Rochlitz's Collection
(Schlesinger, 1834), etc.
(Schott) contains an In excelsis of his for Soprano
solo, and chorus (a 4), with violins,
also a Benethree horns, and two trombones
Five vocal works are in
dictus lor tiiree choirs.

and Tenor

;

Torohi's Arte Miisicale, vol.
pnece in vol.

and an organ

ii.,

iii.

that is, GaThe
brielle d'Estrees, mistress of Henri IV.
reign of Louis XVIII. revived an artless little
romance, which, like the song Vive Henri IV.'
[see Vive Henki Quatre], recalled pleasant
Charmante Gabrielle
memories of the Bearnais.
was not only sung far and wide at that royal
epoch, but the authorship of both words and
music was attributed to the gallant king, and
True, Henri
the mistake is still often repeated.
suggested tlie song to one of the pioets of his
court, but we have his own authority for the
fact that he did not himself write the stanzas.
The letter in which the king sent the song to
Gabrielle is in the Rccncil des Lettrcs missives
of Berger de Xivrey (iv. 998, 999), and contains
Ces vers vous representeront
these words
'

'

—

word

refrain

is

word

not original

it is

;

to be found

harmonu-us of
Besard (1603), and in the Cabinet ou I'resor
dcs nourelles chansons (1602)
and as at that
time it took more than five or six years for an
air to travel from the court to the peopde, we
may safely conclude that it was no novelt}'.
Fiitis attributes the air to Eustache Du Caurroy,
maitre de chapelle to Charles IX., Henri 111.,
and Henri IV.
but the music of that prince
of musicians,' as Mersennus calls him, is so imbued with science, not to say pedantry, that it
for

in the T/iesaiiriis

;

'

;

is

impossible to suppose the author of the contra-

Melanges to have had
anything in common with the composer of so
simple and natural a melody.
Its origin is undoubtedly secular and there is the more reason
to believe it to have been borrowed from an air
already popular that tlie words Cruelle departie,
Malheureux jour occur in the Chansons sur les
airs mondains.'
In the book of cauticjues entitled La piciise Ahyiicite avec son tirelire (1619)
we find a proof that the Church borrowed the
air and pirevailing idea of this song from the
world, rather than the reverse, for the religious
fiuntal exercises in his

'

'

;

GABRIELLE, CHARMAKTE,

;

The

scarcely

believe they were ever intended for voices.
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'

mieulx ma condition et plus agreablement que
Je les ay dictez, non arranne feroit la prose.
gez.'
The only date on the letter is May 21,
but it was written in 1597 from Paris, where
Henri was collecting money for his expedition
to Amiens, and making preparations to leave
Gabrielle for the campaign against the >Spaniards.
It was probably Bertaut, Bishop of Srez, who,
at the king's 'dictation,' composed the four
couplets of the romance, of which we give the
first, with the music in its revived form
:

'

'

refrain,

'

„

^
Douce
vierge Mane,
•

Sf^coui-ez-moi

Otez-moi ou

!

la vie.

Oil bien I'fimoi,
is

obviously founded on the love-song of 1597.
Such is all the positive information we have

been able to obtainabout Charmante Gabrielle'
but the mystery which surrounds its origin rather
increases tlian diminishes the attraction of this
'

celebrated song.

GABRIELLI, Catterina,
Nov.

G. c.

born

at

Rome,

1730, daughter of Prince Gabrielli's
cook, one of the most beautiful, acconijilished,
and capricious singers that ever lived. At the
ageof fourteen, the Prince, walking in his garden,
heard her singing a difficult song of Galujipii,
sent for her, and after listening to her pierformance, promised her his protection and a musical
education.
She was placed first under Garcia,
lo Spagnoletto, and afterwards under Porpora.
A great success attended her debut (1747) as
prima donna, at Lucca, in Galuppii's Sofoiiisba.'
Guadagni gave her some valuable instruction in
the
the style in which he himself excelled,
This she was therepure and correct cantabile.
fore now enabled to add to her own, which was
the perfection of brilliant bravura, with a marvellous power of rapid execution and an exquisitely
At other theatres in
delicate quality of tone.
Italy she met with equal success, singing in
1750, at Napdes, in Jommelli's Didone,' after
Here she finished
which she went to Vienna.
her declamatory style under the teaching of
Metastasio, and fascinated Francis I., who went
Metastasio
to the opera only on her nights.
is said to have been not inditt'erent to the charms
of this extraordinary singer, still known as
la Coehetta or Cochcttina, in memory of herorigin ;
12,

'

3jEE|p^l^^i^=i^
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but she did not respond.

ment

Her

GADE
capricious treat-

numerous adorers gave rise to
hundreds of stories, among which one may be
her

of

By

quoted.

or France

this

it

appears that the ambassadors

and Portugal were both desperately

enamoured of her

at Vienna.
The former, concealing himself in her apartments, saw enough
to confirm his susi)icions,

and rushed upon her
with his sword, with which he would doubtless
have transfi.xed her, had not the busk of her
bodice turned aside the point of the blade.
She
pardoned the Frenchman, who had thrown himself on his knees before her, on condition of
her retaining his sword, on which she determined
to have the words engraved, Epee de M. ....
qui osafrapper la Gahrielli, etc.
but Metastasio
prevailed upon her to give up this design.
In
1765 she nuitted Vienna, laden with wealth,
and went to Sicily, where she excited tlie same
furore, and exhibited the same caprices.
She
was imprisoned by the King, because she would
not sing her part in the opera above a whisper.
During the twelve days of her imprisonment
she gave sumptuous entertainment.s, paid the
debts of poor prisoners, and distributed alms in
profusion.
Each evening she assembled the
other inmates of the gaol, to whom she sang
her favourite songs in the most painstaking
manner. The King was obliged to set her free,
and her reputation with the p)ublic stood higher
than ever.
In 1767 she went to Parma, where
the Infant Don Philip fell madly in love with
her, and persecuted her so far as sometimes to
shut her up in a room of which he kept the key.
Teirible scenes occurred between them, and she
called him on one occasion rjolbo rnalculetto.
Having escaped from Parma in 1768 she went
to Russia, where she astonished Catherine II.
by demanding 5000 ducats as salary, a sum,
as the Empress objected, larger than the pay of
a field-marshal to which Gabrielli simply reThen let your field-marshals sing for
plied,
;

;

'

you

—

as Caffarelli once replied in similar
She appeared in London in the
circumstances.
season of 1775-76. Burney says of her that '.she
had no indications of low birth in her countenance or deportment, which had all the grace and
The public here
dignity of a Roman matron.'
was prejudiced against her by the stories current
'

and she only remained during
one season. 1 Burney extols the precision and
accuracy of her execution and intonation, and
She appeared
the thrilling quality of her voice.
to him 'the most intelligent and best -bred
virtuosa with whom he had ever conversed, not
only on the subject of music, but on every subject concerning which a well-educated female, who
had seen the world, might be expected to have
information.'
She sang with Pacchierotti at
Venice in 1777, and at Milan in 1780 with
of her caprice

;

Marchesi, with

whom

she divided the public

Fi5tis ia mi8t.aken in aayinE thut she never ciime to England, and
in the whole of hlfl eiplaiiation of her reasons* for refusing engagements In London. He also erroneouely calls her sister Anna.
I

into two parties.

After this, Gabrielli retired
her sister Francesca, who had
followed her everywhere as seconda donna, and
lived upon her savings, which amounted to no
more than 12,000 francs per annum. She died
to

Rome with

1796 of a neglected

in April

A

cold.

beautiful

her in mezzotint, now very rare,
was engraved by D. Martin in 1766 from a
.7.
M.
painting by Pouipeo Battoni.
GABRIELLI, Dumenico, dramatic composer

little portrait of

and

violoncellist,

known

as

'

Menghiuo del

il

first in the
born at Bologna 1640
Ijand of San Petronio (from 1680), then in the
In
service of Cardinal Pamfili (before 1691).
1676 he became a member, and in 1683 President, of the Societa Filarmonica in Bologna.
He died July 10, 1690. Of his eleven operas,
produced in Bologna, Padua, and Venice,
Cleobulo (1683) was the most successful. [An
oratorio, 'S. Sigismondo re di Borgogno,' SiS.
His
dated 1687, is pireserved at Moderia.]
gighe,
instrumental compositions
Balletti,
correnti, sarabande, a due violini e violoncello
con basso continue,' op. 1 (Bologna, 1684), are

violoncello,'

;

'

'

'

interesting.

F. G.

GABUSSI,

GiULif) Ce.sake, a Bolognese com-

poser of the 16th century, pupil of Costanzo
Porta, was maestro di cappella in Rome about

1580, and from 1582 to 1611 at the cathedral
He was for some time in tlie service
of the King of Poland, and died before 1619.
Books of madrigals appeared in 1580 and 1598,
magnificats and other church music in 1589
and 1619, and 1623. (See Quellen-Lexikon.)
GABUSSI, ViNCENZO, composer and teacher
of singing, born at Bologna early in the 19th
century, studied counterpoint under Padre MatHe brought out his first opera at Modena
tel.
in 1825, and then came to London, and remained there for about fifteen years teaching
singing and accompaniment.
After this he
retired to Bologna,
In 1834 he produced
Ernani at the Theatre des Italiena, Paris,
and in 1841 Clemenza di Valois at the Fenice
of Milan.

'

'

'

'

in A'enice, without success.

He composed cham-

Ijer music for instruments, but is best known by
his vocal duets, which are still sometimes heard.
He died in London, Sept. 12, 1846.
M. c. c.

GADE, Niels V^ilhelm, was born Feb. 22,
1817, at Copenhagen, the son of a maker of
musical instruments.
His first instruction in
music was obtained from a teacher who esteemed
mechanical industry beyond talent, and it seems
was not very well satisfied with the progress of
his pujiil.
Gade learned a little about guitar,
violin, and pianoforte, without accomplishing
much on either instrument. Later on he met
with more able masters in M'exschall, Berggreen,
and Weyse, and entered the royal orchestra
at Copenhagen as violinist, attaining in that
practical school the rare degree of mastery in instrumentation which his publications show from
the first. Through his Ossian overture, which,
'

'

GADSBY

GADE
on the approval of Spohr and Schneider, wag
crowned in 1S41 with the prize awarded by the
Copenhagen Musical Union, he attracted the
attention of the music-loving king, and at once

i;(.

14.
l.T.

Five Part-songs, 3.A.T.B.
Overture, No. 3, in C.
A minor.

Third Symphony In

Itj.

17.
18.

String Octet in F.
Three pianoforte pieces in march-form for four hands.
fur pf. two booka.

19. Ai|U.irelleu,

of talent in

20.
21.

Denmark, a royal stipend, intended to assist
him in a foreign journey. Thus equipped, Gade

22.

Fourth Symphony, in B tlac.
Second sonata for pf. and vln. in
Three TonstUcke for organ.

2;i.

Frtlh lings iantaaie, cantata.

received,

like

many

other

men

turned towards Leipzig, where by Mendelssohn
he was introduced to the musical public at large.
(See Mendelssohn's Letters, Jan. 13, March 3,
1843.)
After the production of his first sj^iphony
(March 2, 1S43) and the cantata Comala at
'

'

Leipzig (March 3, IS 46), Gade travelled in Italy,
and on his return in 1844, Mendelssohn, who was
then staying at Berlin and Frankfort, entrusted
him with the conducting of the Gewandhaus
concerts.
In the winter of 1845-46 he acted
as sub-conductor to Mendelssohn at Leipzig, and
after the death of the latter conducted alone till
the spring of 1S4S, when he returned to Copenhagen for good, to occupy a post as organist and
to conduct the concerts of the Musikverein.
In
1861, at the death ofGlaeser, he was appointed
Hof-capellmeister, and received the title of Professor of Music.
He visited England for the
first time in 1876, to conduct his
Zion and
The Crusaders at the Birmingham Festival.
He died at Copenhagen, Dec. 21, 1390.
The intimate friend of Mendelssohn and Schumann, Gade was in some sense their disciple his
earlier works showing faint ti'aces of the inlluence
of the former, as his later works do that of the
latter.
Still Gade's distinguished and amiable
musical physiognomy is far from a mere reflex of
theirs
he has always had something to say for
himself, and has from the first contrived to say
His musical speech
it in a manner of his own.
is tinged with the cadences of Scandinavian
folk-song, and almost invariably breathes the
'

'
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D

minor.

24.
2-5.

Fifth

Symphony

in

D

minor.

2tj.

27.

Arabeake

28.

Pianoforte aonata in E minor.
Novelletten, pf, trio in A minor.
Erl King's Daughter (Elverskud), cantata., for

29.
30.

for pf.

soli, choir,

and

orch.
Volkst-inze, for pf.
32. Sixth Symphony, in G minor,
33. File Lieder for male choir,
31.

34.

35.
3ti.

37.
38.
39.
40.
41.

Idyllen for pf.
Friihlingsbotschaft, cantata.
Der Kinder Christabend. for pf,
Hamlet, concert- overture,
Five songs for male choir,
Michel Angelo, concert-overture,
Die heilige Nacht, cantata.
Four Fantaaicstiicke for pf.

42.

Pf. trio in F.

4-3.

Seventh Symphony, in F.

46.

Ved Solnedgang,

47.

Eighth Symphony

48.

Kalanus, cantata.

cantata.
in

B

minor.

Zion, cantata, for baritone solo, choir and orch.
Die ivreuzfahrer (The Crusaders), cantata,
Bilder des Jahres. four part-aonga for female choir with
and pf, (4-hand) acconipt.
52. Den BJaergatagne, cantiita.
5;i. Novelletten, four pieces for string- orchestra,
54, Gehon, cantata.
Sommertag auf dem Lande, five pieces for orch.
S.'j.
-36. Violin concerto.
49.

60,
51,

floloa.

'

58!

'

;

;

B

59.
60.

Third Sonata, vln. and
Psyche, amtata.

01.

Holbergiana, orchestral suite.

62.

Fourth SonatJi for vln, and
chen Charakter.)

pf. in

flat,

B

pf. in

(Volkstiinze

flat.

im nordi»-

63.

Der Strom (after Goethe's Mahomed), cant,ata, for aoli, choir, pf.
obbligato. and orch.
Baldurs Drom,' for soli,
[In addition to the above, a cantata,
choir, and orchestra, was written in 185B, but not published till
1897.
In 1863 he «Tote a funeral march for Frederik VII. in 1869
a Festsang i Rosenborg Have.' In 1872 he wrote a Festmuaik for
the opening of the Northern Industrial Exhibition at Copenhagen
in 1879 a work for the Jubilee of the Copenhagen University and
Kuustnermiide' (Artista'
in 188;t a composition for the northern
Congress) in the same city. From 1884 datea a * Ulysses march,
and from 1888 a "Festmarsch' for Christian IX. 'a Jubilee. The
opera 'Mariotta' aeema not to have been performed, although an
overture and several numbers were published.]
-p,
T)
64.

'

;

'

*

'

;

'

'

GADSBY, Henky,

son of a musician, born

All his works show

at Hackney, Dec. 15, 1842, entered St. Paul's

the same refined sense for symmetry, for harHis
monious colouring and delicate sentiment.
themes, if rarely vigorous or passionate, are
always spontaneous as far as they go, and never

The inchoir in 1849, and remained till 1858.
struction in harmony which he and Stainer,
as an exception due to their musical faculty, received from "\V. Bayley, the then master of the

without some charm of line or colour.
As with
a landscape painter, the fascination of his pieces
lies in the peculiar poetical impression conveyed
by the entire i>icture rather than by any prominent details and as in a landscape this fascinating total impression is always the result of
perfect harmony of colour, so in Gade's works

boys, is virtually the only teaching that Mr.
Gadsby ever received the rest is due to his
own perseverance. [He was organist of St.

spirit of

northern scenery.

;

it is

traceable to the gentle repose

tion of his themes

and the suave perfection of

his instrumentation.

Gade's compositions:
1.
2.
3.
4.

5.

and propor-

The

—

following

Nachkliinge aua Ofisian. Overture, orch.
FrUhlinggblumeii, three pieces for piano.

First ponata for pf. and vln. in A,
Im Hochiand, Overture, orch.
String quintet in E minor.
Nine Lieder in Volkston. for two aoprani and
10. Second Syinpliony, in E.
n. Six Songs for 4-part m:Lle choir,
12. Coraala. cantata, soli, choir, aud orch.

list of

1884,

one of the original professors at the Guildhall
School of Music, and is a member of the Philharmonic Society, and a fellow of the Royal
College of Organists.]

Mr. Gadsby 's published works are the 130th
Psalm; a Cantata (1S62) Alice Brand' (1870)
The Lord of the Isles (Brighton Festival,
1879); 'Columbus,' for male voices (Crystal
Palace, 1881); 'The Cyclops' Festival Service
(1872); Overture, Andromeda (1873) Organ
Concerto in F; String Quartet (1875) Andante
and Rondo piacevole, Pf. and Fhite(1875) music

;

'

'

6.

;

7.
8.

VOL. II

a

some time up to
when he succeeded Hullah as professor of
harmony at Queen's College, London. He was
Peter's, Brockley, Surrey, for

;

Sange af AijTiete og Havemcmden.
Nordiske TonebiUeder, pf. duet.
First SyiDphony, C minor.

9.

is

;

'

'

;

pf.

;

;

K
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to 'Alcestis' (1876), and to Tasso's 'Aminta'
In addition to these he has iu MS.
(1898).
three Symphonies, in C, in A
portions of
which have been played at the Crystal Palace
and in D (Crystal Palace, 1888) Overtures to
the Golden Legend and Witches' Frolic, and
an Intermezzo and Scherzo (British Orchest. Soc.
1875) orchestral scene, The Forest of Arden
(Philharmonic, 1886). He has also written many
Songs, Part-songs, Anthems, and Services, and
musical treatises and handbooks.
g.

linger

GANSBACHER, Johann, capellmeister of
the cathedral at Vienna, born May 8, 1778, at
Sterzing in the Tyrol. At si.x years old he was a
chorister in the village church of which his father
was choirmaster. Later he learnt the organ,
piano, violoncello, and harmony at Innspruck,
Halle, and Botzen.
In 1795 he entered the
University of Innspruck, but on the formation
of the Landsturm in 1796 served as a volunteer,
and won the gold Tapferkeits-medaille.
In
1801 he was in Vienna, studied under A^ogler
and Albrechtsberger, and was recommended as
a teacher by Haydn, Gyrowetz, and distinguished
patrons.
He next accompanied Count Firmian
to Prague in 1807, and devoted himself entirely
to composition.
In 1809 he was at Dresden and
Leipzig, revisited his home, and in the following
year settled for a time in Darmstadt to renew
his studies under Vogler. Weber and Meyerbeer
were his fellow-pupils, and the three formed a
lasting friendship.
Weber especially retained a
sincere affection for him, took him to Mannheim
and Heidelberg, where Gansbacher assisted in
his concerts, and at a later time proposed to him
to compete for the vacant post of court capellmeister in Dresden. Meantime Gansbacher lived
alternately in Vienna, where he became acquainted
with Beethoven, and Prague, where he assisted

instructor was Goodendag,

—
;

'

'

'

'

'

;

'

'

Weber with

his

'

Kampf und

Sieg.

'

He

also

served in the war of 1813, went to Italy as captain
in military service, and was even employed as
a courier. This unsettled life at length came to
a satisfactory end.
At the time that Weber was
suggesting his settling at Dresden, the capellmeistership of the cathedral at Vienna fell vacant

bythedeathofPreindl(Oct. 1823); Gansbacher
it, was appointed and remained there

applied for

,

He

died in Vienna, July 13, 1844,
universally respected both as a man and an artist.
As a composer he belongs to the old school his
works are pleasing, but betray by their solidity
His
the pupil of Vogler and Albrechtsberger.
compositions number 216 in all, of which the
thirty-five masses,
greater part are sacred,
eight requiems, two Te Deums, offertories, etc.
He wrote also a symphony, several serenades,
marches, and concerted pieces pianoforte pieces
with and without accompaniment ; songs accommusic to Kotzeyjanied by various instruments
a Liedersjiiel, etc.
Die Kreuzfahrer
bue's
Two requiems, two masses, and several smaller
church works were published by Spina and Hasfor

life.

;

—

;

;

'

'

;

three terzettos for two soprani and tenor
by Schlesinger Schiller's Erwartung
by Simrock and sonatas and trios by various
;

(op. 4)

'

;

;

A song of his is given in Ayrton's
Sacred Minstrelsy.
His son Dr. Joseph, born 1829, was a valued
teacher ot singing iu Vienna, and jjrofessor at the
c. F. P.
Conservatorium.
publishers.

GAFORI, Fkanchiso, or Fp.axchinus GafuEius, born at Ospitaletto near Lodi, Jan. 14,
His first
1451, a priest and a writer on music.
as

or,

he Latinised

Circumstances led him to
Mantua, Verona, Genoa, and in 1478, in company
with tlie fugitive doge Adorno, to Naples. There
he found Tinctor and two other great Belgian
and there he
musicians, Garnier and Hycart
remained for more than two years till driven
He passed
back to Lodi by war and the plague.
a short time as maestro di cappella at ilonticello
and Bergamo, and in 1484 became attached to
the cathedral at Milan, where he died June i:4,
Though a man of
1522, still in full rigour.
his name, Bonadies.

;

much learning and research, and in some respects
a pedant
witness the headings of his chap)tors
and the terms he coined Gafori was no mere

—

archfeologist.

—

He addressed himself to

the wants

of his time, and in consequence enjoyed for long

a wide and special authority.

His great drawback was his overweening conceit, often displayed
in the very titles of his books.
Hawkins has
devoted chapters 72, 73, 74, and 75 of his
ffislory to him. and has given copious extracts
from the Fractka Musicae, his most important
work, and the Apologia.
G.

The following

a short list of the various

is

editions of the musical works of this WTiter
A. "Theoricura opus armonice discipline."
Naples. 1480. 4to. 115 leaves.

:

Franciacus de Dino.

Gerber and Becker quote another work, De Effectibus
ye.ir.
The mistake arose from the
the first chapter being taken as that of the whole work.
B.
Theorica Musice. Philippus Mantegatiuj. Milan, 1492. Fol.
'

.

.

.

Musicae,' as published in this
title of
'

64 leaves.

The 2nd edition of A.
C.
Practica Musice.
GuiUermus Signerre. Milan. 1496. FoL
111 leaves.
Becker states that an Itati.m translation of this work was
published by Gotardus de Ponte in 1500, but no copy is known. It
'

'

probably a mistake arising from a confusiou with H, which ia
written in Italian.
D. 'Musice utriusque Cantus practica."
Angelils Britannicus.
is

Brescia, 1497.
Fol. Ill leaves.
The 2nd edition of C.
E.
Practica Musicae utriusque Cantus.'
Papia. Brescia. 150'2. Fol. Ill leaves.

The 3rd edition

Bernardinna Misinta de

of C.

F.
Practica Musicae utriusque Cantns.
de Port^sio. Venice. ]51'2. Fol. 82 leaves.
The 4th edition of C.
'

Augustinils de Z&nnis

[G.
Practica Musicae,' etc. Venice, 1522. Fol.J
Mentioned in Erunefs Manual as the 5th edition of C, but
otherwise unknown,
H. Angelioim ac divlnum Opus Musice.' Gotardua de Ponte.
Milan. 1496.1.509. Fol. 48 leaves. Hain (74091 mentions an edition
dated 1500. but this ia probably a niisprint.
I.
De Harnionia Musicomm Inatrumentorum.' Gotardua Pontanu.-!: Milan, 1518.
Fol. 106 leaves.
Draudius, followed by Walther, Gerber. and Becker, mentions &
work called Practica Musica as published in 1518 but Fi5tis points
out that this .arises from a misdescription of I.
K. ApolcgiaFranchiniGafuri
adversusJoannemSpatarium.*
A. de Vicomercato. Turin, 1520. 10 leaves.
'

'

'

'

:

'

.

.

.

The British Museum possesses copies of all
these editions (excepting G, the existence of
which is doubtful, and the 1496 edition of H,
the only kno-wm copy of which is in the Musee
Calvet, at Avignon)

;

copies of A, B, C, D,

H

GAGLIANO
(1508), and

I,

Cambridge

of B, C, F,

GAGLIANO

are iu the University Library,

H

(1508), and 1, in
Anderson's College, Glasgow; of B,E,
(1508),
and 1, at the Bodleian Librarj', Oxford of C
and of
at Trinity College, Dublin
and I in
the Royal College of Music.
\v. B. s.
Giovanni - Battista da,
younger brother of Marco da G., was born at
Florence about 1585, and educated as a priest
and musician.
In 1613 he succeeded to the
post, formerly held by Marco da G., of musical
instructor to tlie younger priests of S. Lorenzo.
In 1634 he is entitled musician to the Grand
Duke of Tuscany. He died about 1650. List
;

H

;

;
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of

works

Accademia was still in existence in 1620 after
that nothing more is heard oi it.
A great deal of light is thrown on Gagliano's
life at this period by his own letters, twentynine of which are preserved in the Gonzaga
Archives at ilantua.
Written between 160 7
and 1622 the larger number are addressed to
;

Cardinal Gonzaga.
They may be read in the
to Dr. Vogel's paper, Vicrtelj. 1889.
They show that on the invitation of Prince
Francesco he visited Mantua towards the close
'
of 1607, and it was there that his opera Dafne
was fii'st produced probably the performance
took jilace before the end of January 1608, for
Caterina Martinelli, who played
Dafne and
Amore in it, was taken ill early in February
and died on March 9. 'Dafne' was received with
great enthusiasm and approval.
Jacopo Peri,
after seeing the score, WTote to the Cardinal
that this Avas a finer setting of Einuccini's words
than any before made.
To the present age
Dafne and other early operatic etibrts represent
the most primitive form of modern secular
music,' but they were
very effective to minds
which were absolutely free from any experience
whatever of theatrical representation accompanied by music throughout (C. H. H. Parry,
Music of the 17th Century, 1902).
It must not
be forgotten that Gagliano had been trained by
Luca Bati, wdiowasajaipil of Francesco Corteccia,
in the narrow contrapuntal paths of virtue, but
in Florence he was in the midst of a youthful
band of refonners, determined to get away from
old-fashioned formuhe and to revive the old
Greek idea of drama combined with music,
'
under fresh conditions of expression.
Dafne
shows unmistakable progress iu this direction j
the declamatory recitative especially has more
life, a more emotional setting of the sense of
the words.
The work was published in 1608
with an original and entertaining preface by
Gagliano, expressing his personal opinions on
many points. He protests against the habit of
adding 'gruppi, trilli, passaggi ed esclamazioni'
to music unless with some definite design or
purpose, such as showing the grace and facility
of the singer.
He flunks every singer should
articulate distinctly, so that the sense of the
Turning to the
words may be understood.
origin of rappresentazioni in musica,' he passes
rapidly in review Peri's setting of 'Dafne,'
Peri's 'Euridice, and Monteverde's 'Arianna*
with expressions of the warmest appreciation.
He gives practical directions as to the perl'orminstruments accompanying
ance of his opera
solo voices should face the singers so that voice
and instrument move in harmony at the risingof the curtain, to arrest the attention of the
audience, a sinfonia should be jilayed by various
instruments the latter will also serve to accompany the chorus and play the ritornelli.
It may be noted here that the only instrumental
piece in the score of the opera is a short Ballo

appendix

'

;

'

'

(Togel.)
2. Motetti per concertare a 2, 3. 4, 5. 6. e 8 voci.
Venetift, Aless.
Vincenti. 1626. 26 nnuibera. In the Proske Bibl. Regensburg.

(Eitner.
3. Psalmi vespertini CTiiu Litanlie Beatissimae Virginia quinis
Tocibus modnlandi auctore Juanne Baptiatit a Galliano sereu. mag.
Ducis Etruriae musico. Opua tertium. Venetiia apud Alex. Vincentium. 1634. 4to, 13 numbers. Five part. books (the Altua miasiug)
in the British Museum.
4 n secoudo libro de' motetti a sei et otto voci per concertarsi
Di G.-E. da G. muaico del sereu.
nell' organo, ed altri atrunienti.
Gran Duaa di Toacana. Dedicati all' iUus. Sig. Marcheae Cerbone
dal Monte, Venetia. Aleas. Vincenti. 1643. 4to. No. 17 Lauda
Seven part. books in the Breslau
Sion' bv Marco da Gagliano.
Stadtbibl.
(Bohn.l
Salve Regina a tre voci. No. 6 in Marco da G'a Sac. Cant. 1622.
In the Berlin konigl. Bibl. M33.
59 confaiina aix motets in acore
35 Nob. 424.430 are aonga from the Varie
(publ. 16431 and in
Musiche.' 1623. (Eitner.)
^,
g
'

W

'

W

;

'

GAGLIANO, Makco da
'

Fiorentino

'

(1602-1612).

follows Gagliano's

Al-

name

on the title-pages of some of his books, this was
only a way of showing respect to the town in
which he lived from his youth, for he was born
in the little callage of Gagliano, a few miles north
His father Zanobi,
of Florence, about 1575.
when he moved into Florence, was known by
the name of his village 'da Gagliano,' and not
(See Dr. Emil Vogel, Zur
by his surname.
Musiklcbeiis
vmi
Geschichtc
des florentiner
1570-1650, Vierteljahrssclirift fiir MtisikivissenMarco was educated as a priest,
schaft, 1889.)
and studied music under Luca Bati, maestro
di cappella, 1595-1608, at S. Lorenzo, Florence,
learning to play both organ and theorbo.
In 1602 he replaced Bati as instructor in
church music to the younger priests of S.
Lorenzo, receiving two scudi a month.
On
the death of Bati, Gagliano became maestro
di cappella of S. Lorenzo in November 1608,
and before 1611 he was also appointed maestro
di cappella to the Grand Duke of Tuscany.
On
Jan. 26, 1609, he was made Canon of S. Lorenzo,
under the designation of SS. Cosimo and Damiano, and later, on Jan. 2, 1614, a Protonotario
Apostolico.
In the meantime he had become
In
the centre of the musical life of Florence.
June 1607 he inaugurated the Accademia degl'Elevati,' and singers, composers, and music'

became members of it. From 1608 it
was under the protection of Cardinal Ferdinando
lovers

Gonzaga.

name

'

'

;

Tarie musiche di Giov.in-Eatista da Gagliano. Libro primo.
Nouamente couipipsto e dato iji luce. In Veuetia, appiesso .Hess;aidro
Vincenti,
1623. Fol. pp. 3S.
In the Bibl. naiionale, Florence.
1.

though
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As

a

member Gagliano took

of 'I'Affannato' (the anxious one).

the

The

'

'

*

'

'

'

'

'

;

;

;

'
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at the end, the rest consists of voice-parts and
bass.
Finally, he states that the songs Chi da
lacci d'Amor,' 'Pur giacque estinto al hne,'
* Un
guardo, un guardo api)ena, and
Non

Di Marco da. Gagliano Fiorentino. II prinio libro de' Madrigali
a cinque voci. Novaiiiente atampato. Iu Veiietia, appreaso Angelo
Gardano. I(5rr2. 4to, pp. 21. Dedicated to Ridolfo, Principe d'Hanalt.
Alao contains Luce aoave by Luca Bati and Scherzo con 1' aure
with the second pai-t Coal d' Arno an '1 lido by Gio. del Turco. Fivw
part-books in Bologna Liceo Musicale.
2. The same.
Novamente ristampato. Veiietia, appieddo Angelo
Gardano & Fratelli. 1606. Five part-books in the Bulugua Liceo

132

'

'

'

chiami

inille

which

volte,'

shine

stars

like

among the others (' lanipeggiano tra altre mie
come stelle '), were composed by one of the
1'

members of the Accademia, gran
protettore della musica.'
He gives no name,
but it is fairly certain that the composer in
question was Cardinal Ferd. Gonzaga (Vogel,
principal

'

Viertelj. 1889).
Later on 'Dafne' was performed in Florence, probably during the Carnival
of 1610.
Gagliano remained iu Mantua for
the wedding ceremony in May of the Duke of
Mantua's son, receiving on his departure a
present of 200 scudi from the Duke for his
musical services.
He returned in June to
Florence, where Peri had been acting as his
deputy at S. Lorenzo while at Mantua he had
found time to compose the music for the Holy
AVeek services at S. Lorenzo at the beginning
;

of April 1608.

Gagliano died Feb. 24, 1642,
in S. Lorenzo on
Feb. 26. A terra-cotta bust of him is placed
in the chapter -house with the inscription
Marcus a Galliano Zenobii tilius insignis hujus
Collegiatae ex cappellano cauonicus ser. magni
Etruriae ducis musicae cappellae magistermorum
at Floi'ence,

and was buried

:

—

*

probitate et doctrinae praestantia celeberrimus
obiit

anno

salutis

;

disappeared.
For instance, the text exists of
an opera written by Andrea Salvadori and set
to music by Gagliano in 1619
'II Medoro,
rappresentato in Musica nel Palazzo del Ser.
Oran Duca di Toscana in Firenza per I'elezione
air Imperio della S. C. M. dell' Imp. Ferdinaudo II.
In Firenze per il Cecconcelli.
During the Carnival of 1622 it was performed
in Mantua, and Gagliano's own letters at that
time prove him to have been the composer.
On Jan. 31, 1622, he wTote from Florence:
* Invio
a V. A. Sma. per il presente procaccio,
due atti del Medoro, 1' altro non ho avuto temjio
:

—

ma

con prima occasione lo mandero.
autore di variare i cori per rappresentarla, stimando che 1' opera potesse riuscire
troppo grave, e percio ha mescolato il ridicolo.'
Mando a V. A. Sma. il
Again, on Feb. 7:
Only the text by Salvarestante del Medoro.'

E

i)arso all'

—

'

dori exists of an early attempt at oratorio or
sacred drama (' azione sacra') by Gagliano, the
*
Pi,a]ipresentazione di Santa Orsola, Vergine et
Martire,' first performed at Florence in 1624
and the music of many of the small works
;

composed
lost in the

for especial occasions

same way.

'

'

'

;

'

'

Muaicale.

aecondo libro de' Madrigali. A cinque voci,
In Venetia, appresso Angelo Gardano.
Dedicated to Gio. del Turco, Cavaliere di S.
Stefano, who 'voile apparare da nie gli iuflegnamenti del contrapunto. nel quale ai avanzata cotanto.'etc. Firenze, 30 Aprile, 1604.
Contaiiia one madrigiil by Luca Bati, one by Fietro StrozzI, and
'Corao hai di que.ita' by Gio. del Turco, which with Gagliano's
Fuggi lo apirito in the flame volmrie, were written in meuioiT of
Jacopo Oorsi, who must have died early in 1604. Five part-brjoki
in Bologna Liceo Muaicale.
A cinque voci.
4. Dt M. da G.
II terzo libro de' madrigali.
Novamente atampato. In Venetia, appresso Angelo Gardano. 1605.
4to, pp. 21.
Dedicated to Cosiuio Cini Fiorenza, 8 Febbraio, 1605.
Contains two niadrigala by Luca Bati, one by Giovanni, and one by
Lorenzo del Turco. Five part-booka in Bologna Liceo Muaicale.
II quarto libro de' madrigali.
A cinque voci,
5. Di M. da G.
Novamente atampato. In Venetia, appreaao Angelo Gardano. 1606.
4to, pp. 20.
Dedicated to Don Ferdinando Gonzaga, Priore di
Barletta
Firenze, 1 Febbraio, 1606. Contains one madrigal by
Luca Bati, one by Giovanni, and one by Lorenzo del Turco. Five
part-books in the Caaael Btandische Landeabibl.
6. OfBcium defunctorum quatuor paribus vocibus concinendum,
una cum aliquibua funebribua modulatiouibus. Marco a Gagliano
authore. Veuetila apud Angelum Gardanum et Fratrea,
1607,
4to, pp. 21. Dedicated to ConteCoaimo della Gherardeaca: Fiorenze,
Sixteen numbera, twelve with Latin text, four
15 Gennaio, 1607.
jMadrigaletti spiritualij with Italian. The Tenor and Baaaus partbooks only are known, in the Bibl. Riccardiaua, Florence.
7. La Dafne di Marco da Gagliano neU' accademia degl' elevati
In Firenze, appreaao
I'affannato, rappreseutata in Mantova.
1608.
Folio, pp. IV. 55.
Dedicated to
Cristofano Mareacotti.
Vincenzio Gonzaga, Duca di Mantova e di Monferrato Firenze.
20 Ottobre, 1608. In British Museum, etc.
8. II quiiito libro de' m;idrigali a cinque voci.
Di Marco da
Gagliano neir accademia degl' elevati I'affannato.
Novamente
stampato. In Venetia, appresso Angelo Gardano e Fratelli. 1658
(a misprint for 1608 which occurs on the title-page of each part-book,
but is correctly printed on the inner leaf). 4to, pp. 21. Dedicated
to Lodo\-ico Arrigbetti Fiorenza, 25 Ottobre, 1608, Five part-books
3.

Di M. da G.

II

Novameote abimpato.
1604,

4tu, pp.

'21.

fi

:

'

'

;

:

:

:

in Brttish

Museum,

etc.

9. Miasa et sacrae cantioues, aex decantandae vocibua Marci a
Gagliano Florentini ac musices sereniss. mag. Etruriae Duci

Florentfae, apud Zenobium Pignonium. 1614. 4to, pp.
Dedicated to Sereu. Cosmo, Magno Etruriae Duci. Florentiae
die 26 Aprilia, 1614. Contains fifteen motets and one mass, yix
part-books in the Proske Bibl. Regensburg.
10. Musiche a una, due e tre voci di M. da G. maestro di cappella
del serenissimo Gran Duca di Toscana. Ii"ovaraente compoate e
Praefecti.

24.

MDCXLIL'

The comparatively small amount published
by Gagliano is partly due to the fact that he
severely criticised his own work, and only printed
the music he thought worthy to survive him
but it is also known that a certain number of
his compositions which were printed have now

di seriverlo,

1.

must have been

List of works

:

In Venetia. 1615. Appreaao Ricciardo Amadino.
One vol. in fol. pp. 45. Dedicated to Gio, Franceaco Grazzini
Fiorenza, 15 Ottobre, 1615. Includea 'Pur veniati cor mio' by L.
Arrighetti. Contains the songs from the Ballo di donne turche
InBiemo con i loro conaorti di schiavi (atti liberi. Danzato nel Real
Palazzo de Pitti all' Altezw di Toacana. II Cameval dell' anno
1614.'
la in the Bibl. nazionale, Florence, etc.
11. II aeato libro de' madrigali a cinque voci di M. da G. maestro
di cappella del serenissimo Gran Duca di Toscana.
Al molto illre.
Sigr, e Patron mio coUendis. il Sig. Cosimo del Sera.
Novamente
stampati.
Stami)a del Gardano in Venetia.
1617,
Appreaao
date in luce.

'

Bartholomeo Magni.

4to, pp. 20.
Contains one madngal by L.
Arrighetti, three 'd'Incerto,' whom Dr. Vogel thinks waa probably
Cardinal Ferd. Gonzaga. Five part-books in Bologna Liceo Musicale.
12. The same.
Novamente riatanapati. 1620. Five part-booka in
the Canal Bibl., Creaiiano.
13. Basso generalia Sacramm cantionum unis ad sex decantandarum vocibus. Marci a Gagliano, insignia et Collegiatae Ecclesiae
Sancti Laurentil Canonici, et musices sereniss. magui Etruriae
Duels Praefecti. Liber Secundus. Veuetiis, 1622. Sub aigno Gardani apud Bart. Magnum. Folio, pp. 48.
In British Museum.
With the six other part-books, publ. 1623, in the Berlin kiinigl.
Bibl.
Dedicated to Filippo del Nero Firenze, 1 Agosto, 1622. 23
compositions. No. 6 Salve Begin* for three voices is said to be by
Gio, Batt. Gagliano.
At the end of this volume, addressed 'ai
benigni lettort.' is Gagliano "a protest againat Mutio Efitem's attacks
on his madrigals, with the wish that they were more openly made,
eo that he could answer them. Effrem at once published Censure
di Mutio Effrem aopra il aeato libro de' madrigali di M. Marco da
Gagliano maestro di cappella della cattedrale di Firenze.' Venetia,
1623.
Folio, pp. 30, in which he reprints Gagliano's letter with an
impertinent reply (see Pariaini, Cat. della Bibl. del L. M. liologna,
vol. i., and Vogel, Viertelj. 1889 app.), aa well as fourteen of the madrigals in score, noting at the beginning of each the errors he or hia
pupils have been able to discover he added a madrigal of his own to
;

'

'

'

;

show what a madrigal should be
14. La Floia del Sig. Andrea Salvadon.
Poata in musica da M.
dii G. maestro di cappella del aeren. Oran Duca di Toscana.
Rappreseutata nel Teatro del Seren. Gran Duca nelle reali nozze del
aer. Oiioardo Famese, Duca di Parma e di Piacenza, e della aeren.
!

Principeaaa Margherita dl Toacana.

In Firenze, per Zanobi Pignoni.
Fol., p. 144.
Dedicated to Odoardo Farnese. Peri composed
the part of Clori
le musiche furono tutte del Sig. M. da G.,
eccetto la parte dl Clori, la quale fu opera del Sig, Jacopo Peri, e
perd Bopra ciascuna sua aria ai son poste le due lettere J, P.' In
1628.

'

:

Modena

Bibl, Estenae, etc.

15. Responsoria Blaiorta hebdomadae quatuor paribus vocibus
decantauda Marci a Gagliano, Musices aeren. Magni Etrurie
Ducia Prefect!. Venetiis apud Bart, MNtmi. 16.30.
4to, p. 40.
Dedicated to D. Alex. Martio-Medici. Florentie kalendis Martli
anno 1630. Thirty -one numbers. Four part-books complete in the
Canal Bibl. Crespano.
This was the last work publiahed in

Gagliano's lifetime.
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other compositions
Eel pastor (Pialogo di ninfa e pastorel.
Hueiche <li Pietro Benedetti.
Libio priiiio,
Fioreiiza.
Kill.
Eeco soling^ a una vo^e. The same. Libro secoiido. Veuetia.
1613.
'O dolce aiiiina a 5 voci. Secondo libro de' madrigali a 5
Toei di Gio. del Tiirco. Firep^e. 1614,
Nasce questo' a 5 vuei,
;

'

'

'

'

Terzo libro de' madrigaii a 5 voei di Fiiippo Vitali. Venetia. 1 (129.
Lauda Sion a 8 Toei. Seoondo libro de' luutetti a 6 e 8 voei di Gio.
Battista da G.agliaiio. Veiietia. 1643.
'

'

The madrigals attributed

to Gagliano in

'

De'

2da parte, Noriiiiberga, P.
Kaufmann, 1604, were composed by Gio. del
Turco, and were included in Gagliano's first book
MSS.
In the Bologna
of madrigals, 1602.
fiori

del giardino

'

—

—

Benedictus qui venit' for
Liceo llusicale.
four voices, in score in the handwriting of the
Abbe Santini. Folio score of the first (1606
'

and sixth books of madrigals for five
voices.
The score and separate parts of the
Finale dell' atto IV., and the Coro di Nereidi
La Flora.' In a MS. of
e Kapee in the opera
ed.), lifth

'

the 18th century, a Jlessa a cinque voci con
basso continuo
a Messa festiva a quattro voci
and a motet A^iri
pure col basso numerato
Sancti a cinque voci (the last, doubtful if by
It is imGagliano).
Dated 1594, Firenze.
In
probable that this early date is correct.
the Berlin kdnigl. Bibl. (L. 190) an 18th
century MS. with the same three compositions
the five-part mass is called 'Flores ajiparuerunt,'
and on the four -part mass is noted unica e
Also the Lauda Sion for eiglit voices,
rara.
published 1643 (MS. "W. 59, No. 812, in score).
The Responsi per la settimana santa for four
;

'

;

'

;

'

'

The
1630 (MS. L. 132).
Kesponsoria In monte Oliveti for four voices,
with basso continue (MS. 6910, in score).
publislied

voices,

'

'

—

Robt. Eitner.
Die Oper von
Recent reprints.
ihreTi erstcn An/angni, etc., vol. 10 of the
Publikatimi iiltcrcr prakt. u. theorct. MusikThe first and last parts
werke, Berlin, 1881.
of

Dafne.'
F. A. Gevaert.
'

vol.
vol.

116,

p.

i.

ii.

Les Gloires de

116,

p.

I'ltalie,

'Alma mia dove'
'

Valli profondi

'

1868,

a due voci

una voce;

a

both taken from Musiche a 1, 2 e 3 voci, 1615.
The latter, arranged for the organ, was published
in A. H. Brown's Select Compositions, 2nd series,
Ko. 69, 1876.
Hugo Goldschmidt. Stuclien mr Geschichte
From 'LaFlora'
derital. Oper. 1901, App. D.
Taci
2. Coro
1
Coro Bella Diva a 5 voci
:

'

'

'

.

Pane
Peri

Coro

'

a 2 voci
4.

;

'

;

Zeffiro's

3.

;

composed by
5.
Eccomi un quel

Clori's air,

song

'

'

;

delle grazie.

Luigi Torchi included a song from La Flora
in the Kaccolta published by Ricordi, Milano,
and inserted a Benedictus and two madrigals in
the fourth vol. of his Art^ Mnsieah in Italia.
The preface to the opera Dafne was published separately soon after 1844 in Florence
'

'

'

'

(Parisini,

i.

45).

'

c.

yellow varnish which was used by the sons.
Alexander calls himself alumnus of Stradivarius, and all the Gaglianos worked more or
less on the Stradivari model.
His sons, NicuLO
(1 700-40) and Gennajio (171 0-50), made a large
number of good instruments.
His grandson,
Ferdinando (1736-81), son of Nicholas, like
all his Italian contemporaries, exhibits a marked
decline.
The later Gaglianos established a

s.

GAGLIANO,

a celebrated family of violinAlessandp.u, the first,
Naples.

makers at
worked from about 1695 to 1725. His work,
like that of his sons, is good and substantial,
but it exhibits the same unattractive greyish-

'

'

manufactory of violin strings, which
day enjoys a world-wide reputation.
GAILHARD, Pierre, born August
-

this

to

D.

p.
1,

1848,

at Toulouse, first received instruction in singing
there at the Conservatoire, and in 1866 and 1867
at the Conservatoire of Paris, from Re vial, where
lie

gained the three

first jirizes for

On

his

with

debut,

singing, ojiera,

1867, he made
great success, at the Opera

and opera-comique.

Dec.

4,

Comiqueas Falstaffin Amhroise Thomas's 'Songe
d'une Nuit d'Et(?,' and remained thereuntil 1870
jilaying in the 'Chalet' and 'Toreador' of Adam,
Mignon," Haydee,' etc.
On March 25, 1868,
'

'

he sang Ferdinand A'l. in a revival of Auber's
Part du Diable
in 1869 in three new operas,
viz. March 10, as the Count d'Arlange in Offenbach's 'Vert Vert' Sept. 11, Barbeau in Semet's
'Petite Fadette,' and Dec. 20, as the Chevalier
Reve d'Amour.'
de Boisjoli in Auber's
On
Nov. 3, 1871, he made his debut at the Grand
Operaas Mephistopheles in Faust. He remained
a very successful member of that compiany until
Dec. 1, 1884, when he was appointed manager
of that theatre with M. Ritt, on the death of
M. Vaucorbeil. His parts included Leporello,
Caspar, St. Bris, Claudius in 'Hamlet,' Don
Pedro (' L'Africaine '), etc. in new operas July,
17, 1874, Paulus in Membree's Esclave (SalleVentadour): April 5, 1876, Richard in Mermct's
'Jeanne d'Arc
Dec. 27, 1878, Simon in
Joncieres's
Reine Berthe
April 14, 1882,
Guido da Polenta in A. Tliomas's Fran^oise
de Rimini,' and finally, April 2, 1884, as Pythias
in the revival of Gounod's Sapho, wherein he
gave an admirable presentment of a drunken
He also sang
debauchee {^Annates du Spectaele).
with success at the various concerts, notably Nov.
19, 1874, in 'Judas Maccabaeus, 'under Lamoureux.
On leave of absence, from 1879 to 1883
inclusive, he was a favourite singer at the Italian
Opera, Covent Garden, where on May 10, 1879,
he made a highly successful debut as Mephistopiheles, being, in the opinion of many connoisseurs, the best representative of the part since
His parts in London included Caspar,
Faure.
Leporello, Assnr in Semiramide,' both St. Bris
and Marcel in the 'Huguenots,' Peter in 'L'Etoile
du Nord'; June 26, 1880, Girod on the produc'

'

;

;

'

'

'

:

'

'

'

;

'

;
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'

;

'

'

'

'

Le Pre-aux-Clercs
June 9,
1881, Osniin on the revival of the 'Seraglio' July
11, 1882, the title part in Boito's Mefistofele,'
and July 5, 1883, the Podesta on the revival of
Gazza Ladra.
He was equally excellent both
as a singer and actor in both serious and comic
tion in Italian of

'

'

;

;

'

'

'
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The Ritt and Gailhard management of
the Opera ended Dec. 31, 1891, on the appointment as manager of M. Bertrand. In 1893
Gailhard joined the latter as manager, soon
after the production, Feb. 24, of the successful
ballet 'Maladetta,' scenario by himself, music
by Paul Vidal, and on the death of his partner,
Dec. 30, 1899, became sole manager.
The cliief
features of his career were the production of
Wagner's operas, viz. 'Lohengrin,' Sept. 16,
1891
'Walkyrie,' May 12, 1893
revival of
' Tannhauser,
May 13, 1895
Meistersinger,
parts.

;

;

'

'

;

Nov.

10, 1897; 'Siegfried,' Jan. 3, 1902; Verdi's
Rigoletto and Otello
Leoncavallo's Paillasse
(Pagliacci), Mozart's Seraglio '(1903). Of native
composers, Gounod's Romeo at the Grand Opera,
Mehul's 'Joseph' and Berlioz's Prise de Troie
'

'

'

;

'

'

'

'

'

'

(Nov. 15, 1899).
Of more modern composers
Beyer's 'Sigurd' (1885); and 'La Statue'
Le Oid
Le
(1903); Massenet's
(1885);
Mage' (1891); 'Thais' (1894); Saiut-Saens's
Ascanio (1890)
and Les Barbares' (1901);
Paladilhe's 'Patrie' (1886); Bourgault-Ducoudray's 'Thamara'(1891) Chabrier's 'Gwendoline'
Deidamie (1893); Le(1893); Marechal's
febvre's
Djelraa
(1894); Augusta Holmes's
'Moiitagne Noire' (1895) Duvernoy's 'Helle'
(1896); Bruneau's Messidor (1897); Rousseau's
Cloclie du Rhin
and Vidal's
Burgonde' (189S); Chabrier's 'Briseis' (1899);
Xavier Leroux's
Joncieres's Lancelot (1900)
Astarte
Hillemacher's
Orsola
(1901);
L'Etranger
(1903), and
(1902); D'Indy's
;

'

'

'

'

'

'

;

;

'

'

'

'

;

'

'

'

'

'

'

'

'

;

'

'

'

'

Ballets:
Erlanger's
Fils de I'Etoile (1904).
Wormser's
Messager's 'Deux Pigeons (1885)
' L'Etoile
(1897), and Duvernoy's 'Bacchus'
Besides the ballet mentioned
(1902), etc.
above, M. Gailhard wrote the libretto with
M. Gheussi, the libretto of Paul Vidal's
'
Guernica,' produced at the Opera Comique
'

'

'

;

'

in 1895, which met with no success, but obAmong
tained the Prix Monbinne in 1896.
tlic artists who began their career at the Opera
under M. Gailhard's management may be mentioned Mmes. Rose Caron, Melba, Eames, Breval,
Ackte, Heglon, MM. Alvarez, Saleza, Renaud,
Delmas, the De Reszke brothers, and the Gresse
On July 6, 1886, lie was apfather and son.
pointed a chevalier of the Legion d'honneur. A. c.
GALEAZZI, Francesco, a violin player,
born at Turin in 1738 (Fetis says 1758) and
for many years leader of the band at the Teatro
He deserves special notice, not
Valle at Rome.
so much as a composer of numerous instrumental
works, as the author of one of the earliest
methodical instruction-books for the violin,
which bears the title of Elementi teorico-praUici
di musira, con un saggio sopra T arte di suonare
He
il violino analizzata, Roma, 1791 e 1796.
P. D.
died, according to Fetis, in 1819.
GALILEI, ViNOENZO. Among the little group
of philosophic dilettanti who were accustomed
to meet in the Palace of Giovanni Bardi at

Florence, during the closing years of the 16th
iigure stands forth with greater

century, no

than that of Vincenzo Galilei,
the father of Galileo Galilei, the great astronomer.
This entliusiastic apostle of artistic prowas born, at Florence,
gress
or retrogression ?

prominence

—

—

1533 and, after studying music, at Venice,
under Zarlino, attained, in later life, considerable
circa

;

We shall, however,
reputation as a Lutenist.
do him no injustice if we describe him as a literary
savant of high general culture, but a very imperfectly-educated musician.
When the great question of the resuscitation
of the Classical Drama, on the principles adopted
by the Greek Tragedians, was debated at the

Palazzo Bardi, Galilei took an active part in
and, according to Giov. Batt.
the discussion
Doni, was the iirst who composed melodies for
a single voice
i.e. after the manner of the then
His first attempt was
nascent Monodic School.
a Cantata, entitled 'II Conte Ugolino,' which
he himself sang, very sweetly, to the accompaniment of a viol. This essay pleased very much,
;

—

though some laughed at it notwithstanding
which, Galilei followed it up by setting a portion
of the Lamentations of Jeremiah, in the same
style.
Quadrio also speaks of his Intermezzi
but no trace of these, or of the Monodic Cantata, can now be discovered.
Vincenzo Galilei's writings on subjects connected ^Wth Art are, however, of gi'eat interest.
One of these a Dialogue, entitled II Fronimo
(Venice, 1568)
is especially valuable, as throwing considerable light on the form of Tablature
employed by the Italian Lutenists, and their
method of tuning the instrument, in the latter
half of the 16th century.
Another important
work, entitled Dialogo di P. G.
della
;

—
—

.

inuslca O-ntica

e

viodcr)ia

....

.

.

contra Gius.

Zarlino (Florence, 1581), was produced by some

remarks made by Zarlino, in his Istitutioni
arnioniche (Venice, 1658), and Dimostrationi
armoniche (Venice, 1571), concerning the Syntonous Diatonic Scale of Claudius Ptolomy,
whicli he preferred to all other Sections of the
Canon, and which Galilei rejected, in favour of
the Pythagorean immutable system.
It is impossible to believe that Galilei ever really tuned
his lute on the Pythagorean system, which was
equally incompatible with the character of the
instrumentand the characteristics of thcMonodio
School.
Moreover, Zarlino himself preferred
that the lute should be tuned with twelve equal
semitones to the octave.
But Galilei, whose
prejudices were strong enough to overthrow his
reason, followed up this attack by another,
entitled THscorso di V. O.
intorno alr opcrc di mcsser Gioseffo Zarlino da Chioggia
(Florence, 1589), and a second edition of the
Dialogo (Florence, 1602).
In these works, he
argues the subject with great acrimony
but,
the scale advocated by Zarlino represents the
only form of Just Intonation now adopted by
.

.

.

:

GALIMATHIAS
any European

GALITZIN

theorist
and the scale he
the lute is the only one now used
for the pianoforte, the organ, and tempered
instruments of every kind.
The Dialogo contains, however, much interesting matter, but

advocated

;

for

very slightly connected with the controversy
with Zarlino for instance, the text and musical
notation of the three apocryphal Greek Hymns,
to Apollo, Calliope, and Xemesis, which have
since given rise to so much speculation, and so
;

many

contradictory theories.
(_ialilei died
at Florence towards
the close of the 16th centur}', or beginning of
the 17th.
\v, s. E.
GALIMATHIAS. A French term of very
doubtful derivation (Littre), meaning a confused

Vincenzo

unintelligible

affair.

Galimathias

'

musicum

a comic piece of music for orchestra with
clavier and other instruments obhligato, composed by Mozart in 1766 at the Hague, for the
is

coming of age of William of
Mozart, then on
Orange the Fifth (March S).
his road from London, was just ten years old.
The jdece is in thirteen short numbers ending
with a variation on the Dutch national air of
Wilhelmus von Nassau.' (Kochel, No. 32;
In a letter of Feb. 5,
0. .lalm, 2nd ed. i. 44.)
1783, Mozart speaks of a galimathias opera
festivities at the

'

— 'Ga;

GALIN. See Chevi;, vol.
p. 513.
GALITZIN, NicoL.\s Boris,sovich, a Russian Prince who is immortalised by the dedication
i.

him by Beethoven of an overture (op. 124)
Of his
and three quartets (opp. 127, 130, 132).
he died on his estates
birth nothing is known
In 1804-6
in the province of Kurski in 1866.
he was in Vienna, and doubtless made the
acquaintance of Beethoven and his music at
the house of Count Easoumowsky, the Russian
to

;

ambassador, for whom at that very date Beethoven wrote the three quartets (op. 59) and at
that of the Count von Browne, an officer in the
Russian service, for whom Beethoven had written
In 1816
several works (opp. 9, 10, 22, etc.).
Moscheles met him at Carlsbad, and speaks of
him as a practical musician (Leben, i. 2 7). In
1822 he was married and living in Petersburg
in very musical society, his wife an accomplished
piianoforte player and he himself a violoncellist
and an enthusiastic amateur. At this time, Nov.
9, 1822, he ' writes to Beethoven a letter full of
devotion, proposing that he shall compose three
cpiartets at his

own

price, to be dedicated

Beethoven accepts the offer (by
Jan, 25, 1823), and fixes 50 ducats (say

to the Prince.
letter,

Feb. 19, the
as the price.
Prince replies, that he has 'given an order' for
50 ducats to his banker, and will immediately
May 5,
remit 100 more for the two others.
1823, he writes again, 'you ought to have re-

£23) per quartet

rriie lettj?r9 hero referred to ti.^ve not yet 1190.51 been printed in
Deiters'3 revised edition of Tlijyer'a [slojraph>i of Bi'ethjven]
1

first

quartet.

complete you can sell it to any
all I ask is the dedication
publisher you choose
and a MS. copy. Pray begin the second, and
when you inform me you have done so I will
forward another 50 ducats.'
From this time the correspondence continues
till Beethoven's death,
Galitzin's further letters
in French, fourteen in number
are full of
enthusiasm for Beethoven, pressing money and
services upon him, ofiering to subscribe for mass,
symphony, and overture, and volunteering his
willingness to wait for the moments of inspiration.'
In fact he had to wait a long time.
The
first quartet (in Eb, op. 127) was first played
at Vienna, March 6, 1825, and is acknowledged
by the Prince on April 29. The second (in A
minor, op. 132) was first played Nov. 6, 1825,
and the third (in Bb, op. 130) on March 21,
1826.
These were received by the Prince together, and were acknowleged by him Nov. 22,
He also received a MS. copy of the Mass
1826.

As soon

as it is

—

—

—

'

in

D and

and

printed copiies of the Ninth Symphony
two overtures in C, the one (op. 124)

of the

dedicated to him, the other (op. 115) dedicated
Thus the whole claim
to Count Radzivill.
against him was
Quartets, 150 ducats
Overture (op. 115), 25 ducats Mass, 50 ducats; loss
on exchange, 4 ducats total, 229 ducats, not
including various other pieces of music sent. On
the other hand he appears, notwithstanding all
his promises, to have paid, up to the time of
Beethoven's death, only 104 ducats.
It should
be said that in 1826 war and insurrections had
broken out in Russia, which occupied the Prince
and obliged him to live away from Petersburg,
and also put him to embarrassing expienses.
After the peace of Adrianople (Sept. 14, 1829),
when Beethoven had been dead some years, a
correspondence was opened with him by Hotschevar, Carl van Beethoven's guardian, which
resulted in 1832 in a further payment of 50
Carl still urges
ducats, making a total of 154.
his claim for 75 more to make up the 150
for the quartets, which Galitzin in 1835 promises
In 1852, roused by
to piay, but never does.
Schlindler's statement of the affair (ed. i. pp.
162, 163),hewritestothet?are<fejlf«s/OT/«of July
21, 1S52, a letter stating correctly the sum paid,
but incorrectly laying it all to the account of
Other letters passed between him
the quartets.
and Carl Beethoven, but they are not essential
to the elucidation of the transactions.
There can be no doubt that Galitzin's intentions were excellent, that the world owes to him
the existence of the three quartets, and that he
was lavish of admiration and promises to pay.
No doubt, too, he had to wait a long while, and
to undergo a gi'cat deal of disappointment, but

—

;

;

;

faciens

new

ceived the 50 ducats fixed for the

1.35

,

this he ought to have known was inevitable in
dealing with a man of Beethoven's temperament,
whose mode of production has been elsewliere
shown to have been so slow and uncertain. For

GALLENBERG

GALLl

the payments of 50 and 25 ducats he had more
than ample comptensation in the copjies of the
Mass and the Overture, the pleasure he derived
from them, and the credit and importance they
must have given him in the musical circles of
Kussia.
For the copjies of Sonatas, Overture
(op. 115), Terzet, and other works sent him by
IJeethoven, he appears to have paid nothing,
nor can he justly demur to Beethoven's having
sold the quartets to publishers, or ])erformed
them in j)ublic, after the carte blanche which
he gives him in his third letter, where all he
stipulated for was the dedication and a MS. copy.
The son of the preceding. Prince George
Galitzix, was bom at St. Petersburg in 1823,
and died in Sept. 1872. He was not only a
great lover of music, like his father, but was a
composer of variousworks for orchestra, chamber,
and voices, and an able conductor. In 1842 he
founded in Moscow a choir of seventy boys,
whom he fed, clothed, and educated. It was
for long one of the sights of the city.
He also
maintained an orchestra, with which lie gave
public concerts, and visited England and France
in 1860.
A. w. T.

When Barhaja undertook the management of
the court theatre at Vienna (Dec. 21, 1821), he
introduced Gallenberg to assist in the management an arrangement which, however, existed
but two years.
In Jan. 1829 Gallenberg himself became lessee of this theatre, on a contract
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GALLENBERG, Wenzel

Eobeet,

Graf

VON, of an old Carinthian family, born at Vienna,
Dec. 28, 1783, died at Rome, March 13, 1839,
has his place in musical history as a prolific
composer and in virtue of his indirect connection
with Beethoven.
His passion for music, manifested at a very
early age, led him to forego the advantages of
official career and to devote himself to the

an

His master in the science was AlbrechtsOn Nov. 3, 1803, being then not quite
twenty, he married the Countess Julie Guicciardi,
who had been the object of one of Beethoven's
transient but violent passions.
During the winter following, young Gallenberg
made his appearance in Worth's Sunday Concerts as author of several overtures, which made
no impression. In 1805 we find the youthful
couple in Naples, where at the great festival of
May 31, 1805, in honour of Joseph Bonaparte,
Gallenberg prepared the music, which was mostly
art.

berger.

of his

own composition

— three

overtures, eight

wind band, and dances for full orItwasgreatlyapplanded, andwasdoubt-

pieces for
chestra.

one cause of his being appointed a year or
two later to the charge of the music in the court
theatre.
The ballet troupe was one of the
finest in Europe, and Gallenberg embraced the
opportunity of improving the Neapolitan school
of instrumental music by giving frequent adaptacomplete
tions of the best German productions
movements from Mozart, Haydn, Cherubini, and
less

—

which opened new sources of delight,
and afforded young composers new standards of
excellence.
Thus what the Neapolitan school
had done for opera in Germany during the 18th
century was in some degree repaid by Gallenberg
others,

in the 19th.

—

for ten years, which, though at first successful,
soon came to an end from want of capital. From
the autumn of 1816 to the spring of 1838 we
again find him in Naples employed by Barbaja

as ballet

1839,

composer ami director and in March,
of his death at Rome at the age
;

we read

of fifty-six.

Gallenberg wrote from forty to fifty ballets,
but the local records alone retain even the names
of most.
We add the titles of a few Avhich in
their day were reported as of some interest to
the general musical public.
Samson (Naples and Vienna, 1811); 'Arsinoe
und Telemaco (Milan, 1813); 'I Riti Indiani
(Do. 1814); 'Amleto'(Do. 1815); Alfred der
(Vienna, 1820); 'Joan d'Arc' (Do.
Grosse
1821); 'Margereta'(Do. 1822); 'Ismaans Grab'
'La Caravana del Cairo' (Naples,
(Do. 1823)
Das
Ottavio Pinelli (Vienna, 1828)
1824)
'Caesar in
befreite Jerusalem' (Do. do.);
Theodosia (Do. 1831)
Egj'pten (Do. 1829)
Agnes
Orpheus und Eurydice (Do. do. )
undFitz Henri'(Do, 1833) 'BiancasWahl'(Do.
A. w. T.
1835); 'Latona's Kache' (Do. 1838).
GALLI, CoRXELTO, a native of Lucca, one of
the Gentlemen of the Chapel to Queen Catherine
in the time of Charles II.
Mr. Berenclow told
Humfrey Wanley that he was a great master
of the finest manner of singing, and was one of
the first who introduced it into England,
m.
GALLI, Fii.ippn, was born at Rome in 1783.
Though destined for the clerical profession,
young Galli's strong taste for music proved
insurmountable.
When only ten, he had developed a musical talent beyond his age, and
was remarked as a player and accompanist. His
voice, when formed, was a fine tenor.
At the
age of eighteen lie married.
Compelled by
circumstances to choose a career, he selected
that of Opera, and made his debut, in the
carnival of 1804, at Bologna.
He met with a
brilliant success, and became one of the first of
Italian tenors but six j'cars afterwards a serious
illness changed his voice completely, and made
it a bass.
Paisiello persuaded him to cultivate
his new voice, and profit by the change.
This
he did, and became one of the greatest bassi
cantanti that his country has produced.
His
first appearance in his new quality was in the
carnival of 1812 at S. Mose in Venice, in the
Inganno Felice of Rossini.
He sang next at
Milan, and then at Barcelona.
Rossini wrote
for him the parts of Fernando in
La Gazza
Ladra and of Maometto.' Galli appeared for
the first time at Paris, Sept. 18, 1821, in the
former, and, though singing out of tune in
the first act, achieved a considerable success
'

'

'

'

'

;

'

'

'

;

'

;

'

'

;

'

'

;

'

;

.t.

;

'

'

'

'

'
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on the whole. He returned to Pails in 1825,
and made a great sensation but his vocalisation
had become rather slow and heavy. This delect
was noticed when he came to London.
Ebers
engaged liira with Zuclielli for tlie season of
He
1827, and his salary was lixed at £870.
made his first appearance, as usual, in La Gazza
Ladra.
His voice was less flexible than Zuchelli's, but its tonewasdeepand full, and, according to Rossini, he was the only singer who ever
filled the part of Assur satisfactorily.
In 1828
Galli went to Spain
thence to Rome and iililan
in 1830.
In the following year he went to
Mexico, and remained attached to the Opera
in that city from 1832 to 1836.
In 1839 and
1840 he was singing at Barcelona and Milan, but
was at length obliged to accept the place of
chorus-master at Madrid and Lisbon.
Amiable
and cultivated, Galli had but one fault, that of
boundless extravagance.
At the end of 1842 he
;

'

'

;

arrived at Paris in the greatest want, and, as

a charity, obtained a professor's place at the
Conservatoire.
His chief income was derived

from a yearly benefit concert, at which the
Italian singers performed.
Of this he was
deprived in 1848.
He then fell into gi'eat
J. M.
misery, and died June 3, 1853.
GALLI, SiGXORA, a mezzo-soprano, who made
her debut in Galuppi's Enrico,' Jan. 1, 1743, in
London.
She and Frasi, after transi)lantation
from Italy, took root in this countr}^, and
remained here in gi-eat public favour, for many
(Burney).
Galli was frequently emyears
Though her
ployed in male parts on the stage.
manner was sjarited and interesting, she was
little noticed by the fiublio till she sang in
*

'

'

Handel's 'Judas,' 1746, when she gained such
applause in the air 'Tis Liberty,' that she was
encored in it every night, and became an
She had
important personage among singers.
already sung in 'Joseph,' 1744, and she subsequently performed principal parts in 'Joshua,
'Solomon,' 'Susanna,' 'Theodora,' 'Jephtha,'
etc.
She is said to have been a favotnlte pupil
Twenty years later she
of Handel (Cradock).
sang in Saechini's Perseo (1774) and Jlontezuma (1775). She became the companion of
the celebrated Miss Ray, and was with her
when she was assassinated by Hackman, April 7,
1779.
She afterwards fell into extreme poverty,
and, about the age of seventy, was induced to
She appeared at Covent
sing again in oratorios.
Garden as late as 1797. Lord Mount- Edgcumbe
had the curiosity to go, and heard her sing
He was despiised.' Her voice was cracked and
trembling, but it was easy to perceive that her
She died in 1804.
.J. M.
school was good.
GALLI-MARIE, C^lestine, born Nov. 1840
in Paris, was taught singingby her father, Meeene
Marie de I'lsle, formerly a singer at the Paris
In 1859 she
Opera under the name Marie.
made her debut at Str.isburg, and next sang in
About this time she married
Italian at Lisbon.
'

'

'

'

'
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who died soon after in
1862, on the piroduction at
Rouen in French of the Bohemian Girl,' she
attracted the attention of the late Emile Perrin,
and obtained from him an engagement at the
Opera Comique, of which he was then director.
Here she made her debut, August 12, in 'La
Serva Padrona,' revived for the first time for
over forty years.
She made a great success in
this, and in a revival of Grisar's
Les Amours
du Liable' (1863), since which time she remained at that theatre until the end of 1885,
with the exception of engagements in the
provinces, in Italy, Belgium, and elsewhere.
Among the operas in which she has appeared
may be named: March 24, 1864, 'Lara'
(Maillart)
Dec. 29, 1864, Capitaine Henriot
(Gevaert)
Feb. 5, Masse's Fior d'Aliza,' and
Nov. 17, 1866, 'Mignon'; Nov. 23, 1867,
'Robinson Crusoe,' and Jan. 18, 1872, 'Fantasio' (Otfenbach)
April 24, 1872, Paladilhc's
named

a sculptor

1861.

Galli,

In April

'

'

—

'

;

'

;

;

'Passant,' at Chollet's farewell benefit; Nov.

Massenet's 'Don Cesar'; March 3,
1875, 'Carmen'; April 11, 1876, Gniraud's
Piccolino
Oct. 31, 1877, Poise's 'Surprise
de I'Amour
Jan. 19, 1879, Pessard's
Le
Char,' etc., and in revivals of Herold's Marie,'
Grisar's 'Les Porcherons,' 'Mireille,' singing
the parts of Taven and Andreloun, and as the
heroine Rose Friquet in Maillart's Dragons de
Villars.
As Mignon and Carmen, the most
imjiortant parts created by her, she has earned
for herself world-wide celebrity.
In 1886 she
played with a French company for a few nights
at Her Majesty's Theatre as Carmen, in which
she made her debut, Nov. 8, and as the Gipsy in
30, 1872,
'

'

;

'

'

;

'

'

'

'Rigoletto.'
She was well received, but would
doubtless have appeared to greater advantage
with the support of a better company.
On Dec.
11, 1890, she reajipeared at the Opera Comique
then located in the building now called the
Theatre Sarah -Bernhardt,
as Carmen, with

—

—

Melba as Slichaela, Jean de Reszke as Don Jose,
and Lassalle as Escamillo, in a performance given
to raise funds for a
'

'

Mme,

monument

to Bizet.

with

Galli -Marie should take rank

those numerous artists who, although endowed
with no great voice, have for a century past rendered to tills theatre services made remarkable

by

their talent for acting

and

their incontestable

worth from a dramatic point of view.
Equally capable of exciting laughter or of provoking tears, endowed with an artistic temperament
which has permitted of
of great originality
.

.

.

.

.

.

her making out of parts confided to her distinct
tv]'es ... in which she has represented personages whose nature and characteristics are
(Pougin).
She died at
essentially opposed
A. c.
Vence, near Nire, Sept. 22, 1905.
'

GALLIA, Marh, incorrectly called Maiha
!MAr.OHEi:iTA by Burney, Avas a sister of Margherita de I'Epine, and pupil of Nicolo Hayrn.
She appeared for the first time at the Lincoln's
k

GALLIAED

138
Inn

and

GALLICULUS

Fields Theatre in 1703.
She sang in 1706
1708 in 'Camilla,' in the libretti of which

she is called Joanna Makia.
In the former
year she also performed the principal role in the
' Temple
of Love
by Saggioue,! to whom she
was then married. Documents (in the possession
of the present writer), signed by this composer,
and by his wife as Maria Gallia Saggione, show
that they received respectively £150 and £700
for a season of nine months,
large sums at that
early date.
Gallia appeared in Clayton's Rosamond at its production in 1707. She sang
songs also at the Haymarket Theatre in Italian
and English, to strengthen the attraction {Daily
Oourant).
At this time she must have been
very young, for we find her singing in Alexander
Balus,' 'Joshua,' etc. in 1748 unless indeed, her
name is incorrectly put for that of Galli. .j. M.
'

—

'

'

'

'

'

;

GALLIARD (Ital. Gcujliarda Fr. Gaillardc).
An old dance, as its name implies, of a merry
;

character.

'I

did

think,'

says Shakespeare,

by the excellent constitution of thy leg that
it was formed under the star of a galliard.
It
was generally in 3-2, but sometimes in common
time.
[It was apparently used as a bright
contrast to the stately pavan, which it always
'

'

In the Fitzwilliam Virginal Book,
there are twenty-four instances in which the pieces
are thus coupled together, often with identity
followed.

of theme, as in two pieces by Bull quoted below.

The theme

is

as follows

:

Tte Quadian Pavan.

Vol.

tr.

i.

p. 99.

tr.

Calypso and Telemachus, which was performed

'

'

at the Queen's Theatre in the Haymarket. In 1 7 1
he was playing in the orchestra at the opera,
solo part in the accompaniment of the
Teseo,
in the first act of Handel's

having a
last

air

'

From about 1717 he was employed by Rich

to

furnish the music for the curious admixtures of
masque and harlequinade which he exhibited

under the name of pantomime, and produced
several excellent compositions for pieces of that
description.
In 1728 he set for two voices, cantata-wise, the

Morning

Hymn

of

Adam and Eve

This admirable
from Milton's Paradise Lost.
composition was afterwards enlarged by Dr.
Benjamin Gooke by the addition of orchestral
accompaniments and the expansion of some of
In 1 742 Galliard
the movements into choruses.
'

'

published a translation of Pier Francesco Tosi's
Opinioni di Oantori Antichi e Moderni, o sieno
Osservazioni sopi^a il Canto Figurato, under the
title of Observations on the Florid Song ; or,
Senti'tnents on tlie Ancient and Modern Singers,
In 1745 he had a benefit concert at Lincoln's
Inn Fields Theatre, at which were performed his
music for the choruses in the tragedy of Julius
'

by John ShefBeld, Duke of Buckinghamand a piece for twenty- four bassoons and

Caesar,
shire,

'

four double basses. Galliard died early in 1749,
leaving a curious collection of music, most of
which is nowin the Henry "Watson Music Library,
Manchester.
Besides the pieces mentioned he
composed music for Pan and Syrinx, opera,
1717; Jupiter and Europa, pantomime, 1723;
The Necromancer or. Harlequin Dr. Faustus,'
'

'

'

'

^-^^

=«=at
Galliard to the Quadran Pavan.

^^^^

Vol.

i.

p. 117

tr.

=1=

-^^
'

'

coming from Rome

it

was

also called
e. p.

son of a perruquier of Zell, in Hanover, where he was born
about 1687. He studied composition under Farinelli
uncle of the singer, and director of the
and Steffani.
He soon
concerts at Hanover
attained distinction as a performer on the oboe,
which he had studied with Marschall, and coming
to England about 1706 was appointed chamber
On the
musician to Prince George of Denmark.
<ieath of Draghi, the then sinecure appointment
of organist at Somerset House was bestowed upon
him. He speedily learned English, andcomposed

—

a Te Deum and

Jubilate and three anthems (' I
magnify Thee,
Lord,' '0 Lord God of
Hosts,' and I am well pleased'), which were performed at St. Paul's and the Chapel Royal on
In 1 7 1
occasions of thanksgiving for victories.
the music for Hughes's ojiera
lie composed

-will

'

'

'

'

;

'

'

;

GALLIARD, John Ernest,

—

'

;

It was described by Praetorius as an invention
of the devil,' and full of shameful and obscene
From the
gestures, and immodest movements.'

Romanesca.

;

pantomime, 1723; 'Harlequin Sorcerer, with
The Loves of Pluto and Proserpine (the second
title afterwards changed to The Rape of Proserpine'), pantomime, 1725
'Apollo and Daphne;
or. The Burgomaster tricked,' pantomime, 1726 ;
The Royal Chace or. Merlin's Cave, a musical
entertainment, 1736, in which occurred the
famous hunting song 'With early horn,' which
the singing of Beard rendered so extremely
popular
music for Lee's tragedy Oedipus
'

a
2^

fact of its

*

Erroueoualy attributed to Greber by Bumey.

;

several cantatas, songs, solos for violin, violoncello, bassoon, etc.
At the time of his death

he had nearly completed the composition of an
Italian opera,
dell Amicizia.
'

'

Oreste e Pilade, overo la Forza
Sir

'

John Hawkins

conjectured,

from internal evidence, that Galliard made the

Abbe Raguenet's ParaUile,
published in 1709 under the title of
Comparison hetween the French and Italian Musick
aiul Operas, with Eemarks, and was the author
of A Critical Discourse upon Operas in England,
ami a Means proposed for their Improvevient,
printed at the end of that translation whilst
Dr. Burney, judging from the same evidence,
was of a contrary opinion.
w. h. h.
GALLICULUS (probably a Latinised form
translation of the

A

;

of the

German Hahnel

or Hiihnlein), Joannes,
and composer, lived in Leipzig
He is thought to have held some

theoretical writer

about 1520.

GALLUS
scholastic post.

GALUPPI

His theoretical "work was

some of the French country districts. (See
Fingering (Wind Instruments), Pii'E and
Tabok.)
f. k.
GALUPPI, Baldassaee, was born on Oct.

first

Isagoge de Coinpositioiie Cantus
(Leipzig, 1520), and was dedicated to Georg

entitled

'

Rhau, who was tlien Cantor at St. Tlionias's,
Leipzig, and by whom it was afterwards frequentl}^ republished at "Wittenberg from 1538
<)uwards under the title Libellus de composi-

18, 1706, on the island of Burano, near Venice,

whence he received the surname of II Buranello,
by which he was frequently known. His first
teacher was his father, a barber, who played
the violin at the local theatre.
In 1722 he

'

It is Galliculus

tione Cantus.'

who

tells

us of

Khau's composition of a Mass a 12 on occasion
of the Disputation between Luther and Eck at

made

He also expresses the opinion
Leipzig in 1519.
which has been practically adopted in later
times, that choral compositions for four voices
that bass, tenor, alto, and soprano,
are the best
are sufficient for all purposes, and that every

'

;

Christmas (in Rhau's Otlicia Paschalia,' 1539,
and De Kativitate,' 1545) (3) two Magnificats
Vesperarum Otficia,' 1540-45); (4)
(Rhau's
Psalm IL Quare fremuerunt a i (Ott, 1537).
For a further account of the Passion Music see
Otto Kade, Die acUcre Passionsco)npositioncn,
1893.
The part of the Evangelist is set in the
simple Church Recitative the other parts are
Kade praises highly
mostly a 4, some a 2.
the contrapuntal art and melodic expressiveness
J. K. M.
of Galliculus.
GALLUS, Jacobus. See Handl.
GALLUS, Joannes, called in France Jehan
le Cocq and in the Netherlands Jan le Coick,
a composer of the 1 6th century, who was maestro
di cappella to the Duke of Ferrara in 1534 and
1541.
It is impossible in our present information to say whether his name was really Le
Cocq or Gallus, for in the customs of the time
the process of Latinising surnames and that of
adopting sobriquets were equally common.
Some compositions of his have been attributed
to Jhan Gero, but he is not to be confused
with that composer, or with the other (younger)
composer called Gallus, whose real name was
Handl.
For works in the various collections,
printed and in MS., see the Q.uellen-Lcxikon
the first book of madrigals by him and other
authors was published at Venice in 1541, and
the motets, called Symphonia quatuor modulata
w.
vocibus,' in 1543.
GALOP. A very spirited quick round dance
Galops have one and sometimes
in 2-4 time.
two Trios, and are often written with an Introduction and Coda.
The dance is of German origin, and its old
name was Hopser or Rutschcr describing the
step.
It appears to have received that of Galop
on its introduction into France about the beginning of the 19 th century, where it soon took
'

'

;

'

;

;

'

—

G.

tabor-pipe.

The French name

The instrument

is

still

for

'

La Fede

Gli Amici Rivali.'

additional voice-part is so far superfluous, as
wanting a definite compass.
His compositions
consist of (1) a Passion according to St. Mark
Hannoniae De Passione Domine,'
(in Ehau's
1538) (2) some liturgical pieces for Easter and

GALOUBET.

his first appearance as a composer with

the opera of

;

root.
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the

in use in

nell'

Incostanza,

ossia

was performed at Vicenza
under the first title, and at Chioggia under
the second, being hissed off tlie stage at one
if not both places.
This determined Galuppi
to devote himself to the serious study of composition, and he entered the Conservatorio degli
Incurabili at A^enice, where he became a pupil
of Lotti. In collaboration with his fellow-pupil,
G. B. Pescetti, he brought out an opera, Gli
odi delusi dal sangue (libretto by A. M. Lucchini), at the Teatro S. Angelo at Venice in
1728, which was followed the next year by
'Dorinda, of which the libretto was by BeneIt

'

'

'

detto Pasqualigo (not Marcello, as erroneously
stated by Allacci). "We may conclude that these
operas were successful, as Galuppi thenceforward
continued to compose operas by himself, some-

many

times as
theatres.

'

a year, for Venetian
(1738) and Adriano in

as five in

Issipile

'

'

(1740) were composed for Turin, and iu
1741 he went to London, where he arranged
the pasticcio, 'Alexander in Persia,' for the
Haj'market.
He also composed an original
Penelope,' which was not very successopera,
'The genius of Galu|ipi, says Burney
ful.
{Hist, of Music, iv. 447), 'was not as yet
matureii he now copied the hasty, light, and
flimsy style which reigned in Italy at this time,
and which Handel's solidity and science had
taught the English to despise.' The next year's
opera, however, Scipione in Cartagine, as well
as 'Enrico' (1743) and 'Sirhace,' was more
favourably received, and, though Galuppi himself returned to Venice after their production,
his music enjoyed a long-continued popularity
Indeed Burney considered that
in England.
he had more influence on English music than
any other Italian composer.
In 1748 Galuppi became vice -maestro di
cappella at St. Mark's, and in 1762 he became
principal maestro.
The year 1749 appears to
have seen the beginning of his very successful
career as a composer of comic operas, with
L' Arcadia in Brenta' (libretto by Goldoni),
In 1750
produced at the Teatro S. Angelo.
he anil Goldoni jiroduced Arcifanfano Re de'
Siria

'

'

'

;

'

'

'

'

and in 1754 II Filosofo di Campagna,"
It
the most popular of all his lighter works.
was performed in London (Hajnnarket) in 1761,
and the following year in Dublin, under the
title of 'The Guardian Trick'd.'
In 1766 he was invited to St. Petersburg by
Matti,'

'

GAMBA
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the Empress Catherine II,, and made a very
favourable impression with his Didone Abbandonata (Madrid, 1752 Venice, 1765).
II Re
Pastore
(Parma, 1762) was given the next
year, and in 1768 he composed
Ifigenia in
Tauride
for the Russian opera-house, after
which he returned to Venice.
He there resumed his position as director of the Conservatorio degli Incurabili, to which he had been
appointed in 1762, and had made the institution the most celebrated of its kind when
'

'

'

;

'

'

'

Burney

visited

him

in

instrument, played with a bow and held between
It
the knees
a predecessor of the violoncello.
is of about the same size as the violoncello, but
has a flat back, like a double-bass
the openings
in the belly have not the /-shape, but are
The
variously cut, generally in a thin crescent.
finger-board was originally provided with frets,
:

:

1770 {Present Stale of

Music, i. 175). He died on Jan. 3, 1785. [On
the centenary of his death, in 1885, a monument was erected to his memory at Burano.

As inquiries are often made by members of
Browning Societies and others as to the Toc'

cata of Galuppi, to which Browning referred in
his poem of that name, it is perhaps well to
'

state that no particular composition was taken

as the basis of the poem.]

principal claim to remembrance
on his comic operas, in which he showed
himself fully worthy of his more celebrated
collaborator, Goldoni.
His melody, though
attractive, is not strikingly original
but he
had a firmer grasp of harmony, rhythm, and
orchestration than most of his Italian contemporaries.
He is also important for his contribution to the development of the concerted
finale, being apparently the first composer to
extend the final ensemble of Leo and Logroscino
into a chain of five or six clearly defined movements, in the course of which the dramatic

Galuppi's

rests

;

He did not,
action can be said to progress.
however, realise the value of gradually increasing
and compared
the number of persons singing
with Mozart's his finales show little feeling for
the imposing effect of a well-managed musical
climax, although they certainly are a great

which were afterwards discontinued
it was
mounted with six catgut strings, which were
;

ultimately increased to seven, the three lowest

covered with wire.

tuned

advance on anything that had been attempted
before.

A

extant works will be
Quellen-Lexikon
for the
operas the most complete bibliography is that
of M. Alfred Wotquenne, Baldassare Galuppi,
ihule bibliographique sur ses ceavres drainaliques
The library of the Brussels
(Brussels, 1902).
Conservatoire possesses several of his autograph
list

found in

of Galuppi's
Eitner's

;

E. j. D.

scores.

GAMBA.

An open

slotted organ-stop, gener-

and of a stringy or reedy
The bearded Gamba has a
frein, bar, or roller jilaced in front of the mouth
of the pipe to augment the amplitude of the
ally of eight-foot pitch,

quality of tone.

vibrations.

Recent developments of this

class

of sto)) under the name of Viol d'Orchestre have
resulted in such pipes possessing a very small
T. E.
scale, keen tone, and quick speech.

GAMBA, VIOLA DA

{i/amba. Ital. for 'leg')

—a

knee-viola, as distinguished from vicia da
braccio {ivaccio, Ital. for arm '), or the viola to
'

by played on the arm

—

is

an obsolete stringed

The two kinds were thus

:

;

w.

^

^

The Gamba was for a long period the most
popular of all bowed instruments, and, especially
in England (which by some is believed to be its
original home), Holland, and Germany, appears
to have been the favourite instrument of society.
Shakespeare, in 'Twelfth Night,' mentions as a
special

accomplishment of Sir Andrew Aguecheek

that 'he plays o' the viol -de -gam boys.'
In
the pictures of Gerard Dow, Terburg, and other
great Dutch masters of the 17th century we see
again and again richly dressed ladies and gentlemen playing the gamba. At one time few noblemen's or gentlemen's houses were without a
chest,' containing a set of four or more gambas
of different size, often expiensively got up, carved
and inlaid with ivory or tortoise-shell. This
po]iularity of the gamba lasted np to the
middle of the 18th century, when the violoncello
began gradually to supersede it.
Burney, who
heard it played by Abel, the last great performer
upon it in London, describes its tone as radically crude and nasal,' and adds that a human
voice of the same quality would be considered
'

'

'

GAMBA, VIOLA DA
intolerable.
This is certainly a somewhat strong
statement.
In tone and character the gamba
does not materially differ from the tenor of onr
'

own days

and

banishment from tlie modern
by the fact that
its higher notes are equally well and more easily
produced on the tenor, while the ett'ect of the
lower strings is much finer on the violoncello.
The ganiba was handled very much in the same
way as the violoncello, except that some virtuosi had additional strings attached at the back
of the neck, on which they played a pizzicato
accompaniment with the thumb of the left hand,
[and that the bow was held, like those of all the
viol family, in the way now associated with the
double-bass only].
Sebastian Bach was the last
great composer who wrote for the gamba, and
he appears to have had a special predilection for
We have from his pen three sonatas for
it.
clavier and gamba (B.-G. vol. ix.) and a
number of obbligato accompaniments for airs in
his cantatas and the Passion JIusic.
He also
employs it in a Concerto gi'osso for two viole da
bracoia, two viole da gamba, violoncello, violone,
and harpsichord, and on other occasions uses it
orchestra

;

is

its

easily accounted for

to attain special orcliestral effects, its peculiar

beauty being naturally the chords of six or seven
notes that could be produced. Astrikinginstance
is

the exquisitely beautiful introduction to the

Cantata 'Gottes Zeit" (B.-G. vol. xxiii. p. 149)
where we find two separate gamba-parts combined with flutes, which must have produced a
[Fine compositions were
very peculiar effect.
written for the instrument in earlier times by
the Englishmen Daniel Norcome and Christopher
Sympson Marin Marais's suites are remarkably
beautiful, and among the later composers who
emploj^ed it were Telemann, Aug. Kuhnel, and
Marcello.]
By the end of the 18th century
most gambas were converted into violoncellos,
and for that reason are but rarelj' met wdth
nowadays.
Syntagma nmsiJlichael Praetorius in his
cum (published 1619) distinguishes between the
viola di gamba and the gross viola di gamba,
•which he also calls violono or contrabasso di
gamba.' This latter one we must suppose to
have lieen the earlier form of the douhle-bass,
which, as a fact, does belong to the viol tribe,
and not to that of the violin, as is shown by its
;

'

'

'

'

'

'

'

'

flat back.

Abel (died 1787), a pupil of Bach, and
Lidl, an Englishman (died 1789), were the last
Bnrney, and Mozart in
virtuosi on the gamba.
his letters, lioth sjieak of the Elector Maximilian
A
III. of Bavaria as an accomplished gambist.
Mrs. Ottey (1723) and a Miss Ford (1760) are
recorded among English players of reputation.
[The art of the viol da gamba as a practical
instrument has been revived in recent years by
Miss Helene Dolmetsch.]
The Italian instrument-makers made gambas
only down to the middle of the 17th century.
C. F.

GAMUT
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when

after the general adoption of the violin,
they seem at once to have supplanted it by the
violoncello.
In England, France, and Germany
they were made up to the middle of the 18th century.
Joachim Tielke of Hamburg (1660-1730)
had a great reputation as a maker.
p. i>.
GAMBLE, John, a violinist in the 17th century, was a pupil of Amljrose Beyland, one of

the violins to Charles 1.
He afterwards performed at one of the theatres, and was a cornet
player in the Chapel Royal.
In 1656 he published Ayrcs and Dialogues to be sung to the
Theorbo Lute or Bass Viol,' many of the words
by Thomas Stanley, author of the History of
Philosophy.
In 1659 he jiublished a second
book entitled Ayrcs and Dialogues for One,
Two, and Three Voyces.' [At the Restoration
he became
nuisitian on tlie cornet
in the
Cliapel Royal
he lost all his property in the
fire of London
and in 1674 his name appears
as one of the niusicians-in-ordinary.
He died
in 1687.
Did. of Kat. ]jiog.~\
w. H. H.
GAMUT, the name of a complicated plan of
the musical scale (from G to e"), which was in
use as long as the system of the
The Gamut.
hexachords was recognised it is a
contraction of 'gamma ut,' the
Cireek letter being used to denote
the first note, or Ut of the lowest
hexachord, the lowest note of the
bass stave.
This was the startingjioiut of the first hexachord, and
the use of the Gamut seems to have
been as a kind of memoria tcch-itica
in changing from one hexachord to
another, according to the principles
of Mutation.
It may be remarked
that a useful part of the Tonic
Sol-Fa system, by wdrich, in modulating from tlie tonic to the dominant, for instance, the soh of one
bar becomes the do of the next,
is a survi:'al of the pirinciple for which the
Gamut existed. The Ganuit may, indeed, be
regarded as the ancestor of the T. S.F. Modulator.
See Hexachoed and Tonic Sol-Fa.
The word Ganuit was sometimes loosely used
for the whole range of a voice or instrument,
in the modern sense of compass.'
Gamut G
is the organ-builders' name for the note G of
and in the olii English church
the bass clef
'

'

'

'

;

;

;

'

'

'

'

'

'

'

'

'

'

'

;

'Gamut,' 'A re,' 'E la mi,' and 'F
fa ut are used to denote the keys of the com'Without some practical knowledge
positions.

writers,
'

of the

Gamut, the

Taming

jioint of the scene in

'

The

between Bianca and
Hortensio, must be in great measure lost. The
words 'one clifi', two notes have I," as will be
seen at once in the annexed reproiluction of the
Gamut, refer to the tact that the note B was
expressed by a natural and a flat, lieiiig in the
former case the third or mi of the hexachord
beginning on G, and in the latter the fourth.
of the Shrew-

'

(ii.

1)

'

'

GANDO
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or fa,' of the hexachord beginning on F. This
small circunistanee was the commencement of
the system of accidentals, and thus opened the
door for modern modulation.
m.
GANDO, Nicolas, type founder, born at
Geneva early in the 18th century, resided first
in Berne and then in Paris, where he established
a foundry for a new musical type.
His son,
Pierre Francjois, born at Geneva, 1733, was his
assistant and successor.
They published Observations sur le traiU hislo-rique et critique de
M. Fonrnier, etc. (Berne and Paris, 1766), with
the view of showing that Ballard's process was

in Berlin, founded a music-school in 1862,

an imitation of Breitkopf's.
It contained,
amongst others, specimens of six pieces of ancient
music printed by Ballard, and a Psalm by
Eoussier in Gando's own characters, and printed
by his process, the notes and the lines requiring
a separate impression, and the effect resembling

for

'

copper plate.

Fournier replied (see his Alanuel
typographiquc, pp. 289-306), criticising the Gandos and their type, which was, however, superior
to his own, though inferior to those of Breitkojjf
in their own day, and still more to those of
Duverger and others since.
The father died in
1767, the son in 1800, both in Paris.
M. c. c.
GANZ. A musical family of Mayence.
1. Adolf, born Oct. 14, 1796, a violinist,
studied harmony under Hollbusch
conductor
at Mayence (1819), capellmeister to the Grand
Duke of Hesse Darmstadt (1825) ; composed a
melodrama, overtures, marches, lieder, and
choruses for men's voices.
He came to London
in 1840, was conductor of the German Opera
in 1840-42, and died there, Jan. 11, 1870.
2. His brother, Moritz, a violoncellist of the
old school, born at Mayence, Sept. 13, 1806, was
;

violoncello under Adolph at Mayence, and
(1826) in the royal band at Berlin, where he
In 1833 he
succeeded Duport and Romberg.
visited Paris and London, returning to the latter
in 1837, when he and his brother Leopold played
In 1845 he
at the Philharmonic on May 1.
led the violoncellos at the Beethoven Festival
His tone was full and mellow, and
at Bonn.
iirst

his execution brilliant, though his style was of
His compositions for his instruthe old school.

but few only have appeared
died Jan. 22, 1868, in Berlin.
3. The third brother, Leopold, violinist, was
born at Mayence, Nov. 28, 1810, played much
with Moritz in the style of the brothers Bohrer,
whom they succeeded in the royal band at Berlin
(1826). Leopold was well received at the Hague,

ment

are numerous,

in print.

He

Kotterdam, and Amsterdam, and in 1837 visited
England with his brother. They published the
duets in which their piolished and brilliant
execution had excited so much admiration.
Leopold died in Berlin, June 15, 1869. M, c. c.
4. Eduard, son of Adolf, born at Mayence,
April 29, 1827, came to London with his i'ather
in 1840, and while in England studied the pianohe settled
forte with Moscheles and Thalberg
;

and

died there, Nov. 26, 1869.
5.

WiLHELM, born at Mayence, Nov.

6,

1833,

England in 1848, and
occasionally assisted his father, who was chorusmaster under Balfe at Her Majesty's Theatre ;

paid his

first

visit

to

he thus enjoyed opjjortunities of hearing the
finest singers of the day, notably Jenny Lind.
Ganz returned with his father to Mayence after
the London season, but settled finally in London
in 1850.
He studied harmony, etc. with Carl
From about
Eckert, Carl Anschiitz, and others.
1856, wdien he was engaged as accompanist

Jenny Lind's tour through England and

Scotland, he has been almost constantly associated with the great prime donne in succession.
For some years he was organist at the German

Lutheran church in the Strand and he played
second violin in Dr. H. Wylde's New Philharmonic Society, at the establishment of that
In 1874 Ganz was coninstitution in 1852.
ductor jointly with Wylde, and in 1879, on the
latter's resignation, undertook the enterprise
alone, carrying the concerts on at first under the
old name, and subsequently, after 1880, as 'Mr.
Ganz's Orchestral Concerts,' for three seasons,
during which such large works as Berlioz's
Symphonie Fantastique, and Liszt's 'Dante
Symphony were heard for the first time in
London in their entirety. Among the artists
who fii'st appeared at these concerts were Mme.
Essipjoff,
Mme. Sophie Menter, Saint-Saens,
Pachmann, and others. Ganz has been for
many years a jTofessor of singing at the Guildhall School of Music, and a Jubilee concert was
held in his honour in 1898.
M.
GARAT, Pierre Jeax, born at TJstaritz, April
25, 1764, died in Paris, March 1, 1823, the most
extraordinary French singer of his time.
He
was the sou of an avocat, and destined for the
bar, but early manifested a passion for music,
which he studied under Franz Beck, composer
and conductor at Bordeaux. He seems, however,
never to have gone deeply into the subject, for
;

'

'

'

he was a

and owed his success to
and the opportunity he enjoyed
of hearing Gluck's works and of comparing the
artists at the French and Italian operas in Paris.
jioor reader,

his natural gifts

He

possessed a fine-toned expressive voice of

unusual compass, including both baritone and
tenor registers, an astonishing memory, and a
prodigious power of imitation, and

may

fairly

be said to have excelled in all styles but hia
great predilection throughout his life was for
Gluck's music.
Having been the favourite
singer of Marie Antoinette, who twice paid his
debts, he fled from Paris during the Terror, and
with Rode took refuge at Hamburg, where the
two gave very successful concerts. After his
return to France at the end of 1794 he appeared
at the ConcertFeydeau '(1795)and the Concert
de la rue Clery
with such brilliant success
that he was appointed professor of singiug at
;

'

'

'

GARCIA

GARCIA

Among his pupils
the Conservatoire in 1799.
were Roland, Nourrit, Desperanions, Ponchard,
Levasseur, Mmes. Barhier-Walbonne, ClievalierBranchu, Duret, Boulanger, Rigaut, and Mile.
Ducliamp, whom he married when lie was fiftyfive.
He ret^iined his voice till he was fittj^

In the spring
which never reached the stage.
of 1823 he reappeared in London, where he was
still a most effective singer (Ebers).
Here he
ibunded his famous school of singing.
He sang
in London again in 1821 in Zelmira and Ricciardo e Zoraide.'
In the same year his 'Deux
contrats was given at the Opera Comique.
In 1825 he was in London again, his salary
having risen from £260 (1823) to £1250.
He
continued to gain still greater fame by teaching
than by singing, and his fertility as a composer
was shown by at least two Italian operas.
Astuzia e jirudenza and
Un Avertimento.
The education of his illustrious daughter Marie,
'

and when that failed him tried to attract the
public by eccentricities of dress and behaviour.
He composed several romances, 'Belisaire, Le
'

'Autrefois,' 'Je t'aime tant,' etc.,

now so
make it
Garat sang them

extremely popular in their day, but

monotonous and uninteresting

as to

evident that the style in wliicli
alone ensured their success.
G. c.
GARCIA, a Sjianish family of musicians, who
have been well characterised as representative
artists, whose power, genius, and originality have
impressed a permanent trace on the record of the
methods of vocal execution and ornament
Various church musicians of the
(Chorley).
name were eminent at different times in Spain,
notably Don Francisco Saverio (1731-1809) who
was maestro de capilla at Saragossa, and wrote
He may have
an oratorio Tobia in 1752.
been related to the family of singers, the founder
of which, Manuel del Popolo Vicente, was
Beginning as a
born at Seville, Jan. 22, 1775.
chorister in the Cathedral at the age of six, at
seventeen he was already well known as compjoser,
By 1S05 he had
singer, actor, and conductor.
established his reputation at home, and his pieces
were performed
chiefly short comic operas
all over Spain.
He made his debut in Paris,
Feb. 11, 1808, in Paer's 'Griselda,' singing in
Within a mouth he
Italian for the first time.
In
had become the chief singer at that theatre.
1809 he produced his Poeta calculista,' originIn 1811
ally brought out at Madrid in 1805.
At Naples Murat appointed
he set out for Italy.
him (1812) first tenor in his chapel. There he
met Anzani, one of the best tenors of the old
Italian school, by whose hints he profited largely.
There also, still combining the roles of singer
andcomposer, heproducedhis 'Calitfo di Bagdad,'
In 1815
which obtained an immense success.
Rossini wrote for him one of the principal roles
Elisabetta, and in 1816 that of Almaviva.
in
About the end of 1816 he returned from Naples
to England, and thence to Paris, where he revived
Le Prince d'occasion,'
his
Califfo, produced
and sang in Catalani's troupe, where he made a
great hit as Paolino in the Matrimonio Segreto.
Annoyed by Catalani's management, he left
In
Paris for London about the end of 1817.
Barbiere
the ensuing season he sang in the
with Mme. Fodor, and in other operas, with
much eclat. In 1819 he returned to Paris, and
sang in the Barbiere,' not till then heard there.
There he remained till 1823, performing in
'Otello,' 'Don Giovanni,' etc., and composing
La mort du Tasse and Florestan for the
Grand Opera, besides Fazzoletto 'attheltaliens,
La Meuniere at the Gymnase, and three others
'

'

'

—

—

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

Menestrel,'

143

'

'

'

wasnow completed,
made her debut. [See

subsequently j\Ime. Malibran,

and under

his care she

M.A.LIBRAN.]
He then idealised the project he
had long entertained of founding an opera at
New York, and set out with that object from
Liverpool, taking with him an Italian company,
which included the young Crivelli as tenor, his
own son Manuel and Angrisani, De Rosieh, Mme.
Barbieri, Mme. Garcia, and his daughter.
At
New York he produced no less than eleven new
Italian operas in a single year.
In 1827 he
went to Mexico, where he brought out eight
operas, all apparently new.
After eighteen
months' stay, he set out to return with the
produce of this hard toil but the party was
stopped by brigands, and he was denuded of
everything, including nearly £6000 in gold.
Garcia now returned to Paris, where he reappeared at the Italiens.
He then devoted
himself to teaching and died June 2, 1832.
His
Garcia was a truly extraordinary person.
energy, resource, and accomplishments may be
gathered from the foregoing brief narrative.
His singing and acting were remarkable for verr&
and intelligence. He was a good musician, and
wrote with facility and effect, as the list of his
works sufficiently shows.
Fetis enumerates noless than seventeen Spanish, nineteen Italian,
and seven French operas. Words and music
seem to have been alike easy to him. His most
celebrated jaipils were his daughters Marie
Mme. Malibran, and Pauline Mme. Viardot,
Mmes. Rimbault, Ruiz-Garcia, Meric-Lalande,
Adolphe Nourrit,
Favelli, Comtesse Merlin
Geraldy, and his son Manuel Garcia.
;

;

—

;

at Madrid, March
His education began early, and at
fifteen he received instruction in harmony from
In 1825
Fetis, and in singing from his father.
Once
he accompanied his father to America.
more in Paris (1829) he quitted the stage, and
A little later he
devoted himself to teaching.
undertook a serious scientific inquiry into the
conformation of the vocal organs, the limits of
of
registers, and the mechanism of singing
which the results were two (1) his invention
of the Laryngoscope, the value of which is now
universally recognised by physicians and artists,
and (2) his Mimoirc sur la t-otx humaine,

M.^xuEL Gakcia was born

17, 1805.

;

—

G ARC IN

GARDINER

presented to the French Institutin 1840, which
may be said to be the foundation of all subsequent investigations into the voice. Appointed
professor of singing at the Conservatoire, lie
published in 1847 his TraiU complel de I'art du
chant, which has been translated into Italian,
German, and English, and has gained a worldwide reputation. Among his pupils were Mmes.
Jenny Lind, Catherine Hayes, Henriette Niasen,
M. Bataille, and his son Gustave. lu 1848
Garcia resigned his position at the Conservatoire,
and came to London, where he was appointed a
Professor at the Koyal Academy of Music, a post
which he retained until 1895. On March 17,
1905, his hundredth birthday was celebrated by
a banquet, at which many eminent persons were
present.
His portrait, by J. S. Sargent, R.A.,
was presented to him earlier in the day. Among
other distinctions, special orders were conferred
upon him by the sovereigns of England, Germany, and Spain. [See also Malibeax, and
Vl.\RDOT.]
J. M.
GARCIISr, Jules Auguste (real name Salomon'), violinist and conductor, born at Bourges,
July 11, 1830. He came of a family of artists, his
maternal grandfather, Joseph Garcin, being di-

Gardano, whose relationship does not appear,
[There was an Alessandro in a
more.
small way at Rome who published betw-een 1583
and 1623 (Quellcii-Lexikon).~\ The Venice house
Their publications consist of
lasted till 1619.
the Masses, Psalms, Motets, Madrigals, Canzoni,
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rector of a travelling

company which performed

opera -comique in the central and southern
provinces of France for nearly twenty years with
great success.
At the age of thirteen Garcin
entered the Paris Conservatoire, where he studied
he gained
the violin under Clavel and Alard
the first prize in 185.3, and in 1856 became a
member of the opiera orchestra, and after a
competitive examination was appointed (1871)
first solo violin and third conductor.
In 1878
he was appointed second conductor at the concerts of the Universal Exhibition. From 1860 he
was a member of the orchestra of the Concerts
du Conservatoire, first as solo violin, and then as
second conductor in place of Altes, who had become first conductor at the opera at the end of
1879.
At that time the first conductor of the
Sooiete des Concerts was Deldevez, who had replaced Haiul in 1872. In 1885, Deldevez having
retired on account of health, Garcin was elected
conductor of the Societe des Concerts with a
majority of twenty-si.'c votes over Guiraud.
Garcin, who was a pupil of Bazin for harmony,
;

and

of

Adam and

Ambroise Thomas

for

com-

wrote a number of works for violin
and orchestra or jiiano, the most prominent of
which is a concerto played by himself at the Conservatoire, at the Concerts Populaires in 1868.
He was an experienced and conscientious artist,
without the exaggerated gestures and manner
which too often deceive the public. He retired in
A. .i.
1892, and died in Paris, Oct. 10, 1896.
GARDANE, Axton'io, a composer, printer,
and publisher of music in Venice from 1538 to
1569.
From and after 1557 his name is given
After 1570 his sons Cipriano and
as Gardano.
Annibale published a few works, and an Angelo
position,

many

and other compositions, of Arcadelt, Jachet,
Lasso, Rore, Nanini, and other great Flemish
and Italian writers, and fill many volumes.
[See Eitner, BihUfxj. der Sammelwerke, QudlcnLej-ikon, and Vogel, Bill. d. ged. JFeltl. J'ocalmtisik Italifns.~\

G.

GARDIXER,

'William, the son of a stocking
manufacturer at Leicester, was born in that town
March 15, 1770. He became an assistant to his
father in his business, to which he afterwards
succeeded, and which he carried on during the
But the taste for music never
rest of his life.
His business occasionally required
forsook him.
him to visit the continent, and he availed himself
of such opportunities to become acquainted with
the works of the best foreign composers, particularly of the great
for a

long period he

German masters, so that
knew more about their

productions, especially those of Beethoven, than
themajority of English professors. [See Thayer,
i.
Both at home and abroad
441.]
he sought and obtained the acquaintance of the
best musicians of all ranks, both professors and
amateurs. In his youth he composed some songs
and duets, which were published as the piroductions of \\. G. Leicester.'
He next produced,
under the title of Sacred Melodies, a selection
of pieces by the best masters, chiefly foreign,
adapted to English words, which he hoped
might be adopted inourchurches to the exclusion
of the clumsy verses of Sternhold and Hopkins,
and Tate and Brady. Six volumes of this work
appeared at distant intervals, and it included a
volume of selections from the works of English
cathedral composers.
It must be confessed
that the Procrustean plan was followed with
the music in order to fit it to the words
yet,
notwithstanding, the work had the merit of
introducing to the notice of the English public
many fine compositions. In 1817 Gardiner
edited and added notes to the Rev. C. Berry's
translation of Beyle's Life of Haydn and R.
Brewin's translation of SchlichtergroU's Life of
Mozart, and other pieces.
He next compiled an
oratorio, entitled 'Judah' (1821), by adapting
English words to music selected principally from
the masses of Haydn, Mozart, and Beethoven,
and connected by compositions of his own, He
wrote to Beethoven offering him 100 guineas for
an overture to this work, but received no reply,
owing, as he supposed, to the miscarriage of his
letter.
In 1832 he published a work, entitled
Tlui Music of Kature ; or, an attem2yt to prove
that what is passionate aiid pleasiru) in the art of
singing, speaking, and performing upon musical
instruments, is derived from, the sounds of the
animated world.
The musical examples were

Beethoven,

'

'

'

;

GARLANDIA

GAEDONI
published two
or, FIrasant
Hecullections of a Dilettante
the utility of
which is much impaired by its frequent inacIn 1840
with a thii'd voluniein 1853.
curacy,
he adapted Pope's Unircrsal Praijcr to music
by Haydn, Mozart, and Beethoven, tiights in
Italy, until some Aeeount of the present State
of Masi^ and the Sister Arts in that Conntnj,
Besides these works Gardiner
appeared in 1 8 4 "
composed a few anthems. He died at Leicester,
Nov. 16, 1853, in the eighty- fourth year of his
In

"published separately.

volumes called

1

SoS

lie

and Friends ;

J/ifSi^

—

—

.

w. H. H.
born at Parma late in
He
1821, studied singing under De' Cesari.
made his debut at Viadana in 1840 in Roberto
Devereux.'
In the same year he was engaged
by Ronzani, with wdiom he went to Turin and
Berlin, where he sang the role of Rodrigo, with
Rubini as Otello.
Rubini took a great fancy

age.

GAEDONI,

iT.iLO,

'

young

for the

and predicted

artist,

him

for

a

Gardoni sang during two
seasons at Milan, and afterwards at Brescia.
Thence he went to Vienna, and sang, in company
with Viardot, Alboni, and Tadolini, in the 'BarIn 1844-45 he appeared
biere,' 'Linda,' etc.
career.

brilliant

at the

Academic Royale, creating the tenor parts

in 'Marie Stuart,'

L'Arne en peine,'

'

etc.

In

Paris Gardoni remained for three years, singing
the princi['al roles in the Favorite,' Robert le
'

'

In 1847 he went to
in the same spring
made his first appearance at Her Majesty's
Theatre, and
by his charm of person and of
voice (somewhat slight though the latter has
proved) did more to reconcile the public to the
loss of Signer Mario than could have been expected.
A word is his due as the due of a real artist,
who has finished every phrase that he has sung,
and has piointed every word that he has said.
There has always been the real Italian elegance
and thatmore universal elegancewhich belongs
in Signor Gardoni (Chorley).
to no country
Here he created the tenor role in ^'erdi's i\Iasnadieri.
Since then, with the exception of a
few seasons spent at St. Petersburg, JIadrirl,
Amsterdam, and Rome, Gardoni came every
spring to London, and returned to Paris(Italiens)
for the winter.
Gardoni belonged to the mezzo earattere class
of tenors.
His repertoire was rather exceptionL'ltaally large
for he sang in the Barbiere,
Diable,' 'Charles Six,' etc.

the Theatre des

Italiens,

and

'

—

—

—

'

'

'

'

'

'

;

Le Comte Cry,' as well
Sonnambula, 'Robert le
as in the 'Puritani,
Diable,'
Masaidello,' and Gounod's 'Faust.'
He was a member of the 'Societe de Bienfaisance

liana in Algieri,'

and

'

'

'

'

'

Italienne

rona

'

of Paris,

d' Italia.

and a chevalier

He married

of the Co-

a daughter of

Tam-

1847 and in 1874 retired
J. M.
from the stage, dying on March 30, 1882.
GAELAXDIA, JoH.iNNES de. The works
on music which appeared under this name were
formerly ascribed to a Gerlandus who, owing to
burini,

August

VOL.

II

14,

;

some confusion of

dates,

was said
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to

have

flour-

ished in 1041, but who was afterwards identilied
with the mathematician Gerlandus, canon of the

abbey of St. Paul at Bcsan^on in the middle of
It ajipears, however, more
the 12th century.
probable that the writer on music, Johannes de
Garlandia, was identical with the gi-ammarian
and poet of that name who flourished nearly a
century later.
Of the life of this latter wo
gather several particulars from his great work
De triianpltis Eeolesiae (finished in 1252), of
which the British Museum possesses an almost
contemporary copy (Claudius A. X.), which has
been printed by Mr. Thomas "Wright.
Born in
England [or in Co. Louth, Ireland, "w. h. g. f.]
late in the 12th century, Johannes de Garlandia
studiedfirstatOxford, al3outl206 andafterwards,
about 1212 at Paris.
Here he opened a school
in the Clos de Garlande, since known as the
Rue Gallande, from which he is supposed to have
derived his name de Garlandia, or, as one early
writer spells it, de Gallandia.
It was probably
about this time that he wrote his treatise on
music.
In 1218 we find him present at the siege
of Toulouse, apparenth' himself taking part in
the crusade against the Albigenses.
It was to
this place also that he was invited in 1229 to
assist in the formation of the newdy founded
University and here he remained till 1232,
when he and his colleagues were forced to leave
owdng to the persecution to which they were
subjected at the hands of the Dominicans and
others.
They escaped after many dangers to
Paris, where John de Garlandia was still residing
Here no doubt were written most of
in 1245.
;

his

poems on

historical

and theological

subjects,

gi'ammatical treatises.
The titles of
his musical works which have come down to us
are two fragments, De fistulis aifd De nolis,
printed by Gerbert from a MS. at Vienna
lie musica mensurabili positio, of which there
in this work the
are MSS. at Paris and Rome
author figures as a composer, giving, among
many other examples of his own, one in double
counterpoint
a treatise, De eantu piano, to
which he himself refers in the last-mentioned
work
this may be the Litroductio miisice
plane et etiayn inensHrahilis in the St. Die MS.
Philiji de Vitr}' refers to other works by de
Garlandia, of wdiom he writes as quondam in
studio Parisino expertissimum atque probatis-

and

his

;

;

;

—

;

—

'

simum.'
The Optima introduetio in contrapunctnm pro riidihiis, contained in MSS. at Pisa
and Einsiedeln, should perhaps be assigmed to a

Johannes de Garlandia of a later date or, if the
work of the same man, must have been written
by him when at an advanced age. The same
may be said of the extracts quoted by Handle
Most of the above works are
and Hanboys.
printed by de Coussemaker.
A John de Garlandia is mentioned by Roger
Bacon as eminent at Paris apparently shortly
;

before 1267.

A. h.-h.

GARRETT

GASSIER

GARRETT, Dr. Geokge Mursell, was born
atWinchester, Junes, 1834.
Inl844heentered
the choir of New College, Oxford, where he
8tudied under Dr. S. El vey until 1848.
He then
returned to Wincliester and studied for six years
with Dr. S. S. Wesley, to whom he acted as
assistant from 1851 to 1854, when he accepted
the jiost of organist at the cathedral of Madras,
but returned to England in 1857 on his appointment asorganistat St. John's College, Cambridge.
Dr. Garrett took the degree of Mus.B. in 1857,
and that of Mus.D. in 1867. In May 1873
he succeeded J. L. Hopkins as organist to the
University.
In Nov. 1878, by grace of the
senate, he received the degree of M.A. propter
merita, a distinction which had never been previously conferred on a musician who did not fill
a professorial chair. Dr. Garrett was also an
examiner for the University, the Local Examination, and the Irish Intermediate Education
Board University Lecturer on Harmony an
Honorary Fellow of Trinity College, London
and a member of the Philharmonic Society.
His compositions include a sacred cantata, The
Shunammite (performed by the Cambridge
University Musical Society in 1882 and at the
Hereford Festival in the same year), church
music, songs, part-songs, and a few pieces for
the organ
but it is chiefly as a composer of
services that he won his wide reputation.
He
w. b. .s.
died at Cambridge, April 8, 1897.
GASCHET (or GAGHET), John. Originally

nominally, with Girolamo Chiti for a coadjutor,
[until his death, which took place on March 22,
The celebrated Benedetto Marcello was
1727].
his pupil for many j'ears both at Venice and at
Rome, and a correspondence between them,
continued up to a few weeks before the death of
Gasparini, testifies to the esteem in wdiich the
A professional
great scholar held his master.
conflict between Gasparini and A. Scarlatti, the
origin of which was unknown to Baini, took the
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;

;

;

'

'

;

a stationer in Hereford, who settled at York in
or before the year 1516, living within the Minster
It may be claimed that he was the first
English provincial music publisher, for he issued
at least six musical service books according to the
usage of the York Cathedral,
a Missal, 1616,
a Breviary, 1526, a Processional, 1530, and
other works. These will be found fully described
in Davies's Memoirs of the York Press, 1868.
It has been suggested that Gaschet was also a
printer, but this is rather doubtful.
The Missal
of 1516 was printed by one Peter Oliver, and
it was afterwards reprinted on the Continent.
After Gaschet's time there is no evidence that
any one of the York presses printed music until
Psalm
the beginning of the 18th century.
books from movable music type are found with
York imprints bearing dates 1715-20, etc.
general music came forty years after this latter

Close.

—

;

date.

F. K.

CASPAR DI SAL5.

See Salo.
GASPARINI, France.sco, born at Camajore
near Lucca, March 5, 1668, was a pupil, first of
Corelli and afterwards of Bernardo Pasquini,
was Maestro di Coro at the Ospedale di Pieta
in Venice, and a member of the Accademia

Filarmonica.
In 1725 he was elected maestro
by the Chapter of St. John Lateran, but he was
already in broken health at the time of his
appointment, and retired upon half-pay in August
He retained his post
of the following year.

form of an exchange of cantatas, by no means a
method of retort between rival and

regrettable

disputative artists.

Gasparini wrote equally well for the church
for the stage, and Clement gives a list
Several of them were
of thirty-two operas.
favourites in London in the early part of the
Mose liberato
[His oratorios were
century.
Nascita di Cristo'
dal Nilo (Vienna, 1703),

and

'

'

'

Nozze di Tobia' (1724), 'Santa Maria
Quelleii-Lexikon.'\
and 'L'Atalia.'
He also composed several cantatas. But the
work by which he is now best remembered
is
his treatise upon accompaniment entitled

and

'

egittiaca,'

IJ Arnio'iiico prattico at cembalo, ovvero regale,
osservaziem-i cd averti'inenti per ben suonare it
basso e accompar^nare sopra il cembalo, spinetUzThis work was republished
ed o-rgarw, 1708.
as lately as 1802 at Venice, and has maintained
its position in Italy even since the appearance
of the clearer and better arranged treatise of
Fenaroli.
[Cerii's mistake of ten years in the
dates of appointment to the Lateran, and
death {Cenni Storici dell' insegtia-menlo della,
mtisica in Zucca) was followed in various dictionaries, and in the appendix to the first edition
of the present work.
It has been fully disproved in an interesting article by Enrico Celani
in the Rirista Miiska/e Italiana, vol. xi.
228, entitled
II primo amore di Pietro
p.
Metastasio. ']
E. H. r.
GASSIER, Edoi'aed, born 1822 (Pougin),
was taught singing at the Conservatoire, Paris,
and in 1844 gained the first prize for opera and
opera-comique, and the second prize for singing.
On April 22, 1845, he made a successful debut
at the Opera Comique in Paris as Fiesque on
the production of Auber's 'Barcarolle.'
He
soon left that theatre for Italian opera, and
played on the stages of Palermo, Milan, Vienna,
and Venice.
In 1848 he married Josefa Fernandez (see below).
From 1849 to 1852 the
Gassiers were engaged in Spain, and in 1854
at the Italiens, Paris, where Gassier made his
debut as Assur in Semiramide. Chorley heard
him in the part, and described him as more
competent than interesting ... a voice not
of first-rate quality, wanting strength
but he
admitted that he sang the difficult and florid
music very well.
On Dec. 23 of this year he
sang as Ferrando on the production in Paris of
'Trovatore.'
In 1855 the Gassiers were engaged at Drury Lane in Italian opera under
'

'

'

'

;

'

GASSMANN

GATES

E. T. Smith, where Gassier made liis debut,
April 16, as the Count in Sonnambula,' and
later played Figaro in '11 Barbiere,' and Malatesta in 'Don Pasquale,' his wife being the
In 1860 he was
heroine on each occasion.
engaged alone by Sniitli at Her Majesty's

his

1861 with Jlme. Gassier at the Lyceum under

'

'

engaged at Her JIajesty's, and in 1868 at Drury
Lane under JIapleson, and sang the usual

and in the operas new to
1863 as Troilo in Schira's 'Nicolo
Faust'
in
de' Lapi, and Jlephistopheles in
1864 as Page in Nicolai's 'Merry "Wives," and
Ambrose in Gounod's 'Mireille' in 1866 Thoas
in 1867
Iphigenie en Tauride
in Gluck's
Pirro in a revival of Verdi's 'Lombardi, Fra
England

—

;

in

'

;

'

;

'

'

;

'

Melitone in La Forza del Destino,' Figaro in
the 'Nozze,'etc. In 1870 he sang under Wood
at Drury Lane in two operas new to England
May 12 as Don Beltrano in Mozart's 'L'Oca
del Cairo,' and, July 5, Laertes in 'Jlignon.'
He was a very useful singer and actor, and
a very good
withal, according to Santley,
comrade.' He died in Havana, Dec. 18, 1871.
His wife, Josefa, nie Fernandez, was born
'

'

in

1821 at Bilbao. She was originally a elioruswas taught singing by Pasini,

singer, but later

On April 8,
1846, she made her debut at Her Majesty's as
but
Elvira in Ernani, according to Chorley
Later she sang
she was admittedly a failure.
in Spain, Milan, and Genoa. In 1855 at Drury
Lane she made a great temporary success as
Amina, Lucia, Norina, and Rosina in II Barbiere.' In this opera she introduced with great
success
Ah che assorta, called the Gassier
vocal waltz, composed for her by the Genoese
composer Venzano.
At the end of the season,
according to the Musical World, she was presented with the managerial testimonial of a
In the autumn slie
magnificent piece of plate.
In
sang at JuUien's Concerts, Covent Garden.
1858 she sang again under Smith at the same
theatre, and in 1861 with Mapleson at the
Chorley 's
Lyceum, with diminished favour.
description of her in the Athencnim was that
she was one of tlie sour and acute soprani,
a favourite tenor of the period.

'

'

;

'

*

'

'

the effect she produced in certain parts by
the dash and audacity of her execution was
such that Meyerbeer w-anted her to sing at
a
Covent Garden as Catherine in L'Etoile,
notion of which he was only dispossessed by
still

'

'

'

'

the

male
Nov.

lady's utter

(Athcnauin).
1866.

attire
8,

pliysical

'

unfitness

for

.

.

.

She died at Madrid,
A. c.

Leopold, born May
in 1736 ran
1729, at Briix in Bohemia
away from his father, who wished to educate him
By playing the harp he worked
as a merchant.

GASSMANN, Floeian

4,

:

for

two

In 1762 he was invited to Vienna as a balleteompioser.
In 1771 he had entered on his new
office and suggested the formation of the
Tonkunstler Societat, a Fund for the Widows and
Orphans of Vienna musicians, a society which in
1862 was reorganised under the name of the
Haydn.' See FoWa Senkschrift, etc. (Vienna,
On the death of Eeutter, the Emperor
1871).
Joseph II. appointed him in March 1772 Court
capellmeister with a salary of 800 ducats.
Gassmann died at Vienna, Jan. 22, 1774, owing
to a fall from his carriage.
He composed twentythree Italian operas, of which two were translated
into German, L' Amor artigiana by Neefe and
La Contessina by Hiller.
[See list in the
Qtiellen-Lenlon.] He also composed anoratorio,
La Betulia liberata (Vienna, 1771), and much
church music, which Mozart thought more of
than of his operas (Letter, Feb. 5, 1783). When
at Leipzig, he said to Doles, who could not quite
join in his praises,
Papa, if you only knew all
we have of his in Vienna
As soon as I get
back I sliall study him in earnest, and hope to
learn a great deal.'
Gassmann cannot be said
to have exercised any special influence on the
development of musical form effected during
his time by Emanuel Bach, Haydn, and Mozart.
His best pupil was Salieri, who educated Gassmann's daughters as opera - singers after their
F. G.
father's death.
*

JIapleson, where they sang together as Samuel
and Oscar in the production in England of
Verdi's Ballo in Maschera, and as Don Juan
From 1862 to 1867 Gassier was
and Zerlina.

baritone repertory

where he studied

to Bologna,

years under Padre Martini.
He then entered
the service of Count Leonardi Veneri at Venice,
and his compositions were soon in general request.

'

in

way
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'

'

'

'

'

'

'

'

!

GASTOLDI, Giovanni Giacomo, born at
Caravaggio about tlie middle of the 16th cenmaestro di cappella at Santa Barbara in
tury
Mantua [from about 1581 until liis death, which
seems to have taken place in the first decade of
He was the author of Balthe 17th century.]
letti a 5 per cantare, suonare, e ballare (Venice,
1591-95
Antwerp, 1596), which are said to
have served Morley as models for his Ballets or
Fa-las.'
His later collections are Balletti a 3
Two
voei, etc. 1594, and Canzonette a 3 voci.
of them are well known to English amateurs
under the names of Maidens fair of Mantua's
Soldiers brave and gallant be.' Two
city,' and
Viver lieto voglio,' and 'A lieta vita,'
others,
are given by Burney in his History of Music.
These were adopted as Hymn tunes by Lindemann in 1597 to the words 'Jesu, wollst uns
respectively
weisen,' and 'In dir ist Freude
[A magnificat
Choralkunde,' 46).
(During,
and two madrigals are in vol. ii. of L' Arte
Al mormorar in
Masicale in Italia, and
;

'

'

;

'

'

'

'

'

'

'

'

'

'

'

'

AusgewdJiltc Madrigale.~\

F. G.

GATES, Bern.aed. Second son of Bernard
Born probably in
Gates of Westminster, Gent.
1685, is mentioned in 1702 as one of the Children of the Chapel Royal was made a Gentleman of the same in 1708 in place of John Howell,
who died July 15, and Master of the Choristers,
;

GAUL

148

GAULTIER

J. Churcli [at some time before 1732]
resided in James Street, Westminster.
He was
a member of the choir of 'Westminster Abbey,
and held the sinecure office, now abolished, of
Tuner of the Regals in the King's household
see the memorial tablet at Aston.

rice

;

His chief claim to mention is his connection
with Handel, whose Esther was acted under
Gates's care by the Children of the Chapel Royal
at his house, Feb, 23, 1732, and afterwards at
the King's Theatre, Hayniarket.
He also sang
one of the airs in the Dettingen Te Deum on its
first performance in 1743.
[In 1737 his wife
died and he retired to North Aston near Oxford,
where he died, Nov. 15, 1773, at the age of
'

'

eighty-eight (according to the epitaiih at "Westminster).
He was buried in the north cloister
of the Abbey on Nov. 23
he becjueathed his
property to Dr. T. S. Dupuis w-ith a further
;

Dr. Arnold.
He composed a
and some single songs. His portrait
in the Music School Collection at Oxford.

remainder

to

service in F,
is

(Corrections from Diet, of Noi. Biog. etc.).]

GAUL, Alfred

Robert, born

g.

Norwich,

at

April 30, 1837, was a chorister iu Norwich
Cathedral from 1846, and was afterwards articled
pupil and assistant to Dr. Buck.
He held the
post of organist in succession at Fakenham,

Lady Wood, Birmingham, and

St. John's,

St.

Augustine's, Edgbaston.
He took the degree
of Mus. B. at Cambridge in 1863.
He was
appointed conductorof the WMsall Philharmonic

Society in 1887, and has been teacher of harmony
and counterpoint at the Birmingham and Midland Institute, and other places.
His works,
the superficial fluency of which has won them a
wide popularity, include 'Hezekiah,' oratorio,
Amateur Harmonic Association, Birmingham,
Psalm i. 1863
'Ruth,' sacred cantata,
1861
1881; 'The Holy City' (Gaul's best-known
Passion
work), Birmingham Festival, 1882
Psalm cl. London Church Choir
Music, 1883
Association, 1886;
Joan of Arc,' Birmingham
Festival Choral Society, 1887 The Ten Virgins,
1890 'Israel in the Wilderness,' Crystal Palace,
1892; and 'Una,' Norwich Festival, 1893.
;

;

;

;

'

;

;

Many

psalms, hymn-tunes, chants, part-songs,
and some pianoforte pieces, are also inBrit. Mus.
cluded among liis compositions.
etc.

Biog.

GAULTIER,
vieux,

'

le
Denys, and Gaultier
members of a celebrated
'

the last two

family of lute players, or lutheriens as they
were then called, lived in Paris during Louis
Titon du Tillet {Le parnasse
XIII. 's reign.
franrfiis, 1732) states that they both came
from Marseilles, but in a lute codex in the
Bibliotheque nationale, Paris (Vm. 26.59, No.
Allemande gignee de Gautier de
is an
5),
Lion which occui's again in four other luteGigue du
books and is in each case called
ideux Gaultier,' so it seems probable that
lived
le vieux,' born about 1597,
Gaultier
'

'

'

'

'

'

originally
It

Lyons.

in

Denis

Fleischer,

(0.

fur Musikteiss. 1886.)
Mr.
just possible that this Gaultier was

Gaultier,

Vierteljahrs.

'

is

(Thos.
Mace, ifusiclc's Monument, 1676, p. 48), the
Jacques Gaultier or James Gouter, court-lutenist
Gootiere, the famous lutenist in his time

in

England from 1617

to

whom

1647,

London
In October 1647 Gaultier sent him
Huygens met

stantiu

'

in

in

Con1622.

'quelfjues

petites choses de nostre luth et quelques airs a

chanter,' presumably of his

owm

composition.

Two

years later they were corresponding on the
luth de Bologne that Huygens
subject of a
in a letter preserved
was anxious to acquire
'

'

;

in

British

the

Museum (Add. MS.

15,944,

46, dated in pencil '28

Aug. 49'), Gaultier
writes
Je vous prie, Monseigneur, de ne
trouver rude que je traite avec vous de pris
pour quoy que ce soit, qui soit a moy. Je vous
Apres
priray de regarder I'etat de ma fortune.
trent annee de service a un si grand roy et
royne, que je n'ay rien a montrer que ce luth
(See also MM.
et de plus je suis marie,' etc.
Jonckbloet et Land, Correspojidance de ConLeyde, 1882, pp. 207, 210.)
stantin Huygens.
This was rather ungi-ateful, for he was receiving
an annuity of £100 for his services by royal
warrant (see Diet. Nat. Biog. s.v. Gouter).
M. de la Barre also writing to Huygens (p. 148)
on Oct. 15, 1648, alludes to Mrs. les Gautiers
et autres excellents joueurs de luth.'
There is
a portrait of Jacijues Gaultier with the inscripf.

'

:

;

'

tion

:

—

'

-Jacobo

Goutero, inter regios magnae

BritanniaeOrpheoset AmphionesLydiae, Doriae,
Phrygiae testudinis tidicini et modulatorum,'
etc.
Joannes Livius fecit et excudit' (Claussin,
Sujipl. au cat. de Rembrandt, 1828, p. 75, No.
It is thought that he returned to France
58).
about the time of the Commonwealth and
settled in Paris with his cousin Denys (Fleischer,
Viertelj. 1886, p. 81).
There his great reputation brought him numbers of pupils, meme des
personnes de la premiere condition,' says Titon
du Tillet, who mentions amongst others, Gallot,
du Fan, du But, Mouton, etc. He adds that
M. de Troys, the famous painter wdio died 1730
at the age of eighty-six, was in his youth a friend
'

'

and ptainted a line portrait of him
which he believes was engraved. This does not
give us any very definite date, but would be
about 1664 if de Troys painted it when he was
of Gaultier,

twenty.
Mattlieson {'rni))dhige einer EJirenjforte,
1740, p. 88), mentioning Froberger's stay in
Rome between 1650 and 1655, says he then
went to France und nahm die frantzbsische
Lantenmanier von Galot und Gautier auf dem
Clavier an, die damahls hochgehalten wurde.
Gaultier le idenx died about 1672 in Paris.
The title only is known of a volume that included
compositions of both Gaultiers
Livre de
tablature des jneces de luth de M. Gaultier, Sr.
de Neiie et de M. Gaultier, son cousin, sur
'

'

'

:

—

'
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GAUNTLETT

plusieurs dilierentes modes, avec quelques regies
qu'il taut observer pour le bien toucher/ grave

par Kicher, a Paris
dans La Monuoye.

oliez la

veuve de M. Gaultier,

(Becker, Die Tonivcrke dcs
16. Wild 17. Jahrhii'iidais, 1855, p. 280, gives
Livre de tablature de pieces de luth sur

Fleischer reprints tuo
Pa vane du .leune Gaultier,' and
Allem^mde mi Touibea.u dt- rEticlua du Jeune Gaultier.'
Fit-cea de luth de Denys Gaultier sur differeiia mudee nouveaux.
Grave par Richer avec privilc^'e du roy. A Paris chez I'autheur,
rue b.iillete, proche la Monuoye. obi. 8vo, no date. Is in the Paris
Bibl. nation.-tle (Vm. f. 2687 de la reserve) also the following MSS
— Vm. i6.'i8. obi. -Ito. Pii>ces de luth reeueillies et ^-c rites a Caen et

Bcription.

Titon du

mentions L'Inimortelle,' La Nonand Le Tombeau de Mesaugeau as
le
the principal pieces composed by faultier
The last named is in a MS. in the Bibl.
vieux.'
nationale, Paris.
De La Borde (Esscci sar he
Tillet also
pareille,

'

;

Vm.

'

'

8.

:

de Brossard.

Contains pieces

2659, obi. 4to.
Lute pieces by 'Gautier le vieui,'
'Gautier de Lion,' 'Gautier.'
2660, oIjI. 4to. Piecea by Gaultier.

Paris,'

Vm.

Vm.26ti0.

'

'

'

'

:

autres lieiix ea aonea 1672-73. par
by Gaultier.

'

diffcrens modes,' Paris, 1664, Iblio.)

I4y

initialled

(3

ft.

Pieces by

obi. 8vo.

J

only.

'

Gautier de

Denys Gaultier. the larger number

(Fleischer.)

In the Paris Conservatoire Eibl, No. 22,34'2. The Codes Millenm,
a collection of lute pieces.
In the Berlin kOnigl. Bibl. No. 20,052. The lute-book of Virginia
Eeuatft von Gehema, includes two pieces by 'Gottier,' a 'Giyue'
and 'Cuoranta Gravelin.'
In Vienna Hofbibl. No. 17.706. A collection of piecea in lute
tablature by various composers. Includes
L'Honaicide,' anony'

musique, 1780,

iii. p. 522) says that Gaultier,
a friend and pupil of Mesaugeau, composed it
on ne se lassait pas de
in memory of him
'

;

Ventendre.'
Fleischer gives the names of three
Le Loup,' 'La concpif^rante,' and
other pieces,
Les Larmea de Boset ou la volte.
See also
the list of works of Denys Gaultier.
*

*

'

Dents Gaultier,

of

migrated

Marseilles,

mous, and 'Courante (d.g.) Le Canon
Allemande Coureute
Gigue, Courente
L'Imniortelle'; "Courente, suit la superbe do
Dufeaux," Derniere Courente
all by Denya Gaultier.
{Mantuani'a
'

and

there some

"was certainly living

time before the death
lute player, in 1630.

of

Sieur I'Enclos, the
three pieces

He composed

his memory, Nos. 60, 61, and 62 in the
Hamilton Codex, entitled Tombeau de Monsr.
de Lenclos,' 'La consolation aux amis du Sr.
La resolution des amis du Sr.
Lenclos and
Denys was a renowned
Lenclos sur sa mort.'
Mersenne {Harinonie Kuiccrselle,
lute player
1636, livre 2, p. 92), writing of the lute, mentions la difficulte qu'il y a de le toucher aussi

in

*

'

'

;

'

parfaitement que les sieurs PEnclos, Gautier,'
Gaultier's compositions for the lute are
etc.
always eilectively Avritten, generally consisting
of short dance tunes grouped together in sets or
suites.

The

characteristic fashion of labelling

each piece with a descriptive title such as Phaeton foudroye,' 'Artemis ou I'oraison funebre,'
La coquette virtuosa,' La caressante,' is shown
in the Hamilton Codex, an important collection
of sixty-two of Denys Gaultier's compositions,
entitled
La Rhetorique des Dieux compiled
between 1650 and 1655, and now in the Berlin
Fleischer
kunigl. Museum (No. 142, obi. 4to).
published all the music in the VierteljalirsHe mentions that Dr. Suchier
schrift for 1886.
of Halle drew his attention to the fact that in
the list of Lieutenans-generaux au bailliage
M.
et Comte en Beauvoisis,' 1414-1680, is a
Denis Gaultier, lieutenant-general en 1656.'
Among his comGaultier died before 1664.
positions Titon du Tillet mentions L'Homicide
and Le Tombeau de Lenclos (both in the
'

*

'

'

'

'

'

'

'

'

'

Le Canon (in Perrine's
Le TomFleischer adds
Livre de musique).
beau de Raquette,' 'La champre,' 'La belle
tenebreuse and Allemande grave ou son tom-

Hamilton Codex) and

'

'

'

'

'

beau.'

List of compositions

:

La Rht^toricine des Dieux de D. G. (see for
The Hamilt-tiD Codex
contents O. Fleischer. Vi^rrelj. 1S861.
Livre de musique pour le lot. Contenant une nn'tode nouvelle et
facile, etc. par le Sr. Perrine. (Priv. du. roy dated Dec. 9, 167!).)
Has Le canon ou courante de Mr. Gaultier.' lute tablature with
'

'

:

trail Bcripti on.
Pificea de luth

Perrine.
Paris. 1680.
A
collection of lute pieces by both Gaultiers in tablature with tr.m-

en musique par

le

Sr.

'

;

'

'

Cat.

;

I

In the Mecklenburg-Schwerin Bibl. A MS. in lute tablature. dateii
Among the seventy-two compositions Noa. 52, 54,
No. 56, Jacconne de gauttier
57, Courante de I'immortelle de gauttier
59,
Capr. de gautier
and 63, "Allemande de gauttier.' (Kade's Cat. p. 267.)
InNo.97oftbe Gripsholm Bibl. 'La Payasant,' L'immortelle,'
Courante de D. Gautier,' 'Le canon courante du Gautier,' 'Courante
du Gautier,' etc. (Tobias Norlind, Die Musik'jeschichte Schwederu).
In the Basle Universitatsbibl, is a 'Courante de Gauthicr and
Gigue de Gautier (J Richter's Cat.
In the Bodleian IMS. Mus. Sch. G. 616-618) there is a very fine
collection of MS. lute music, in three small obi. volumes, by Dubut
le vieux, Mouton, Pinel, Gallot, Blanrocher, Emon, etc., but the
larger number of preludes, pa vans, aai-abaudea, courantes, allemandes, gigues, and one caiiarie, are all by Gautier. le vieux
Gautier," 'Gautier de P.,' and 'Gautier de Lyon." These include
the allemande Les deniii!res paroles ou Testament de Mezangeaii,'
the courantes' Leslarmesde Boisset.' L'imniortelle,' with the 'Oontrepartie de I'immortelle.' and L'adieu by le vietix Gautier the
siirabande La Bergdre by Gautier the allemand Le tombeau de
Blanrocher,' the pavau "La dediciice," the courantea 'La belle
homicide,' La champrt^,' and La confidente," and the canarie by
Gautier de Pfarisl.
A similar MB. (Mus. Sch. F. 'i76) eont-ains the three courantea
'Le Canon,'
L'immortclle.' L'homicide,' and a sarabande by
Gautier.
q g
Oct. 10, 1651.

and 69 are Courantes de gauttier
'

'

'

;

'

'

'

'

'

;

;

'

'

'

).

'

to Paris

'

;

'

'

'

'

'

'

;

'

'

'

;

'

'

'

'

GAUNTLETT,

Henp.y John,
Henry Gauntlett, was

eldest son of

July 9,
educated
by his fatlier, and at an early age evinced an
aptitude for music, especially for playing on the
organ. His father was piresented to the vicarage
of Olney, Bucks, and there, at the age of nine,
young Gauntlett entered on the duties of his
[His father took
first organist apptointment.
him to London about 1821, and Attwood wished
to take the boy as a pupil, but his father refused,
the Rev.

liorn

He was

1805, at M^ellington, Salop.

and, after a short stay in Ireland as a private
tutor,] he was articled to a solicitor in 1826.
During his clerkship he pursued the study of
law and nnisic with equal assiduity, and in 1827
obtained the post of organist of St. Olave's,
Southwark, which he held for upwards of twenty
years. In 1831 lie was admitted a solicitor, and
commenced practice in the City of London in

About 1830, having
attained a high rej.utation as an organist, he
commenced his advocacy of a reform in organjiartnershipwith a brother.

building by the adojition of the C organ in the
He met
place of the old F and G instruments.
with the strongest ojiposition, but finding a
valuable auxiliary in "William Hill, the organbuilder (who, under his superintendence constructed the organs in St. Luke's, Cheethani,
Peter's, Cornhill
Ashton Mancliester
St.
under-Lyne Church Dr. Kaffles' Chapel, Liverpool and St. John's, Calcutta and reconstructed
the large organs in Birmingham Town Hall, and
Christ Church, Newgate Street), he attained his
;

;

;

;

;
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aim, and through his exertions the C organ was
firmly settled in England.
In 1836 he became

evening organist of Christ Church, Newgate
Street, [at a salary of two guineas a year.
The
organ at this church was transformed in time
for the visit of Mendelssohn in 1837, and he
played upon it (see an account in the Musical
Jf'orld of Sept. 15, 1837).

Loudon

He

lectured at the

In 1842 Dr.
Howley, Archbishop of Canterbury, conferred
on him the degree of Doctor of Music. About
the same time he gave up the law and devoted
himself wholly to music. In theyear 1844Gauntlett, in conjunction with Charles Child Spencer,
drew attention to the subject of Gregorian music
(of which he was a devoted adherent) by the
publication of the Hymnal for Matins and
Evensong (Bell & Daldy). It is as a composer
and editor of psalm and hymn tunes that he will
be best remembered. For upwards of forty years
he worked in that field with unwearied enthusiasm, and there was scarcely a publication of any
note issued during that period in which he waa
not engaged as editor, assistant, or contributor.
Institution in 1837-42.]

Able articles from his pen, abounding in learning
and spirit (the opinions confidently expressed),
will be found in the first six volumes of The
Musical World, in The Mcniiing Post, The
Orchestra, and The Church Musician.
After
quitting St. Olave's and Christ Church in 1846,
Gauntlett was successively organist of Union
Chapel, Islington (for eight years), of All Saints,
Netting Hill, and of St. Bartholomew the Less,
Smithfield.
He was chosen by Mendelssohn to
play the organ part in 'Elijah,' on its production
He died
at Birmingham, August 26, 1846.
suddenly, from heart disease, Feb. 21, 1876,
and was buried at Kensal Green Cemetery.
Gauntlett's principal publications, besides
those mentioned, were
:

ffre^oHan Canticles, 1844
The Church
77ie Psalmist, 18.'i9-41
Caiit^is
JI;/mn and Tune Book (with Eev, W. J. Blew], 1844-51
ilAod'tci, 1845 [ori^nnlly intended as tlie title of a separate work,
and subsequently as the preface to The Church Hymn and Tuiie Book]
The Comitrehenitive Tune Book (with Keams), 1S46-47 The (}re^orian
Psalter, 1846 ffarmonies to Gregorian Tones, 1847 Camjyreh>m*ive
Choir Book, 1843; quire and Cathedral Psaiier, 1848; Christtims
Carols, It^ The Bihle Psalms, 1848 Chants, Ancient and Modem,
1848; The Hallelujah (with Kev. J. J. Waitel, 1848-55; The Stahat
Afater, set to eight melodies, 1849 Order of Morning Prayer, 1850
Church ATithom Book (Incompletel. 1852-54; Hymns for Little
Children, 1853 TTie Congregational Psalmist (with Hev. Dr. Henry
Christmas
Carlyle"s Maniuil of Psalmody, 1860
Allen), 1856
Minstrelsy, 1864; Tunes, A'eio and Old, 1866; Harland's Church
Psalter and Hi/mnat, 1869 Service of Song, 1870 Parish Church
Tune Book, 1871 National Psalmody, 1876. In 1856 be worked at
an Encyclopedia of the Chant, for the Key. J. J. Waito (published
in 1885.) [l,int tvoisi Bid. of ^at, Diog.i
yf^ jj_ jj_
:

;

;

;

;

:

;

;

;

;

;

;

;

;

;

;

GAVEATTX, Pierre, bom

at Beziers,

August

died insane at Charenton, Feb. 5, 1825
studied composition under Beck, conductor of the

1761

;

;

theatre at Bordeaux. There he made his debut
as teuor with a success which decided his future
career.
His voice was warm and flexible, he
sang with great expression, and during an engagement at the Opera Comique in Paris in 1789

many important parts. As a composer
he produced between 1792 and 1818 no less
than thirty-five operas, written in an easy and
essentially dramatic style, natural and simple in
created

melody,

but

not

characterised

Among

originality.

these

may be

by depth
specified

'

or

Les

'Le petit Matelot' (1796)
(1798), the same
subject which Beethoven afterwards set as
Fidelio
Le Boutfe et le Tailleur '(1804), sung
by Ponchard and Cinti-Damoreau as late as 1835,

deux Suisses' (1792)
'

;

;

Leonore ou I'amour conjugal

'

;

'

'

'

and played in London in 1849 and 'Monsieur
Des Chalumeaux' (1806), afterwards played as
a pantomime.
He also published a book of
Canzonette dedicated to Garat, and
Italian
another of French 'Romances.' These are forgotten, but some of his operaairs have maintained
their popularity, and occupy an honourable
[The titles of
place in 'La Cle du Caveau.'
twenty -six operas are given In the Qtidlen;

'

'

G. c.

Lexik(m.~\
_

GAVINIES, Pierre, an eminent French
violin player, born at Bordeaux, May 26, 1726.
[But see the Quellen- Lcxikon on the question of
the date.] His instructors are unknown, but it
is assumed that he was self-taught, forming his
style chiefly after the great Italian violinists,
who were then much in the habit of travelling
He was still a boy when he made
in France.
his first successful appearance at the Concert
Spirituel in 1741, and after this to the end of
his life he but rarely left Paris, where he soon
came to be considered as the best firing violinist,
and was a great favourite in fashionable circles.
Contemporary writers attribute to him all the
qualities of a really gi'eat performer
wonderful
execution, a great tone, spirit, and feehng.
His
fiery temperament at one time got him into
considerable trouble
he became involved in a
liaison with a lady of the court, and on being
detected had to fly from Paris, but was captured
and imprisoned for a year.
This experience
efi'ectually sobered him, and we are assured that
later in life he was as much esteemed for his

—

:

During
imprisonment he composed a piece which,
under the name of 'Komance de Gavinies, for a
long time enjoyed considerable pojiularity in
social virtues as for his artistic gifts.

his

'

France, and, according to Fetis, used to move
the hearers to tears, when performed by the
composer. He directed the Concert Spirituel in
1773-77, and on the foundation of the Conservatoire in 1794, was appointed to a professorship
of the violin.
He died at Paris, Sept. 9, 1800.
In France Gavinies is generally considered
the founder of the great French school of violinists.
This is true in one sense, as he was the
first professor of the violin at the Conservatoire,
but with such a predecessor as L&lair, the title
appears at least disputable.
Viotti is said to
have spoken of him as the French Tartini.
But,
although there can be no doubt that Gavinies
did more than any one before him towards transplanting into France the true and earnest style
of the gi'cat Italian school of violin playing, it
is impossible to rank him in any way with
Tartini as a composer for the violin or even as

GAVOTTE

GAYARRE

His works, while not devoid of
performer.
a certain pathetic dignity, do not show an individual original style, and are in every respect
inferior to Tartini's masterpieces.
They are on
the whole rather dry and laboured.
On the
other hand it must be granted that they indicate
considerable advance in technical execution.
His most celebrated work, Lea vingt-quatres
Matinees,' surpasses in difficulty anything ever
written by Tartini, and as we are assured that
Gavinies used to play them even in his old
age with the greatest perfection, we must
assume him to have possessed an eminent execuBut it cannot be denied that his manner
tion.
of writing for the violin, and the peculiar class
of difficulties which his studies contain, show
a tendency to go beyond the natural resources
in fact, a tendency to exagof the instrument

In any case it is not strictly a gavotte.
The
same may be said of the gavotte in Gluck's
'Orphee,' which begins on the fourth beat of
the bar, and should therefore rather have been
marked Tempo di Gavotta.
A second gavotte

a

'

—

makes its appearperiod in any art, and

geration, such as invariably

ance after a classical
such as, in the art of violin playing in particular, is represented towards the end of the 18th
century by the masters who lived after Tartini
and before Viotti. It is for this reason that
Oavinies's
Matinees cannot be ranked with
the classical studies of Rode, Kreutzer, and
Fiorillo.
This, however, does not preclude their
being both of interest and use to advanced
'

'

students.

Capron, Robineau, and Le

Due

atn4, are the
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'

'

'

'

frequently succeeds the first as a 'trio,' in the
modern sense of that term. This second gavotte
is either similar in construction to the first, as
in Bach's orchestral Suite in
(' Franzosische
Ouvertiire '), or is a Musette, i.e. founded on
a 'drone-bass,' as in the third and sixth of
Bach's 'Suites Anglaises.'
The position of the
gavotte in the suite is not invariable, but it
usually follows the sarabande, though occasionally it precedes it.
E. P.

D

GAWLER,

William, an organist and comhave been born at Lambeth in
1750 he died there March 15, 1809. In 1785
he was organist to the Asylum of Refuge for
female orphans, Lambeth,' and in the following
year published a book of Hymns and Psalms
in use there, followed by a Suppjlement.' Other
poser, said to
;

'

'

'

sacred compilations and compositions followed
and preceded this work, including Harmon ia
'

Sacra,' Dr. Watts's

Divine Songs,' Voluntaries
'Lessons for the Harpsifor the Organ,' etc.
chord and similar W'orks also came from liig
Before 1798 he had turned music pubpen.
lisher, living at 19 Paradise Row, Lambeth,
and from here he issued much sheet and other
'

'

'

Bebest known of Gavinies's numerous pupils.
sides the Matinees he published six Concertos
for the Violin, two sets of Sonatas for Violin

music.

and Bass (some of "which have been recently
republished by Alard and David), six Sonatas
for two Wolins, three Sonatas for Violin Solo
(one of them entitled 'LeTombeaude Gavinies').
He also composed an opera, Le Pretendu,
which was played at the Comedie-Italienne in

a collection of i)salm tunes in four parts under
the title of
Harmonia Perfecta,' containing

'

'

'

1760.

p.

D.

A

GAVOTTE.

French dance, the name of
which is said to be derived from the Gavots, or
people of the pays de Gap in Dauphim^.
Its
original peculiarity as a danse grave was that
the dancers lifted their feet from the ground,
while in former daiwes graves they walked or
shuffled

—

(Littre).

It is in

common

time, of

moderately quick movement, and in two parts,
each of wliich is, as usual with the older dances,
repeated.
lu the original form of tire dance
the first part consisted of four and the second
of eight bars
when introduced as one of the
movements of a suite, it has no fixed number
of bars.
The gavotte shoulil always begin on
the third beat of the bar, each part finishing,
therefore, with a half-bar, which must contain
a minim, and not two crotchets.
Occasional
exceptions may be found to the rule that the
gavotte is to begin on the third crotchet, as, for
instance, in that of No. 3 of Bach's 'Suites Fran9aises, which commences on the first crotchet,
but of which, it should be noticed that in the most
authoritative editions it is termed an 'Anglaise.'
;

'

F. K.

GAWTHOKN,

Nathaniel,

clerk

the

at

Friday Lecture in East Cheap, published in 1730
'

some hymns and anthems, and an

also

Intro-

duction to Psalmody.

w. H. H.
GAYAKRE, Julian, born Jan. 9, 1844,
either at Roncal^ or near Pampeluna,^ was the
son of a poor blacksmith.
Through the kindness of Senor Eslava, a Spanish musician, he
studied singing at the Conservatorio of Madrid.
He began his career at Varese as a second tenor,
but soon after made a great success as Neniorino
in 'L'Elisir.
He sang at Parma and Rome
1873, where on April 6 he played Amadeus II.
in Libani's Conte Verde,' and on April 8, 1876,
Enzo in Ponchielli's Gioconda at the Scala,
Milan
he sang at Vienna, St. Petersburg,
South America, and elsewhere.
From 1877 to
1881 he was engaged at Covent Garden, where
he made his debut, April 7, 1877, as Fernando
in
La Favorita, and proved himself a very
serviceable tenor, though he did not fulfil the
hopes entertained of him as Mario's successor.
He pjlaycd with success in the 'Huguenots,'
'Prophete,' 'Tannhauser,' 'Lohengrin,'
Der
'

'

'

'

;

'

'

'

Freischiitz,

'
'

Puritani,

'

'Lucia,'

'Lucrezia,'

He

reappeared there in 1886
12, 1887, the
tenor part in the production of Glinka's
Vie
'Rigoletto,' etc.

and 1887, and sang, on July

'

3

lUustrated Sportiwj and DraTnatic Newt.

GAZZA LADRA, LA

GEBEL

pour le Czar.'
In the meantime he played in
Madrid, in 1884 at Paris in Italian, in 1886
for a few nights as Vasco da Gama in French
at the Opera, in 1888 at Milan, and in 18S9
in Spain.
On Jan. 2, 1890, ho died at Madrid,
universally regretted on account of his many

regretted as a sterling musician and an upright
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charitable

actions
e.g. the foundation of a
school of singing for indigentyouths of his native
country. {Gazzella MasicaU di MUa.no.) A. c.

GAZZA LADRA, LA (The Thieving Magpie).

A

comic opera in two acts libretto by Ghei'armusic by Rossini produced at La Scala,
;

dini

;

;

Milan, May 31, 1817, in London at the King's
Theatre, March 10, 1821, and in Paris, Sept. 18.
In English (adapted by Bishop) as Ninetta,
or the Maid of Palaiseau,' at Co vent Garden,
Feb. 4, 1830.
G.
'

GAZZANIGA, Giuseppe, one of the most
celebrated opera composers of his time, born at
Verona, Oct. 1743
pupil of Porpora, both in
Venice and at San Onofrio in Naples, He also
studied under Piccinni.
Through Sacchini's
;

cieco,
was
[But Riemann
gives the date of this work as 1786, and says
that Gazzaniga's first opera was entitled
II
barone di Trocchia. '] Among his many operas
may be mentioned II convietato di pietro,' the
forerunner of Don Giovanni,' which had an
extraordinary success in Venice (1787), Ferrara,
Eome, Bergamo, and London, where it was
performed repeatedly.
[See the Monatshefte f.
Musikgeschichte, 1870, No. 3, and the Vicrtelj.
Gazzaniga was
f. Musikwiss. vol. iv. p. 251.]
afterwards maestro di cappella at Crema, where
he devoted himself entirely to church music,
[He died there early in 1819. Three oratorios
are mentioned in the Quellen-Lexikon., where
eight of his numerous operas are noted as

influence

his

opera,

tirst

'

II

fin to

'

performed in Vienna (1770).

'

'

'

extant.]

F. G.

GEBAUER, Feanz Xaver,

born in 1784 at

left

a

of choral comj>ositions in MS.
was intimate with Beethoven, who in a note

small

He

published a few lieder, and

He

man.

number

by Seyfried [Becihomis Studien,
Anh. 36, and Kohl's Brkfe, No. 234), puns
upon his name in his favourite style, calling
c. r. P.
him Geh' Bauer and der Bauer.'
GEBEL, JoHAN'x Geoiig, who gives a detailed
account of his own life in Mattheson's Grmidlage
eincr Ehrenpforte, 1740, was born at Breslau in
1685.
He was apprenticed to a tailor when
fourteen, but threw this up for music when
eighteen, and became a pupil of Fr. Tiburtius
preserved

'

'

'

At

Winckler, the cathedral organist.

the Hof-

accompanied soloists,
either from the figured bass, or when they were
He acted as deputy
extemporising, by ear only.
organist for Winckler, Krause, and others, and
In 1709 he was
also gave lessons in music.
capelle concerts he often

appointed organist at the Pfarrkirche at Brieg,
and continued his studies with the capellmeister
In 1713 he returned to Breslaa
G. H. Stbltzel.

and was ap])ointed organist, and in 1714 MusikGebel
direetor at the Church of S. Christojiher.
failed to obtain the principal organistship of S.
Elisabeth in 1739, a post which his second son
Of an ingenious turn
occupied ten years later.
of mind, he invented a Clavichord with quartertones, and a large Clavicembalo with six complete
octaves, etc.
In 1749, although old and feeble,
he took the place of his second son as organist
of the Dreifaltigkeitskirche at Breslau, but died
in 1750.
His two elder sons were both professional musicians, and it is not always easy to
distinguish between the respective compositions
of father and son, but to the father may probably
be attributed
In the Berlin kbnigl. Bibl.
MS. 7210, Passion-music with instrumental
accompaniment.
MS. 7212, four sonatas for
string instruments.
MS. 7213, two sonatas for
;

—

Eckersdorf, Glatz, Prussian Silesia, received his

two

early musical education from his father,

In the Bibl. of the Joachimsthalsche Gymnasium, Berlin, three cantatas in score. (Eitner.)
In Liibeck Stadtbibl. in a MS. collection of
motets for four voices in score
No. 20, G. Gebel.

tlie vil-

In 1804 he became oiganist
and in 1810 went to Vienna,
where he soon became known for his extraordinary execution on the Jew's-harp, and lived by
giving excellent pianoforte lessons, and j)laying
In 1816 he was appointed
the violoncello.
lage schoolmaster.
at Frankenstein

Chordirector

and

there,

;

of the church of St.

thanks

Augustin,

to his indefatigable efforts,

the larger works of the great masters were satisHe was also one of the
factorily performed.
earliest and most active members of the Gesellschaft der Musikfreunde, founded in 1813.
In 1819, through his endeavours, were started
the Spirituel - Goncerte, which continued in
existence until 1848, and into the programmes
of which none but sterling works were admitted.
Gebauer was the first conductor, but did not long
enjoy the fruit of his labours. In Oct. 1822 he
returned from a journey to Switzerland seriously
ill,

and died

in

Vienna on Dec.

13, sincerely

flutes or strings.

(Eitner, Qudlen-Lexikcm.y

:

Motetta

Cat

p.

'

:

Der Herr

ist

mein

Licht.'

(Stiehl's

19.)

Gebel himself (Mattheson, p. 407, etc.) says
he composed many Clavier pieces a Canon in
thirty parts, which had to be played through
twelve times if it were to end in the key in
which it began Psalms for double choir a
Mass for double choir with instrumental accompaniment forty-eight Chorales for the organ ;
Partite, Chaconnes, etc.
Georg Gkbel, his elder son, born Oct. 25,
1709, at Brieg, began to play the harpsichord
when four years old. He was carefully taught
by his father, and when twelve years old was
taken to exhibit his powers as an organist before
the Duke and Duchess of Oels.
He acted as
deputy organisttohis father, studied composition,
;

;

;

;

GEBEL

GEISLER

in 1729 became, sub-organist at S. Maria
Magdalena, Breslau.
In 1730 he was playing

and

the second liarjisichord at
Breslau.

Among

at S. Elisabeth,

his friends were Fedele, tire

organist Hoffmann, and tlie lutenist Kropfgans.
In 1733 he became capellmeister to the Duke

In 1735 he was appointed ClavieemDresden Holcapelle, then at Warsaw
under the direction of Count von Briilil, but
soon after returned to Dresden, where he learned
to play tlie Pantaleon, a difficult stringed instrument invented by Hebenstreit. He married
Susanna Gebel, a clever painter, and devoted a
In 1747
great deal of his time to painting.
Joliann Friedrich von Scliwarzburg appointed
of Oels.

balist in the

him concertmeister and

later capellmeister at
Rudolstadt. He died Sept. 24, 1753, atRudolstadt at the early age of forty-four, worn out
by the strain of constant overwork. The mass
of his music probably suffered from the haste
with which it was produced for he rivalled his
In
father in the quantity that he composed.
the Mecklenburg-Schwerin grossherzogl. Bibl. is
Partita per il cembalo composta da Georg
a
Gebel, maestro dei concert! di sua Altezza
sereniss. Monsignore il Principe regnante di
Dedicated to Joh. Fried,
Schwartzburgo,' etc.
Printed at the expense of C. F.
of Schwarzburg.
Eschrieh at Rudolstadt. And in MS. part-books
Oratorium auf den heiligen Christ -Abend,
'Jauchzet ihr Hrmmel, erfreue dich Erde,' for
Sopi'ano, Alto, Tenor, Bass, Clarino I. and II.,
Fagotto, Flauto, Viol. I. and II. Viola e Fondamento.
The te.xt-bookis dated 1748. Sinfonia
in G, and Sinfonia in D( {i.e. D major), for
;

'

—

,

and II., Oboe I. and II., Viol. I. and II.,
Sinfonia in D major, for
Viola e Fondamento.
same instruments, with the addition of Clarino
I. and II. (Kade's Cat. p. 295).
In the Gotha herzogl. Bibl. is a MS. cantata
(Eitner.)
Ich will meiiien Engel senden.'
In the Darmstadt Hofbibl. is a MS. score
of a sinfonia for Viol. I. and II., Viola and Basso.
Three MS. Partite a 4 (2 vln.,
(Eitner.)
viola, and bass) and one overture a 7 (Fl. douce,
Fl. trav., ob. 2, vln,, viola, and bass) are in
Corno

I.

'

Breitkopfs Catalogue for 1705.
Gebel is also said to have composed music for
two years of Church high-days and festivals
more than a hundred Sinfonie and Partite
twelve
Christmas oratorios
Passion- music
Serpillius und Melissa
operas, of which one
was performed at Dresden, and five more at
'Medea,' 1752;
Rudolstadt, 'Oedipus,' 1751
Sophonisbe,'
Tarquinius Superbus,' 1752;
1753 and 'Marcus Antonius,' 1753.
Georg Sioismund, the second son of Johann
He
Georg Gebel, was born in Breslau, 1715.
In
was a clever composer and clavier player.
1736 he was ajipointed sub-organist at S. ElisaHe married, June 17, 1744, the
beth, Breslau.
In
daughter of the organist J. G. Hoffmann.
1748 he became organist at the Dreifaltigkeits;

;

;

;

'

;

'

'

;

and in 1749 principal organist
which post he held till his death
(Marpurg, Hisl.-lrit. Beytrdgc, 1754,

kirche, Breslau,

Italian opera in

tlie
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in 1775.

364.) He published various compositions for
c. s.
the organ.
GEDACKT-V'ORK {i.e. gcdccU). All the
Flue-stops of an organ composed of pipes that
are entirely covered or closed in at the top are
members of the Gedackt or Covered-work. To

i.

'

'

Sub-Bourdon, 32
Stopped Diapason, 8 and Stopped.

this class, therefore, belong the

Bourdon, 16
Flute,

and voiced

the adjective
Bourdon, 16
Flote,

lich

generally
either of
first

"When made to a

foot-tone.

4

scale,'

;

;

;

'

small-

'

produce a sweet tone,

so as to

Lieblich is prefi.xed, as Lieblich,
Lieblich Gedackt, 8 ft., Lieb'

ft.,

4

Large

ft.

stopped

pipes

are

made of wood
the smaller ones
wood or metal. Covered Stops were

made

;

in

Germany,

in the early piart of the

16th century.

E. j. H.

GEIGE

(Germ.), the exact equivalent of our
word 'fiddle,' as a familiar, if not slightly
contemptuous, term lor instruments of the
violin family.
It seems more than likely that
it is derived from the same source as the word
'jig,' for the old French word 'gigue' or 'gique'
originally meant a fiddle, whether or not it
were derived from the English.
See the Oxford Dictionary, s.v. 'Jig.'
GEIGEN-PRINCIPAL, i.e. Violin Diapason.
An organ-stop of 8 ft. or unison pitch crisp in
tone, and held to resemble the violin in quality.
A violl and violin stop originally formed one
of the features in the choir organ of the instru;

'

'

ment in the Temple Church, built by Father
Smith in 1688 but seems to have been removed
shortly afterwards to make room for an additional reed stop.
The Geigen-principal was
;

first

in England in recent
by Schulze, who introduced tw^o, one
ft. and another of 4, into the admirable

brought under notice

times
of 8

organ he sent to the Great Exhibition of
1851.
The stop was subsequently adopted by
the English organ -builder Lewis, who made
several excellent specimens of it.
E. .J. H.
GEISLER, Paul, born August 10, 1856, at
Stolp in Pomerania, received his first musical instruction fromhisgi-andfather,whowas conductor
at Marienburg in Prussia, and was aiterwards a

little

pupil of Constantine Decker, a pianist and comIn 1881 he
poser of considerable distinction.
The
conducted at the Leipzig Musical Theatre.

following year he was associated with A. Neu-

mann's travelling Wagner company,

after

which

he occupied for tivo years a post as conductor in
Bremen. HeresidedformanyyearsfirstinLeipzig
and then in Berlin before taking up his present
post, that of director of the Conservatoire at
IngePosen.
He has produced three operas
Hertha (Hamburg,
borg (Bremen, 1884),
1891), and 'Palm' (Lubeck, 1893). HisremainSansara
ing works include two cyclic cantatas
several symphonic poems, of
and Golgotha
:

'

'

'

'

'

:

'

'

;

I

GELINEK
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GEMINIANI

which two deserve

special mention
The Pied
Piper of Hamelyn and
Till Eulenspiegel ;
the music to five dramas, a number of smaller
vocal compositions, and a few piano works.
His style is thorouglily modern, but without extravagance.
He has a consummate mastery of
the resources of technique, and his compositions
e-xhibit qualities both in the intellectual and
emotional sense which make it hard to understand that he should not have achieved a more
pirominent position amongst the contemporary
German com))osers than that he now occupies.
The bulk of his compositions remain in MS.,
but a few of his more interesting works are
:

'

'

'

'

Although at tliat time the rage, they are shallow
and superficial and like his fantasias, rondos,
marches, dance-music and arrangements, his few
Notsonatas, songs, etc. are all now forgotten.
;

withstanding considerable losses, Gelinek left
42,000 gulden (about £4000) among his pjoor
relations.

c.

F. p.

GEMINIANI, Francesco, an eminent violin
player and composer, was born at Lucca in 1680.
His first teaclier on the violin was Carlo AmbroHe
gio Limati, surnamed ' il Gobbo,' at Milan.
afterwards studied under Corelli at Rome, and
is said to have had instruction in composition

[He was violinist
from Alessandro Scarlatti.
band of the Signoria at Lucca from 1707
Geminiani must be considered one
to 1710.]

amongst them the full score of the
'Pied Piper,' which was performed in 1880
under the auspices of the Allgemeiner deutscher
Musikverein at Magdeburg, where it had con-

in the

siderable success.

arity of his character and talent, he jiroved
himself to be as a 2:>erformer and compioser from
While classical beauty and
his great master.
imperturbable dignity were the main characteristics of Corelli's style, Geminiani's unbounded

available,

of the foremost representatives of the school of
Corelli, however different, owing to the peculi-

E. E.

GELINEK,

Joseph, secular priest, composer
of variations for pianoforte, born Dec. 3, 1758,
at Selcz in Bohemia, where his father was schoolmaster.
He was well grounded in nmsic at
home, and on going to Prague to complete his
philosophical studies took lessons from Segert in
composition and organ playing.
In 1783 he became a divinity student at the General-Seminar,
the orchestra of which at that time e.xecuted
standard works so well as to elicit praise from
Mozart himself when in Prague,
ilozart also
applauded Gelinek's pianoforte playing, and
encouraged him to persevere.
In 1786 he
was ordained priest, and became domestic chaplain

and pianoforte teacher

to

Prince Josepjh

favourite pianoforte teacher of the nobility,

and

In 1795 he entered Prince
Esterhazy's household as chaplain and music
master, and remained there till his death, which
For
took place in Vienna, April 13, 1825.
Gelinek's relations with Beethoven, see vol. i.
p. 223«, and Czerny in Pohl's Jahresbericht
des Conservatoriums in JVien, 1869-70.
Gelinek composed with ease and rapidity
both he and his publishers made large profits
from his works, the variations in the fashionable
style of the day especially having a ready sale
many of these were no doubt made by other
Of these there is
hacks under Gelinek's name.
athematic catalogue (Offenbach, Andre) contain[The
ing ninety-eight, with spaces for more.
catalogue of Gelinek's extant works is summarThe monotony
ised in the Quellen-Lej'ihon.']
which was one of their weak points is well hit
in Weber's epigram
liberally paid.

;

;

:

An den

beriilimten Variationen-Schinidt Gelinek.

Kein Thema in der Welt ver.schonte dein Genie,
Das sinipelste allein Dich selbst variirstDuuie.

—

—

Tartini is said
furibondo Gemi'This easily accounts for the fact that,
niani.
however great his success as a solo pjlayer, he
failed as a leader and conductor, from want
of the necessary calnmess and control.
Burney
relates, on the autliority of Barbella, that he lost
the post of leader of the opera-band at Naples
because
none of the performers were able to
follow him in his tempo rubato and other
unexpected accelerations and relaxations of
measure,' and that 'after this discovery he
was never trusted with a better part than tenor
during his residence in that city.'
In 1714 he came to England, and quickly
gained a great reputation as a virtuoso, although
he a[>pears to have but rarely played in public,
and to have supported himself by teaching and
pjlaying in the houses of the nobility.
'SVhen
invited to play at a court-concert, he only consented under the condition that Handel should
accompany him. If nevertheless he failed to
gain an established and secure position in life,
this again is attributable to the peculiarity and
eccentricity of his character, which did not allow
him to make the best of his opportunities or to
pursue any definite plan of life.
While he made
but rare use of his really great talent as a performer, he spent much time in writing theoretical works of but doubtful value. He also indulged in a foolish passion for dealing in pictures,
without, we are assured, having much knowledge
of the subject.
This at one time involved him
in difficulties and brought him even into prison,
from which he was only extricated by Lord
Essex, his friend and pupil.
This same nobleman procured for him in 1728 the post of master
and composer of the State Music in Ireland, on
variably describe as eccentric.

to have

spoken of him as

'

'

Kinsky, who settled an income upon him for
life, and took him to Vienna, where he studied
He then accompanied
•with Albrechtsberger.
Prince Poniatowsky to Rome, with the view to
obtain further instruction, but illness obliged
him to return to Vienna. There he became the

was

vivacity of temperament showed itself in his
performances, which contemporary critics in'

il

GEMINIANI

GEKEE

Cousser's death in 1727.
It is supposed that
Horace Walpole objected to this appointment
on account of Geniiniani being a Koman Catholic.

This book, written in English, was the very first
of its kind ever published in any country
six
years earlier than Leopold Mozart's Violi'nschule.
It has the gi-eat merit of handing down to
posterity the principles of the art of playing
the violin, as they were finally established by
Corelli.
The rules which Geminiani gives for
holding the violin and bow, the management of
the left hand and the right arm, are the same
as are recognised in our days.
In one particular
point he even appears to have been in advance
of his time, since he recommends the holding
of the violin on the left hand side of the tailpiece
a practice now universally accepted and
indispensable for a higher development of the
technique but, strange as it seems, not adopted
either by Leoptold ilozart or by the masters of
the German school until the beginning of the
19th century.
His other theoretical works, including Fades
for Playing in a true Taste on the Violin, German

At

events

all

it

was not Geminiani, but Dubourg,
to Dublin in this official

his pupil,

who went

capacity.

[Geniiniani paid long visits to Dublin,

and

in

1736 settled down in a splendid house

with concert-room attached, in Spring Gardens,
Here,
a court at the lower end of Dame Street.
from 1737 to 1741, he received pupils, and gave
On his return to London,
jirivate concerts.
Concerns and Great Slusio Room were
his
taken over by one Charles, a horn player {Dublin
In 1741 Geniiniani gave
Journal, Nov. 1742).
a benefit concert in the little theatre in the
Haymarket, and his third set of concertos,
He seems to
op. 6, was published in London.
have lived in London until 1749, when he conducted Lenten Concerts at Drury Lane Theatre ;]
he then went to Paris and remained there until
Nothing, however, is known about his
1755.
doings there, except that he brought out a new
From Paris he
edition of his Solo-Sonatas.
[At the close of 17G1, lie
returned to London.
went to visit Dubourg. Grief for the loss of a
MS. treatise on music, stolen from his lodging
in College Green, is said to have hastened his
death, wdiich took place on Sept. 17, 1762.
In Pue's Occurrences, Sept. 18-21, 1762, the
fact is noted, and the composer is stated to have
been in the ninety-sixth year of his age, which
The
would make tlie date of his birth 1667.
Gentleman's Magazine for 1762, gives Sept. 24
'

'

'

'

as the date of death.]
Geminiani and Veracini (see that name), com-

ing at about the same time to England, found
the art of violin pjlaying in every respect in its
infancy.
Corelli's Solos were considered to
afford almost insurmountable difficulties of execution.
Now Geminiani not only played these,
but in his own compositions shows considerable
progress in the technique of the violin, by freely
employing the sliift, and by frequent use of
Burney naively enough assures
double-stops.
his readers that some of Geminiani's Sonatas
His
were too difficult to be played by any one.
Sonatas and Concertos
published compositions
for the violin
show him to have been a clever
nmsician, but, with all his impetuosity, wanting
in originality and individuality. His slow movements are more modern in feeling than most of

—

Corelli's,

—

bearing a certain likeness to Tartini's

though without ever equalling tlie best
works of tliat great master.
His Allegros have
a more developed and freer form than those of
Corelli, but it is gross exaggeration of Burney
to describe them as eccentric and rhapsodic.
Themost valuable contribution, however, which
style,

he has
is his
1

made

to the literature of the instrument
the Violin, op. 9, London. ^

Art of Playing

[This seems to have been practically identical with an anony-

mous work. The Art of Pli>yinQ on

ffi« Viojiji irifh

a

iVeic Scali', etc.

See E. Heroninoluiled in Pralleur's'jtfod''rn ituHck-Master, 17;il.
AJlen'3j)e FidicutU Bifjlio>jraphia, pt. v. sect. 2. where the date 1720
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;

—

—

Flute,

Violoncello

and ITarpsichord,

op. 8 (qu.

1739); Guida Armonica, op. 10(1742); The
Art of Accompcmiment, op. 11 (1755) Treatise
The Art of Playing the
of Good Taste (1749)
Guitar, 1760 are of little value, although many
of them appeared not only in English, but in
Italian, French, German, and Dutch.
Of orignnal compositions he published the
following:
XII Solos, op. 1, London, 1716;
Six Concertos inseven parts, op. 2, London, 1732,
and Paris, 1755, in score Six Concertos, op. 3,
London and Paris, 1775 Six Concertos, op. 4,
1743; XII Solos, op. 4, London, 1739; Six
;

;

;

—

;

;

Solos for Violoncello, op. 5 (these are arrangements from the violin-solos) Six Concertos, op.
;

London, 1741
Six Concertos in eight parts,
op. 7, 1746
XII Sonatas for Violin, op. 11,
XII Trios and VI Trios, the
London, 1758
Pieces de Clavecin,
latter arrangements of op. 1
He also made and
Harpsichord, London, 1743.
published in London an arrangement of Corelli's
6,

;

;

;

;

Solos, op. 5, as 'Concerti grossi.

'

See

list

of

works in the QueJlcn-Lexikon, p. D. additions
and corrections by w. H. G. F. et al.
GEJISHORN {i.e. Chamois horn), an organstop eight, four, or two feet in length, the pipes
;

of which, generally of metal, are taper-shaped,
being at the top only about one-third the size of

what they are at the mouth, with a tone somewhat lighter than that of a cylindrical stop of
and veiy musical.
the same scale at the mouth
It was first introduced here by Father Smith,
;

who

placed one in the choir organ at the Temple.
but was
passed out of sight for many years
reintroduced by William Hill, and has remained
v.. .J. II.
in great favour ever since.
GENEE, Franz Fiuedrich Richard, the
sou of a music-director in a theatre at Danzig,
It

;

is conjectured for that of the publications of this treatise in book
lonu, but reference to F. Kidson's British .)fti*ic PirbUsheri shows
that it cannot have appeared before ]7;U. The whole question la
discussed In T/ie O^f'ird History of Musii:, vol. iv. JTie Ai^e of Bach

and Handel,

p. 175, note.]

GENERALI

GENET

was at first intended
7, 182.3
medical prolession, hut took up music
and studied with A. Stahlknecht at Berlin.
Between 1848 and 1867, he was successively

in 1827 reappeared, first at Trieste and then at
Venice, where his Francesca di Rimini (Dec.
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torn there, Feb.

;

for the

capellmeister at theatres at Reval, Riga, Cologne,
Aix-la-Chapelle, Dusseldorf, Danzig, Mayence,

Schwerin, Amsterdam, and Prague, from 1868
to 1878 he was conductor at the Theatre an der
"Wien in Vienna, retiring in the latter year to
his villa at Pressbaum in the neighbourhood of
Vienna.
He was a clever wTiter of librettos,
and often collaborated with F. Zell, writing some
of his own books as well as others for Strauss,
'

'

Supp4 and

The

Millocker.

list

own

of his

which have attained more
than an ephemeral success, is as follows
Der
Geiger aus Tirol' (1857), 'Der Musikfeind
operettas, very few of

'

:

'

'Die Generalprobe (1862),
Rosita
'Der schwarze Prinz (1866), 'Am
Runenstein (with Flotow, 1868), 'Der Seeka(1862),
(1864),

'

'

'

'

detf (1876), Nanon' (1877), ImWunderlande
der Pyramiden (1877), DieletztenMohikaner'
'

'

'

'

(1878), 'Nisida'(1880), Rosina' (1881), 'Die
Zwillinge' (with Roth, 1885), 'Die Piraten,"
'Die Dreizehn (1887).
He also wrote many
part-songs, among which one for male-voices,
'

'

'

Italienische

Salat,

is

'

most amusing

in

its

travesty of the older style of Italian operas sung

[Riemann's Le^ikon and

to nonsense words.

Opera- Haiulbuch

GENERALI,

Baker, Diet, of Mus. Biog.'\
Pieteo, born Oct. 4, 1783, at
;

Masserano, near Vercelli.
His real name was
Mercandetti, but his father, becoming bankrupt,

changed his name and removed to Rome.
Pietro
studied music under Giovanni Massi, a pupil of
Durante, and soon wrote masses and church
music.
In 1800 he produced his first opera, Gli
Amanti ridicoli,' after which he travelled to
Southern Italy, and coming back to Rome in
1801 composed a cantata, Roma Liberata,' and
two operas, II Duca Nottolone and La Villana
al cimento.
These were followed by Le Gelosie
Pamela nubile and
di Giorgio '(Bologna, 1802)
Misantropia e
La Calzolaja (Venice, 1803)
'

'

'

'

'

'

'

;

'

'

'

'

'

;

'Gli
pentimento,' after a play of Kotzebiie's
Effetti della somiglianza' {ibid. 1805) and Don
These are for the
Chisciotto (Milan, 1805).
most part opere huffe and an attempt at opera
semi-seria,
Orgoglio e Umiliazione (Venice),
wasafailure. Inl807he wrote 'L'Idolo Cinese'
for the San Carlo, and Lo Sposo in Bersaglio' for
Many other comic operas were well
Florence.
received in Venice, especially Adelina,' a farce,
La Moglie di tre mariti, and his chef-d'ceuwe
In the
'I Baccanali di Roma' (Venice, 1815).
meantime Rossini had come to the front, and
[In 1817 he
Generali's popularity suffered.
accepted a situation as conductor of the theatre
at Barcelon.a, but returned to Italy in 1821,]
Ultimately he mthdrew to jSTovara, and accepted
the post of maestro di cappella to the cathedral.
In his retirement he studied Rossini's style,
appropriating as much of it as he could and
;

;

'

'

;

'

'

'

'

'

'

;

'

'

He returned to
was a total failure.
His
Novara, and died there Nov. 3, 1832.
[He
operas number in all more than forty- five.
26, 1829)

also wrote

much church

music,

an oratorio,

Generali's reputation, says Fetis,
rests on his having been the first to employ
certain harmonies and modulations of which

masses, etc.]

In fact he was the true
Rossini took advantage.
precursor of Rossini, but the latter possessed
An
genius, while Generali had only talent.
Elogio of him by C. Piccoli was published at
additions from Rier. G.
Novara in 1833.
'

'

;

mann's Lexikon.
GENET, Eleazar, also called Caepenteas,
after the French town in which he was born,
was jiriest, singer, and composer, attached to the
papal court from 1508 to 1518, when be is said
he was soon afterto have been made a bishop
wards sent by the Pope on a mission to Avignon,
where he seems to have spent the rest of his life.
He once revisited Rome, and during his stay
there his Lamentations for Holy Week were
Struck by
performed by his former colleagues.
;

'

many

defects,

'

he made considerable alterations

in his work, had a magnificent copy made, which
is still jireserved in the Pontifical Chapel, and

wrote a dedication to Clement VII., who was
Pope at the time. Of detached pieces by Genet
in the various collections of the time, we know
very few.
[See Eitner's Bill. d. Mus. SamnulTwo motets
laerke, the Quelhn-Lexikon, etc.]
from the first and third books of the Motetti
della Corona' (Petrucci, Fossombrone, 1514),
two psalms from the Psalmorum Selectorum
Tom. II.' (Petreius, Nuremberg, 1539), and a
few two-part motets printed by Gardane in 1543,
a slender legacy, if in truth these had been all
and they were very nearly being all
the works
that were to come to us
for Genet's position
and the powerful patronage he enjoyed made him
independent of the usual collections and publishers, and enabled him to bring out his works
in an exceptional way, which almost resulted in
their being lost to posterity.
It was only in
modern times that a copy, the only complete
one known at present, of four splendid volumes,
printed by De Channay for Genet at Avignon,
was found in the Imperial Library at Vienna.
These books are remarkable for being the first
to introduce Briard's new types, in which the
notes are round instead of square and diamond
shaped, and, what is much more important,
ligatures are abandoned, and the complicated
system in which the same notes have different
meanings at different times gives place to asimple
method, such as we use at present, in which
the notes bear at all times a fixed ratio to eaehi
other.
This improvement, first introduced in.
the publication of Genet's works, may, we think,
be fairly attributed to his suggestion.
Of thefour volumes the first contains five masses
Se
'

'

—

—

;

—

'

GENOVEVA

GERBER

mieulx ne vient, 'A lombre dung buissonet,
Le cueur fut mien,' Tors aeulement,' and
The second volume
'Encore iray je jouer.
contains Hynnis for the principal church festi\'al3
of the year, the third, Lamentations, and the
'

'

'

The composer,
fourth a collection of Magnificats.
who cared so little for a wide popularity in his
lifetime,

and wrote with the learned musicians

of the Papal Chapel in his mind's eye rather than
the general public, who scorned the popular
editions and published his works for a chosen
few, does not belie his character in the works
themselves.
"We have in them music that
appeals to serious and learned musicians alone.
Solemn and dignified, the bishop-musician writes

unbending and

as if fronr his episcopal throne,

severe in style, but appealing not in vain to the
of his Roman colleagues, who indeed
valued so highly and cherished so long the works
he gave them, that fifty years after his death
nothing less tlian the special command of Pope
Sixtus IV. could shake their firm adherence to
the Lamentations of Genet or cause them to
recognise in place of them those of the popular
Palestrina.
Much of Genet's music was written
in the short intervals of comparative health
allowed him by an agonising complaint which
attacked him in the ears and brain, was beyond
the experience of his physicians, and embittered
j. R. s. e.
the last years of his life.
GENO VEVA. Opera in four acts, the words,
after Tieck and Hebbel, arranged by Robert
music hy Schumann
Eeinick, and the composer
Produced at Leipzig, .Tune 25, 18.50.
(op. 81).
Performed in English, by the pupils of the Royal

sympathy

'

'

;

College of JIusic, at Drury Lane Theatre,

Dec

6, 1893,

GEORGES, Alex.vndre,

born at Arras, Feb.

25, 1850, studied at the Ecole de Musiipie
Eeligieuse (Niedermeyer), where he carried olf
the first prizes for organ, piano, and composition,

as well as diplomas as maitre de chapclle, and
Georges has
organist, awarded by the State.
written music for two plays by Yilliers de

yisle-Adam, Le Nouveau Monde in 188.3, and
'Axel,' 1894; for 'Alceste' at the Odenn, 1S91;
an opera-comique in one act, Le Prin temps,'
was performed at the Ministry for Public Works,
in 1888, and later at the Theatre Lyrique
a
three -act 'opera lyrique,' 'Poemes d'Amour,
(Bodiniere, 1892); 'Charlotte Corday,' lyric
drama in three acts (Opera Populaire, March
1901). Among his concert works, his 'Chansons
de Miarka for voice and orchestra, words Ijy
'

'

'

;

'

some of the most beautiful of
modern French songs, and his symphonic poems,
Leila,'
La Naissance de Venus,' Le Paradis
Perdu, etc. have added gi'eatly to his reputation
J. Richepin), are

'

'

'

'

,

as a master of orchestration

by

;

he

is

his interesting harmonisation,

distinguished

and

his essen-

G. r.
French musical temperament.
GERARDY, Jean, Pjelgian violoncellist, was
born at Sjia, on Dec. 7, 1877, commencing his

tially

studies
a

when seven

pupil
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years of age under Bellmann,

of Griitzmacher

and member

famous Heckniann Quartet.

of

the

In 1885 he entered

the Verviers Conservatoire, made phenomenally
rapid jirogress, and was already a graduate in
18SS.
Prior to this he had made occasional

appearances as a soloist near

home

(at Liege

where his father was professor at the Conservatoire, at Aix la Chapelle, Lille, and elsewhere),
but it was in the year 1888 tliat he definitely
adopted the career of travelling virtuoso which
he has continued since,

ment

at a concert at

fulfilling his first

Nottingham

in

engage-

which Ysaye
His next ap-

and Paderewski also took part.
pearance was in London, where he gave several
successful recitals, followed up by tours in
France, Germany, and Russia.
He has visited
the United States three times and Australia
twice, being heard chiefly in solos, though in
America he has occasionally taken part in concerted music, playing quartets under Ysaye and
Marteau and trios with Kreisler and Hofmann.
In London, which he visited in 1903 after an
absence of

he has been heard so far
and sonatas, but may
the intention to give more

five years,

mainly in concertos,

solos,

be credited ^\'ith
attention later on to chamber music.
He is
still of course a very young man, and upon the
threshold of his career.
As a boy his style was
a marvel of purity, and lie was marked out by
the critics as the legitimate successor of Piatti
as a classical player. In his present day playing
he displays more feeling for the romantic than
the Italian master, as well as a greater penchant
for modern M'orks (especially those of the French
and Belgian school)
but there is the same
absence of exaggeration, the same mastery over
the bow in the production of long -sustained
notes, and the same perfect taste in the management of the portamento. Some lii'ing violoncellists pla}^ with greater power, none with
greater charm than CJerardy.
w. w. c.
GERBER, Heixkich Nicolau.s, born Sept. 6,
1702, at ^Veingen-Ehricll in the iirincijialit}^ of
Sclnvarzburg son of a peasant, stmlied at the
University of Leipzig, where his love of music
found encouragement in the teaching and conversation of Sebastian Bach
in 1728 he was
organist at Heringen, and in 1731 court organist
Here for the first time he
at Sondershausen.
felt himself safe, as, on account of his extraordinary height, he had been constantly pursued
by the recruiting officers of Frederick William I.
;

;

;

He composed much

for clavier, orJ;an, and harp;
complete Choralbuch, witli figured basses
and variations on chorales, long and widely
He also made musical instruments, and
used.
planned many improvements and new invenAmong others a kind of Strohfiedel or
tions.
Xylophone, harpsichord-shape, with a compass
the keys liberated wooden
of four octaves
balls which struck on bars of wood, and thus
From 1719 Gerber was
produced the notes.

a

;

;

GERBER
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also court-secretary.

August

6,

He

GERBERT

died at Sondershausen,

1775.

His son Ernst Ludwig, was born at Sondershausen, Sept. 29, 1746
learned singing and
clavier from his father, and studied music from
an earl}' age.
In 1765 he went to the University of Leipzig, but returned home in order to
assist his father in his offices, and succeeded
him on his death. He then entered on those
labours which hnally conducted him to an end
he himself scarcely contemplated, and by which
he has earned the gratitude of all lovers of music.
His love of musical literature suggested to him
the idea of making a collection of portraits of
musicians, for which he wrote biographies,
mainly on the authority of Walther's Lcximn
As Walther was at that time out of
(1732).
date, he procured the necessary additions, obtained biographical sketches of living musicians,
took journeys, and tried to fill up the gaps by
consulting all the books then in existence on
the subject.
Thus the idea suggested itself of
adapting Walther's work to the wants of the
time, and of writing a completely new work of
his own, which eventually became the Historischhiographische Lexikon dcr Tonl-unstler (two vols.
;

1790andl7 9 2) translated into
French by Choron (1810,1811). While writing
Leipzig, Breitkopf,

musical articles and reviews for various periodicals (Erfurter Gelchrten Zeituug ; LeijKiger
Allg. Musik. Zeitung from 1798, etc.
Becker's
LiteraiuT der Musik and the Quellcn-Lcxikon
contain a list of his scattered articles) he received
from all quarters corrections and information
of all kinds, which enabled him, or rather
made it his duty, to prepare an enlarged edition.
Accordingly his Neues hist, biogr. Lexikon der
TonkiinstlcT appeared in four vols, with five
appendices (Leipzig, Kiihnel, 1812,1814). This
new edition did not supersede the former one,
but rather
to which it often refers the reader
Gerber took pains to keep up
completed it.
with the times, recorded events for after use,
was continually making additions to his collection of books and music, and composed industriously pianoforte sonatas and organ preludes.
Hoping to keep together the collection he had
made at the cost of so much labour and pains,
he offered it for sale to the Gesellschaft der
Musikfreunde in Vienna, with the solitary
stipulation that he should retain it during his
own life. The price was fi,\ed, and the negotiation completed in January 1815, but he still
continued his additions, encouraged doubtless
by the knowledge that his treasures would be in
safe keejiing, in a city so famed for its musical
He was still court secretary at Sonderstastes.
hausen when he died, June 30, 1819, in universal respect ; leaving behind him thereputation
of one who, with singular disinterestedness and
out of a true love for nuisic, had devoted the
;

;

His
energies of his whole life to a single end.
Lexicon forms the foundation of all future

and if new
undertakings of the same kind
Dictionaries are to satisfy the wants of the age
to the same extent that his did, their authors
must possess industry as persevering, knowledge
;

and a love of music as devoted, as
c. F. p.
those which inspired Gerber.
GERBERT von Horsau, Martin, an eminent writer on the history of music, born
as eclectic,

He
12, 1720, at Horb on the Neckar.
received a thorough literary education, including
In 1737 he entered
music, at Ludwigsburg.
the Benedictine monastery of St. Blaise in the
August

Black Forest, was ordained priest in 1744, and
Hisappointed Prince- Abbot, Oct. 15, 1764.
torical research,

especially in

music, was

his

he
The
endeavoured to infuse into the convent.
library afforded him ample materials, and much
But this was
valuable matter hitherto unused.
not enough. Between the years 1759 and 1 765 he
travelled through Germany, France, and Italy,
making important discoveries, and establishing
His
relations with various learned societies.
acquaintance with Padre Martini at Bologna
Their objects
was of special service to him.
were closely connected Gerbert's work being
a history of Church music. Martini's one of
In 1762 Gerbert jiublished
music in general.
his prospectus in Marpurg's C'ritischs Briefe,
favourite

pursuit,

and a

taste

for

this

—

vol.

ii.

p.

313, and invited contributions, which

The first
were furnished him in abundance.
volume was nearly complete when a fire at the
monastery in 1768 destroyed all the materials
which had been collected in 1774, however,
the complete work appeared at St. Blaise, in
two vols. 4to, with 40 engravings, under the
title Jie ca,ntu et musica sacra a prima ecdesiae
aetate icsque ad praesais te/npus
a book which
has ever since formed the foundation of all
musical scholarship, although naturally requiring much correction at the present day.
A
description of it appears in Forkel's Geschichie
dcr Musik, which without Gerbert's work would
possibly never have been written, or would at
any rate have been published later and in a far
less complete form.
Ten years after, in 1784,
appeared Gerbert's second great work Scri'ptorcs
;

;

sacra potissiviuvi, three
printed at St. Blaise
a collection of
treatises by the most important writers on
music, afterwards continued by Ooussemaker.
Three more works, also printed at St. Blaise,
deserve special mention, Iter alemanmicuru,
acccdit italicum et gallicum (1765
2nd ed.
1773
German ed. by Kochler, Ulm, 1767),
which contains the account of his travels, and
abounds in interesting particulars Vetus liturgia aUmannica (two vols. 1776)
and Monumenta veteris liturgiac aletnannica (two vols.
He also made the Latin translation of
1777).
Opusculv-'in theodiseu7ii de Musica, a treatise
in four chapters written in old German by
Notker (Labes) a monk of St. Gall in the 10th
ecclcsiastici dc viusica

vols, also

;

;

;

;

;

GERMAN

GEEICKE
Becker's Litcratur dcr Masik,
His other writings are mainly theological.
Some offertories of liis composition were
published at Augsburg.
[A Missa in Coena
Domini by liim is printed at the end of iJe
In 1787 tlie abbot
caniu et inusica sacra.
obtained the consent of the chapter to banish
all instruments but the organ from the church,
and thenceforth notliing was heard but the
Gregorian chant, or simple four-part masses
with organ accompaniment.]

century
p.

(see

68).

'

'

Gerhert died at St. Blaise, May 13, 1793.
realised the ideal of virtue and industry in
his illustrious order
his gentle character and
engaging manners secured the friendship of all
who came in contact with him. Bonndorf
(four leagues from St. Blaise, and the chief
town of the principality) is indebted to liim for
a hospital and house of correction, over the
entrance of which is the inscription Dedicated
by Martin II. to the poor, and to the improvement of mankind.' He also built the fine
cliuroh of the Convent (after the model of the

He

;

'

Pantheon at Rome), and founded and endowed
an orphanage for the live suriounding districts.

The peasants

of tlie neighbourhood, of their

own

accord, erected his statue in the market-place

most unusual tribute of respect.
Carl
His memory still lives in the district.
Ferdinand Schmalholz, the able musical director
of the Cathedral at Constance, possessed an

of Bonndorf, a

half-length oil picture of Gerbert.
[See the Musical Times for Nov. and Dec. 1882,
which contains an admirable essay on Gerbert
by Professor F. Niecks, based on such sources
as Schlichtegroll's Nckrolog aiif das Jahr 1793
and Sander's Reise. zu St. Blasicn, 1781.] c. F. p.
excellent

GERICKE, AViLHELM,
operatic conductor,

Graz, Styria

;

orchestral, choral,

and

born April 18,

1845, in
studied at the Vienna Conserva-

torium, 1862-65, chiefly under Dessoff.
On
leaving the Conservatorium he went to Linz
as conductor, remaining there till olTered the
second conductorship of the Hofoper in Vienna
in 1874.
At tire opera he w'as associated with
Hans Richter. In 1880 he became conductor
of the Gesellschaftsconcerte, and also took the
leadership of the Singverein in the Austrian

He remained

employed until
1884, when he went to America, and for hve
years conducted the Boston Symphony Orchestra, declining a re-engagement on account
of his health.
Returned to Vienna, he again
became conductor of the Gesellschaftsconcerte,
and continued in the oftice until 1895. After
three j'ears of rest he accepted a reappointment
as conductor of the Boston orchestra, whose
great efficiency is largely due to his indefatigableness and skill as a drill -master, his conscientious devotion to high ideals, and his
remarkable sense of euphony and tonal balance.
He is the composer of an operetta, Scliiin
capital.

tlius

'

Hannchen

'

(Linz, 1865), a requiem, a concert

overture,

many

solo

songs and choruses, and

considerable chamber music.

GERLE, Hans,
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H. E. K.

and lute-maker of
Nuremberg, published in 1532 a book of instructions for the viol and the lute entitled
Mitsica Teusch auf die Instrument dcr (jrvsscn
und klcyncn Geygen auch Laultcn. A second
lutenist

part appeared in the following year.
It is
fjuoted by John Dowland in the short treatise
on lute-playing appended to Robert Dowland's
Varictie of Lutc-lcssons (1610).
A second edition, with additional examples, was pirinted in
1546, under a slightly dift'erent title. In 1552
Gerle published Ein newes sehr knnsUiches
Lautcnhuch, containing compositions by distinguished lutenists in tablature.
There are
copies of tliesc three hooks, all of which are
now of extreme rarit}', in the Royal Library at
Berlin.

j. F. R. s.

GERMAN,

Edward, one

most disyounger English composers,
was born at Whitchurch, Shropshire, Feb. 17,
1862, and was educated at Bridge House Scliool,
Chester, until 1878, when he returned to 'Whitchurcli.
Here he spent much time in organising
a local band, whicir used to perform at village
"While arranging and composing the
concerts.
music for this band, he taught himself tlie
violin, enough to play solos.
At the beginning
of 1880, he went to Shrewsbury to study with
Walter Hay
in September of that year he
entered the Royal Academj' of Music, with the
organ (under Dr. Steggall) as principal study.
In the following year he took the violin as
pirincipal study, under Weist-Hill and Alfred
Burnett.
In 1885 he won the Charles Lucas
medal with a Te Deum for chorus and organ,
His
and became a sub- professor of the violin.
principal composition, whileat the Academy, was
an operetta, 'The Rival Poets,' performed at
J.

tinguished of

of the

tile

;

This work
St. George's Hall, Dec. 21, 1886.
showed very remarkable power of writing gi'aceful and really comic music, and on its revival
by the pupils of the Academy at the same hall
on March 7, 1901, its success was emphatic.
He left the Academy in 1887, and was made
For a little more than a year
an Associate.

German

led the life of an orchestral violinist,
playing in theatres and elsewhere, and occasionally appearing as a soloist, cultivating his talent
At tlie close
for composition at the same time.
of 1888 he was engaged as musical director of
the Globe Theatre, under the management of
Richard Mansfield, and hisfirst greatopportunity
came in the yjroduction of the incidental music
This, the first of a long series
to Kicliard III.'
of compositions for plays, was at once hailed as
something a good deal better than what tlieatregoers were as a rule accustomed to hear, and in
the form of orchestral suites, arrangements, and
extracts, many of the compositions for plays
have obtained universal and lasting popularity,
From the second theatrical composition, the
'

GERMAN

160

GERO

for
Henry VIII.' at the Lyceum (1892)
Shepherds' Dance and other numbers at
the
once caught the ear of musical people and the
general public, and have maintained their popuAlthough so much in request
larity ever since.
as a purveyor of music for Shakespearean revivals
and original plays, German has never lost sight
of the higher walks of art
since the production
of his first symphony in E minor, at the Crystal
Palace in 1890, many orchestral suites, symphonic poems, etc. have been brought forward,
mostly at tlie provincial festivals of the autumn,
and always with greatsuccess. Innon-orchestral
music, it is curious to see how, although himself
a violinist, he has favoured the wind instruments, as in his charming Suite for flute and
piano, a serenade for wind instruments, another
serenade for tenor voice with accompaniment
of piano and wind, and many other compositions.
When Sir Arthur Sullivan's last opera
' The Emerald
was left unfinished at his
Isle

music

'

'

'

Fantasia, 'In

Commemoration' (Philharmonic. Jubilee

concert),

1897.

Symphonic Poem. 'Hamlet' (Birmingham Festival), 1897.
Music to Much Ado about Nothiwj (St. James's Theatre), 1898.
Symphonic Suite, The Seasons (Norwich Festival), 1899.
'

'

Music to Sell Owyn (Prince of Wales's Theatre), 1900.
Opera, 'The Emerald Isle' (with Sir Arthur Sullivan), 1901.
Opera, A Princess of Kensinetou (Savoy Th&vtre), 1903.
'

'

Welsh Rhapsody

(CarditT Festival, 1904).

Music to Aiiii'jone (published but not performed).
Music for pianoforte solo, and duet, violin and piano,

clarinet, flute,

,,

violoncello, etc, part-songs, songs, etc.

;

'

'

'

German was commissioned

death (1901),
finish

and

it,

his part of the

to

work was done

w-ith such remarkable skill that with the production of his charming Merrie England,' it
seemed as if the success which the Savoy Theatre
had enjoyed for so long under Sullivan was to
be continued under German this might indeed
have been so if the younger man had been strong
'

;

the various influences which
kinds of interpolations into the score
A Princess of
of this and of his next work,
The cultivated section
Kensington
(1903).
of the public which had hailed the new composer
as the legitimate successor of Sullivan (and it
must be admitted that German had contrived to
give them something quite as good as Sullivan,

enough

to resist

allowed

all

'

'

wliile preserving his

own

individuality), natur-

ally resented the liberties taken with the pieces,
and the career of the theatre as the home of

national light opera of a high class ceased with

German's music leans to what is
and graceful rather than to what is strongly

this work.

light

emotional or tragic

;

but his ideas are original,

their expression is always exquisitely refined,
and his skill of orchestration is remarkable.

writes admirably for the voice, and it is no
wonder that his songs are as popular with singers
and musicians as they are with the public. He

He

was made a Fellow of the Royal Academy of
Music in 1895, and a member of the Philharmonic Society in 1901. The following is a list
of his compositions

:

Operetta, 'The Rival Poets' (with accompaniment oi two pianos),
J8S6.

Overture. 'On

German

aira,' 1839.

Music to Richard HI. (Globe Theatre), ]flS9.
No. ], ill E minor (Crystal Palace), 1890.
Funeral March (Henschel'a Symphony Concerts), 1891.
Music to H'^nni VIII. (Lyceum Theatre). 1892.

Symphony
Cjpsy

Suite (Crystal Palace), 1892.
for wind instruments, 1892.

Serenade

No. 2. in A minor (Norwich Festival), 1893.
Serenade, tenor voice, piano, and wind instruments, 1894.

Symphony

Music

to

.1.^

Voii Lik'i If (St.

James's Tlieatre), 189H.

of Paris,

and came over

to

London

to erect the

organ built by the latter for the Carmelite
Church at Kensington, Having set up on his
own account in London in 1866, he built an
organ for the French Church near Leicester
Square, besides many excellent instruments for
churclies

and private houses.

1896,

de

v.

p.

GERNSHEIM,

P'riedrich, eminent player,
composer, and conductor, born of Hebrew parents
He received his first
at Worms, July 17, 1839.
instruction in music from his mother, an able
pianist, and was then fmt successively into the
hands of Liebe, Pauer, and Rozenheim. He
also learned the violin, and under Hauff the
His aViility might have
theory of music.
tempted him to become a virtuoso, but he
fortunately preferred a diff'erent path, and at
the Conservatorium of Leipzig under Moscheles,
Hauptmann, Rietz, and Richter, during the
years 1852-55 underwent a thorough musical
education.
He followed this up by a residence
in Paris, where he was much esteemed as a
teacher and player. Since then he has been successively at Saarbruck (1861)
Cologne, as Professor of Pianoforte, Counterpoint, and Fugue
(1865) Rotterdam, as conductor of the 'Eruditio Musica,' and of the Theatre (1874).
[In
1890-97 he was a teacher at the Stern Conservatorium and director of the Sternscher
Gesangverein till 1 904
he ^vas made a member
of the senate of tlie Royal Academy of Arts in
Berlin.
His works include four symphonies,
of which those in G minor and Bj? are remark;

;

;

able,

an overture,

'

Waldmeisters Brautfahrt,'

concertos for violin and pianoforte, and many
choral works, such as 'Salamis,' 'Hafis, 'Wachterlied an der Neujahrsnacht 1200,' 'Preislied,'
'

'

Nornenlied,

'

'Phtibus Apollo,' Agrippina,
'

'

etc.

His chamber music consists of three quartets
and two quintets, for piano and strings two
trios, one of which, in F (op. 28) was often
given at the Popular Concerts
three violin
sonatas, two string quartets, and a string
quintet]
g.
GERO, .Than (? 1518-1553). For some time
it was thought that .Than Gero and Maistre Jhan
were one and the same person, .and under this
impression Fetis records that Gero was maestro
;

;

di cappella first at Orvieto Cathedral,

Suite, flute and piano, 1892.
Music to Thu T'-.mptir (Haymarket Theatre). 1893.

Music to Rumen and Jidhtf (Lyceum Theatre), 1895.
Symphonic Suite in D minor (Leeds Festival). 189.5.
Church music in .Wichwl «nd hi'i Los' Aiurl (Lyceum Theatre),

GERMAN SIXTH. See Sixth.
GERN, AuGU.ST, was foreman to Cavaille-Col

and

after-

wards to the Duke of Ferrara.
The latter part
of the statement certainly applies to Maistre
.Than and not to Gero.
"Tliat there were two
composers is shown by their compositions being

ETELKA GERSTER

GERO

GESE

always kept quite distinct, a primo libro de
madrigccH by Jhan Gero and one by Maistre
Jhan were piil^lislied at Venice (Ant. Gardane)

GERSTER, Etelka, born June 17, 1855, at
Kaschau, Hungary, received instruction in singing from Mme. Marchesi at Vienna, and made

various compositions

her dubut, in Jan. 1876 (Ilhistr. Zeitung), at
Venice as Gilda, and Ophelia, with great success.
She played next at Genoa and Marseilles, ahd in
February and March 1877 at KroU's Theatre,
Berlin, with her sister Mme. Bertha Kauser
Gerster at anitalian season thereunder the ditectiun of Sigiior Pietro Gardini. She made a great
success tliere, and subsequently at Pestli, where
A\Q married Gardini
she also appeared at the
Silesian Festival at Breslau.
On June 23 of
the same year slie made her debut at Her
Majesty's as Amina, and became au immediate

Collections of
1541.
contain works by both,
cantiones, Augsburg, 1540;
'iiiotetorum, Venice, 1549
in

;

as

S elect issimae

in

Electioiiesdlversoru/in

and the

Sejitus

tomus

evangeliomm, Nuremberg, 155b.
List of works
:

Jh.Ln Gero. II priino libro de miLfirigali italiiitii et canzoni
franceao, a due vuoi. Novjiniente coinposti. etc. Aggiutitovi alcuTjl
CHuti ili M. Adriano, e di Const. Fusbi. 1541. Excudebat Venetiis,
apud Aiitonium Oard;tiie. Duo primi, di Jhan Gero. Obl. 4to, pp.
56. The Cautus part-bnok in the Y ieiiua Hof bibl.
of this book appeared down to IGBT.

Eighteen

editi

;

s

Di Jehan Gero luuiiieo eccellent, Libro primo delli madrif Ji a
quatro voci. a notte uegre. da hii novaineute composti, ettf. Et da
gii auoi proprii exeniplari estratti.
Opera nova, artiliciosa et
dilettevole, come aCantunti sai'a manifesto.
ronyinuin Scotuni. 1549. Obl. 4to, pp. 34.

Venetiia, apud HieThe Tenor part-book

in the Bologna Liceo Muaicale.
The same. Libro secondo. 1549. Obl. 4to, pp. 22. Tenor partbook in Bologna Liceu Musicale,
Jhaii Gero primo a tre. Qiiaranta madrigali a tre voci de 1' eccelNovamente con somma diligentia rilente MuaiL'o Jhan Gero.
stampati e conetti. A tre voci. In Vetietia appresao di Antonio
Gardane. 1553. Obl, 4to. pp. M. Libro aecondo. 15.JG. Three
part-booka in the Munich Hofbibl,
In Co]lei:tion3
Augsburg. M.
1. Selectisaiinae necnon familiariaaimae eantiones,
lo v' amo anci for three voices.
Krieastein. 1540. Jh.'tn Gero
na2. Triuni vocum cantiones centum a praestantiss. divers,
tionum. Tomi primi. Norimbergae, J. Petreium. 1541. Contains
thirty-two Italian songs by Jhan Gero (see Eitner, Jiiblrjj. for
:

;

—

'

'

text).
II primo libro de madrigali a tre voci,
3. l>i Conataiitio Festa.
la giuQta de quaranta Madrigali di Jhan Gero, etc.
1541,
Venetiis. Ant. Gardane. The title-page appears to be incorrect,
possibly thirty-nine madrigals were cmnposed by Jhan Gero, of
Four of the madrigals in this
these, thirty-two were certainly his.
volume were reprinted in the 1543-51-5fi-G4-68 editions.
4. II secondo libro de li madrigali de diversi eccellentiaa. autori a
quatro voci. Venetiis. A rit. Gardane. 1543.
niisura di breve.
Contiuna fourteen madrigals by Jan Gero. Another edition waa
piibliahed 'Venetia. G. Scotto. 1552.'
diversorum
motetorum distincte quatuor vocibus.
5. Electioneo
and
' Deus qui sedes
Venetia, Ant. Gardane. 1549. Jhan Gero
'
Tibi derelictua.'
6. Muaica quatuor vocum, quae materna lingua Moteta vociintur.
Venetiis.
H. sontum. 1519. Six motets by Jehan Gero.
7. II vero t«rzo libro di Madrigali de diversi autori a note nepre
Felice 1' alma'
.
a quatro voci. Venetia. 1549. JhauGcro:
Una ragazz' nna,*
8. Madrigali a tre voci de diversi ei'cellentias. autori. Libro primo.
And in 1555-59-61-69-97 editions.
Venetia. Ant. Gai-dane. 1551.
Nine m'lidrigala by Jbau Gero.
9. Evaiigelia domiiiicoruni et festorum dieiaim musicis numeina,
'Hodie Chriatus
Tomi primi. Noribergae. 1554. Joan, de Gero

con

A

;

—

'

—

.

.

'

'

;

Batus
*

eat

'

—

for five voicea.

M, Sextua tomuaevaiigeliorum. Noribergae, 1556. .Toh. Gerni
Peccant em nie quotidie' and Deua in hominetuo' fur four voices.
'

Selectissimorum triciniorum (Basaus). Noribergae, 1559.
11.
Thirteen Italian madrigals by Joan. Gero.
12. Muaica libro primo a tre voci di Adrian Wigliar. Cipriano de
Five
Eure, Archadelt, Jhan Gero. etc. Vinegia. Scotto. 1566,
madrigals by Gero, from the 1551 Madrigali a 3 voci, q.v.
13. Delia acelta di madrigali de piCl eccellenti aurori de' noatri
tempi a tre voci. Libro primo. Firenze. G. Mareacotti. 1582.
Jhan Gero 'Alia doJce ombra,' Rare grazie celesti.'
Antverpiae.
14. Bicinia, aive cantiones suaviaa. duarum vocum.
Giovan. Gero: "An joly aon du chanaonet,'
P. Phalcsius. 1590.
'Non ai vedra giainai,' Qiiand je boy du vin.'
'

:

'

some madrigals in MS. T. 141.
In the Berlin Kiinigl. Bibl
In the IJolo^'iia Liceo Muaicale iiioteta by Joan Gero, O magnnm
myateriuni Id 41. Vox de coelia' It 4i. O sacrum conviviuni in 5)
giugno,' which if correct ia an
a
di
10
di
in a codex inscribed 1518
It ia a year
earlier date for Gero than is to be found elsewhere.
before the first appearance of a motet by Maistre Jhan isee Pari:

'

;

'

'
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'

favourite,

remaining there

for four seasons until

1880 inclusive.
Her parts tliere included the
Queen of Night, Elvira (' Puritaui '), Linda,
Dinorah, Lucia, Edith ('Talismaiio'), Margaret,

and Gilda.
Ai>ropo.s of the last, the
Saturday Revdew of June 29, 1878, wrote
Yioletta,

that she has 'given a fresh proof of her extraordinary vocal and dramatic genius.
The exquisite beauty of her singing has never been
shown to greater advantage, and her acting at
every moment reveals true art and feeling.
Among fine touches in Mme. Gerster's dramatic
performance, we may .specially note her wrapping
her head in a eloak before slie nislies in at tlie
fatal door in the last scene, tliat she may at
least not see the descending knife.'
In 1878, 1883, and 1887, slie sang in opera
and concert, in America.
She also sang witli
great success at tlie Birmingham Festival of 1879.
On May 29, 1890, she reappeared in London,
at Covent Garden, as Amina, but her vocal
powers were impaired.
Soon .after tliis she
retired from public life to her villa at Bologna.
Li 1896 she opened a school of singing at Berlin
among her pupils was Fran v. Diilong. a. c.

;

The German term

GES.

GESE

or

for

G

flat.

GESIUS, Bartholomai-.s

familiarly Bartliel Gbss), was

(or

more

bom

about 1555
at Miincheberg near Frankfurt-on-the-Oder in
Brandenburg. Like many of the older Lulheran
He
cantors lie was first a student of theology.
was cantor at Frankfurt from at least 1595 to
hisdoath in 1613 (according to somcautliorities),
His works, like
or 1621 (according to Eitner).

'

'

aini'a Cat. iii. 3|.
In the Briti-^h
gianiai' in Add,

Muaeum
MS,

;

A

'

madrigal fortwo voices. Non si verira
Three for two voices; Refu.sea
'

5054, p. 218.

'

d'amours,' 'Quant j'estoie h iriarier,' "TaTit que vivrai en cage,' in
Ad'l. J\'S 31,406, copied 'from a MS. written in ye year 15rd, and
well, btliinged to V\'nlteriiM Erleoneof the (Jentlemen of ye BedchaFiiher to K. Henry ye Hth.' Two of the niiidrigala for two voices
from the 1M5 edition, 'Pliillida mia.' and Au joly son du chan'

in Add, MS, :i4,071, ff. 14',>, ]5.
In the Fitzwilliam Muaeum, Cambridge Nine madrigala for two
voicea in MS, 112.
Gero 3 compositions have been reprinti-d in Stifford Smith's
Phillida mi piil cliei \a 2) from the l.*i45
Mii^^ica Antiyun. p. 134.

sonnef

those of Michael Praetoiius, are im])ortaut as
covering the whole held of the liturgical music
of the older Lutheran Church, and showing the
tlioroughly liturgical character of the older
Lutlieran service with its mixture of Latin and

German and

its

comlnnatiou of

vocal yiolyphony, before

iir.st

]>laiii-song

and

the Ghui eh Gantata

:

'

'

editi.-n.

In Peter Wagner'a 'Das Madrigal
4781, three
1543.

frmn the Madrigali

In Lnlgi Torchi'a

L'

di:

und

PalestriTia'

ciiiKr.fi

autori a

arte musicale. 1897, vol.

i.

{\'iprt<-lj. viii.

tjiuitra

vf-i,

four conipoaitiona

Two from the Afadrit/aii de diversi autori, 1552
for four voicea.
beatam pontificem from
one from /I vera terzo Uhro. 1549, and
JUusica qnalor vocum, 1549.
p ^i
;

'

VOL.

II

'

and then the Organ-nccompanicd Chorale had
swallowed up everything, and before Pietism and
Rationalism between them had destroyed all
further interest in the artistic development of a
])roper Chureli Music in Lutheran or Pi-otestant
Germany.
His more important works are as
follows

;
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1. ' Hintoria voin Leidon uiid Sterbon unsors Herrn Jesu Chl-i3ti,'
(Passion according to St. John for two to five voicesl, Wll;tenberg, 1588, Tliis work was reprinted by Coinmer in hia edition
of LassuB, and appears also in Bchbberiein's Schatz dea liturgischen
Geaanges.'
2. Hymni Scbolastlci
. . 4v. ladjectae qilaedam precationesSvoc.
una cum cantionibus Gregoriania). 15i)7. Two editions appeared,
witli 37 and 41 numbers respectively.
3. Psalmodia choralia continens Autiphonaa, Psalmos, Responsoria, Hyinnos, Introitus, etc. additia Laiiieatationibuaquae Veaperi
1600. 631 plain-aong melodiea to Latin
!n liebdoraada Palmarum

etc.

'

,

.

and German

.

.

texta.

Geistliche Lieder
mit 4 und 5 Stiramen nacb gewbhnlichen
Choral-melodien geaetzet
.
Various colleetiona, 16U1, 1603, 1605.
1607.
The collection of 1007 contains 2r»2 German texta and 45 Latin.
5. Cantionea aacrae Choralea . . . Introitus, Kyrie, Sequentiae, etc.
4.

.

.

,

.

.

4-6 voc. 1610.
6. Miasae ad imitationem Orlandi et aliorum ... 5 voc. 1611.
containa ten inaaaea with Nicene Creed, yanctua, and Agnus, based
on themea from Jlotets of Lasaus ;und others.
7. Opua novum continena Mia'uis, Introitus, etc. 4-9 voc, 1613, containa fourteen masses and other music, including a St. Matthew
Passion for six voices.
insertis cantionibus aliquot natali8. Magnificat 5 and 6 ton
Resonet in l.audibus. In dulci jubilo, etc, (It was a favourite
tils
custom at Christmas in Lutheran cliurchea to aing the Latin
Magnificat with Christmas carols inserted between the veraes. It
wae in a similar fashion that Bach's Magnificat was originally produced at Leipzig. See Spitta, J. S. Bach ling, tr, vol, ii, pp, 369-374).
9. Eitner enumerates a large number of occasional compositions,
chiedy for weddings and funerals, after the custom of the time.
Geae also published in 1615 a theoretical work entitled Synopsis
milsicae practicae with numeroua examples of Hyiniis for four voices.
.

.

.

.

.

,

(

'

'

Besi(ies the
St. John Passion,' Schoberlein'a
Schatz'containsalarge number of Gese'sfourand
j. n. M.
five-part settings ot" Gerinan Chorales,
'

'

GESELLSCHAFT DER MUSIKFREUNDE
at Vienna.

This institution,

now

of world-wide

was suggested in 1812, and founded in
1813, mainly through Dr. Joseph von Sonnleithner, after two great performances of Handel's
'Alexander's Feast,' by all the first artists of
Vienna, in the Imperial Riding-.scliool, on i^ov.
29 and Dec. 3, 1812. In 1814 the statutes received the Imperial sanction, a president (Count
Apponyi) and board of directors were appointed,
the formation of a musical library and museum
decided upon, and four annual sulDsoription-conThese took place in the Recerts announced.
doutensaal
the first (Dec. 3, 1815) in the Small
The MusikHall, the others in the large one.
feste' (oratorios only, with 1000 performers)
were repeated in the Riding-achool every year
until 1847, when Mendelssohn was to have conducted his 'Elijah,' but his death occurred a
few days before the date fixed for the performSince 1859 two extra concerts have been
ance.
For
given every year, besides the original four.
many years the number of performers has
been about 80 in the orchestra, and from 300 to
350 in the chorus the latter I'onn the Singverein,' founded in 1858. The 'Orchesterverein,'
celebrity,

—

'

'

;

established in 1 860, gives a few soirees annually.
Soiriies, with miscellaneous programmes, were
At the
held regularly from 1818 to 1840.
four general concerts all masters worthy of
note have been and are still represented. Beethoven himself was invited to write an oratorio
for the Society, but was unfortunately at the
time too busy with other works (the Mass in
D, etc.) to comply with the request. The Society
has twice had a well-known patron of music at
its head —the Archduke and Cardinal Archbishop
Rudolf from 1814 to 1831, and the Archduke
Anton from 1831 to 1835. Down to 1848 the
concerts were conducted by the best musicians

among the members in turn but in 1851 Hellmes;

berger was appointed as professional conductor.

His successors were
stein in 1871,

— Herbeck in

Brahms

1859, Rubin-

and Herbeck

in 1872,

Herbeck died Oct. 28, 1877,
again in 1875.
and Hellniesberger resumed the duties of the
In 1878 Edofiice in the following season.
uard Kreniser was conductor till 1880, when
W. Gericke held the post between his de;

parture for America in 1884 and his return,
the concerts were conducted by Hans Riehter
(1884-90), and Gericke had a second tenure of
the ottice in 1 890-95, since which date it has been
in the-hands of Richard von Peiger (1895-1900),
Ferdinand L(jwe (1900-4), and Franz Schalk
The formation of the Singverein
(1904).
under Herbeck added greatly to the interest of
'

'

Besides such works as Beethoven's
Mass in D, and Bach's Passion-music (both St.
Matthew and St. John) several of Schubert's,
Der hausliche Krieg, Lazarus, the
works
B minor Symphony, etc. have been produced.
The possessions of the Society in works of art
have gradually increased, and are now of enormous extent. The library, the foundation of
which was foi'med by Gerber's valuable collec-

the concerts.

—

tion,

'

'

'

'

—

acquired in 1819,

4000 printed

vols,

now

contains nearly

and about 40,000 numbers of

music, printed or manuscript. [Geep.er.] Among
the latter are many valuable autographs and
literary curiosities, including Mozart's PF. concerto in D minor, a quintet (1768), his last
cantata (Nov. 1791) Schubert's 9th Symphony,
Masses in A flat and G, the opera Alfons und
Estrella,' the Singspiele 'die Zwillingsbriider,
and 'der vierjiihrige Posten, four stringed
quatuors, and many songs
Haydn's
Ten
Commandments,' Mass in B flat, a great cantata
Beet(1768), six stringed quatuors (1771)
hoven's first violin concerto (a fragment), many
songs, the sonata op. 81 (first part), a quantity
of sketches, the Eroica (a cop}', revised by
Beethoven)
choruses by Gluck and Handel,
and other treasures. The museum includes a
large collection of pictures and engravings
of celebrated musicians, and a collection of
ancient musical instiuments, medals, busts, etc.
[Herr G. F. Pohl, the writer of this article, was
;

'

'

'

;

;

;

and librarian from 1866 until his
death, in 1887, when he was succeeded by Dr.
Eusebius Mandyczewski.] In 1830 the Society
built a house of its own (Tuchlauben), but

archivist

having far outgrown the accommodation there,
removed in 1870 to the present large building
an der Wien,' where the concerts are now held.
The 'Conservatorium,' founded by the Society
in 1817, and still in connection with it, has
gro«n to great importance from very small
'

beginnings.

It includes instruction in every
branch which a pupil can possibly require.
In
1870 an opera school was opened, which gives
operatic performances.
To this was added in
1874 a dramatic school, which gives theatrical

GEWANDHAUS

GEVAERT
At present (1905) the Institution is attended by 950 pupils, wlio receive
instruction from sixty -seven professors.
The
successive directors of tlie old institution were
Kiesewetter (1817-25), Hauschka (1825-32),
representations.

its

re-

organisation Hellmesberger was appointed prodirector in 1851, and continued at
He was
the post until his retirement in ls93.
succeeded in that year by J. N. Fuchs, who was
followed in 1899 by the present director, Ritter
von Perger. Amongst the innumerable artists
who have been educated there we may mention
Ernst, Goldmark, Staudigl, and Hans Eichter,
as representatives of a number too large for our
fessional

space.

c.

_

F.

r.

GEVAERT,

Fr.axcois Auguste, Director of
the Brussels Conservatoire, born July 31, JS28,
at Huysse, a village uear Oudenarde. His father,
a baker, wished to bring him up to his own
trade, but his great musical ability becoming
apparent, he was sent in 1841 to the Conservatoire
at Client, where he studied under Sommere and
Mengal. He was then appointed organist of the
Jesuits' Church, and in 18*6 a Christmas cantata
of his composition was performed in Ghent.
In
June 1847 his Psalm 'Super flumina' was performed at the festival of the Zangverband
and Spohr, who was present, congratulated the
young composer.
In the previous May he had
won the first I>ri2e for composition at the national
competition in Brussels, but was allowed to
postpone his foreign tour for two years, during
wdiich lie produced in Ghent liis first opera,
Hugues de Somcrghen (March 23, 1848),
'

'

;

'

'

followed by La Comedie a la ville, at Brussels,
a decided step in advance.
In 1849 he started
on his tour, and after a short stay in Paris
proceeded to Spain, where he composed an
orchestral fantasia 'Sobremotivosespaholes. His
reports on Spanish music, regularly forwarded to
the Ministre de I'lnterieur, were printed in the
bulletin of the Academic of Brussels for 1851.
From Spain he went to Italy, and returning
through Germany reached (Thent in tlie spring
of 1852.
On Xov. 27 of that year he [iroduced
'Georgette' (one act) at the Theatre Lyrique in
Paris; and in Oct. 1854
Le Billet de J[arguerite, in three acts, libretto bj' Leuven and
Brunswick
both with extraordinary success.
'Les Lavandieres de Santarem' (Oct. 28, 1855),
however, was a fiasco.
Gevaert received the
order of Leopold for his cantata De nationale
verjaerdag,' composed in honour of the fifth
anniversary of King Leopold's reign.
'Quentin
Durward (March 25, 1838), Le Diable au
'

'

'

'

—

'

'

'

'

Moulin'(1859), 'Chateau Trompette'(1860), 'La
poularde de Caux (1861, with other composers)
and 'Le Capitaine Henriot (Dec. 29, 1864),
were all successes at the Opera Conii(pie in Paris.
So also was Les Deux Amours,' o[>era-eoniirpie,
'

'

'

the theatre of liaden- Baden, 1861.
A
cantata 'LeRetour de I'armee' was jierformed
at tile Grand Opera in 1859.
Other important
compositions are a Requiem for male voices and
orchestra; 'Jacques van Artevelde,' ballads,
choruses, etc. In 1867 he was appointed 'Chef
de chant' at the Academie de iMusique, Paris, a
post resigned by Halevy in 1845.
This post
Gevaert retained till the Opera in the Rue Le
Peletier was closed (Sept. 1870) on account of
the war. From that time he devoted liis attention to the history of music, and in 1875 brought
out the Hrst part of his Hidoire et Theorie de la
mnsique dans V AniiquilA (Henzel, Paris, one vol.
Svo), a work remai-kable for much new matter,
the result of careful and original research. This
had been preceded by his Lcerhoelc van den
G regoriaenschcn zang (Ghent, 1856), his Traite
d'riistrumen1ation{\i:ti'i), and Les Gluircs d'lla/ic
(Paris, 1868), a collection of secular vocal music
by Italian composers of the 17tli and Ibth
centuries, with introduction and biographies,
[Among his later works are Jieaieil de
etc.
chansons du XV' Steele (1875), and other editions of old compositions Zes origines dn eliaid
Jlturgique (1890)
La milopee antique (1895)
La Mtisique, Veirt du XLX' Siicle (1896)]. In
1871 he succeeded Fetis as director of the
Conservatoire at Brussels
a post which gave
scope for his remarkable powers of organisation.
One of his refo)-ms consisted in placing the
singing-classes uiiaer the annual inspection of
some celebrated singer.
Faure was the hrst
engaged.
In 1873 Gevaert was elected a member of the Academie des Beaux-Arts in place of
Mercadante an aiipointment liailed with satisfaction in France.
(-;e\aert is incontestably a
musician of a vcr}' high order
and his fame
rests on the solid foundation of a thoroughly
good early education. [See also Brussels Conat

Lannoy (1833-34), Chimani (1835-3ti), Klemm
For four
(1837-42), and Preyer (1843-47).
years the scliool was sliut up, and on
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;

;

;

;

;

;

;

servatoire.]

o. c.

GEWAKDHAUS COXCERTS.

So called

from their being held in the Hall of the Gewandhaus, the ancient armoury of

tlie city

of Leipzig.

They date from the time when Bach was Cantor
Thomasschule (1723-50), and the original
was 'das grosse Concert.' The first performances were held in a private house in 1743
the conductor was Doles, afterwards Cantor of
the Thomasschule (1756-89), and the orchestra
of the

title

;

They were
of sixteen pierformers.
interrupted by tlie Seven Years' ^Var, but resumed
on its termination in 1763, under the direction of
J. A. Hiller, who conducted them at his own risk,
and gave them the title of Liebhaber-concerte.'
The orchestra was increased to thirty, and
regular performances were held down to Easter
1778. After a pause of three years the concerts
Avere resumed, and located in the Gewandhaus,
to which a hall tor balls and concerts had lately
consisted

'

been added.

The

credit of this cliange

to Biirgernieister Karl

is

due

Wilhelm Midler, who has

a right to be considered as tlie

founder of the

GHAZEL

GHEO

He and eleven
of his friends constituted themselves a board of
directors, appointed J. A. Hiller as conductor,

ried Feb. 24, 1745, and had seventeen children,
one of whom, Josse Thomas (born 1752), suc-

164

institution in its present form.

and opened a subscription list for twenty-four
concerts.
The first concert in the new rooms
took place on Sept. 29, 1781
the first regular
subscription concert on Nov. 25.
At present
there are twenty winter-concerts and two benefit
;

one for the orchestra pension fund,
the other for the poor.
The programmes are
miscellaneous
orchestral ])ieces, instrumental
concerts,

-

—

and vocal
soirees,

solos,

and choruses.

Since 1809 eight

devoted to chamber-music, liave also been

The most brilliant period of the Gewandhaus Concerts was during Mendelssohn's congiven.

ductorship.

The names of the conductors are as follows
Johann Fricdrich Doles (1743-44); Johann
Adam Hiller (1763-85); Johann Gottfried
Schicht (1785-1810) Johann Philipp Christian
Schulz (1810-27); Christian August Pohlenz
(1S27-35) Felix Mendelssohn Bartholdy (1835:

;

;

Ferdinand Hiller (1843-44) Niels W.
Gade (1844-48); Julius Rietz (1848-60) Karl
Reinecke (1860-95); Arthur Nikisch (1895).
1843)

;

;

;

[For the centenary celebration of the concerts
in 1881, a history of the institution was written by A. Dijrtfel.
A new building, nuich
more convenient than the old, w-as openeil in
1884.
See also Dr. Emil Kneschke's Zur Geschichte des Theaters unci der Mnsik in Leipzig
(1864).]

G.

GHAZEL.

F. p.

A

short form of Persian poetry,
in which the rhyme of the two first lines is
repeated in every alternate line throughout the
piece.

The name has been adopted by

for a pianoforte piece (opp. 54,

F. Hiller

130) in which a

G.
phrase recurs occasionally as a refrain.
GHEYN, VAN DEN. A Flemish family of
bell founders, who originally belonged to the
town of Malines, and afterwards spread to Saint
Trend, Tirlemont, Nivelles, and Louvain. Their
names are found on bells in the chimes of
Malines and Louvain with various dates ranging
from 1516 to 1757, that of the second great bell
of the church of St. Eombaud at Malines.

The ornament of the family, Matthi.vs v.a.n
DEN Gheym, son of Andre Francois, was born
April 7, 1721, at Tirlemont, removed to Louvain,
was appointed organist of the church of St. Peter
1741, and on July 1, 1745, became by public
competition carillonneur to the town of Louvain,
which two posts he retained till his death, June

As carillonneur his duties were to
22, 1785.
play on all market days, fete days, and other
public occasions, to keep the chimes in tune and
to set fresh tunes for hours and half-hours on
the drum of the carillon, whenever so required by
ibr this the salary was 100
the authorities
;

'pattacons' a year. For private festivities extra
His habit was, in addition to
fees were paid.
his regular duties, to extemporise on the carillon
for half

an hour every Sunday.

Matthias mar-

ceeded him as organist alter his death.
Chev. X. V. van Elewyck, froniwhosepamphlet
(Afatthias van den Gheyn, honvain, Peelers, 1862)
the foregoing account has been condensed, has
collected fifty-one compositions by Matthias. Of
Fondements de la
these three were printed
(Louvain, Wyberechts)
basse continue, etc.
'12 petites senates pour I'orgue ou le clavecin
'Six
et violon in continuation of the foi'egoing
Divertiments pour clavecin (London, Welcker,

—

;

'

;

'

The rest remained in
Gerrard Street, Soho).
MS. during his lifetime they consist of a second
treatise on harmony and composition. Preludes
and Fugues ibr the organ, Sonatas for Cla^'ccin,
and Airs, Rondos, Marches, Menuets, Fugues
;

and

for three

four parts, etc., for the carillons.

Ele^-yck published a volume selected from these
(Scho.tt, 1863), forming vol. i. of his Anciens
G.
Clavecinistes Flaviandes.
GHRO, JoHAXN, born in Dresden, wasorganist
to the Churfiirstl. Schule of S. Alfran, in Meissen,
Saxony, in 1604-12, and in 1 625 Musik-direotor
of the Kajielle of Rudolph von
He published pavans
Biinaw at Wesenstein.
and galliards, which are described as pJain and
heavy in style.
List of works

and organist

:

—

liebliche vnd zierliche Intraden. so
nieiciala geseiien. injch inu Track kottniii;ii, jetzo aber zo
sonderliohen wolgefuUeu alien dt;r E<lleii iiiuaica Liebhabern, bevor
aufa deiien, so aicb der Text nicbt gebraucheii, zur fruligkeit mit
filiitrStiniinengeaetzet
OurdhJohannemGhro Dread. Gedruckt
zu Xiirnberg durch Paulum Kauffniaiin. 1603. 4Ui. Five part-booka
in the Wolfeiibiittel herzc.gl. Bibl. iSee Vogel'a Cat.) It waa reprinted in 1611. with the 3.anie title, but Gedruckt zu Nllrnberg
durch Abraham Wagenmann in verlegung David Kaufiiianns. 1611.*
Contenta the 3.'iTne. with the original preface dated 1603. Five
Ijart-booka in the Liegnitz konigl. Ritteracademie Bibl.
2, Dreiaaig neue auaaerleaene Padovane und Galliard, mit fiinff
Stimtnen, ao zuvur niemala in Truck konimen, autT alien Muaikaliachen Inatruinenten lieblich zugebranchen.
Componiit, durch
Jcjhannera Ghro Dread. Gedruckt zu Nurnberg durch Paulma
Kauffmaiin. 1604, 4to. The preface is dated from Meiaaen, am Tage
Petri u. Pauli iiu 1604 Jare. Joh. Ghro. Organist der Churfuratl.
Schul zu S. Affran daselbaten.' Five part-bool.s in the Fr;inkfurt
Gyinnaaial Bibl, etc, (See Israel's Cat.) It waa reprinted in 1612.
to the title waa added
lieblich zugeb)^ucheii.
Sampt eiiiein
zu end angehengtem Quotlibet genannt, Bettlerinantel, von nianmitvier
cherleygutenFlecklinzusainnien gesticktundgpflickt
Stiinnien verfertigt. durch Johann Ghroen Dresdensein der Churflirst, Schulen in Meissen Organisten,
Gedruckt zu ^ilrnberg
durch Abraham Wageninan in verlegung David Kauffinans, 1612."
4to.
It contains eighteen Padovanen and twelve Galliarden for
five voices and the Quotlibet for four voices.
Five part-books in
the Breslau Stadtbibl. etc. (See Bohn's Cat.
3, Bettler Mantel, von mancherley guten Flecklein zus.ammen
gestickt und geflickt, alien deneu ao inen waa nenes belieben la.asen.
zu Ehren mit vier Stimmen in Truckt verfertigct durch .Johann
Ghroen Dresdenaem. der CliurfUrstl, Schulen inn Meissen Oreanisten. Gedruckt zu Niirnitjerg, durch P,iulum Kauffmann, 1606.
4to.
The Altua and Tenor, the only two part-books known, are in
the Berlin koiiigl, Bibliothek. (Either,)
4, Trifolium Siicrum musicale Oder geiatlichea muaikali=chea Kleebliittein
insonderheit aber den anfahenden jungen Knabenzuin
tiiglichen Exercitio zum bestem compotiiret
durch .lohann
Grohen Dressd. dero Zeit der Eilnauiachen Capellen zum Wesenstein
verordnetcn Direct, und Org.anisten, Niirnberg. durch Ab, W.ogenmann gcdr, in verl, David Kauffmaiins, 162,^1, 4to, Three p,artbooks, the Prima vox and the Tertia vox. are in the Berlin konigl,
Bibl, A composition by Joh, Groe Daa ist mir lieb in four movements, written for five voices, is in Burckhard Grossman's Angst
der Hellen
der cxvi, Psalin Davids, durch etzliche vornehme
Muaicos im rhur nnd FUrafenthuin S:ichsen 'etc, Jena, ]tJ23, A
MS, copy of it (MS, z 110) is in the Bei lin Kiinigl, Bibl, (Eitner,)
In the Liegnitz Eitteracjidemie Bibl, in MS, 24 (No. 581 third part,
ia a
Padouan « 5' by Joan, Groh, (See Pfudel'a Cat. p. 37,1
In the Zwickau R.atS3Ch\dbibl. in MS, In, ?io, 378. a motet Lobet
den Hcrren' for eight voices, by Johannea Groh, (See Vollhjirdt'a
1,
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Cat,)

Becker. Die Tnnwcrke, des /ff, u. n. Jah'h. IS5,5. gives a work by
Groh. Der CIV Psalm zu XXI Versikuln gesangweis gesetzt u,
nach Art der Motetten zu 3, 4, bis 8 Stiinnien,' Isurnberg, 1613.

J,

'

4to,

Eitner, T(inze des la. bis il. Jnhrhuiiderts, 1875. p, 126, reprinted
No, 6 from Ghro's 36 Intraden, 1611,
C, S,

GIAKDINI

GIBBONS

GIARDINI, Felice pe, an eminent violinist,
was born at Turin, April 12, 1716.
He untcred
the ehoir of Milan Cathedral as a boy, and became a pupil of Paladini in singing, com])osition,
and the har[)sichord. He aiterwards returned
to Turin, and studied the violin under Somis.
He was still very young when he entered the
opera-baud at Rome, and soon afterwards that
In possession of a
of San Carlo at Naples.
brilliant

exeention,

fond of displaying

he appears to have been
by interpolating in the

it

accompaniments of the airs all sorts of runs,
shakes, and cadenzas, and thereby eliciting
Of this liabit, howthe applause of the house.
ever, he was cured in an emphatic manner.
Duringthe performance of an opera of Jonimelli's,
the composer came into the orchestra and seated
himself close to J'oung Giardini.
Giardini,
anxious to give the maestro a piroof of his cleverness, introduced into the ritornello of a pathetic
air a brilliant cadenza of great length, at the

16!:

1776 he was leader at the Three Choir
from 1774 to 1780 at the Pantheon
Concerts, and in 1782 and 1783 once more at
the Italian Opera.
In 1784 he left England,
apparently resolved to retire from public acti\ity
and spend the rest of his life in Italy.
But
his restless spirit brought him back to London
in 1790, when he started a Comie Opera at the
Haymarket. This proving a failure, he went
with his troupe to Russia, and died at iloscow,
to

Festivals,

Dec. 17, 1796.
Giardini's immense success on his first appearance in Londojr was no doubt greatly due to
the fact that he really was the first violinvirtuoso of eminence that had been heard
there, and his star went down as soon as
Salomon and Cramer became his rivals but
notwithstanding this, his infiuence on musica
;

end of which Jommelli rewarded him with a
Giardini in after years
sound box on the ear.
was fonil of relating tliis incident, and used to
add that he never had a better lesson in his
He certainly proved himself not oidy an
life.
eminent virtuoso, but an equally good leader

and operatic life in England was considerable.
He brought out a number of operas, though
with little success.
[He composed the second
part of an oratorio, 'Ruth,' in 1763, the first
])art being by Avison and the third by Boyce.
In 1765 and 176S he wrote the other two parts],
and his work was several times performed in
London.
His nimierous compositions for the
chamber include, nine sets of six violin solos

and conductor.

(sonatas) (opp.

From Naples he started in 1748 for a
throirgh Germany and thence to London.

tour
Tlie

date of his first public apitearance here is
According to Burney it took
variously given.
His
place in 1750, at a concert of Cuzzoui's.
success was iminense, and Burney affirms that
no artist, Gariick alone excepted, was ever so
much applauded as Giardini. His powerl'ul yet
mellow tone, the brilliancy and boldness of his
execution, the syiirited and expressive st3'le in
which he played the graml works of Tartini, as
well as his own lighter but pleasing compositions, created a perfect furore, and he became
at once the declared favourite of the London
"We may form an idea of the peculipublic.
arity of his style fronr the fact that "when De
B^'riot came to England, the old musicians,
who still I'emenrbered Giardini, were greatly
struck by the similarity of De Beriot's style to
his.
[In 1751 he st.arted subscription concerts
After
with the oboist Thomas Vincent.]
Festing's death in 17.''2, Giardini took the
place of leader at the Italian Opera, and appears
to liave infused new life and spirit into the
band, which had much deteriorated under
Festing's languid leadn-ship.
In 1756 he undertook the management of
the Italian Opera, but thereby sulfered great
Nevertheless we find him as impresario
losses.
After this he dein 1763, 1764, and 1765.
voted himself once more to playing and teaching the violin, and leading at concerts and
At this period F. Cramer
musical festivals.
became his formidalile rival, though the two

remained on most friendly terms.

From 1770

1,

4,

5,

6,

7,

8,

11,

16,

19),

Duets (opp. 3, 5)
six Sonatas for
Piano and Violin (op. 3) Twelve Violin Con-

Violin

;

;

certos (opp.

4,

5,

15); seven sets of Trios for

stringed Instruir.c?!ts

("opp.

2,

4,

13,

17,

20,

Quintets for strings (op. 11)
eighteen Quartets for strings (opp. 22, 23, and
26,

28),

six

;

29).

p.

GIBBONS.

The name of

D.

a noted family of

English musicians.
1. The Rev. EnwAF.D Gibbons, lIus.Bac,
born about 1570, was possibly son of ^\'illiam
Gibbons, one of the "Waits of the to"\^'n of Cambridge.
He graduated as Bachelor of Music
at Cambridge, and on July 7, 1592, was incorporated at Oxford. [At midsummer of that year
he liecame organist and master of the choristers
About 1599]
at King's College, Cambridge.
he was ajipointed organist of Bristol Cathedral
and also priest-vicar, sub-chanter, and master

of the

choristers

there.

He

resigned

these

appointments in 1609 on receiving those of
organist and eustos of the college of priestvicars in Exeter Cathedral, which he retained
until the silencing of the organ and choir in
1644. [See "West's Cnth. Org. p. 6.] Hawkhis
says he ^^as sworn a gentleman of the Chapel
but that is a mistake,
Royal, March 21, 1604
;

name

not to be found in the chequebook of the Chapel, and the date given is that
of the admission of his younger brother, Orlando,
Some compositions of his are preas organist.
served in the Music School at Oxford
and an
anthem, 'How hath the city sate solitary with
a prelude for tlie organ and accompaniments for
viols is contained in the Tudway collection,
as his

is

;

!

'

GIBBONS
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Museum

British

GIBBONS

MS. 7340). He is said
£1000 to Cliarles I. during

(Harl.

to have advanced

the civil war, for doing which liis estate was
confiscated, and himself and tliree grand-children
compelled to quit his house when he was upwards
Mattliew Locke was his
of eighty yeais of age.
pupil at Exeter.
2. Elli.s, brother of the preceding, was organist of Salisbury Cathedral at the latter end of the
16tli century.
He contributed two madrigals
Long live fair Oriana, and Round about her
chariot'
to 'The Triumphs of Oriana,' 1601.
About the same time he ceased to be organist of
'

'

'

—

Salisbury, but whether by death or resignation

does not ap[iear.

w.

H. H.

Orl.\ndo Gibbons, younger son of ^Yl[liam Gibbons, one of the Cambridge "Waits, and
thus younger brother of the two preceding
musicians.
He was born at Cambridge in
1583, and was admitted into the choir of
3.

King's College in Feb. 1596, under his elder
brother, Edward, who was master of the choristers at the time.
The name, spelt 'Gibbins,
appears regularly in the lists of payment from
early in 1596 until the second week after
Christmas 1597, when it occurs at the top of
the list as that of the senior chorister.
The
single entry in the winter of 1598 is possibly
that of a younger brother.
After leaving the
choir, no doubt on the breaking of his voice,
he was paid various sums for music written for
various festivities at Michaelmas 1601, 1602,
and 1603, and at Christnras 1602 and 1603.
On March 21, 1604, he succeeded Arthur .Cock,
deceased, as organist of the Chapel Royal in
London, and in 1606 he took the degree of
Mus. B. at Cambridge (Abdy Williams, Degrees
in Music, pp. 125 and 156, where the words
of the grace are quoted, referring to his having
studied music for seven years).
He must have mastered a good deal more
than the rudiments of composition by 1611,
when he joined Byrd and Bull in the compilaThis
tion of virginal pieces called Parthenia.
contains a fantasia in four parts by Gibbons,
which is so masterly in design, so finely invented, and so splendidly carried out, that we
meet with notliing at all comparable to it until
Another work by Gibbons
the time of Bach.
alone made its appearance possiljly about tlie
same time the Fantasies of Three Parts (for
viols) are unfortunately without date, or more
trustworthy cUie to the time of their appearance than can be obtained from the facts that
the composer is called Batchelour of Musick,'
so that it must have been after 1606, and tliat
the dedication to Edward Wray, one of the
grooms of the king's bedchamber, shows that
it must have been before 1622, when Wray lost
his place.
As the title also contains the words
Late Organist of His Majesties Chappell
Royall
and there is nothing to show that
Gibbons was dismissed from tliat post during
'

'

;

'

'

'

—

his

life

still,

—

we

its

evidence

may

be a

discounted

little

are left without actual evidence of the

date of the compositions, which, from internal
evidence, are a good deal less mature than the
The dates 1609
great fantasia in Farihcnia.
and 1610 have been suggested, but apparently
a comjiarison of the
quite without ground
;

Fantasies and Parlhenia implies,
indeed, tliat whereas tlie former claims to be
the first music 'cut in copper, the like not
heretofore extant' (in England, of course), while
titles of tlie

first music
the latter only claims to be the
that ever was printed for the Virginalls,' the
Fantasies must have preceded the publication
of Partlienia. (See Engraving, vol. i. p. 783.)
The Fantasies are nine in number, four for treble,
meane, and bass viols, and five for two trebles
and bass. They are all cast in the same form,
'

they must have been poiiular
long time after their first apipearance, as
they were reprinted several times, as circa 1630,
and in 1653 in 1648 they appeared in a collection of
XX koiiincklyche Fantasien (the
onh^ complete copy known is in the librar}^ at
Wolfenbiittel), and in 1843 they were again
brought out by the Musical Antiquarian Society,
edited by Dr. E. F. Rimbault. The same society
reprinted the all-important publication of 1612,
Gibbons's First Set of Madrigals and Motets
of 5 Parts
apt for viols and voy^ces.
There
are tliirteen complete madrigals (no motets), but
as some of tliese are divided into two, three, or
even four sections, each as long as an ordinary
madrigal, we may count the number as twenty.
Among them are some, such as The Silver
Swan,'
that the learned poets,' and Dainty
fine bird, that have remained popular wherever
madrigals are sung.
Besides these, which are
really masterpieces in their kind, such things
as 'What is our Life?' and 'Trust not too
much, fair youth,' are magnificent examples of
the finest English "worknianship in the pol}'phonic style. In What is our Life ?' especially,
the composer shows that he has attained that
instinct for musical expressiveness which had
already created a kind of revolution in the music
in a f'ugal style

;

for a

;

'

'

'

'

;

'

'

'

'

'

and the first traces of which in England
met with in Gibbons's later works. Sir
Christopher Hatton has been credited with tlie
of Italy,

are to be

author.ship of the words, from a passage in the
dedication to him
They were most of them
'

:

composed in
fore properly

3^our

owne house, and doe

there-

belong vnto j'ou, as Lord of the
Soile
the language thej- speake you prouidcd
them, I onely f^urnished them with Tongues to
vtter the .same.'
Whetlicr Sir Christopher
Hatton or some one else wrote the words, tliere
can be no doubt that they are of excellent
quality, and certain turns of thought and
phrase suggest that they are all by the same
hand.
There is further evidence that the composer w,as on terms of intimacy with his patron,
in the fact that in the crjllcction of virmnal;

GIBBONS

GIBBONS

music called Benjamin Cosyn's book,' in the
Royal Collection at Buckingham Palace, there
La Hatten's
is a piece by Gibbons entitled

31,821), are some notes, apparently on the
authority of Dr. Philip Hayes, which serve as
sonie sort of guide to the dates of a few of
them.
Great King of Gods was made for
the King's being in Scotland, 1617,' and 'This
made
is the record of John
is noted as being
for Laud, the president of St. John's, Oxibrd, for
John Baptist's Day.' Now Laud was president
of St. John's from 1611 to 1621, so that we

'

'

:

Galliard.

'

In the Declared Aecouitts of the

the following entry, communiAlsoe
cated by G. E, P, Aikwright, Esq.
allowed for money paid to Orlando Gibbons
one of his Ma"" Musieions for the vjrginalles

Audit

Office

is

:

—

'

Chamber which
was heretofore supplied by Walter Earle deceased
to attend in his highnes p)rivie

at xlvi" p. ann. during his life the first payement to begin from the feast of St. Wichaell

By war' under the Sigthe Archaungel 1619.
nett dated at West"' the X-vvij'^ day of January
Anno xvij"^" R. Jacobi due for one whole year
ended at Mich'" 1620 xlvi"-' He received this
or pension, until 1623, and after his
death, Thomas Warwick, or Warrock, was appointed musician for the virginals in 1630.
In May 1622 he accumulated the degrees of
bachelor and doctor of music at Oxford, on the
occasion of the foundation of the history professorship by Camden, who requested the university to confer the musical degrees ujion
Gibbons as well as upon Heather, the lirst
Heather, or Heyther,
occupant of the chair.
^\'as a musician by profession, and had been a
he does not
chorister of Westminster Abbey
appear to have been a composer, and, by way

salary,

;

of exercise for the degree, it seems beyond
question that Gibbons wrote the anthem,
to serve for both degrees.
clap your hands
{Dr. W. H. Cumniings is in possession of a copy
of this anthem, inscribed Dr. Heather's Commencement Song, compos'd by Dr. Orlando
Gibbons.'
The copy was in Gostling's sale.)
In 1623 Gibbons was rated as residing in the
Woolstaple, Westminster, and in the same year
he was appointed organist of the Abbey in sucIn 1625 he was
cession to John Parsons.
commissioned to compose the nnisic on the
occasion of the reception of Henrietta Maria by
Charles I., and was commanded to be present
He died there, on June 5,
at Canterbury.
'

'

'

'

'

seizure.

The

report of the post-mortem examination held on
him is preserved in the Record Office, and was
He
printed in the Athenctiim, Nov. 14, 1885.
was buried on the day following his death in
Canterbury Cathedral, where a monument to
liis memory was placed against the wall of the
The inscription on
north aisle of the nave.
it is given in full in West's CcUh. Org. p. 106.
His widow, Elizabeth, daughter of John Patten
of Westminster, yeoman of the vestry of the
Chapel Royal, bore him seven children between
A portrait
1607 and 1623, and died in 1626.

of the composer, by an unknown artist, is in
the JIusic School, Oxford.
Only a very few of the magnificent anthems
left by Gibbons in manuscript can be even
but on a copy of some
approximately dated
;

'

have a limit of time for this intensely interesting anthem, which shows the influence of the
new Italian music, and the monodic style, npion
one of the greatest of all the polyphonic iMiters.
The words, although set to music that is never
ungainly or anything but flowing and melodious,
have e"\'idently suggested the inflection of the
music in a way that hitherto had not appeared
in England.
Another anthem is more exactly
dated by a copy in St. George's Chapel, ^\'indsor, where it is recorded that
Behold, Thou
hast made my days but a si)an long,' was composed at the request of Anthony Maxey, dean
of Windsor, and jierformed at his funeral, and
in the autograph of the same anthem at Christ
Church, Oxford, the same destination of the
*

anthem

is

given.

Dean

jMaxej^'s successor

the British

Museum (Add. MS.

was

appointed on May 11,1618. A portrait, copied
from a lost original once in the possession of a
Mrs. Fiissell, is in the Music School, Oxford.
A number of services and anthems were
printed iir Barnard's ChiircJi. Jlusk, and these,
together with some other works of the same
kind, were also gi"\"en in Bo3'ee's Cathedral
liftisic.
The number of extant compositions
for the church was comjileted in 1873 by the
publication of a volume of services, anthems,
and the separate organ-parts to sundry other
anthems, etc., otherwise unknown, edited by
These exthe Rev. Sir F. A. Gore Ouseley.
cluded the music alread}' contained in Boyce's
Cathedral Jfasie. The following list of Gibbons's
works is believed to be complete
;

SERVICES
5.
(MSS. at Ch. Ch., Oxford, and St. Peter's College,
Cambridge, called Firet Preces in both. Ouseley.)
Preces in G, a 5. (Barnard, called First Preces.' Ooseley.)
Psalm, 'to First Preces,' "Thou openest Thine hand.' (Barnard.)
First Service, Morning and Evening, in F, a 4. (Barnard, Boyce,

Pieces in F, a

'

'

>'ovello.)

Second Service, a 5, in D minor,
To Deum, Eenedictus, Kyrie.

Nunc

Diniittis, a 4, in G.
Sanctus, a 4, in F. (Boyce.)

(Barnard, Ouseley.)
Sanctus, Magnificat, and

(^reed.

(Ouseley.)

FULL ANTHEMS
Lord, a 4. (Bernard, Ouseley.)
Deliver us,
Part -2. Blessed be the Lord God. (Do., do.)
Almighty and Everlastinjr God. Full, n 4. (Barnard, Boyce, Novetlo,^
Hos.anna. Full, fl 6. (Boyce. Novello.)
clap your hands. Full, o 8. (Boyce, Novello.)

God is gone up. (Do. do.)
part,
Lord, in Thy wrath, a 6. (Ouseley.)
Lord, in Thee is all my trust, a 5.
Why art thou so heavy. O my soul ? a 4. (Ouseley.)
Blessed be the Lord God of Israel, a 4. (Ouseley.)
O Lord, increase my faith, a 4. (Ouseley. Novello.)
a 6. (Nm-ello.) Oigan part in Ouseley.
Lift up your licads.
2nd

.

O

VEPSE ANTHEMS
(The

number

of parts is in all cases the largest

Behold Thou hast made

number

employed.)
Funeral anthem, a

my days.

Ouseley.)

This iB the record of John, a 5. (Ouseley, Novello.)
Behold, I bring you glnd tidings, a 6. (Ouseley.)
iiiuseley.)
a
If yc be risen,
We praise Thee, O Father, a 5. (Ouseley.)
,^.

of them, in

'

'

"

Whitsunday, of an apoplectic
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5.

(Barnard
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Lord, grant grace, a 8. lOuseley.)
Glurioua and powerful God. a 5. (Ouseley, Novello.)
See, flee, the word is incarnate,
a 6. (Ouseley.)
Sing unto the Lord, a 5. (Ouseley.)
Bleaaed areall tJjey. a 6. (Ouseley.)
Great King of Goda. a 5. With Viola. (Ouseley.)
a 5. With Viola. (Ouseley.)
all true faithful hearts,
The eyes of all wait upon Thee. (Novello.)
1 am the Resurrection. (Incomplete, in Britiah Muaeum, Add. MBS.
29,366-69.)

Museum, the Royal College of Music,
some of

HYMN 3

;

The Silver Swan.

|

|

Lais

now
is

old.

our life?

Ah! dear

(Auagewiihlte Madr.)
(Novello.)

heart.

Fair is the rose.
Nay, let me weep.
Ne'er let the sun.
Pt. 2.
Trust not too much, fair youth.

|

Pt.
(Arion.)

3.

Yet

that age.

If

MSS.

in the Royal College of Music
in Brit. Mus., Add. MSS. 29,372-77, etc.)
The Country Cry, and other pieces of the same kind, are found
without any composer's name in Brit. Mus., Add, MSS. 17,792-96
and 29.427.

The

Griea of London,

a

6.

(In

;

FANCIES FOR VIOLS
Nine Fantaaiea
(aee above).

of three parta, printed early in the 17th
Reprinted by the Mua. Antiq. Soc.

century

the age of

MTTSrC

The Queenes Command.
Praeludium in G.
In the Fitzwilliam Virginal Book there is a Pavane and a Fantasia
or variations. The Woode soe wilde.'
MS.
In Benjamin Cosyn's Virginal Book, in the Royal Library at Buckingham Palace, are twenty-five pieces by Gibbons, besides one
more attributed to him in the index.
In the Ch. Ch. Library, Oxford, are eleven of the pieces called In
Noinine,' seven in five parts and four in aix. Also volunt-iries,
'

"

etc.

]Vi,

Christopher Gibbons, Mus,D., second son
of Orlando Gibbons, was born in

1615 (bap-

August 22).
He was a chorister in
the Chapel Royal, and was afterwards educated
in the choir of Exeter Cathedral under his uncle,
In 1638 he was appointed organist
Edward.
of Winchester Cathedral, which appointment
he was coiiipelled to quit in 1644, when he
In 1660 he was
joined the Royalist army.
appointed organist of the Chapel Royal, private
organist to Charles II., and organist of "WestOn July 7, 1664, the Univerminster Abbey.
sity of Oxford conferred on him the degi-ee of
tized on

per literas regias,

'

w.

School of Music.

;

'

at

"vv.

GIGELIRA. See Xylophone.
GIGOUT, Eugene, an eminent French

Six pieces in Parthenia. (Printed in 1611 reprinted by the Mus.
Antiq. Soc, in the Trisor des Pianistes, etc.)
Galiardo in C.
Fantasia of four parts. (In Dannreuther's Primer of Ornamentation, correctly transcribed from the original.)
The Lord of Salisbury his Pavin.
Galiardo in A minor.

Doctor of Music,

soloist

private as well as in public, and on Ids ability
He is professor of the violin at
as a teacher.
the Royal Academy of Music, and the Guildhall

22 Fanciea of three parts in MS. at Ch. Ch., Oxford.

VIRGINAL

as a

violinist,

;

(Novello.)
(Novello.)

that the learned poeta.

What

GIBSON, George Alfred,

In 1867 he came to London and played
in the band at the Prince of Wales's Theatre
in 1870 he was a lirst violin in the Italian Opera
at Drury Lane, a year later he joined tlie Covent
He made his lirst appearance
Garden orchestra.
at the Monday Popular concerts on Jan. 28,
1882, appearing at intervals until 1S93, when
on the retirementof Herr Straus hewasapjiointed
On Nov. 5,
to the post of viola in the Quartet.
1893, he was appointt-d leader of Her Majesty's
Mr. Gibson's reputation rests
Private Band.
entirely on his concerted music playing, in

weigh not fortune's frown.
Pt. 2.
I tremble not at noise of war,
Pt. 3.
I see ambition never pleas'd.
Pt. 4.
I feign not friendship where I hate.
How art thou thmll'd.
Pt. 2. Farewell, all joys.
Dainty tine bird. (Nuvello.)
Fair ladiea that to love.
Pt. 2.
'Mongst thousands good.
each flow'ry bank.

w. H. H.
born at
Began the study
Nottingham, Oct. 27, 1849.
of the violin at the age of ten under his father.
Studied afterwards under Henry Farmer, and
Music School, Oxford.

twelve.

reprinted

1

Now

and

Daring's CatUica Sacra, 1674, but he
more as a performer than a composer.
[He joined Matthew Locke in the composition
of the Masque of Cuspid and Death, performed
A portrait of him is preserved in the
1653.]

made appearances

MADRIGALS
;

,

excelled

my

All for Ave voices, printed (in part-hooka) in 1612
by the Musical Antiquarian Soc.

etc.

are printed in the second

hymns

of

set

woea increase, a 4. (Leighton's Teares or
how do
L'imentation.i. Ouseley.)
O Lord, I lift my heart to Thee, a 4. (Leighton's Teares, etc.,
Ouaeley.)
Sixteeu hymn tunea, appended to George "Withera's Hymns and
Songs of the Church (lfi23i, reprinted by J. R. Smith 11856).
Four of the hyrana, which have only treble and basa in the
origina], are given in Ouseley, in their original form
eight are
harmoniaed in i'attendon Hymns. Oxford, 1899 ; and aix are in
Hymns Anc. and Mod., 1904.
Lord,

his

on which

ist,

organ-

born at Nancy, March 23, 1844, was educated

the maitrise of the cathedral there, and
entered Niedermeyer's Ecole de Musique religieuse, in Paris, at the age of thirteen.
He
at

of Niedermeyer's favourite pupils, and
subsequently married his younger daughter
he was professor in that school for upwards of
twenty years, and, after a long interval, re-

was one

;

1902 as professor uf the organ.
organist of Saint- Angustin in 1863,
and during his tenure of that post, made tours as
entered

it

in

He became

a virtuoso on the organ, in England, German}^
Italy, Sjiain, Switzerland, and jtlayed in Paris

during the various international exhibitions.
He enjoys a great reputation as an extempore
player.
In 1885 he founded an organ school
for organ and improvisation, subventioned by
the State, an institution which has jiroduced
many distinguished pupils. Gigout has written

numerous

pieces of im]iortance for his instru-

'Album Gregorien,' in two volumes,
containing more than 300 pieces, has become a
classic
a volume of
Pieces breves
in the

ment

his

;

'

;

modal

'

style of jilain-song,

and

a collection called

'L'Orgue d'Eglise are of great value besides
he has published many transcrijitions,
vocal and church music, a
Meditation
for
'

:

Dean and Chapter of AYestminster
made him a present of £5. [He was succeeded
at Westminster Abbey by Albertns Bryan in

these,

violin

and

He died Oct, 20, 1676, and was buried
1666.]
Some
in the cloisters of Westminster Abbey.
anthems of his composition as well as fancies for
viols, etc, are extant in MS, at Ely, the British

many

other things.

occasion the

c.

'

GIGUE

or

which derives
Giga,

'

orchestra, a pianoforte sonata,

Glgue^

GIGA

G,

and
F.

an old Italian dance
from the
Geige, or early hddle.
It was

its

is

name

(or vice versd)

GILES

GILSON

written indiscriminate!}^ in 3-8, 6-8, 3—4, 6-4,

Hawkins's History of Mtcsic.
Giles died Jan
24, 1633, and was buried in one of the aisles
of St.
tleorge's Chapel, Windsor, where an
inscri]ition was i)laced over his grave "which
stated him to have been master of the children
there forty-nine years, master of the children of
the Chapel Royal thirty-eight years, and to
have been seventy-tive years of age. A comparison with the dates given above, which are
all derived from authentic records, will show
that all three statements on the gravestone
are erroneous.
w. H. H.
GILMORE, Patrick Sarsfield, a popular
bandmaster in the United States, was born
Dec. 25, 1829, in Co. Galway.
[He became a
member of the regimental band at Athlone, Co.
Westmeath in 1845, and in 1849] he went to
Canada "with an English band of which he was
a member, and soon after went across into the
United States and settled at Salem, Massachusetts, where he was appointed leader of a military
band.
In 1859 Gilmore went to Boston and
organised a band, named after himself, which
became ilistinguished for its fine playing, the
result of his training.
During the Civil War
Gilmore was a bandmaster in the Federal Army
stationed at New Orleans, where, in 1864, he
gave a festival "i^'ith a monster orchestra made
up from the army bands, and startled the
audience with some novelties, one of which was
the firing of guns by electricity, making the
report come on the first beat of the bar, as
though they were great drums. This cH'ect
was reserved for the performances of patriotic

and 12-8 time, and was in two strains or sections,
each of which was repeated. Its time was lively,
and it was usnally employed to linish np a Suite.
A good example is that which winds up No. 8
of Corelli's twelve solos.

^^^H
Bach also employs them to close his Suites,
and has left an immense variety, not a few of
which are in common time, as well as 9-16 and
12-16.
The well-known one in the Partita in
Bb is in 4-4, and that in the last Partita of the
same set in 8-4. Handel's sixteen Suites contain
thirteen Gigues, one of which contains 143 bars,
and unlike most gigues, is not di-s'ided into two
sections.
[There was a convention that the
second part of the gigue should be built on an
iirst subject.
See Spitta, J. S.
Baeh, Engl. tr. iii. 159.] Mozart has left a
very tine little specimen (Ivochel, p. 574) which
he wrote in an album at Leipizig after a surfeit
of Bach.
English Jigs seem to have no special characteristics.
The word came to be synonymous with
any light irreverent rhythm, giving the point to

inversion of the

Pope's line
JIake the soul dance upon a jig to heaven.

GILES, Nathaniel, Mus.D., son

of

Thomas

was bor]i
in or near Worcester about the middle of the
16th century.
In 1559 he was admitted a
chorister of ^Magdalen College, Oxford, which
office he resigned in 1561.
In 1577 he was appointed a clerk in the same chapel, but retained
the place only until the next year.
He graduated at Oxford as Bachelor of ilusic, June 26,
1585. On Oct. 1, 1595, he received the appcintments of clerk, organist, and master of the
choristers of St. George's Chapel, Windsor.
[The warrant of his appointment is printed in
Giles, organist of St. Paul's Cathedral,

West's

C((th.

Org. p.

132.]

On

the death of

William Hunnis in June 1597, he was appointed,
on July 4, gentleman and master of the children
of the Chapel Royal.
Having supplicated for
the degree of Doctor of JIusic in 1607, but from
some unknown reason }iot lia"ving performed the
it, he proceeded to it July 5, 1622.
been asserted that on the accession of
Charles I. he was appointed organist of the
Chapel Royal, but there is no record of such
an appointment in the Cheque Book. Giles

exercise for
It has

contributed

a

to Leighton's

Tccors or Lamenta-

1614
a service
and an anthem by him were printed in Barnard's
Church Music, 1641, and other anthems, etc.,
do}is of

Sorroicfiill

are extant in

MS.

Sou?*?,

Ely,

;

Ch.

'

'

Gilmore's widest reputation, not conUnited States, was earned by his
success in organising the two immense music
festivals in Boston
one in 1869, known as the
National Peace Jubilee, with an orchestra of
1000 and a chorus of 10,000
the other in
1872, called the World's Peace Jubilee, with
2000 players in the band and 20,000 choristers.
On each occasion a powerful organ, chimes of
bells, anvils and artillery were added to the
music.

fined to the

—

;

orchestral resources,

and an immense shed was

Shortly after the
second jubilee Gilmore went to New York and
took charge of a large military band, with which
he travelled oi-er the United States and even
He also had
about Europe on concert tours.
charge of large bands at concert ganlens in New
York and at summer resorts on the neighbouring
coast.
His compositions of military and dance
music, as well as his arrangement of works of
diff'erent kinds for open-air perforn"iance, have
built for the concert-room.

enjo)'ed a

Louis,

by w.

wide popularity.

Sej.t.

24,

1S92.]

F.

[He died
H.

J.

;

at

St.

additions

H. n. F.

GILSON, Paul, born

Ch.

Oxford,
the Fitzwilliam Museum at Cambridge, the
Royal College of Music, etc.
A curious Lesson
of Descantof thirtie eighte Proportions of sundrie
kindes by him is printed in the appendix to
at

]69

at Brussels,

June 15,

1865, is an eminent Belgian composer, who has
been professor of harmonj' at the Conscr\'atoire
He is the author
Royal at Antwerp since 1902.
of

numerous

orchestral, choral,

and vocal com-

GIMEL

GIMEL
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Having learnt the elements of music
from the organist Cantillon, he studied harmony
and counterpoint with Duyck, a pupil of tlie
elder Fetis.
He also took private lessons from
positions.

Gevaert, the director of the Brussels Conservatoire, and in 1889 obtained the Prix de Rome,
instituted by tlie Belgian government in imitation of the similar prize given by the French

His prize cantata, Sinai, performed
1890 at Brussels, piroduced a very great
sensation.
It was followed by a symphonic
work, 'La Mer, after a poem by Eddy Levis,
which is recited before each movement of the
sympliony.
Performed at the Concerts PopuInstitut.

'

treble part was often constructed from a
plain-song melody, with embellisliments, as in
Gulielmus gives an example
Fauxbouidon.

The

'

in

founded on this plain-song.

'

laires of Brussels in 1892, afterwards at Paris,
at the Golonne Concerts, and in many towns of
Germany (Crystal Palace, Nov. 1897), it is
jjublished in a piano score by Breitkopf & Hartel.

i-

g>

^^5"

-i^

which the twin voices are a sixth apart,
and a contratenor bassus is again added, as in
in

'

'

the previous example.
Treble.

most remarkable mastery of orchestechnique, a strong sense of picturesrpie
instrumentation, an uncommon knowledge of
harmony joined to an interesting originality of
invention, together with a clever employment of
rhythms taken fromoriental folk-music. Though
of Flemish race, M. Gilson is the spiritual
descendant of the young Russian School, whose
It reveals a
tral

works he has studied with marked attention.
Besides his cantata already spoken of, we may
Francesca
mention among his choral works,
de Rimini,' for soli, choir, and orchestra (ConInaugural
certs Populaires, Brussels, 1895)
Cantata for the Brussels Exhibition of 1897
and Le Demon,' an oratorio, after Lermontov,
performed at Mons.
For orchestra there are a
fantasia on Canadian themes, a Scottish RhapHumores(|ue for wind instruments,
sody, a

^^^S^^f^S^fpii^

'

2=^

EE^

;

;

'

'

'

often

played

Brussels

the

at

Conservatoire.

with accompaniment for
M. Gilson's dramatic works
piano or orchestra.
La Captive (Theatre de la
include a ballet,
incidental music for Em.
Monnaie, 1902)
Prinses
Alva, and an opera,
Kiel's drama,
(produced at Antwerp, 1904).
Zonneschijn
The composer has numerous compositions as
M. K.
yet unperformed.
GIMEL (from the Latin gemellus, twin '), a
formofdiscantdescribed by GulielmusMonachus,
a/ writer of the 15th century, as peculiar to the
English.
It was siing by two voices, generally
at the interval of a tliird above or below, thus

About

thirty

songs,

'

'

;

'

'

'

'

1

^^I^^^Ej

'

:

See CorsRETMAKEn,

"^i^'*~TX^^=%=i5=
however, in a 'Gimel ad modum

de
Sometimes,
Fauxbourdon,' the voices were a sixth or even
a tenth apart, as in the following example, in
bassus
(i.e. below the
whicli a contratenor
'

tenor)

is

added.

'

/^n-i^ifnrf.^. Hi. 29fl,

292.

16th century the term gimel was
applied to any part of a vocal composition that
was temporarily 'divided.' Such a gimel occurs
in the first treble part of Tye's Eiige Bone mass
at the words
Pleni sunt coeli (p. 35 of Mr.
Arkwright's Old English Edition). In tlie Sadler
part-books at Oxford (MS. Mus. e. 1-5 of tlie
Bodleian Library) may be seen an example of
a double gimel.
It occurs in Robert White's
5-part antiplion 'Justus es, Domine,' at the
words 'Trilmlatio ct angustia invenerunt me.'
Both the treble and alto jiarts are divided for
In the

'

'

GIORDANO

GIOCONDA, LA
fifty bars, or nearly a third of the whole
composition, and are accompanied by the bass
part only. In the Eton folio MS. 17S, the word
gemellum is used, and is contradicted hy the
semellum (i.e. single), when the single
W'ord
j. f. e. s.
undivided part is resumed.

some

'

*

'

'

GIOCONDA, LA.

Opera in four acts, the
on Victor Hugo's Amjelo by
'Tobia Gorrio {i.e. Arrigo Boito)
music by
Produced at the Scala,
Amilcare Ponchielli.
ililan, April 8, 1876
in a revised version at
Genoa, in December 1879
and at Milan again
At Covent Garden,
in the following February.
May 31, 1883, in Italian, with M. Edouaid de
Keszke in the part of Alvise in English, by
tlie Moody-Manners Company, at the Kennington Theatre (Hrst time in English in London),
May 6, 1903, with Mme. Blanche Marchesi in

libretto founded
'

;

;

;

;

the

An

Italian musical family of

the 18tli century, tlie head of which seems to
have been one C.^rmixe Giordano, or Giordani,
who wrote an opera, 'La Vittoria d'Amor, at
Naples in 1712, and whose 'versetti' for organ
are in the Brit. Mus. (Add. MS. 14,247); a
cantata for soprano is in Add. MS. 14,227. That
Carmine was the surname of the
tlie name
family is an error which has been copied from
The family
F.'tis into most of tlie dictionaries.
appeared in comic operas at Naples until 1753,
when the father, two daughters, and the elder
son, Tommaso, migrated to London.
T0MMA.SO
was born in Naples about 1740, and went to
Dublin in 1761, where he produced Italian
©[leras at the Smock Alley Theatre, with a
brother, a dancer, who cannot have been Giuseppe (see below). In or about 1762 the whole
family, with the exception of Giuseppe, came
out at the Haymarket TJieatre with great success
in 176.5 and 1766 Tommaso was again in
Ireland, and on April 24 of the latter year,
he brought out his comic opera Love in DisHe conducted the
guise
for the first time.
Castle Ode for Lord Townshend, the Viceroy,
His 'Artaserse' is mentioned
in August 1769.
In the
in Breraner's catalogue for 1778.
winter of 1778-79 he ojiened the little theatre
in Gapel Street (not Chapel Street), in partnership with a singer named Lini, and remained
there for over three years.
He returned to
London in 1781, and lodged at Spring Gardens,
Two of his
in the room above John O'KeeH'e.
Castle of
airs were introduced into Arnold's
Andalusia.' He returned to Dublin in 1784-85,
married a Miss Wilkinson, and settled in the
He taught Lady Morgan, Tom
Irish capital.
In Ajiril 1789
Cooke, and others, the piano.
he composed and conducted a new Te Deura in
the Catholic Chapel, Francis Street, Dublin, at
a solemn High Mass, in thanksgiving for the
In tlie same year his opera,
King's recovery.
'Perseverance,' was produced at the Crow
After 1798 we hear
Street Theatre, Dublin.
'

'

no more of Giordani, but liis sou Tommaso
carried on the prol'ession of music-teacher in
Dublin for thirty years.
An opera of Antigone (1773) is in the British Museum, an
oratorio
Isaac
was jiroduced in Dublin in
1769, and another opera, 'The Siege of Gibraltar,' in the Capel Street Theatre, Dublin,
'

'

'

in

'

;

'

'

'

'

December 1783,

songs,

concertos,

and a
quartets,

of oveitures,

list

and sonatas,

is

given in the QueUen-Lexil-on.

The younger brother, Giuseppe, was liorn
about 1744 at Naples, aud learnt composition
at the Conservatorio di Loreto there,
hi 1771
he brought out his first opera,
L' Astuto in
'

and in 1772 joined bis
father and brother in London, })ioducing an
opera, 'II Bacio,' there in 1774, a work which
achieved such success that it was given until
imbroglio,'

1782.

title part.

GIORDAiSil.
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He

in Dublin,

at

Pisa,

joined his elder brother's enterprise

and was composer and director
when he went back

the music until 1782,
Italy,

operas,

remaining there
oratorios,

etc.

of

to

producing
In

for ten years,

in great numbers.

1791 he went to Fermo to conduct operas, and
died there Jan. 4, 1798.
His works include
two oratorios, 'La fuga in Egitto (1775), Le
tre ore d'Agonia di Nostro Signore Gesu Cristo
(performed at Dresden, 1807), a mass, motets,
etc. and five operas, canzonets, overtures, concertos, quartets, etc. (see the QaeUcn-Lcxiloii).
A song, Let not age,' has preserved its pojiularity to the present day, and it is pirobable
that the well-known Caro mio ben is by this
youngest of the family, wlio was commonlj'
known as Giordanello.' (Information from
Eitner's and Ricmann's Lexicons, and from
M.
W. H. Grattan Flood, Esq.)
GIORDANO, Umberto, was born at Foggia
His father, who was an
on August 27, 1863.
artisan, intended to bring up his son to his own
trade, but in deference to the arguments of a
friend, who had observed the boy's musical
temperament, he allowed him to receive such
Giormusical instruction as Foggia afforded.
dano's education was completed at the Conservatoire of Naples, where he studied under Paolo
He remained at Naples for nine years,
Serrao.
and Avhile still in statu piipillari wrote an
opera 'Marina,' which attracted the favourable
In response
notice of the publisher Sonzogno.
to a commission from the latter Giordano wrote
'Mala Vita,' the libretto of which was based
b}' Daspuro upon the powerful but singularly
This work was
reimlsive pla)' of that name.
Tlie fashion for
pjroduced at Kome in 1892.
operatic melodrama of the most blood-curdling
type was tlien at its zenith, and Mala Vita
liit the taste of the day as much perhaps by
the so-called 'actuality' of its subject as by
any pretension to musical value. Giordano's
next opera Regina Diaz' (Naples, 1894) was
Andrea Chenier (Milan,
a failure, but with
1896) he scored what hitherto has proved to
'

'

'

'

'

'

'

'

'

'

'
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be the greatest success of his career.
Andrea
Chenier speedily made the round of the Italian
theatres, and it was produced at Berlin in
1898.
It was given in London by the Carl
Rosa Company in an English version at the
Camden Theatre on April 2, 1903. In 1897
a revised version of Mala Vita was produced
under the name of 'II Voto,' and in 1898
Fedora, an operatic version of Sardou's famous
drama, repeated in a less degree the success of
Andrea Chenier. The composer's latest opera,
'Siberia' (Milan, 1904), appears to have been
decidedly less successful.
Giordano is a typical
member of the group of composers who sprang
into fame on the skirts of Mascagni, whose
'

'

and Phalese (Eitner, Sammelwerke).
[Four madrigals are translated in Morley's
Madrigals to Jive voices, 1698 and three specimens of his work are in Torchi's L' Arte Mtisicale in Italia, vol. ii.]
The date of his death
of Scotto

;

is

'

'

'

'

'

methods of workmanship his earlier operas
reproduce with singular fidelity.
In Andrea
Chenier he displayed a more definite individuality of style, and indeed there are passages in
this and in his later works that exhibit considerably more refinement of execution than
the N"eo-Italian school usually attempts.
Giordano has an exuberant gift of melody and a
strong feeling for dramatic effect, but his scores
lack solidity, and in his music the usual
theatrical tricks for extorting applause too
often take the place of a sincere expression of
emotion.
E. A. s.
GIORGI. See Banti.
GIOVANELLI, RurJOiEEO, born 1560 at
Velletri, near Rome.
Nothing is known of his
circumstances or early studies.
In 1585 we find
him maestro di capella to San Luigi de' Francesi
in Rome
from thence he passed to the Cliiesa
deir Anima, belonging to the German College
and, March 12, 1594, wasappointed Palestrina's
successor at St. Peter's, entering on his duties
three days later.
On April 7, 1599, he was
made a member of the Sistine choir. He was
living in 1615, as in that year he published
the second volume of his new edition of the
'
Graduale, undertaken at the reijuest of Pope
Paul v., and magnificently printed at the
Medici press, but disfigured by many arbitrary
alterations of the text.
Proske has inserted a
'Dixit' of Giovanelli's in his Musica Dicina
(Tom. iii.), an<l speaks of his works as 'graceful, pure in style, very pleasing in harmony,
and able to bear comparison with those of the
'

'

;

;

'

greatest masters.'
tains
Ills

many

Baini's Paleslrina also con-

Amongst

allusions to Giovanelli.

works preserved

Chapel at

in the Pontifical

Rome, Baini specially mentions a Miserere
for four and eight voices, and a Mass, ct 8, on
'

but he
Palestrina's madrigal Vestiva i colli
docs not seem to have known of a particulaidy
fine
Mass a 12, characterised by Proske as
Giovanelli was
full of beauty and imagination.
a great composer of madrigals, even in that
fertile age.
He published six books of them,
with one of Canzonette and Vilanelle, in the
years 1685, 1586, 15S8, 1589, 1593, 1599, and
Others are to be found in the collections
1606.
'

'

;

unknown.

G.

F.

GIOVANNINI,

'

a

name

interesting in musical

history solely on account of the part it pilays in
the discussion concerning the song Willst du
dein Herz mir schenkenT which for many years
'

The song
to Sebastian Bach.
appears in the larger of the two music books
of Anna Magdalena Bach, written on two leaves
now loose, but evidently once l)elouging to the
The
volume, in which they occur after p. 111.
outer page of the first leaf bears the title Aria
di Govannini (sic), the song itself appearing on
the two interior pages.
As a copy of the song
Sohlummert ein, ihr matten Augen is written
on the outer page of the second leaf, it has been
considered that the contents of these pages were
contemporary with the rest of the book, and
was attributed

'

'

'

'

Zelter, into

whose hands

tlie

volume came from

C. P. E. Bach, hazarded the conjecture that the

song was by Bach himself, that the Italian name
was the equivalent of the composer's first name,
and that the copy was made partly by Anna
Magdalena herself. Zelter's theory became fixed
in the public mind as a certainty, since a play
by Ernst Leistner and a novel by A. E. Brachvogel made the composition of the song an
incident in the love-story of Bach
and even
at the present day the question can hardly be
taken as settled.
Forkel refused from the first
to believe in its authenticity, judging it from
internal evidence, but Dr. W. Rust has adopted
Zelter's theory, and has even gone so far as to
assert that some of the bass notes are in the
composer's autograph (B. -G. xx. I. p. 15).
More recently, however, strong evidence has
been brought "which may be taken as proving
the song to be the composition of an actual
Giovarmiui, whose name appears in Gerber's
Lexicon as that of an Italian violinist and
composer, a pupil of Leclair's, who lived
chiefly in Berlin from 1740 until his death in
1782.
In the same writei's Ifeues Lexicon
(1812-14) the additional information is given
that about 1745 he went to London, and
produced, under the pseudonym of the Count
of St. Germain, a pasticcio entitled L' Incostanza delusa in which the airs were much
admired.
He also jiublished some violin solos
under the same name.
Dr. Spitta, in his
;

'

'

r^sum4 of the question (/. S. TJach,
English tran.slation, vol. iii. p. 661, etc.), tells
us further that songs by Giovannini are included
in Graefe's Odensarmnlung (1741 and 1743), two
of which were since published in Lindner's
excellent

Gcscldchte

dcs

deutschen

Liedes,

etc,

(1871).

These are said to show a strong resemblance to
the style of 'Willst du dein Herz mir schenken?'
and there seems no longer any reasonable doubt
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The
Giovannini is the real composer.
external evidence quite admits tlie possibility
of this, as the book may very probably have
come into other hands alter the death of Anna
Magdalena Bach, and so competent a critic as
Dr. Spitta saw no reason to endorse Dr. Rust's
opinion that some of the notes are in Bach's
while from internal evidence it
liandwriting
might well be thought that no musician who had
even a slight acquaintance with Bach's work
could ever suspect it to be by him. See also the
pireface to B.-G. xliii. II., by Graf Waldersee,

GISMONDI, Celeste, a mezzo-soprano engaged at the opera in London in 1732-34.
She made her first appearance (Dec. 1732) as
Lisaura in Handel's Alessandro.'
She played
a small part in 'Orlando' (1733); parts were
assigned to her (1733) also in 'Deborah,'
'Toloineo,' and 'Ottone,' but, after this, she
is said by M.
Schcelcher to have assisted in
setting up the rival theatre in Lincoln's Inn
Fields.
The newspapers of the day (Nov. 3,

and the Viertcljahrsschriftf, Musikwisu.
senschaft, i. p. 350 f.

Celeste

tliat this

;

p.

XV.

;

GIPSY'S

WARNING, THE.

An

opera in

\:-ords by Linley and Peake
music
three acts
by Sir Julius llenedict. Produced at Drury Lane,
;

;

It was much acted in Germany.
Aprill9, 1838.
Rage, rage, thou angry storm, and Blest be the
home,' were long favoiu'ites in concert rooms. G.
'

*

'

GIRARDEAU,
BELLA, an

Isabella.,

detta LA ISA-

Italian singer, married to a French-

man, wlio performed in the early Italian Operas
in London.
She is, perhaps, the same as
the Isabella Calliari mentioned in Quadrio's list
the female singers who nourished in
700-20.
She succeeded the Baroness at the

among
]

'

'

Haymarket, and appeared first in 'Almahide.'
She sang in the first and succeeding jjerformances of Handel's Rinaldo.' In this, one other
Bel placer,' was "wholly unaccompanied
songs,
even by a bass,
a severe trial for any voice.
On Dec. 12 of the same year, Gasparini's Antiochus.' was produced, in which La Isabella took
a part, as she did also in the following .lanuary
In the latter she had
a
in his
Ambleto.'
noisy song for trmnpets and hautbois obligate
(Burney), from which it may be inferred that
J. M.
her voice was very strong.
GIRELLI AGUILAR, Signora, an Italian
j)rima donna, who took part in the
grand
dramatic serenata composed by Mozart (1771)
in honour of the nuptials of the Archduke
'

'

—

'

'

'

'

'

'

Ferdinand, celebrated at Jlilan on Oct. 17 of
that year.
The archduke and his bride, not
only frequently inclined their licads from tlieir
box and applauded the maestro, but encored two
(Holmes,
airs sung by Manzuoli and Girelli
After this, Girelli married a Frenchman
p. 79).
named Aguilar, and visited London, succeeding
Grassi, and singing the principal role in Vento's
Sophonisba (1772-73) after which her name
is not found again in London.
j. M.
GIS.
The German name for G sharp.
A ballet by
GISELLE, ou LES Wilis.
Adol])he Adam on a plot adapted from Heine
by Theophile Gautier produced at the Grand
Opera, July 4, 1R41, atHer Majesty's, March 12,
1842.
It contained one of Carlotta Grisi's
'

'

'

'

;

;

greatest parts.
The subject

was employed by Loder

in his

opera of 'The Wilis, or The Night Dancers,'
and Puccini's Le Villi is on the same subject.
'

'

'

1735), however, give another account of her
by announcing the death of Signora

secession,

'

Gismondi
Wife to Mr. Hemjison
an English Gentleman, on Tuesday [Oct. 28],
after a lingering Illness.
She peiform'd in
Mr. Handel's Ojieras for several Winters
with great Applause, but did not sing this
season on any stage, on Account of her In.

.

.

disposition.'

GITTERN

J.

Ghitteen,

M.

an obsolete
instrument of the guitar type.
It is mentioned
several times by Chaucer in such terms as to
show that it was used for the accompaniment
of songs.
Other later writers refer to it, and it
is named in a list of musical instruments which
had belonged to Henry VIII. as
Four gittcrons which are called Spanish vialles.' There
can be but little doubt that it underwent
many minor changes in shape and character
during the period of its use, and that the name
was by no means detiiiitely fixed upon one
particular form, but would be assigned to any
(or

etc.),

:

of the guitar

'

trilie.

it appears to have liad
from the cithreu, that difference being its smaller size, and its being strung
with gut instead of wire, as was the cithreu.
Drayton in J'olyofbion, 1613, seems to confirm
this as to stringing by the lines

In the 17th century

but

little dilference

:

—

Some that delight to touch the sternsr wire
The Cithreu, the Pandore, and the Theorbo strike.
The Gittern and the Kit the wandering fiddlers like.
In An English Dictionary by E. Coles, 1713,
the definition of 'ghittern' is 'a small kind of
cittern.'
John Playford published, with the
date 1652, A Book of Nrw Lessons for the Cithren
etnd Gittern^ a copy of "which is in the Euing
Library, Glasgow.
In advertisements Playford
alludes to this (a later edition) as having been
'printed in 1659, and at various dates between
1664 and 1672 he advertises as newly printed
another work, Jlusir/Zs 'Solace on the Cithreu and
Gittern.
The gittern and cithren never appiear
'

'

have had much pojiidarity in England, and
the last-named date they seenr to have
The music transcribed
died a natural death.
to

after

for the

instruments

a four-line stave.

^\'as

written in tablatin-e on

About 1756-58 the cithren

had a revival in the English guitar, a wirestrung instrument which closely resembled it.
This, however, gave place to the gut -strung
Spanish variety as now used.

Guitar.)

(See Ci'rHER,
r.

k.
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GIUGLINI, Antonio, 'born at Fano, 1827
appeared in London first in 1857 at Her Majesty's
Tlieatre, [wliere on April 11 he made liis debut
under Lumley as Fernando in La Favorita,
and afterwards sang as Arturo, Edgardo, and
Manrico.
In 1858 lie was re-engaged, and
played asThaddeus on the production, in Italian,
of the Bohemian Girl,' Ferdinand in Verdi's
Luisa Miller,' and Raoul at Titiens's debut.
In 1859 and 1860 he sang under E. T. Smith
at Drury Lane and Her Majesty's.
In 1861
he sang under Mapleson at the Lyceum, in
1862-64 at Her Majesty's under the same
manager.
His parts in new operas comprised
Eiceardo in Un Ballo,' Zamberto in Schira's
Nicolo de' Lapi,' Faust, Fenton in 'Falstaff'
and Vincent in Mirella.
In the autunm of
1864 he was engaged at St. Peterslrarg, but did
not appear owing to incipient madness.
In
1865 he returned to England, but had to be
confined by his manager in Dr. Tuke's Asylum
at Chiswick.
In the autumn he was removed
to Italy, and died at Pesaro on Oct. 12, 1865.
He possessed a sweet and high tenor
A. c]
;

'

,

'

'

'

'

'

'

which was a welcome variety after the
stentorian exhibitions of recent singers before
him and an elegance of style of which some
critics, nevertheless, complained asoold, languid,
voice,

'

;

and over drawn-out' (Chorley).

GIULIETTA E KOMEO.
acts, libretto

j.

M.

Opera in three

by Remain, music by N. Vaccaj.

Produced at Milan, Oct. 31, 1825 at the King's
Theatre, Haymarket, London, April 10, 18.32.
For other operas on the subject see Romeo and
;

Juliet.

GIURAMENTO,

A Dramma

IL.

serio

by Rossi

from V. Hugo's Angela
Produced at La Scala,
music by Mercadante.
at Her Majesty's
Milan, in the spring of 1837
London, 1840; and at the Theatre- Italien,
Another better-known
Paris, Nov. 22, 1858.
libretto

;

;

opera on the same subject

GlOOONDA, LA.

GIUSTO,

correct,

in suitable time

;

is

by

See

Ponohielli.

suitable — 'Tempo

as the fugues in

'

G.

giusto,'

Israel in

Egypt,' 'Egypt was glad,' He led them through
Lord,'
and also Thy right hand,
the deep
and The horse and his rider.' Also used in the
sense of strict, to restore the time after a tempo
'

'

'

;

'

'

'

rabato.

G.

GIZZIELLO, GlOACCHiNO Gonti, detto,

so-

called after his master, D. Gizzi, was one of the
Born Feb.
greatest singers of the 1 8th century.

28, 1714, at Arpino (Naples), he early underfor the career of a sopranist.

went the preparation

He

gained a round, full, sweet voice of great
and penetrating quality, which was united
to a strong natural taste and feeling in music.
At the age of fifteen he made his d^but at Rome,
In 1731 he excited the
with immense success.
greatest enthusiasm there by his singing in
Vinci's Didone and Artaserse.' An anecdote
e.xtent

'

is

'

'

related of this occasion, showing

how much

other singers were already affected by his fame.
[See Farinelli.]
He sang at Naples in 1732
Three years
and 1733 with the same success.
later (April 13, 1736), he is announced in the
London newspapers as expected here in a few
'

This was the critical moment at which
the split occurred in Handel's company, and
the great master was at a loss for artists to
On May 5, he
replace those who had seceded.
began with Ariodante,' and Gizziello, who then
made his first appearance in London, met with
days.'

'

'

uncommon

in justice to his voice
reception
and judgment, he may be truly esteemed one of
thebest performers in this kingdom {Daily Post).
In presence of Farinelli, no more could be said

an

;

'

of the

and

young

singer,

diffident, that

who was

when he

still

first

'

modest

so

heard Farinelli,

at a private rehearsal, he burst into tears,

away with despondency (Burney).

and

Atalanta' was brought out May 12, Gizziello again
singing the principal man's part, as he did, a
Inl737he appeared in
little later, in
Poro.
'Arminio, 'Berenice,' 'Giustino, and Partenope.'
In 1743 he went to Lisbon, where the
improvement in his style, due to the example of
Charles III.
Farinelli, was at once perceived.
King of Naples, engaged both him and CaHarelli
to sing in the Achille in Sciro of Pergolesi.
Caffarelli came from Poland, and Gizziello from
Portugal, and met for the first time. The former
sang the first song with splendid eH'ect, and
Gizziello thought himself lost, as he listened to
but he sang his own
the continued applause
song, which followed, with such pathos and
expression that he divided the honours of the
performance.
In 1749 he was invited by Farinelli to sing at Madrid Avith Mingotti
and
stayed there three years.
He then returned to
Portugal.
About the end of 1753 he quitted
the stage, and settled at his native place.
He died at Rome, Oct. 25, 1761. An excellent mezzotint portrait of him was scraped
by Alex. Van Haecken, after a picture by G.
Lucy, in 1736, folio.
A good impression of it
fainted

'

'

'

'

'

'

'

'

'

;

;

is scarce.

j.

M.

GLADSTONE,

Dr. Francis Edward, was
born atSummertown, near Oxford, March 2, 1845.
When fourteen he was articled to Dr. S. S. Wesley,
with whom he remained at Winchester for five
years. After being organist for two years at Holy
Trinity Church, Weston-super-Mare, in 1866 he
obtained the post of organist atLlandaffCathedral.
In March 1870 Gladstone was appointed organist
at Chichester Cathedral, but three years later
he moved to Brighton, where he remained until
1876, when, after a short residence in London
as organist of St. Mark's, Lewisham, he accepted
the post of organist at Norwich Cathedral, which
he held from 1877 to 1881.
Dr. Gladstone
then became organist of Christ Church, Lancaster Gate, London, a post which ill -health
compelled him to resign in 1886.
He took the
degree of Mus. B. Cantab, in 1876, and shortly

GLAZOUNOV

GLlSER
was made an Honorary Member of the
Royal Academy of Music. He took the degree
of .Mus.D. in 1S79, and is also a Fellow of the
College of Organists, a I\Icmber of the Board of
Musical Studies at Cambridge, and a teacher of
organ, etc. at the Royal College of Music. Having
been received into the Roman Catholic Church,
lie was ajipointed director of the choir at St.
Mary of the Angels, Bayswater, about 1887,
Dr. Gladstone,
and held the post until 1894.

was not at the University
lie was
professor.
He was blind in his later years, and
His friends,
died March 28, 1563, at Freiburg.
Erasmus, Justus Lipsius, and Vossins, wrote
panegyrics on him.
His principal works on the
theory of music are Jsagoge in viusicen Henrici
Qlaveani etc. (the dedication 'ad Falconem
ConsulemurbisAventinensis,' Avignon, is headed
Basileae, anno Christi 1516, 4to ad idns Mar1837), proves that

after

,

'

is one of the ttrst of living Englisli organists,
has composed much music for his instrument,
besides services, anthems, songs, a chorus (with
orchestral accompaniment), A wet sheet and a
flowing sea,' an overture (MS.), a piano trio
Nicodemus
(MS.), a}id two sacred cantatas
(produced by the Highbury Philharmonic Society
1880) and Philippi, or the Acts of Paul and

;

'

'

'

—

tlie latter

of which

was

written for the North-Eastern Choirs Association, and produced at Newcastle in July 1883.

A

cantata,

'Constance of Calais,' performed

by the Highbury Philharmonic Society, in
1885 a mass in E minor (MS.), written for
and a short mass in
the Brompton Oratory
Eb, are among Dr. Gladstone's most important
;

;

works.

"w.

B.

.s.

GLASER, Franz,

born at Obergeorgenthal
Bohemia, April 19, 1798 studied the violin
at the Conservatorium of Prague in 1813-17
going to Vienna in the latter year he became
coniluctor at the Leopoldstadt Theatre, in 1822
at the Josephstadt Theatre, in 1827 at the
Theatre 'an der Wien,' and in 1830 at the
From 1842 to
Kbnigstadt Theatre in Berlin.
his death, August 29, 1861, he was court
He wrote a great
conductor at Copenhagen.
in

;

;

number

of operas, nuisical comedies, farces, etc.,
only one of which, Des Adlers Horst (Berlin,
M.
1832 '), achieved a wide celebrity.
GLAREANUS, Henricus, so called because
he was born (in .lune 1488) in the Canton of
Glarus, his real name being LoRLS or. Latinised,
'

'

Heisa celebrated teacher of music.
said to have been a shepherd-boy in his youth
but he studied music with Rubellus at Berne,

LoRrrus

;

;

and afterwards under Coclilaus at Cologne,
where he was crowned poet-laureate in 1512 for
a poem in honour of the Emperor, which he
composed and sang to his own accompaniment.
In 1515 he was teaching mathematics at Basle,
and in 1517 was appointed, at the recommendation of Erasmus, professor of philosoplry and
He returned in 1522
artes liberales in Paris.
to Basle, wliere lie is said to have set up a school,
and from whence he removed to Freiburg im
Prof H. Schreiber, in an
Breisgau in 1529.
excellent monograph on Glareanus (Freiburg,
'

'

1 The diction.try-makers have made various errors with regard to
the date of this work. Riemann's flpi^rn-jhindbw-h gives it as 18:50,
but the author has the correct d.ate. 18."1'2, in his I.exiknn in Baker's
fiinfj. Diet, the dat« is given as l&'W, probably owing to the fact that
the opera is mentioned in a summary of works given at Berlin in
the previous year, in the Alliicm. .Vusik Zeitung for Jan. 18.'J3.
Riemann's Lcxikon (.5th ed.) gave the date of death as 1869. but the
6th ed corrects It. and the newspapers of 1 861 confirm the above date.
;

.

'), now extremely scarce, containing chapters
on solmisation, the intervals, modes, tones, and
their treatment and AfiAEKAXOPAON (1647,
fob), a still more important work, the aim of
which is to pirove that there are twelve church
modes, corresponding totheancientGreek modes,
and not eight, as many writers liave maintained.
The third part contains numerous examples from
the works of Okeghem, Obrecht, Josquin de
Pres, and other musicians of the 15th and 16th
centuries, valuable also as specimens of early
music-printing.
AVonnegger of Lithuania published an abstract of the Dodccachordon (Freiburg, 1557), the second edition of which (1559)
contains a poem by Glareanus in ]iraise of the

tias

'

Silas in Jlacedonia,'

it

of either Paris, Basle, or Freiburg, that

who

—
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thirteen Federal cities of Switzerland, set to
music by Manfred Barbarin.
The catalogue of
Draudius mentions a third treatise Dc iiiuskcs
at: dcfinUione (Basle, 1549)
but as the
headings of the chapters are identical with those
in the Dodcaichordon^ it can scarcely be a
separate work.
In 1888 Peter Bohn made a
German translation of t\i& Dodxcachordiyn{PuhUJ:
d. Ccs'. /. Musikfors'-'hunf/)^ with the examples
in modern score, and an abstract of Schreiber's
biography.
His theory of the t^\"elve church
modes, as parallel to the ancient Greek modes,
will assure for Glareanus a lasting place among
writers on the science of music.
r. G.
GLASENAPP, Carl Friedrich, born at
Riga, Oct. 3, 1847, studied philology at Dorpat,
and has lived since 1875 in his native town.
He is the author of the authoritative life of
Wagner
his book, Richard Wagner, Leheih
imd IVirken, appeared in two volumes in 1876,
and the second edition, much enlarged, in 1882.
In 1894 appeared the first instalment of the
tliird edition, which is not yet complete (1905),
the second volume having appeared in two
portions in 1897 and 1899.
A translation, with
still further amplifications, by Mr. Win. Ashton
Ellis, is in progress, the tliree volumes having
appeared in fgOO, 1901, and 1903.
The
fourth volume of Mr. Ashton Ellis's work
M.
(1904) is independent of Glaseiiapp.

dirisione

;

;

GLAZOUNOV, Alexander

Constantino-

vicH, born Au,gust 10, 1865, in St. Petersburg,
was the son of a well-known publisher and
bookseller.
After leaving tlie Real or modern
school, Glazounov attended some lectures at
the Universitj' of St. Petersburg as a voluntary
or non-attached student.
At nine he began to
take lessons in pianoforte and elementary theory.
'

'

'

'

GLAZOUNOV

GLAZOUNOV

and before he was thirteen
sliowed a great aptitude for composition.
In
1879 he became acquainted witli Balakirev, who
advised him to continue his general culture,
while grounding himself thoroughly in classical
music.
A year or two later, Balakirev, realising his uncommon talent, recommended him to
study privately with Rimsky-Korsakov, under

As a master of orchestration he stands, with
Rimsky-Korsakov, at the head of a school preAleminently distinguished in this respect.
though Glazounov has made some essays in the
sphere of programme music in the symphonic
poems Stenka Razin,' The Forest,' and The
Kremlin
and more recently in the Suite
yet his tendency is
Aus dem Mittelalter
At the same
mainly towards classical forms.
time, even when bearing no programme, much
of his music is remarkable for a certain descrip-
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with Elenovsky,

whose guidance he completed a course of composition and theory, extending over a year and
a half.
Glazounov is endowed with phenomenal musical memory. He himself has said
At home we had a great deal of music, and
everything we played remained firmly in my
memory, so that, awaking in the night, I could
:

'

reconstruct, even to the smallest details, all I
had heard earlier in the evening.' His most
feat in this way was the complete
reoonstruction of the overture to Borodin's opera
'Prince Igor.' Glazounov's First Symphony,

remarkable

composed

at sixteen, was given by Balakirev
one of the concerts of the Free School
in 1882.
It was re-orchestrated five times
before the composer, satisfied with the result,
finally published it as op. 5. Almost simultaneously he wrote the Quartet in D (op. 1) and
the Pianoforte Suite on the theme S-a-c-h-a
(diminutive of his own name Alexander) op. 2.
His First Overture (on Greek themes, op. 3)
was performed at one of the concerts of the
Russian Musical Society under the baton of

at

Anton Rubinstein. Thus the leaders of the
two opposite musical factions united to forward
Thanks in
the interests of this gifted youth.
some degree to the friendly ap)preciation of Liszt,
His
he soon became known outside Russia.
earliest successes abroad date from 1884 (First
Symphony at Weimar), 1889 (Concerts of the
Paris Exhibition), and 1897 (Fourth Symphony
at the Philharmonic Society, London, .July 1,
and Fifth Symphony at Queen's Hall Sym|ihony
Concerts, Jan. 28). Glazounov's activity has been
chiefly exercised in the sphere of instrumental

Unlike so many of his compatriots he
music.
has never been attracted to opera, nor is he a
Although partly a
prolific composer of songs.
discifile of the New Russian School lie is separated from Balakirev, Rimsky-Korsakov, and
lloussorgsky by his preference for classical forms
From the outset of his career he
in music.
shows a mastery of technical means such as
we are accustomed to associate only with full
Perhaps on account of this facility,
maturity.
some of his earlier works suH'er from over-elaboration

and

a

redundancy of

acces.sory ideas.

But

the tendency of his later compositions is almost
always towards greater simi>licity and clearness
Glazounov's music is melodious,
of expression.

although his melody
ness or variety.

is

not remarkable

It is usually

for rich-

most character-

His
moods of restrained melancholy.
harmony is far more distinctive and original,
and frequently full of picturesque suggestion.
istic in

'

'

'

'

—

'

'

—

The last to join the circle of
came at a time when solidarity
of opinion was no longer essential to the very
It was
existence of the New Russian School.
natural that, more than its earlier members,
he should pass under other and cosmopolitan
influences.
The various phases of his enthusiasm for Western composers are clearly traceable
In one resptect Glazounov is
in his works.
quality.
Balakirev, he

tive

unique, since he is the only Russian composer
of note who has been seriously dominated by
Brahms.
But although he has ranged himself
with the German master on the side of pure
musical foi'm, a very cursory examination of
their

respective

much

less

works

to

suffices

show how

the music of the RusEven
sian composer than that of Biahms.
while moving within the limits of conventional
form, Glazounov's music is constantly suggesting to the imagination some echo from the
'

abstract

'

is

and
seems to
repudiate
that he shows himself linked with
the spirit of his age and his country.
The
strongest manifestation of his modern and
world of actuality.
veiled realism

—

It is in this delicate

— which

in theory he

national feeling is displayed in the energetic
and highly - coloured music of the ballet

Ra3nnonda.
Comparing this work with
Tcnaikovsky's ballet
The Sleeping Beauty,'
it has been said that while in the latter each
dance resembles an elegant statuette, bizarre,
graceful, and delicate,' the former shows us
colossal grouf)S cast in bronze
life viewed at
'

'

'

'

'

'

;

moments

of sui)reme tension

and violent move-

ment, cauglit and fixed irrevocably in gleaming
metal.
It ]iroves that this Russian idealist has
moods of affinity with the realism and oriental
splendour of Rimsky-Korsakov and Boroilin.
The ballet 'Raymonda,' and its musical antithesis the Sixth Symphony, with its wonderful
contrapuntal finale, are proliably the most
popular of Glazounov's works.
Apart from his art, (Uazounov's li'e has been
uneventful.
Few composers liave made their

debut under more lavourable

aus|)ices, or have
appreciation so rapidly.
Nor has he ever
experienced the sting of neglect or the inconvenience of poverty.
His life, it has been truly

won

remarked, seems

tlie

realisation of a fairy tale

set to music.

Glazounov made his first appearance as a
conductor at the Paris Exhibition of 1889, and

GLEASON

GLEE

has frequently acted in that capacity at the
Russian Symphony Concerts, St. Petershurg.
In 1900 he was appointed professor at the St.
Petersburg Conservatorium, "where he takes the
class for instrumentation ami score-reading.
His seventh symphony in F, op. 77, was
played for the first time in England at the
The
Royal College of Music, Feb. 17, 1903.
list of his works, mostly jmblished by Belaiev,

Middletown, Conn., Dec. 17, 1848.
His first
mnsioal studies were made under Dudley Buck
in Hartford
in 1869 lie entered the Conservatorium of Leipzig, wliere he woi-ked under
The
Jloscheles, Richter, Plaidy, and Lobe.
following year he went to Berlin to continue
his studies in theory and pianoforte playing
under Loeschhorn, Weitzmann, andHaupt; and
still later studied the pianoforte with Beringer
in London.
After his return to America he

follows

is as

;

:

Op.
\.

2.
5.

string quartet in D.
Suite on the theme 9-a-c-h-a,' lor
Overture on G-reek themes, No. 1.
'

pf.

i.
5.
6.
7.
8.

First

Symphony

in E.

Overture ou Greek themes No. 2,
Serenade, for orchestni,
Elegy (To the Memory of a Hero), for orchestra.

Charaeteristic Suite ior orchestra.
String Quartet in F,
Serenade for small orchestra.
Poiine lyrique, for orchestra.
Symphonic poem, 'Stenka Raiin,'
-Two pieces for orchestra. 'Idylle'anii
15. Five Novelettes for atrinp quitrtet.
9.

10.
11,
12,
13.
14.

16,
17-

18.
19.

'

Reverie Orient&le.'

Second Symphony in F sharp minor.
Fensde i Liszt, violoncello and pf.

Mazurka

for orchestra.
Fantasia, 'The Forest,' for orchc-itra.
pieces for violoncello with aocunipanirneiit
orchestra.
Wedding March for orchestra.
Two pieces for pf.
Barcarole' and Novelette.'
Valses on the theme S-a-b-e-la.
Efiverie for horn and pf.

;

for

pf.

or

'

;

'

Prelude and two mazurkas for pf.
Symphonic Sketch for orchestra, 'Une

fete Slave,'

'

'

adapted from

a movement in
Quatuor Slave in G.
Two melodies to words by Poushkin,

and the

Picture,

'

Ode

'
;

Sfveral pieces of

and

chamber music

;

pieces for organ

pianoforte.

GLEE. A piece

'

Symphonic

Festival

part-songs, sacred choruses,

26.
27.
The Sea.'
28. Orchestral Fantasia,
29. Oriental Kbapaody for orchestra,
30.

;

*

'

'

occupied several posts as organist in cities of
his native state, but from 1877 lived and
worked in Chicago, until his death, Dec. 6,
1903.
Jlr. Gleason has produced a considerable
number of compositions in most of the forms of
the art, several of which have been performed in
the United States
tliey are marked rather by
ambition and extravagance than any potent
musical impulse. Among them are two romantic
operas, 'Otto Visconti,' the overture of which
was performed in Leipzig in 1892 and 'Montezuma,' of which ilr. Gleasun wrote both text
and music a symphonic poem Edris,' op. 21
the cantatas 'God our Deliverer,' The Cul^mt
Fay,' PraiseSongto Harmony, 'and Auditorium
;

20. Tsvo
21.
2J.
23.
24.
25.
26.
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ii.

A.

unaccompanied vocal music
in at least three parts, and for solo voices,
usually those of men.
The glee, though possibly
suggested by the madrigal, to which this description partially applies, is separated from it, so
far as its origin is concerned, by a long interval

The Kremlin.'

Three Etudes for pf,
32. Meditation for violin with pf. accompt.
33. Third Symphony in D.
34. Orchestral Sketch, 'Spring.'
35. Suite (for string quartet).
36. Petite Valse for pf.
37. Nocturne for pf.
38. Quartet for brass instruments, In mofio religioao.'
39. string quintet,
40. Triumphal March (Chicago Eshibition, 1895] with
31.

of

'

of time.
chorui ad

libitum.
41.

Grande Valse de Concert,

for pf.

45. Carnaval. Overture.
40, Suite, Chopiniana,' for orchestra.
47. Valse de Concert, for orchestra No. 1,
4S. Fourth
in
flat.
'

E

4'X Troia 5Iorceaux for pf,
50. Cortege solennel, for orchestra.
61. Valse de Concert, for orchestra. No. 2.
52. Orchestral Suite, 'Sci^nea de ballet.'
53. Fant;i3ia for orchestra.
54. Two Impromptus for pf.
55. Fifth Symphony in E flat.
56. Coronation Cantata, for mixed chorua, aoU,
57. Ballet, 'Raymonda.'

57a. Suite

and orchestra.

from Do.

Sixth eymphony in C minor.
Six Son^ with pf, accompt.
60. Six do. do.
61. Ballet, 'Ruses d'Amour.'
62. Prelude and Fugue for pf.
63. Cantata for female chorus, and
hands,
64. String quartet in A.
58.
59.

65.

Cantata for

Hymn

choir,

soli,

accompt. (or two

and orchestra,

pfs. eight

'Memorial Cantita

'

to Poushkin for female choro.i.

Six Songs with
Ballet,

'

The

pf.

accompt.

variations for pf.

Sonati in
Pf. Sonata In
Pf.

E

flat.

E.

Seventh Symphony in F.
Orchestral Suite,

Duet

for sopr.

'

and

Aiw dem
alto,

Mittelaltcr.'
pf. atcotupt.

with

GLEASON, FnEDEKiCK Grant,

-p

-^^

an American
composer, organist, and teacher, was born in
VOL.

ir

in

Eng-

17th century.
The first glees are due to the
beginning of the 18th century, and the finest
specimens of them to the seventy-five years between the middle of that century and the end
of the first quarter of the 19th.
Vocal comjiositions by masters of the latter part of the 17th
centuryare sometimes found, in collections printed
after their decease, to which the word Glee is
appended.
These are not glees, in the now accepted sense of the word, hut simply airs b}^ those
masters, harmonised subsequently for three or
four voices or choruses, mostly from operas, from
which the original orchestral parts are simply
omitted. Two eminent English composers, Arne
and Boyce, "wrote each a 'itw i)ieces which they or
their subsequent editors called glees
but their
productions in other styles altogether surpassed
these, both in excellence and number.
The
earliest, possibly the greatest, master of the glee
proper is Samuel "Webbe, during whose long life
(1740-1816) the best specimens of this class
of composition were produced.
Webbe actually
outlived many of the most eminent practitioners
in the school of which he was the founder.
;

Sciisons,'

Pas de caract*^re. for orchestra.
Intermezzo roniantico for orchestra,
String quartet in D.
Chantdumciiestrel for violoncello witlipf, or orchestral accompt.

Theme and

and

;

snli,

(Leeds Festival, IDOL)
66.
66,
67.
68.
69,
7071.
72.
73.
74.
75.
76.
77.
79.
80,

of madrigals ceased

land, in the course of the first quarter of the

Three Miniatures for pf,
43. Valse de Salon, for pf.
44. Elegy for viola with pf. accompt.
42.

Symphony

The production

altogether, both on the Continent

Tlie

word

acterises the

'

glee in no way describes or charkind of composition to which it
'

N

GLEE
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gives a name.
gligg

— music.

GLEN

simply the Anglo-Saxon

It is

A glee is not therefore necessarily

early Glee

and Catch Collections

Madrigal Part-sosg.]
GLEE CLUB, The. This club

also

of a cheerful character, as the name might seem
to imply.
That music was in early times com-

some meetings at the house

monly

associated with cheerfulness

possibly

in St. Paul's Churchyard,

true.

The 'Gliggman,' according

Warton,

at

is

to

was identical with the 'Jooulator.' But the
words of a glee may be mournful or sprightly,
and the music such as will express them becomingly. The serious glee is no more a misnomer
than the cheerful.' Both terms have been used
by glee composers again and again.
The glee differs from the madrigal, as might
'

'

'

be e.xpected from the distance apart of their
epochs, in its tonnUltj, whichisuniformlyniodern.
Kot only so. Whereas the subjects of the
madrigal are generally few, always contrapuntally treated, and this often at considerablelength,
those of the glee are generally many, and only
rarely developed at all.
Masses of harmony,
rare in the madrigal, are common in the glee,
and indeed give it some of its best effects. The
'

'

characteristic
'

of

figure

perfect cadence,' rarely

in the former,

—

is

modern tonality, the
and timidly introduced

of frequent occurrence in the

sometimes indeed of such frequent occurrence as to give to many of these compositions
a halting and discoimected character, as though
they were continually about to come to an end.
Indeed the short phrases, incessant cadences, frequent changes of rhythm aud pace of the average
glee, contrast unfavourably with the
long resounding' phrases of the madrigal, never brought
to an end in one part till they are begun in
another, overlapping one another, bearing one
another up, and never allowing the hearer to
anticipate a close till everything that can be
done with every subject has been done, and the
movement comes to a natural eml.
In so far as the glee composer exhibits this
power of sustentation, this strength of wing
the highest and the rarest qualification for every
kind of polyphonic composition his productions
Every one of
will be lasting in their attraction.
the best glee writers, such as Webbe, Stevens,
has exhibited it frequently
Callcott, Horsley
and in very high perfection and this together
with a constructive power which we should seek
in vain in the musical compositions of the madrigalian era. Stevens's glee, 'Ye spotted Snakes,
is a model of construction, and if not the earliest,
is one of the earliest specimens of pure vocal
latter

'

—

—

;

music in the 'sonata form.'
The glee proper is wholly independent of instrumentalaccompaniment. Thename, however,
is

occasionally given to compositions like The
Sir Henry Bishop. These
'

Chough and Crow, by
'

would be better entitled accompanied
tets, or choruses.

The

ti'ios,

quar-

principal glee composers,

—

without
over and above those already named
are Attwood, Battishill,
exception Englishmen
Cooke,Danby, Hindle, LordMornington,Paxton,
and Spofforth. [For the bibliography of the

—

see

of Mr.

Catch
j.

;

•

h.

originated in

Robert Smith

commenced

in 1783,

which motets, madrigals, glees, canons, and
The meetings
catches were sung after dinner.
were subsequently held at Dr. Beever's and other
houses until, in 1787, it vas resolved to establish
a society to be called 'The Glee Club,' the first
public meeting of which took place at the Newcastle Coffee House on Saturday, Deo. 22, 1787.
The original members were, R. Smith, Dr.
Arnold, Dr. Beever, Rev. J. Hinckes, T. S.
(afterwards Dr. )Dupuis, J. Roberts, J. Heseltine,
T. Aylward, C. Wright, T. Gregory, H. Desdier,
The professional
L. Atterbury, and T. Linley.

members

were, S. Webbe, J. Dyne, P. Hobler,
(afterwards Dr.) Callcott, J. Hindle, J.
Bartleman, S. Webbe, jun., and S. Harrison.
In 1788 the Club removed to the Freemasons'
Tavern, thence to the Crown and-Anehor until
Feb. 1790, when it returned to the Freemasons'
J.

W.

Tavern, but removed once more, on .July 6, 1791,
to the Crown and Anchor, and again returned
In 1790 Samuel
to the Freemasons' Tavern.
Webbe composed for the Club his 'Glorious
Apollo,' which was ever after sung at the
meetings as the opening glee, while B^'rd's canon

'Non

was sung immediately after dinner,
by Dr. Cooke's canon 'Amen.'
After Glorious Apollo (first sung with tliree
voices to a part and then full) the chairman,
vice-chairman, conductor, sub-conductor, and
secretary, each named a glee, and then the
Noljis'

often followed
'

'

members according

to seniority.

Among

the

eminent visitors who have contributed to the
music of the meetings were Samuel Wesley
(who played Bach's fugues upon the pianoforte,
or an extemporaneous effusion on some consjiicuous passage in a glee recently sung), Moscheles, and Jlendelssohn. The Clubwasdissolvcd
in 1857 and the library sold.
The Cluli must
be distinguished from another Glee Club formed
in 1793, the original members of which were
Shield, Johnstone, Charles Bannister, Incledon,

Dignum, C. Ashley, and W. T. Parke, the last
of w^hom (^Musiral Memoirs, ii. 175) states
that it was held on Sunday evenings at the
Garrick's Head Coffee House in Bow Street,
Covent Garden, once a fortnight, when we
amused ourselves by singing the works of the
old and modern masters, after which we sat down
'

to supper.'

GLEN.

c.

An eminent

M.

Scotch firm of musical

instrument makers.
Thomas Macbean Glen,
the founder, was born at Inverkeithing, Fifeshire,

in

May 1804

the Cowgate,

removed

;

commenced business

Edinburgh, in 1827

in

1836
and died July
;

in

North Bank Street,
Amongst the instruments invented
by him was a wooden Ophicleide, of which a
large number were made, and known as Serto

12, 1873.

'

GLINKA

GLIEKE
The business was carried on from
1866 by his sons Jolm (b. 1S33) and Robert
The Glens are now chiefly noted for
(b. 1835).
tlieir bagpipes, of whieli they are the recognised
pentcleides.'

best makers.

g.

Another bagpipe lirm founded by Ale.vander
Glen (born at Inverkeitlung in 1801), elder

Thomas Macbean

brother of the preceding
is

established in Edinburgh.

issued

Both

tiriiis

Glen,

huve

musical works in connection with the

bagpipe.

John Glen, sou of Thomas Jlacbean Glen,
born in Edinburgh in 1833, was a high authority
on, and j^ossessed a uniquely valuable library of,
His published works
early Scottish music.
The Glen Collection of Scottish Dance
are
Music, two books, 1891 and 189.5, and Early
All these are full of
Scottish Melodies, 1900.
:

original research,

and contain much biographical

matter which the student cannot
alford to ignore.
He died Xov. 29, 1904.
Robert Glen, his younger brother, born in
Edinburgh 1835, is an equally great authority
on ancient musical instruments, of which he
has a fine collection, and on Scottish antiquities.
He is, in addition, an accomplished artist in
the representation of old instruments and

and

historical

similar subjects.

F.

K.

6LIERE, Reixhold Mohitzovich, born at
Kiev, Dec. 30, 1S74 (O.S.).
He is a gold
Moscow Conser\'atoire. where
he studied from 1894 to 1900 under Taneiev
and Plyppolitov-Ivanov. His published works
medallist of the

include

phony

Se.xtet for strings, op. 1

:

2

tet, op.

in

;

;

string quar-

His symcomposed in 1899, was first

octet for strings, op. 3.

E

flat,

performed in Moscow at a concert of the
Russian Musical Society in 1902.
E. x.
GLINKA, MiCH.\EL IvANOVicH, whom Liszt
designated the Prophet- Patriarch of Russian
music, was born June 2 (May 20, O.S.), 1803, at
Novospasskoi in the Government of Smolensk,
the estate of his father, a retired military man.
Glinka's early childhood was spent in the custody
of his maternal grandmother, who reared him,
physically and morally, in a hot-house atmosphere thereby laying the seeds of that extreme
delicacy of nerves and constitution from which
he suffered to the end of his days.
From infancy
he showed remarkable sensibility to all musical
sounds.
The first ten years of his life were
spent almost exclusively in the country, where
he grew up under the influence of the folk-music,
which left an indelible impression upon his
gifted nature.
In his autobiographical notes,
Glinka gives the following account of these
childish impressions
Sometimes my father
entertained a large party of friends and relatives
and on these occasions, he would send for my
uncle's musicians, a small orchestra drawn from
the serfs on his estate, which lay eight versts
away from ours. This band generally remained
several days at our house, and when the guests
'

'

;

:

'

1V9

had

finished dancing, would play other kinds of
music.
Some of their pieces made a new
and indescribable impression upon me, so that
for days afterwards I was in a kind of hectic
state, or possessed by delicious languor.
Once,
when the time came for my drawing-lesson, I
was so absent-minded that my teacher reproved
me because my thoughts were entirely filled
with music.
"What am I to do?" I replied,
''
music is my very soul." ... I often took a
violin or piccolo, and tried to join in with the
hand, keeping of course to the tonic and dominant.
During supper Russian national
songs were plaj'cd, arranged for two flutes, two
clarinets, two horns and two bassoons.
This
"meltingly" sad but to me satisfactory combination
delighted me, especially the horns
in the lower registers (I could not endure shrill
tones)
and perhaps these songs which I Ireard
in my childhood first suggested the idea of
making use of our national music'
Glinka received his earliest instruction on
the pianoforte from his governess, Fraulein
Klammer.
In 1817 he was sent to an aristocratic private school in St. Petersburg, which
he left in 1822.
During this period he took a
short course of piano lessons from the celebrated
John Field. When the latter left St. Petersburg,
he continued to study the piano under Obmana
and Carl Meyer.
With the violin he made less
progress, although he took lessons from Bi Jim,
an excellent jilayer and distinguished teacher,
who frequently remarked to his ])upil with
pessimistic foreboding
Messieu Klinka, fous
In 1822 he
nc chouerez cliamais du fiolon.'
made his first essays in composition (variations
and a valse for piano).
Unluckily he never
underwent any complete course of theoretical
.

.

.

.

.

.

—

—

;

'

:

study until much later in life.
In 1823 Glinka travelled in the Caucasus,
and was 2*rofoundly impressed by tlie sublime
mountain scenery.
On his return, he spent
some time at his country home at Novospasskoi,
de^'otiug himself to the classical masters
Haydn, Mozart, Bectho"\'en, and Cherubini. At
this time he composed a few pieces for his
uncle's band.
In 1824 he entered the Ministry
of Ways and Communications, and settled in
:

St. Petersburg.

He now worked

in a desultory

fashion with various masters, and wrote a sejitet,
two overtures, a quartet, etc. He also took
singing lessons from an Italian master, Belloli,

and many
from

of his early amateurish songs date
Kone of these early composi-

this period.

although not lacking in grace and attracmelody, can be regarded as more than
tentative eiforts to express himself in music.
During the four years he spent in the go^'ernment service and lived in the capital. Glinka
tions,

tive

moved

in

a

distinguished

social

circle,

and

enjoyed the friendship of the Counts A\'ielgorthe singer Ivanov, and
sky, Th. Tolstoi,
the poets Joukovsky, Delvig and Poushkin.
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His mental growth at this time must have
been ra[iid, and we learn from his conteinporaiies
that he was an excellent linguist, a good mathematician, and fond of natural science, in fact
something of a specialist in zoology.
In 1828
he resigned his otficial position, and, acting on
medical advice, went to Italy, where he spent
nearly three years in Milan, Rome, and Naples.
At this time lie made the personal acquaintance
of Donizetti and Bellini, and went through a
phase of idolatry for Italian music.
The enchantment was the natural result of his surroundings, and was not permanent. The remembrance
of the strong, sad, yet highly-coloured music of
his native land awoke suddenly to remind him
that the soft and sensuous beauty of Italian

melody was in

The

reality alien to his nature.

intention of some day composing a national
opera hitherto a vague and nebulous dream
now began to take a definite form. In 1833
he left Italy and went to Berlin, w'here he placed
himself under the celebrated master Dehn, and
at twenty-nine embarked upon his first serious
Dehn realised the waste of
course of theory.
time involved in putting such a pupil through
a long and graduated method of instruction. He
helped Glinka to reduce to some kind of order
his considerable stock of desultory knowdedge,
and gave him what may be described as a bird'seye view of harmony, counterpoint, fugue, and
The following year the
composition generally.
death of his father compelled Glinka to return
The idea of composing a national
to Russia.
opera was firmly rooted in his mind, and received
the warmest encouragement from the literary
The poet Joukovsky
circles he frequented.
Ivan
first suggested to him the subject of
Sousanin (the hero of A Life for the Tsar ') as
The actual
being characteristically Russian.
But
libretto Avas entrusted to Baron Rozen.
Glinka's ardour, once aroused, soon outstripped
that of his librettist, with the result that the
latter was frequently obliged to fit words to
Glinka himself says, The
ready-made music.
idea of contrasting the national music of Russia
and Poland, many of the themes, and even the

—

'

'

'

'

details,

all

flaslied

into

my mind

at

once.'

Under these circumstances it is not surprising
that the libretto, while excellent as regards
dramatic elfect, is jjoor in literary quality.
The opera took about two years to complete,
and for a considerable time the Intendant of
Finally
the Im[ierial Opera refused to accept it.
tlie iuHuenee of Glinka's friends prevailed, and
the work, under the title of A Life for the
Tsar,' was performed for the first time, in the
presence of the Imperial family, Nov. 27, 1836.
The success of the opera was inuneiliate. The
public were carried away by the freshness of
which with all its novelty did not
the music
and
depart too far from their accepted ideal
still more touched Ijy the patriotic sentiment
A few 'aristocrats,' sneering
of the subject.
'

—

—

at the national colouring of the work, spoke of

thereby provokas the music of coachmen
What does it
ing Glinka's sarcastic rejoinder
matter, since the men are superior to their
it

'

'

;

'

:

masters
But the more thoughtful critics
saw that the opera was new in the best sense of
the word, and marked a fresh dejjarture in art
the birth of a genuine school of Russian
Music.
In 1838 Glinka was sent to Little Russia to
discover fine voices for the service of the Imperial Chapel, in which he held the office of
He had
choir-master from 1836 to 1839.
already composed a few numbers of a second
Russian and
opera ujion Poushkin's poem
Lioudmilla, but the work proceeded slowly
!

'

—

'

'

partly because of the multiplicity of librettists
part in its construction, and partly
because of Glinka's failing health and painful

who took

domestic dissensions, wliich led to his separaTlie first performance of
tion from his wife.
Russian and Lioudmilla did not take place
until November 1842, and it soon became
the supreme effort of
evident that this work
Glinka's genius
was not destined to please the
public.
'Russian,' wdiile lacking the human
interest and dramatic movement of A Life for
the Tsar,' is infinitely superior from the purely
musical point of view.
As in his first opera.
Glinka contrasted the characteristic melody and
rhythms of Russia and Poland, so in 'Russian
he employs with far greater mastery the
music of the neighbouring East, side by side with
that of his native land.
Thus we have a chorus
based upon a Persian melody a ballet movement upon a Turkish theme in 6-8 time, and
several genuine Tatar airs. Both Glinka's operas
practically follow^ the traditional forms of French
grand opera, while showing a certain freedom
from conventional limitations wdiioh raises tliem
above the fashionable model of the day. Glinka,
for all his strong sense of nationality, was an
eclectic who assimilated the Italian sense of
beauty and respect for the hunuan voice, the
audacity and brilliance of the French School
as represented by Berlioz, and the solidity
especially as regards technical methods
of the
German classical composers.
The failure of Russian and Lioudmilla, the
'

'

—

—

'

'

—

—

;

—

—

'

'

his

matured convictions, came

fruit

of

bitter

disappointment to Glinka.

as

a

Sutt'ering in

body and discouraged in spirit, he left Russia
in 1844 for a prolonged sojourn in France and
In Paris he

Spain.
Berlioz,

of the

made

whom he regarded

day

—

in his

— both

own

the acquaintance of
the first composer

as

line.

'

'

A

similarity of

were smarting under the unappreciative attiturle of their compatriots
drew Berlioz and Glinka more closely together.
In an article in the Journal des Debats in
1845, the French composer spoke very highly
destinies

of Glinka's music, praising
freslrness of inspiration

;

its

originality

and

while Glinka on the

MICHAEL IVANOVICH GLINKA

GLINKA

GLINKA
other

hand did

all in his po\?er to

forward the

Tlie stud}' of
of Berlioz in Russia.
Berlioz's music and of tire Paris public had its

interests

practical influence

npon Glinka.

'

am

1

deter-

compose some orchestral concert pieces,
for 1 think it would be
he wrote at this time

mined

to

'

;

possible to unite the requirements of art and
the demands of the public, and, profiting by the
present perfection of instrumentation and exe-

cution, to compose works which should satisfy
both the connoisseur and the ordinary hearer.'

The Jota
of this resol\-e was
Aragoncse,' 'Xight in Madrid,' 'Kaniarinskaya,
etc. Anotlier importantwork which Glinka composed between 183S and 1842 was the incidental
Prince
music to Count Koukolnik's tragedy
This consisted of an overture,
Kholmsky.'
three songs, and four entr'actes, and is considered
the finest example of Glinka's symphonic music.
Jlany touches in "Prince Kholmsky,"' wrote
recall the bru.sh of Beethoven.
Tchaikovsky,
Each entr'acte which follows the overture
is a little picture painted by a master-band.

The outcome

:

'

'

'

'

.

.

.

They are symphonic marvels, which would

suffice

a second-rate composer for a whole series of long
symphonies.'
In Spain Glinka collected a great
On his
deal of musical material for future use.

iiturn to Russia he went first to Smolensk and
thence to^\'arsaw, wherehereinained three years.
*Kamarinskaya' was composed in 1848, 'Night
in iladrid in 1851, and during a second visit
to Paris in 1852 he began a symphonic poem on
the subject of Gogol's Tarass Boulba' which was
On the outbreak of the Crimean
never finished.
'

'

was moved by patriotic

"War, Glinka

feelings to

Here he began a new
return to St. Petersburg.
opera on a play by Shakliovsky, but soon tired
of it.
In 1855 he started to write his Autobiograyihy, at the request of his sister Jladame
Shestakov.
During his connection with the
Imperial Chapel, Glinka had composed a few
examples of church music now, after an interval of fourteen years, he once more turned his
Belie-idng
attention to this branch of his art.
that the harmonisation of the old folk-songs
was based upon the ecclesiastical modes, he
resolved to study the music of the Western
Church, and went to Berlin in 1856 in order to
He was not desgo into the matter with Dehn.
Returning
tined to carry his studies very far.
from a concert at which the trio from 'A Life
for the Tsar had lieen sung, he was seized with
a fit, and died at five in the morning of Feb.
Glinka w-as buried in Berlin, but a
15, 1857.
few months later his remains were transported
to St. Petersburg, and re-interred in the cemetery
of the Alexander Nevsky Monastery.
Glinka's chief claim to be admitted to the
first rank of musical genius lies in the fact
that he possessed, in an extraordinary degree,
He
both the assiTuilative and germinal forces.
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he laid the foundation of the modern Russian
Schoul of iluaic.
He did not merely play w ith
local colour, but recast the primitive speech of
the folk-song into a ne\v' and }>olished idiom,
so that henceforth Russian music was able to
take its })lace among the distinctive schools of
Western Europe. His operas must, therefore, be
regarded as e|ioch-making woi'ks, even b}' those
w ho compare the quality of the nuisic unfa^'ourably with the operatic masterpieces of otlier
nations.
It is a mistake to su]>pose that Glinka
was lacking in creative power. He rareh" uses the
folk -tunes in their crude state.
Almost invarialdy he oilginated his own melodies, although
they were penetrated through and through by
national sentiment and colour.
His harmony
is in perfect keeping with this characteristic
melody, and he shows himself in many instances
to be a skilful contrapuntist.
Although he
makes no tiresome display of musical erudition it is impossible to study his scores without
realising that he was a master of all technical
means.
Glinka's orchestral fantasias strike us
as extraordinarily fresh and modern, even after
the lapse of half a century.
His orchestration,
strong without violence, is invariably rich,
felicitous

He

and

full,

though temperate,

in colour.

preferred, as far as possible, to get his effects

by simple means, and did not crave the aid of
'every modern luxiuy.
A retarded development the result of an amateur atmosphere,
delicate health, and the comparative indifference
'

—

of

are

contenrporaries,

his

why

reasons

all

Glinka did not accomplish all that might have
been hoped from the distinguished quality of
Ills genius.
But a man's influence on succeeding generations is not always in projiortion
Glinka possessed
to the volume of his work.
that initiative faculty which begets a whole
school of disciples and leaves an undying in-

upon

fluence

his art.

Glinka's chief works

;

opus numbers

— include

— none

which bear

of

;

INSTRUMENTAL MUSIC
Obchektbal

Two Spanish

Nipht in
overtures, 'The Jota Aragoneae' and
Incidental music to Prince
Fantasia Katnarinskaya
Madrid
Kholrasliy'; Valse-Fautaisie 118;}9. new edition, 185tjl.
'

'

'

;

;

'

Chamber and Pianoforte Music
String quartet in F I1S30I Minuetfor string quartet 'Pathetic'
Sexti t for
trio for pianoforte, clarinet, and bassoon (1826-27).
For Pi.anoforte about forty pieces
pi.anoforte and strings 1183:1-34).
in all, including five raises, seven niazuvi.as, eightsets of variations,
;

;

four fugues, polkas, nocturnes, polonaises,

etc,

'

a long series of tentative ett'orts to
create a national opera, and at the same time

summed

VOCAL MUSIC
Operatic
A Life for the Tsar,' opera in four acts with an epilogue E usslan
and Lioudmilla,' opera in five acts. Female choi-ns with orchestral
accompaniment composed for the pupils of the Catharine Institute
USUI; Ditto, composed for the pupils of the Sniolny Cenvent
118561
Polish hymn 'Gre.at is our God,' mixed chorus and orchestra 118371
Memorial cantata for the Emperor Alexander I,.
Tarantella with
Pianoforte, tenor-solo and mixed chorus (18'26)
chorus and dances Prayer In the hour of Life's trouble (inezzoRjichel's Song
and
Boprano)
The Midnight P.eview (bass)
the Hebrew Song 'from Prince Kholmsky. Songs with pianoforte
accompaniment, about eighty-five in all, of which the best known
'Thou wilt
are: 'Doubt'; f^retchen's Song (Meine Ruh' ist hin)
The Lark.' About ten
soon forget me
I am here, Inezilia and
duets and si.x vocal quartets and trios.
[See P.erlioz's U$ MuxicUjis. p. 205, and the Riviita Mux. ItjjUana.
'

'

;

;

;

;

'

'

;

'

'

;

'

;

'

'

;

'

'

'

xi. p. 725, for

;

interesting essays.}

'

j,

v
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GLISSANDO (Ital. 'sliding'), a direction
generally used of pianoforte [lassages in which
the back of the finger is made to slide, producing a very brilliant scale, of course exclusively
In the finale of Beethoven's
on the white keys.
sonata in C, op. 53, there are passages in octaves
which were formerly practicable as glissando

tion in England,

passages on pianos '\\'ith a light touch.
The
parallel passage in Weber's Ooncertstiick can
be played thus even on a modern pjiano. Certain
glissando etfects can be produced on the violin
and the harp, the latter of which, by special
manipulation of the pedals, can produce an
arpeggio of the diminished seventh in glis-

He
1806, was a pupil of T. Cooke.
became a violin player in the orchestras of
Drury Lane and Covent Garden Theatres. In
18.52 he was appointed musical director at the
Queen's Theatre, Tottenham Street, and continued so for some years.
He was the composer
of numerous songs and duets, some of wdiich
were very p)0pular, as Jeannette and Jeannot,
'Sing not that song to me, sweet bird,' 'Of
love, pretty maidens, beware.'
He died in
London, March 23, 1863.
w. H. H.
GLOVER, John William, born at Dublin,
.June 19, 1815, studied there, and played in an
orchestra from 1830.
In 18-18 he succeeded
Haj'dn Corri as director of the music in the
Catholic Pro -Cathedral, and was a]ipointed
professor of vocal music in the Normal Training
School of the Irish National Eilucation Board.
In 1851 he founded the Choral Institute of
Dublin, and for many years was an energetic promoter of choral music in Ireland.
He compjosed
two Italian operas by Metastasio, St. Patrick
at Tara,' a cantata performed at the O'Connell
centenary in 1870
Erin's Matin Song,' 1873
an ode to Thomas Moore, One hundred years
ago,' 1879; and an opera on 'The Deserted
Village,' 1S80, besides clmrch music, songs,
concertos, etc.
He died Dec. 18, 1899 {Brit.

'

'

sando.

M.
a name applied to any
instrument by means of which a series of bells
can be struck by a single performer, and the
effect of a chime be produced with little trouble.

GLOCKENSPIEL,

In Germany the term includes both the smaller
kinds of Carillons, and a stop on the organ
which brings a set of small bells into connection
The islromento d' acciajo
with the keyboard.
wdrich appears in the score of the Zauberfiote,'
is such a set or frame of bells played by means
of a keyboard, and represents in the orchestra
the Glockenspiel played by Papageno on the
stage.
The instrument used in German military
bands is composed of inverted metal cupsarranged
pyramidally on a sup^iort that can be held in
the hand.
It is somewhat similar in shape to
Turkish crescent formerly used in the
the
It is tliis form of the instruBritish army.
ment which has been introduced by Wagner
into the orchestra
its effective employinent
Feuerzauber in
Die Walkure is a
in the
'

'

'

;

'

'

'

'

The peal
familiar instance of its occurrence.
of four large bells or tubes cast for the performance
arranged

of
for

Sullivan's

'

Golden

Legend

is

M.

form.

GLORIA

'

convenience in a somewhat similar

name which

generally
applied in England to the short hymn Gloria
Patri, and in the Roman Church to the longer

hymn

is

the

is

Gloria in Excelsis, wliich is also called
the 'Great Doxology,' or 'Angelical Hymn,'
because its first words are those of the angels
who appeared to the shepherds. The former
is of unknown origin, and was in use in the
Anglo-Saxon offices. The custom of singing it
after each psalm is peculiar to the Western
Church.
The Gloria in Excelsis is probably of Eastern
origin.
In the Western Cliurch it was formerly
used at tlie beginning of the Liturgy when the
In the Mass it
Te Deum \vas used at tlie end.
It now comes at the confollows the Kyrie.
clusion of the Communion Service in the English
It
Church, immefliately before the blessing.
appears in the Common Prayer Noted of 1550
with an adaptation of the old church melodies
by Marbeok, but it does not appear to have
been sung in the early days after the Reforma-

and received little attention
from English composers.
At the present day
it is set equally with the other portions of the

Communion

Service.

c.

GLOUCESTER FESTIVAL.

H. H. p.

See

Three

Choirs, Festival oe.

GLOVER, Charles W., bom

in

London,

Feb.

*

'

'

'

;

;

'

Mus. £iog.,

etc.).

GLOVER, Sarah Ann, daughter of a clergyman in Norwich, was born there in 1785, and
died at Malvern, Oct. 20, 1867.
As far as any
individual can be credited with the invention
of such a system as the Tonic Sol-Fa notation.

Miss Glover must be regarded as its inventor.
Her Manual of the Norwich Sol-Fa System was
published in 1845, but aljout four years before
that Mr. John Curwen discovered the practical
excellence of her system, and alter various modifications and improvements, devoted himself to
its promulgation.
In 1850 Miss Glover ]iublished a Manual containing a Dcvelojinient of
the Tcfrachordal System.

GLOVER, Stephen Ralph, teacher and
composer, was born in 1812 in London.
From
the year 1840 to nearly 1870 his facile pen produced sacred and sentimental songs, ballads,
and pianoforte pieces, resulting in a record
some twelve to fifteen hundred separate comjiositions, many of them published.
The duet
Wliat are the wild waves saying?' (1850),
and the multitude of his ballads, are now justly
forgotten, as well as 'Beauty and the Beast,' a
chamber opera, 1863.
Less popular but more
duets,

of

'

favourable examples of his talent are perhaps
contained in a collection of (12) 'Songs from

GLUCK

GLOVER
the Holy Scriptures,' publislied by JetTerys

and

his setting of LoTigfello^\''s

not without merit.
Stephen Glover,

*

Excelsior

who was never very

'

;

is

robust,

country
but his
death took place in London (Bayswater), when
he was ftfty-eight, on Dec. 7, 1870.
His music received that mere drawing-room
popularity wliich proclaimed it worthless as representative of genuine national song on the one
hand, and as the etfort of a pioneer of culture on
His success in the narrow field of
the other.
his labours was enormous, and has probably not
been equalled, in the publisher's sense, by any
composer of the present day, although all generations sutler from musicians who regard the
expediency of the moment as their natural law.
It is due to Stephen Glover to say, while considering his works in this connection, that
little evidence of power to do better things
appears therein.
L. n. Ji.
GLOVER, William Howard, born at Kilturn, London, June 6, 1S19, was a son of Mrs.
Glover, the celebrated actress.
He learned the
early

retired in

life

to the

;

_

under Wagstatf, leader of the Lyceum
band, and began life by a long tour on the
continent, after which he returned to England
and led a desultory career for some years in
London and the provinces teaching, playing,
conducting, composing, and even appearing on
He was for many years
the stage in opera.
musical critic to tire Morning Post.
His chief
works were 'Tam O'Shanter,' a cantata produced
by the New Philharmonic Society, July 4, 1855,
and performed at the Birmingham Festival of
the same year, the operas of Ruy Bias,' produced at Covent Garden, Oct. 31, 1861, and
'Aminta, at the Haymarket Theatre; 'Once

violin

—

'

'

Drury Lane, Jan. 20,
1862; 'The Coquette";
Palomita
(Xew
York) Overtures to Manfred and Comala
numerous songs, romances, etc.
[He arranged
performances of Beethoven's
Pastoral Symphony,' with pictorial and choregraphical illustrations in 1863, and of 'Israel in Egj'pt on
a somewhat similar plan in 1865.]
In 1868
Gloyer quitted England for New York, where
he was conductor of Niblo's orchestra, and died
too often,' operetta at

'

'

'

'

'

'

;

'

'

w. H.
28, 1875.
Dkt. of Nat. Blog., etc.]
Oct.

GLUCK, Christoph

H.

[additions from

"Wili.ibald,

Ritter

TON, born July 2, 1714, baptized July 4, at
"Weidenwang, near Neumarkt, in the Upper
Palatinate.
His father, Alexander, and his
mother, Walburga, belonged to the household
of Prince Lobkowitz, and it was at his castle
of Eisenberg that the

reformer of the
At. twelve
he was sent for six years to the Jesuit school
at Kommotau in Bohemia, where he studied
lyric

drama passed

classics,

and had

ttiture

his early days.

his first lessons in singing,

the violin, harpsichord, and organ.
In 1732
where he continued his

be went to Prague,
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musical education under Czernohorsky, and also
learned the violoncello
maintaining himself
in the meanwhile by singing in church, playing
the violin at the peasants' dances in the neighbouring villages, and giving concerts in the
larger towns near Prague.
In 1736 he went
to Vienna, and at the house of Prince Lobkowitz
was fortunate enough to meet Prince Melzi, a
distinguished amateur, who engaged him for
his private band, took liim to Milan, and placed
liim with Ct. B. Sammartini to complete his
studies in harmony.
Gluck soon began to write
operas ^
'Artaserse' (Milan), 1741 'Demetrio'
(Venice) and
Demofoonte
(Milan), 1742;
Artamene
(Crema), in 1743; 'La Finta
Schiava (in collaboration), (Venice), 'Ipermesti-a,'
Sofonisba (Milan), in 1744
and Poro
(Turin), 1744. All these and Ippolito (Milan,
Jan. 1745) were well received, and in consequence of their success he was invited in 1745
to London as composer for the 0]iera at the
Haymarket.
Here he produced La Caduta
de' Giganti
(Jan. 7, 1746), 'Artamene' (re;

—

;

'

'

'

'

'

'

'

'

'

;

'

'

'

'

and a pasticcio, Piramo e Tisbe,' all
without success, Handel declaring that the
music was detestable, and that the composer
knew 'no more counterpoint than his cook'
Waltz, who, however, was a fair bass singer.
Counterpoint was never Gluck's strong point,
but the works just named had not even originality to recommend them.
He also ap]ieared
on April 23, 1746, at the Haymarket Theatie
in the unexpected chai'acter of a performer
on the musical glasses, accompanied by the
written),

'

March 31,
and H. Valpole's letter to Mann, March 28).
[Harmonica.] But his journey to England,
mortifying as it was to his vanity, exercised an
orchestra (see the Gtiieral Achrrltscr,

important influence on Gluck's career, for it
forced him to reflect on the nature of his gifts,
and eventually led him to change his style.
The pasticcio taught liim tliat an air, though
effective in the opera for which it was written,

may

fail to

make any impression when

to a dilferent situation

and

transferred

set to dilferent words.

A visit to

Paris shortly after gave him the opportunity of hearing Rameau's operas
and in
listening to the French composer's admiraljly
apjiropriate recitatives, he came to the conclusion
that the Italian opera of that time was but a
concert, for which, as the Abbe Arnaud hapjlly
expressed it, the drama furnished the jiretext.
;

Returning to Vienna by way of Hamburg and
Dresden [where Le Kozze d' Ercole e d' Ebe
was produced in June 174 7], he applied himself
to the study of iesthetics as connected with
music, and of the language and literature of
various countries, taking care at the same time
to frequent the most intellectual society within
'

'

his reach.

1748)

is

1 The
list
Wutnuerme'a

Semiraniide riconosciuta (Vienna,
a decided step in advance, and in it
'

'

of works ^ven here
theiiiatio catalogue.

haa

been corrected from M.

GLUCK
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may be

in Calzabigi a poet

tiualitiea.

strong

detected the germ of Gluck's distinctive
[About this time the composer fell
ia love with Marianna Peigin, daughter of a
rich merchant, wlio refused his consent to the
marriage. This, accordingly, took place after the

on Sept. 15, 1750.] His next work
or La Contessa de' Numi' (1749),

father's death

was

'Filide,'

'

more properly cantata, in two
acts, written at Copenhagen for the birthday of
Christian VII.
Ezio was given at Prague in
1750, and 'La Clemenza di Tito' at Naples
1752
from the latter Gluck borrowed many
a page for his French operas
Armide and
a serenade,

or

'

'

;

'

'

Iphigi'uie en Tauride.
These operas were
followed in 1752 by
Issipile
(Prague), and
'

'

'

'

by Le Cinesi,' first performed at
Schonbrunn, 'La Danza (La.xemburg, 1755),
L' Innooenza giustificata (Vienna, 1755), and
Antigono (Rome, 1756).
[For this last he
was rewarded with the order of the Golden
Spur, and henceforth the title of Eitter or
175-1

in

'

'

'

'

'

'

'

'

Chevalier is ailded to his name in his pubFrom 1755 to 1761 Gluck was
lished works.]
'

'

permanently in ViennaT^nd
failing

;

he wrote divertissements for the palaces

Laxemburg and Schonbrunn

of

appearance

to all

;

composed

airs

comedies or comic operettas performed
at the court theatre
and produced an opera in
three acts, Tetide (1760), of which nothing
has survived.
[The ballet of
Don Juan
(Vienna, 1761), and a visit to Bologna, were
the most prominent events of his career before
The years that
his definite change of style.]
he spent in Vienna, far from being wasted,
w.ere probably most useful to him, for by these
api>arently insignificant works he was acquiring
and securing powerful
flexibility
of style,
patrons, without losing sight of his ultimate
aim.
His opera Orfeo cd Euridice ' (Vienna,
the libretto not as heretofore
Oct. 5, 1762)
showed to
by Metastasio, but by Calzabigi
all capable of forming a judgment what were
the aims of the relormcr of the lyric stage.
After the production of this fine work, however, he returned to Metastasio and to piiccs de
for the

:

'

'

'

'

'

'

—

—

circonstance for the court theatre

—

'

II

Trionfb

(1763); 'La Rencontre imprevue,'
afterwards produced in German as Die Pilgrime
Ton Mekka' (1764); 'II Parnasso confuso,'
'La Corona,' and 'Telemacco, first produced
in Rome, 1750, and partly re-written (1765)
in fact he wag obliged to bend to circumstances,
Clelia

di

'

'

'

;

and before all things to please the princes who
II Parnasso
protected him and sang his music.
was played by four archduchesses, the archduke
Leopold accompanying them on the harpsichord.
It was probably between this date and the
'

departure of Marie Antoinette for France (May
1770) that Gluck acted as singing master to
that princess.
At length, thinking the time had come for
bringing his ideas before the public, and finding
1

Printed la 17G4 in Paris at

tile

expense of Count Durazzo.

Vienna

who shared

his taste

for

he produced in
Paride
(Dec. 16, 1767) and

dramatic

situations,

Alceste
The scores of these operas
ed Elena' (1770).
were published in Vienna (1769-70), and dedicated respectively to the Archduchess Leopold
Each contains a
and the Duke of Braganza.
dedicatory epistle, briefly explaining Gluck's
views on dramatic music.
As far as theory
'

'

'

•'

went, his system was not new, as it rested on
the outlines already sketched by Benedetto
Marcello in his
Teatro alia Moda' (1720);
but theory and practice are two different things,
and Gluck has the rare merit of showing in his
Alceste and Paride that he was both composer and critic, and could not only imagine
but produce an opiera in which all is consecutive,
where the music faithfully interprets each situation, and the interest arises from the perfect
adaptation of the enscmhie of the niusic to the
The composition of these
whole of the drama.
two great works did not prevent his writing
Bauci e
the intermezzi of Le Feste d' Apollo,
Filemone, and 'Aristeo,' produced at the court
theatre of Parma in 1769, but not published.
In sfiite of the favour he enjoyed at the court
of Vienna, and of the incontestable beauties
contained in 'Orfeo,' 'Alceste,' and 'Paride ed
Elena,' Gluck's countrymen criticised his new
style in a manner so galling, that, conscious
of his own power, and by no means devoid of
vanity, he resolved to carry out elsewhere the
revolution he had determined to elfect in dramatic music. In Bailly du Rollet, an attache of
the French embassy in Vienna, he found an
enthusiastic piartisan and a valuable auxiliary
they consulted as to a drama in which music
might be employed for enhancing the expression
of the words and the pathos of the situations ;
and their choice fell upon Racine's Iphigenie.
This opera, Ijihigenie en Aulide,' was written
in French in 1772, partially rehearsed at the
theatre in Vienna towards the end of the same
year, and produced at the 0[iera in Paris,
April 19, 1774.
Gluck left no means untried
to ensure success
statements of his views,
public announcements (Mcrciire de France,
Oct. 1772 and Feb. 177.3), public tributes of
respect to J. J. Rousseau, letters to authors
whose good-will it was desirable to propitiate
in short everything that ability and experience
in such matters could suggest.
And yet if it
had not been for the all-powerful protection of
his former pupil, Marie Antoinette, he would in
all probability have failed in getting his work
performed, so sti-ong was the opposition which
'

'

'

'

'

'

'

'

'

;

'

'

—

his arrival

in

France liad roused,

especially

amongst those interested in keeping him out of
the Academic de Musique.
The Dauphiness
'

'

seems to liave been really attached to her old
singing master.
In a letter to her sister Marie
Christina (May 3, 1777) she calls him notre
'

2
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cher Gluck,
she granted

and

'

after the success of

'

Orphi-e

him a pension of 6000 francs, and
the same sum for every fresli work he should
produce on the French stage.

;

symphony with the action on
Then again, how grand, how just,

closely connects the
!

These

is

the declamation of all the airs

the librettist did not perceive how much the
action is retarded by making three airs follow
each other in one act, a mistake which might
But how ingenious
easily have been avoided.

which Gluck resorts

are the artifices to

How skilfully

!

in order

and the

to give variety to the recitative

matory passages

decla-

he brings in his

short incisive symphonies, and how much effect
he produces by syncopation How apipropriately
he introduces the orchestra to emphasise a word,
!

or to point a dramatic antithesis

How graceful

'>.

and how startling
and attractive are the brilliancy, force, and boldness of the harmony in the hynrn of triumph
Chan tons, celebrons notre reine
While listenis

the chorus

<Jue d'attraits'

'

!

'

'

ing to the

air

grandeurs,' the

claimed,

'

!

Agamemnon, Au faite
enthusiastic Abbe Arnaud

of

With that

'

'

'

the recitative

not to speak of the scene in which Clytemnestra
faints, the duet between Achille and Iphigcnie
which gave rise to so many discussions, the
quartet, or the dance music
Owing to tlie support of the court and the
pains taken by Gluck to obtain a thoroughly
satisfactory performance,
Iphigenie was most
favourably received. Its success gave the finishing stroke to the antiquated works of LuUy and
Eanieau, and introduced into grand opera the
revolution already effected in opera-comique b}'
!

'

Philidor, Monsigny,
et

'

'

'

'

;

Piccinni had recently arrived in
under Marmontel's superintendence,
was com])Osing his 'Koland,' to be produced
His adndrers,
four months after 'Armide.'
and the partisans of the old Italian music, were
furious at Gluck's success, arid every one knows
the lengths to which the war of the Cjluckists
carried.

It

was even more

violent than the old quarrel of the Boullbns,

!

and Gretry.
was speedily followed by
Eurydice,' adapted from the Orfeo

was not lost on Mozart in Don Giovanni,'
nor on Ambroise Thomas in Hamlet.'
In order to prove that it was not in tragedy
alone he excelled, but that he also possessed the
descripti\'e faculty, and could depict scenes of
luxui'3% and express tender and graceful sentiments, Gluck corajiosed 'Armide' (Sept. 23,177 7).
He had been reproached \\ith having no melodv,
and with making his singers shriek this work,
which contains many charming passages, and a
duet magnificent for passitui and tenderness, was
his answer. The excitement it aroused is almost
tion

and Piccinnists was

J'entends retentir dans men sein
Le cri plaintif de la nature

Iphigi'-nie

'

strikingly pictures the inrmutability of the infernal deities.
This touch of deliberate inspira-

Paris, and,

condanmee, and what heart-rending emotion in

*

'

incredible.

What

'

'

ex-

one might found a

air

'

'

des

a depth of expression is contained in the air Par un pere cruel a la mort

religion.'

'

'

!

must be confessed, succeed each
rapidly, and one cannot but regret that

airs, it

other too

Marie Antoinette, and which Gluck was too
good a courtier to refuse, Le Poirier (or L'Arbre
enchantc '), a comedy by Vade, which he had
composed in 1762, and Cythere Assii'gcc,' a
piece of Favart's wjiich he had converted into
an opera in 1759, were performed at the court
The latter work
theatre at Versailles in 1775.
was also produced in Paris (August 1, of tliQ
same year) with a divertissement by P. M.
Berton, and with a want of success which compelled Arnaud to admit that Hercules was more
at home with the club than the distal!.'
For this failure, however, Gluck was consoled
by the brilliant success of his 'Alceste, which
he rearranged for the French stage (Ajiril 24,
1776), and which created quite as much enthusiasm as Orpliee had done, notwithstanding
a want of variety in the libretto.
It is in this
fine work that the oracle of Apiollo ^pronounces
its stern decree on a reiterated note which
'

Theappearance of 'Iphigenie en Aulide' marks
Tliis
a new era in the history of French opera.
severe and deeply conceived work transports us
it is pervaded throughout hy
bodil)' into Greece
an antique atmosphere, of the days of Sophocles
A\^hat a bold innovarather than of Euripiides.
tion is the overture, with the inexorable voice of
the oracle making itself heard, and with the
striking unison passage, which at once forces the
ruling thought of the drama into notice, while it
the stage
how pathetic

185

'

'

Orphee
alread}'

mentioned, andjirodncedatthe Academie, August
2, 1774. This opera madea])rofouud impression,
although Gluck was compelled to transpose the
music of Orpheus to suit Legros, a tenor, as there
was no contralto capable of taking the part.
In accordance with a desire expressed by

since the combatants were encouraged

by the
bodily presence of the rival masters. Marmontel,
La Harpe, Ginguene, d'Alembert, the Chevalier
de Chastelliix, Framery, and Coqueau, were
the attacking Jiarty, while the chief defenders were Suard and the Abbi' Arnaud.
Not content with disparaging Gluck's genius

among

in his

^.s'.s'rt/

si(r

Ics

rcrolitfions de la Jifastque,

JIarmontel went the length of -n'riting an entire
poem, Polymnie,' in praise of the Italian school
Space will not
and his favourite Piccinni.
permit us to enumerate the jiamphlets, epigrams, and satires, which emanated from both
nearly all that are of
sides in this contest
any importance may lie found in the collecilimoircs pour
tion of the Abbe Leblond
'

;

—

dc hi revolution opt'ree dans la
h Chevalier Gluek (Naples and

S'^rrir a Vhistoire

Musifpic par

J/,

Paris, 1781,

with a portrait of Gluck engraved

by Saint Aubin).

The champions

of the Italian

n
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school accused him of composing operas in which
there was little melody, little nature, and little
elegance or refinement.
They declared that the
noise of his orchestra ' was necessary to drown his
clumsy modulations that his accompanied recitative was notliing but an overloaded imitation
of the Italian recitativo obbligato
that his
choruses were less dramatic than those of Kameau and that his duets were borrowed, and
badly borrowed, from the duetti a dialogo which
he had heard in Italy.
They could not forgive
wliat Marmontel calls his
harsh and rugged
harmony, the incoherent modulations, mutilations, and incongruities contained in his airs,'

the situation and suited to the expression
in short
there was no rule which I did not consider myself bound
to .sacrifice for the sake of etlect.

186

;

'

'

It can never be out of place to recall such
precepts as these
precepts which will be worth
Gluck himself
following to the end of time.
bore them carefully in mind in composing his

—

;

'

'

;

Iphigcnie en Tauride, produced in Paris (in four
It
with immense success, May 18, 1779.
is the highest and most complete expression of
his genius.
Amongst its many beauties must
Je
be sjiecilied the air of Thoas
the airs
'

'

acts)

;

'

'

'

'

but they were most offended by his

'

want

;

t'implore et je tremble

In short they denied him the
possession qf any creative genius whatever. They
might as well have denied the existence of the

— but passion invariably blinds

its votaries.

The Abbe Arnaud, on the other hand, met the
systematic disparagement of Marmontel and La
Harpe with his I'rof&sskm de foi en, iniisique
an excellent treatise on musical testhetics, though
little more tlian a paraplirase of the celebrated
dedication whicli Gluck himself had prefixed to
the score of
Alceste.'
This statement of the
great reformer's principles is well worth tran;

'

scribing.

When I undertook to set the opera of 'Alceste' to
music (he begins), I resolved to avoid all those abuses
which had crept into Italian opera through the mistaken
vanityofaingersand the unwise cotnplianceof composers,
and which had retidered it wearisome and ridicuhius,
instead of being, as it once was, the grandest and most
imposing stage of modern times. I endeavoured to reduce
music to its proper unction, that of seconding poetry by
enforcing tlie expression of the sentiment, and tlie interest
of the situatiinis, without interrupting tlie action, or
wealiening it by superfluous ornament. My idea was
that the relation of music to poetry was much the same
as tliat of hacmonious.colouring and well-disposed light
and shade to an accurate drawing, which animates tlie
I have tlierefore
figures witliout altering their outlines.
been very careful never to interrupt a singer in the lieat

'

;

—

These passages all glow with colour,
though the means by which the effect is proBy this chefduced are of the simplest kind.
d'muvre Gluck amply vindicated his su])eriority
over Piccinni, whose
Iphigenie en Tauride
(.Tan. 2.3, 1781) could not make way against
dances.

'

that of his rival.

The

work which Gluck composed for the
was Echo et Narcisse (Sept.
21, 1779).
Though not very successful it was
revived in August 17S0, and one of the airs,
and the hymne a I'Amour,' have since been
Opera

last

in Paris

'

'

'

introduced into 'Orphce.
It was, however,
with Les Danaides tliat Gluck intended to
'

'

'

close his

laborious career

seizure comjielled

him

;

but an apoplectic

to relinquish the task,

and he transferred the

libretto

to

his

i

of a dialogue in order to introduce a tedious ritornelle,
nor to stop him in tlie middle of a piece either for the
purpose of displaying the flexibility of his voice on some
favourable vowel, or that the orchestra might give him
time to take breath before a long-sustained note.
Furthermore, I have not thought it right to hurry
through the second part of a song if the words happened
to be the most im|iortant of the whole, in order to repeat
the lirst part regularly four times over or to finish the
air where the sense do"s not end in order to allow the
singer to exhibit his power of varying the passage at
ple.tsure.
In fact, iiiy object was to putan end to abuses
against which good taste and good sense have long
protested in vain.
My idea was that the overture ought to indicate the
3ub.iectand prepare the.spectators for the character of the
piece tliey are about to see that the instruments ought
to he introduced in proportion to the degree of interest
and passion in the words and that it was necessary
above all to avoiil making too great a disparity between
the recitative and theair of a dialogue, so as not to break
the sense of a period or awkwardly interrupt the movement and animation of a scene. I also thought that my
chief endeavour should be to attain a grand simplicity,
and consequently I ha\'e avoided making a parade of
I have set no value
difficulties at the' cost of clearness
on novelty as such, unless it was naturally suggested by
;

;

;

;

1

Gluck wa3 the

or big

drum

flr.^t tr.

introduce cymbala and the' Groase caisse

into the orcljewtra.

'

Tele-

'

'

'

to his melodies.'

'

macco '),
malheuieuse Iphigenie (originally
written for La Clemenza di Tito '), Unis des
and,
la plus tendre enfance, sung by Py lades
beyond all, the sleep of Orestes the heartbreaking remorse of the deceitful parricide, the
spirited choruses, and the barbarous Scythian
'

of

care in choosing his subjects, in carrying out
his designs, and giving completeness and finish

sun

(borrowed from

'

pupil

He

then retired to Vienna, where he
passed his last years in the enjoyment of the
position secured by his fame and his lai-ge
fortune, until a second stroke of apoplexy
carried him off, Nov. 15, 1787.
Salieri.

The

authorities for this

sketch of Gluck's
most remarkable passages in his operas, are various liistorical
documents, and the biographies and critiques of
career,

and

for the notices of the

Leblond (Memoires pour servir a Vhistoire de la
Rivolution opirSe dans la Musique 2mr M. le
Ch£vaHcr Glue!:, 1781, translated into German
by J. G. Siegmeyer, Berlin, 1823) F. J. Riedel
{Ueber die MusHc des Hitters Chrisloph rem
Gluck, vcrsehiedene Sehriften, Vienna, 1775);
;

Miel,

Solie,

Anton Schmid {Chr.

von Gluck, Leipzig, 1854)
(/? trovers Chants)
Ad.

;

Fetis,

W.

Sitter

Hector Berlioz

Adam

(Derniers Sou(Gluck et Piccinni,
Paris, 1872), etc.
For more minute details the
reader is referred to Schmid's work, which is
most complete as regards the catalogue of
Gluck's com]iositions.
[Besides the authorities
already named, mention must be made of A. B.
Marx's Gluck und die Oper (Berlhi, 1862)
C. H. Ritter's Refm-m der Oper durch Gluck
und Richard Wagner (Brunswick, 1884) A.
;

venirs)

;

Desnoiresterrcs

;

;

GLUCK

GLUCK

La Cour et VOptlra sous Louis XVI.
1878) Gluck and the Opera, by Ernest
Newman (London, 1895) and the thematic

JuUien's
(Paris,

;

;

catalogue
Hiivtel,

Wotquenne (Breitkopf k
To this list mnst be added

M.

of

1904)].

the magnificent edition begun by Mile. Pelletan,
of
evidently the work of an ardent admirer
which the full scores of the two Iphigenies,'
with a portrait, and preface in three languages,
*
'Armide,' 'Echo et ISTarcisse,' the
Alceste,
Prologo of 1767, and Orphee have appeared
For those who wish to study the
at present.
physiognomy of this diplomatic composer, impetuous artist, aTid amusingly vain man, there
are the engravings of Miger ^ and Siclding from
the portrait painted by Duplessis in 1775,
;

*

'

'

*

'

'

Saint Aubin's engraving from Houdon's celebrated bust, and Philippeaux's from the picture
There is a full-length
painted by Houdeville.
statue of Gluck hy Cavelier in the Opera House
Under i\[iger's portrait are the words
in Paris.
of Pythagoras, 'He jireferred the Muses to the
Sirens,' words applied to him by Wieland, and,
as such, in striking contrast to the many bitter
earlier German critics.
summing up our opinion of Gluck's
works as a whole, we have only to remark that,
according to Ectis, he failed in symphony

remarks of
Before

and was by no means distinguished as
a comjioser of sacred music.
[A list of extant
'symphonies (i.c overtures), trios, sonatas, a
concerto, and a quartet, is given in the QuellrnHe wrote a portion of an oratorio,
Lt'.vikon.l
II Convito di Baldassare,' and for the church
the psalm Domine, Dominus noster for choir
and orcliestra, a De profundis i'or the same
(engraved), an Ave verum and Tantum ergo
for four-part choir with organ, and a part of
the cantata Le Jugement dernier,' completed
by Salieri, [Seven odes by Klojistock set for
voice and liarpsichord accompaniment, were
printed in Vienna (1787), Berlin, Copenhagen,
proper,

'

*

'

'

'

'

'

'

'

'

'

and elsewhere

;

the Gi'ittingen

Musenalmanach

1774-75 contains eight songs.]
Gluck's fame therelbre rests entirely on his
dramatic compositions. Padre Martini said that
he combined in the musical drama all the
Fmest qualities of Italian, and many of those
of French music, with the great beauties of the
German orchestra '—in other words, he created
cosmopolitan music.
Pie was not satisfied with
for

'

introducing a correct style of declamation, and
banishing false and useless ornaments from the
and yet if be had merely carried to perstage
fection the work begun by Lully and Rameau
if his efforts had been limited to removing the
harpsichord from the orchestra, introducing the
harp and trombones, employing the clarinets,
scoring with skill and effect, giving more importance and interest to the overture, and
;

;

,
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employing with such magic eflect the artifice of
to vary or emphasise speech
in nmsic,
if he had done.no more than this he
would have earned our gratitude, but ho would
not in that case have been one of the monarchs
of art.
Wliat then did he accomplish that was

momentary pauses

—

?
He grasped the idea that
the mission of nmsic was not merely to afford
gratification to the senses, and he proved tliat
the expression of moral qualities is within her

so extraordinary

He disdained all such tricks of the
trade as do not appeal to the heart,
in fact he
'preferred the Muses to the Sirens.'
He aimed
reach.

—

depicting

at

and antique

legendary characters

historic or

and

social life,

in

this

work of

genius he put into the month of each of his
heroes accents suited to their sentiments, and
to the spirit of the times in which they lived.
He made use of the orchestra to add to the
force of a dramatic situation, or (in one noble
instance) to contrast external repose \\'ith the
internal agitation of a remorseful conscience;
In a word, all his French opei-as show him to
have been a noble musician, a true poet, and a

deep thinker.
Like Corneille he has endowed France with
a series of sublime tragedies
and if the author
of Le Cid,' Les Horaces,' 'Cinna,' Polyeucte,'
and Pompee may be justly reproached with
;

'

'

'

'

'

too great a preference for Lucan and Seneca,
there is perha}is also cause for regret that (!Jlnck

was too much influenced by the declamatory
But, like the
school then prevalent in France.
father of French tragedy, how nobly has he
redeemed an occasional inflation or monotony,
a few

awkward

phrases, or trifling inaccuracies of

is another point of resemblance
between tliese two men, whose manly genius
was reflective rather than spontaneous
all
their works have in common the element of
grandeur, but they dilfer from one another in
physiognomy, form, and character.
The influence of such Art as theirs is anything but
enervating
on the contrary it elevates and
strengthens the mind, and is thus placed
beyond the reach of the caprices of fashion or

style

There

!

;

;

o. c.
the attacks of time.
The following summary of Gluck's dramatic
works; with the dates of first iterformanccs, is
based upon the catalogue of M. Wotquenne,
already mentioned :—
Arta.serse, Milan. Dec. 26. 1741.

Demetrio, Venice, M;iy ]74'2.'
Demofoonte, Mihm. Dec. 2ti, 1742.
Artamene. Crema, 1743.
Sijfoiusba, Miian, Jan. i:!, 1744.
La Finta Schi;iva (in collaUuration), Venice,
Ipermestra. Turin. Oct. 1744.
Poro. Turin. Dt-c. 26. 1744.
Ippolito, Milan. Jan. ^1, 1745.

LaCaduta
Artamene

de' Oicanti,

LonHon, Jan.

(rewritten), T-^frndon,

May

1744.

7, ]74fi.

March

4,

1,4H.

Le Nozze d' Ercole e d'Ebe, Pre.'iden. June 2'.). 1747.
Seitiir,T.miiie riconoscinta, Vienna, Mfiy 14, 1748.

La

Cnntt;B.':^a de'

Ezin, Priigue.

La Clemenza
Is.sipile,

Numi, Copenhagen, April

9,

17r>n.

di Tito, Naples,

Prap ae,

Nov.

4,

1752.

\1fi'2.

1 An ptchtng of this hy Le Rat forms the frontispiece to Part TV.
of Lajarte'i admirable Bibliothigue musicale du TMdtre ds VOpdra,

LeCinesi. Schiinbrnnn, Sept.

1976.

L'

24. 1754.

Laxemburg, May 5. l'i''f>.
Orfauo della China (ballet), Vienna, 1755.

Lft Dan7.a,

1749.

GNECCO
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Aleasandro (ballet), Laxemburg, 17B5.
Lea Aiuoura champfebrea (doubtfutl, Si;hiS[ibruTin, ITSS.

Tamburini,

made

Le Deguiseiuent pastoral {duiifctful|, Schiinbi-imn, 1766.
Le Uhinois poll en France idouhtfull.Liixeinburg, 1756.
LTle de Merlin. SchOnbrinm, Oct.

:i,

ITr.S.

Fauflae Eaclave, Schijnbrunn, 1708,
L'Arbre enchanW, Scbiji\briinn, Oct.
1759.
Le Diiible a quatre (duubtfull, Liixt'mburg, 1759.

J. E.

'.i,

L'lvrogne

a vehicle for imitation of the latter's

it

mannerisms, which the gentleman by no means
{Musical Ilecollcctio7is, Rev.
took in good part.

L;t

Cythi^re Assii^gi^e, Schwetxini;en,
Tetide, Vienna, Oct. 8. 1700-

when sung by Viardot and
and on one occasion the former

the concert-room

L' IiinoceiizagratificatjL, Vieiitm, Dec. 8, 1755.
Aiitigono. Rome, Feb. 9, 1756.
11 Re Paitore, Vienna, Dec. 8. 175R.

A. c.

Cox.)

GOD SAVE THE KING.

175'J.

'National

corrii?^, Schunl>niiiTi, 17t>0.

Le Cadi dup6, Schonbruiin, 17G1.
Don Juan (balletl. Vienna, 1761.

sections,

Orfeo ed Euridice, Vienna, Oct. 5. 1762.
II Trionfo di Clelia, Bologna, May 14, 1763.
La Rencontre iniprevue, Vienna, Jan. 1764.
II Parnaaao confuse, Scbonbrunn, Jan. '24, 1765.
Telemacco, Vienna, Jan. ;iO, 1765.
La Corona, Vienna, 1765 |not performed),
Prologo, Florence, Feb. 22, 1767.
Aleeste, Vienna, Dec. 16, 1767.
Le Feate d' Apollo, Parma, Aug. 24, 1769.
Paride ed Elena, Vienna, Nov. 30, 1770.
Ipbigdnie en Auiide, Paris. A])ril 19. 1774.
Orphi^e et Eurydice. Paris, Augiiat 2, 1774.
L'Arbre enchantti, Versailles. Feb. 27, 1776.

Anthem'
the

so-called

of England, a tune in

of six bars,

first

The

two

the second of

eight.

CythCre

Asaii^g^e (revised). Paris, August 1, 1775.
Alceate, Paria, April 2S, 1776.
Armide, Paris, Sept. 23. 1777.
Ipbigciiie en TauriJe, Paria, May 18, 1779.
Echo et Narciase, Paria, Sept. 21, 1779.

A biillet,

' Semiramifl,' which appeared in 1785, is probably apocryphal.
The Last Judgment.' finished by Salieri, i.^ in MS. in the
Gesellschaft der Musikfreunile at Vienna, In the same library
are eleven symphonies or overtures, and a string quartet.
Seven Odea of Klopstock for voice and clavier were published in
1787 at Vienna.
A symphony for six instnimenta, dated Venice. 1746. is in the Court
Library at Vienna, where there are also two other symphonies.
The Brussels Conservatoire possesses three symphonies, and there
is a concerto for flute and strings at Carlsrulie.
Seven trios for t«'o violins and bass were published in London by
Simpson, and six soiuitas for the same inatruments, by the
same publisher, in 1746.
A quartet is in the Gesellschaft der Muaikfreundc at Vienna.
An orchestral march and an unpublished sonata are mentioned in
Wotquenne's catalogue.

Cantatit,

"

GNECCO, Fkancesco, according to Fetis,
was born in 1769 at Genoa, became a pupil of
Mariani, musical director of the Sistine Chapel
and of the Cathedral of Savona, and died in 1810
According to Regli and Paloschi,
at Milan.
Gnecco was born in 1780, was a pupil of CimaGnecco comrosa, and died in 1811 at Turin.
posed several operas, both serious and comic,
of which two only, we believe, have ever been
performed out of Italy, viz. 'Carolina e Filandro,' 1798, at the Italian Opera in the Salle

God save the

O Lord

our God.

Scatter his euejuici.

And make them
Confound their

King.

Thy choicest gifts In store
On hiui be pleased to pour.

arise,

Long may he

fall.

politits,

Frustrate their knavish tricks,
On Thee our hopes we hx,
God save us all.

reign.

May
And

he defend our laws,
ever give us cause
To sing with heart and voice,
God save the King.

Its first public performance is stated to have
been at a dinner in 1740 to celebrate the taking
of Portobello by Admiral Vernon (Nov. 20,
1739), when it is said to have been sung by
Henry Carey as his own comiiosition, both words
and music. The nearest known copy to that
date is that in the Harmonia Angllcana of
1742 or 1743, as follows. ^ It is marked 'for
two voices,' but we give the melody only.

Favart, Paris, Oct. 11, 1817 (Castil Blaze), and
La Prova d' un opera seria,' opera buffa in two
acts, libretto by the composer, jn-oducedat Milan,
1805, and at the Salle Louvois, Paris, Sept. 4,
'

1806, with Signora Canavassi and

was a great

last opera

success,

Barilli.

This

and enjoyed con-

It was thrice revived in
1831 wdth Malibran and
Lablache on Oct. 28, of the same year, with
Pasta and on Nov. 20 it was played with the
Tancredi on the occasion of Malifirst act of
In 1834 it was
bran's last appearance in Pa'ris.
La Prova was produced
reduced to one act.
June 23, 1831, at the King's Theatre, with
Pasta, Curioni, Lablache, and, thanks to the
It was relast-named singer, became popular.
vived in one act July 3, 1854, with Lablache,
Viardot-Garcia, Stigelli, and Ronconi, and was
last produced on June 18 and 19, 1860, at Her

siderable popularity.

Paris, viz. in 1810, in

God save

;

O Lord

;

'

'

And make them
Confound their

On him our hopes
O save us all.

'

'

fall.

politicks.

Frustrate their knavish tricke.

'

Majesty's, for Ciampi, since wdiich it has disA duet from it,
appeared from the stage.
guardate che figura,' was highly popular in

King.

our God. arise.

Scatter his enemies.

This

is

the nearest

original form of the air

are fix'd,

we can arrive at to the
and words, and both will

be found somewhat different from those with
which we are familiar.
The fact that Henry
Carey was the author of both is testified to
by J. Christopher Smith, Handel's amanuensis,
and by Dr. Harington but for the evidence the
;

•

See Cbftppell'8 Popular ifusic

(orig. ed.),

ii.

704.
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GOD SAVE THE KING
reader must be referred to

W.

Chappell's

statement in his Popular Music

(orig.

full

ed.),

pp. 694, 695, and to Chrj'sander's Jahrhucher
In 1745 it became publicly known
(i. 287--107).

by being sung at the theatres
or

as

anthem during the Scottish
'

a loyal song

The

Kebellion.

Pretender was proclaimed at Edinburgh, Sept.
16, and the first appearance of 'God save the
For a
King' was at Drury Lane, Sept. 28.
month or so it was much sung at both Covent

Garden and Drury Lane Burney harmonised
Both
it for the former, and Arne for the latter.
words and music Avere j)rinted, the latter in

This

is

the air on the ground of Avhich *God

save the King

is sometimes claimed for Scottwo strains of eight bars each,
and has the rhythm and melody of the modei'n
tune in the first and third bars of the second
strain.
But it is in the minor,
3, A ballad, 'Franklin is Hed aAvay
(first

land,

'

It is in

'

printed in 1669).

m^3^

^zjzgz

i=±

;

their present form, in the Gentleman's ilctyazine,

Oct. 1745.

How

far

'

God save the King was compiled
'

probably never be kno\\'n.
Several exist Avith a certain resemblance to the

from older

modern

airs will

tune.

An

Ayre,' without further title, at fol.
98 of a JIS. book attributed to Dr. Jan Bull,'
and dated 1619. The MS., formerly in possession of Pepusch and of Kitchener, came into
the hands of Kichard Clark, Avhose Avidow refused to allow it to be seen, but the folloAving
is copied from a transcript of Sir G. vSmart's ^
1.

'

'

:

^S^EE^e^£^^^

This is in two strains of six and eight bars,
and besides its general likeness it has both the
rhythm and the melody of the modern air in
but the
the lirst four bars of the second strain
minor mode makes an essential difference in
;

the

A

effect.

piece entitled

in the

same MS.,

'

God

fol.

save the King

'

occurs

66, but this is founded

and has

on the phrase

no resemblance AvhateA'er to the national melody.
Remember,
thou man,'
2. A Scotch carol,
'

in Ravenscroft's 'Melismata,' 1611.

And
'

I

did what

Printed by W. H. CnmraingB

I

can,

{Mits.

there-fore re

Times,

-

pent,

May 1878). The sharps

189

Frankliu

is

fled

a-waj
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Second' (Victor's letter, Oct. 1745). Dr. Arne
reported to have said that it was a received
opinion that it was written for the Catholic
Chapel of .James II. This is the date given it by

Symphony apropos of the
the following words are found in his
journal
I must show the English a little what
a blessing they have in God save the King
(Nohl, Beethoven- Fcier, p. 65).
Our own Attwood harmonised it in his anthem I was glad
for the coronation of George IV., as he did Rule
Britannia for the coronation of William IV.
Dr. Ciiminings has published an investigation

190

is

Burney in Reea's Cyclojifcdia (Chappell, p. 694),
and Dr. Benjamin Cooke had heard it sung to
the words Great ames our King.
But Dr.
Cooke was not born till 1734, and his 'James
must have been (.James III. ) the Pretender. And
as to the Catholic Chapel of James II., to have
been sung there it must surely have been in
Latin, of wliich certainly no traces are found
'

.)

'

'

[but see below].
Lully's (163.3-S7) claim to the tune, sometimes put forward, rests on the Souvenirs de
la Marquise de Crt^qui, which is now know'n
to be a

mere modern

The

fiction.

ever, quickly crossed tlie Cliannel.

how-

tune,

found
in La Lire Ma(;mv)ie
de J^ignoUcs et du Bois
a la Hayc as early as 1766, and it is worth
noting that ^ the first bar has there taken its
.

.

.

It is

.

.

.

present form, and that the close

^

is

as follows

:

into his Battle

it

'

:

'

'

'

'

(March to
August 1878) more complete than any preceding
it
and has expanded the article into a volume
[see below].
I have only been able to avail
myself of his oojiy of Bull's Ayre, and must refer
of the subject in the Musical Times

;

my
and

readers to the authorities already mentioned,
to an article by Major Crawford, in Julian's

DietAonary of Hymnology,

G.
p. 437.
[In an article originally intended for insertion
in the first edition of this Dictionary, Major
Crawford inclined to the belief that the song

was 'really sung in James XL's chapel in 1688,
and preserved in the memory of the adherents
of the Stuart family.'
According to this, it
came into the hands of John Travel's, who set
as a Latin chorus for the birthday of the
Princess of Wales, and had it performed in the
it

wag adopted as the Danish National Air, to
a version made by Harries, beginning Heil
Dir, dem liebenden,' and was expressly stated
to have been written for tlie melody of God
save great George the King.'
[Fle/isburger
WochenUatt, Jan. 27, 1790.)
The Berlin
form, beginning 'Heil dir im Siegerkranz, is
by Balthasar Gerhard Schumacher, and was
It

'

'

winter of 1743-44.
The words were as follows,
and may represent the actual original of the

hymn

:

O

his

Findlinge,

W.

Exurgat Dominus

Leipzig,

'

God

Duke

Fraudes depellito
In Te sit sita spes

save

when, as Lord High
Admiral of England, he took Louis XVIII.
across the Channel
of the

of Clarence,

;

Rebelles dissipet,
Et reprimat
Dolos confundito

Chappell quoted more than one additional

But perhaps none are so curious
the King.'
as the extra stanza which is said to have been
sung at Calais at the banquet given in honour

;

Sit laeta victoria.

Comes et gloria,
Salvum nunc facito,
Te Dominum.

1859.
occasional stanza as well as parody of

!

Regem nostrum

published in the Spenersche Zeiiung, Berlin,
Dec. 17, 1793.
See a paper by A. Hoffmann
in

Deus optime

Salviim nunc facito

'

von Fallersleben

;

latter

O salva

;
;

nos.

Dr. Cummings supports this theory as to the
words, and considers that the tune may have
been an adaptation from Bull's air, modified by
tradition.]

:

God save noble

Clarence,
"Who brings her king to France,
God save Clarence
He maintain.s the glory
Ot the British navy,
!

O God make him happy
God

He

introduced

Cummings has put his facts into book -form,
title God save the King, the origin and

under the

!

save Clarence

Weber.

a great favourite with

The tune was

it

into

his

Cantata

'

Kampf

und Sieg' (No. 9) and his 'Jubel Ouverture,'
and has twice harmonised it for four voices in

—

D

and B? (both
With Beethoven

MS.— Jahns,
it

was

at

Nos. 247, 271).
least equally a

favourite.
He wrote seven variations on it for
Piano (in C
1804), arranged it lor solo and
chorus with accompaniment of pf., violin, and
violoncello (B. & H. No. 259), and introduced
;

If the tune is alike in the Ist and 2nd (1776) editlone.
Tappel-t in Mut. ,Wocltenbtatl. August 31, 1877.
1

Since the above was written, no definite
solution of the problem of the authorship of
either words or music has l)cen made.
Dr.

See

history of the imtsic and
Anthe'ni (Novello, 1902).

words of the National
In the various articles
which appear from time to time in magazines
and newspapers, Henry Carey still divides
aliout equally with Dr. John Bull the credit of
its

composition.

The present

writer ventured,

The Minstrelsy of England (first series, 1901,
Bayley and Ferguson), to broach a new theory

in

suggesting the probability of its composition or
its modern revival being due to James Oswald,
a Scottish musician who settled in London in
1742.
Oswald became a hack-^vriter for John
Simpson, the publisher of all early copies (with

GOD SAVE THE KING

GODARD

the exception of that in The Gcntlemaii s
Magazine, October 1745) of the piece prior to
1747, the date of Simpson's death.
The arguments laid down are admittedly inconclusive, but suggest a line of inquiry which
Briefly put,
has been hitherto overlooked.
they are to this effect that the claim for Carey
is untenable, and merely rests on two statements
made half a century after the supposed events,
one being dependent on the memory of a person
as to what song was sung at a public dinner
(after the bottles had circulated), and another
that we have no real knowone equally vague
ledge as to 'God save the King' before 1745
for the date 1742 wliich Chappiell gives for
Hanionia Angliama (of which work, by the
way, no copy appears to be no^v known), or the
same publication under its later title Tlicsaurus
that Oswald was workMiisiais, is not proven
ing for Simpson and probably edited this pjublication, and that for some reason he did not
wish to claim much excellent work, frequently
that Oswald was apusing a nam de plume
pointed chamber-composer to George III. over

191

:

:

;

;

:

and finally
the heads of better-known men
that the chimes of Windsor Parish Church,
which were arranged in 1769 by Oswald himGod save the
self, played among other tunes
King,' and this is stated to have been named on
the dial-plate Oswald's (misread Osweld's ')
;

'

'

'

'

'

air.

For

theory the reader

referred to

quoted.

Ben.jamin Louis Paul, born in

August

18, 1849, first studied the violin

under Richard Hammer, and entered the Conservatoire in 1S63, where he studied harmony
under Reber he competed twice for the Prix
de Rome, but without success.
He then left
the institution and joined several societies for
:

chaiuber music, in the capacity of viola jjlayer,
at the same time devoting himself to composition
with an ardour and a fertility which time only
served to increase.
He wrote numerous songs,

which several are most charming, a violin
and a number of pieces for piano, some
very pretty
he also orchestrated with much
delicacy Schumann's Kinderscenen (2)roduced
in this form at the Concerts du Chatelet in
1876), for at the beginning of his career he
seemed to be spiecially inspired by this master
both in the concentrated exp)ression of his songs
and in the elegant forms of his pjiano pieces.
He next jiroduced more fully developed compositions
two violin concertos, the second of
whicb, entitled Concerto Romantique, was
played at the Concerts Populaires by JUle. M.
Tayau in 1876, and repeated several times both
by her and M. Paul '\'iardot a trio for piano
and strings a string quartet and a piano concerto played by G. Lewita at the Concerts
Populaires in 1878.
In this year Benjamin
of

sonata,

;

'

'

:

fuller details of this

The Minstrelsy of England abd'e
Pop^dar 3Insic, Dr. Cumniings's articles in the yl/^is^'coi Times, 1878, and
his book 1902, with Richard Clarke's Account of
the National Anthem, 1822, will give the inquirer
all the original matter that has been collected
on the subject.
A further early copy of the air, up to the
The tune
present unnoticecl, is here appended.
occurs as a minuet in a country dance named
Long live the King from Johnson's collection
of country dances, dated 1748, but probably
is

GODARD,
Paris,

Chaiipell's

'

'

issued in the

autumn

of 1747.

Long live the King.
From 'A Choice

Collection of 200 Favourite Country

Dances,' vol.

]74S.

Publisliert

Bow

Churchyard.

iv.

by John Johnson,

;

;

Godard, bracketed with Th. Dubois, carried off
the prize at the musical competition instituted
by the municipality of Paris, and his pirize
comjiosition Tasso was performed with nmch
'

'

success at the Concerts

and

du

Chfitelet (Dec. 18,

This dramatic symphony,
written on a pioem by Grandmougin, both the
words and music of which are inspired by the
Danmation de Faust, still remains Godard's
chief work, and that npion which his artistic
reputation is most firndy founded.
The com22,

29, 1878).

'

'

poser here shows a real talent and a rare instinct
for orchestration, though at times his rhythms
are apt to

become too bizarre and his employment

sonority too frequent.
He also
possesses unusual feeling for the picturesque in
music, and is able at will to strike the pjoetic
of excessive

pSa^ gffi^
f

note and to impart a vigorous dramatic accent.
^^^ith all this we have to notice an inconsistent
mixture of Italian forms and of totally opposite
styles, which proves that the composer has not
set before himself an ideal resulting from serious
reflection.
There is also a tendency to employ
far too freely the whole strengtli of the orchestra,
and an unfortunate habit of contenting himself

GODAED

GODDAED

with the first idea that occurs to him without
duly considering it in order to enrich it in
orchestration and lastly
and this is the com-

He died
operas, Les Guelphes and 'Buy Bias.
atCannes, Jan. 10, 1895. Godard had undoubted

192

;

poser's chief fault

—
— a too rapid

productiveness

and

a too great leniency in judging his own
works.
After the exaggerated success of this
very interesting and promising work, M.
Godard, intoxicated by praise, only produced
compositions the good qualities of which have
often been obscured by too hasty workmanship.
The most important are
Scenes Poetiques
(Concerts du Chatelet, Nov. 30, 1879); a symphony (Do. Dec. 26, 1880); 'Diane, poeme
dramatique
(Concerts Populaires, April 4,
1880); 'Symphonie-ballet'(Do. Jan. 15,1882);
Ouverture dramatique (Do. Jan. 21, 1883);
'Symphonic Gothique' of no interest (Do. Nov.
11, 1883); 'Symphonic Orientale,' five descriptive pieces on poems by Leconte de Lisle, Aug.
de Chatillon, Victor Hugo, and Godard (for he
is himself a poet at times), the most remarkable
of which is the piece called
Les Elephants,'
cleverly contrived to give the effect of ponderous
weight (Do. Feb. 24, 1884); and lastly a 'Syraphonie Legendaire,' written partly for orchestra
'

'

'

'

'

and partly

alone, partly for solo vocalists,

for

chorus and orchestra.
This libretto, too, is by
various poets, of whom Godard is one, and forms
on the whole a somewhat heterogeneous j)roduction, embracing all kinds of fantastic paraphernalia, through which the composer can re-\'el in
descriptive music to his heart's content (Concerts
du Chatelet, Dec. 19, 1886). After the retirement of Pasdeloup, who was a firm admirer of
Godard's works, and generally allowed him to
conduct them himself, the latter formed the idea
of reviving the Concerts Populaires under the
name of Concerts Modernes, but the undertaking
proved impracticable, lastingwith greatdifficulty
till the end of its first season (Oct. 1885-April
The suite, Lanterne magique,' and
1886).
many of the graceful if rather superficial songs,
are the things by which Godard is best known
A one-act opera, Les Bijoux de
in England.
and
Jeannette, was given in Paris in 1878
on Jan. 31, 1884, Godard brought out at
Antwerp a grand opera, 'Pedro de Zalamea,'
written on a libretto by Silvestre and Detroyat,
Some selections from it,
but without success.
fierformed at concerts in Paris, had no better
fate.
He subsequently wrote three orchestral
incidental pieces for Much Ado about Nothing,
On
produced at the Odeon, Deo. 8, 1887.
Feb. 25, 1888, his opera 'Jocelyn' was piroduced
at Brussels with moderate success. ['Le Dante,'
in four acts, was given at the Opera Comique in
1890, and '.Jeanne d'Arc' in 1891, the successful
La Vivandiere being produced at the Opera
Comique, April 1, 1895. This is the only one
of his larger works as yet given in England,
having been produced by the Carl Rosa Company at Liverjiool in 1896, and at the Garrick
Theatre, London, in 1897.] He left two grand
'

'

'

'

;

'

'

'

'

and would liave had much more success
had he known how to impose a stricter discipline
upon his natural gifts, and to judge his own compositions more severely, without thinking that
all the productions of his facile pen merited the
talent,

A. J.
attention of the musical world.
GODBID, William, the chief English printer
of music from type at the middle of the 17 th

He printed

century.

all

the musical works paib-

John Playford between the years 1658

lished by

and 1678.

In or about this latter year Godbid,

left his widow Anne, and John
Playford, junior (son of the above-named, and
apparently apprenticed to Godbid) in possession
of his printing works in Little Britain.

having died,

In 1682, Anne Godbid had died or retired, and
Playford, junior, alone retained the business
until his death in 1686, in which year the plant
J.

is

advertised as for sale.

Godbid and

his suc-

cessor were also particularly noted for general

learned and mathematical works in addition to
musical publications. Frequently (following the
old printers' custom) initials only are used on
the imprints, as
W. G.' or printed by A. G.
;

and

—

'

'

K

J. P.'

GODDAED,

Arabella,

English pianoforte

pjlayer, of

K.

distinguished

a

an old Salisbury'

family, was born at S. Servans, St. Malo, Jan.
12, 1836, at the age of six was placed under
Kalkbrenner in Paris, and afterwards had a few
lessons from Mrs. Anderson and from Thalberg
in England.
She made her first appearance in
pjublic at the Grand National Concerts at Her
Majesty's Theatre, of which Balf'e was conductor,
on Oct. 23, 1850, where her style and mechanism

at once

made a great

imjiression.

On

Thalberg's

recommendation, she was placed in the hands
of Mr. J. W. Davison, who led her to the study
of those great compositions, many of which she
played in England for the first time.
On April
14, 1853, she made her debut, and at once fixed
her position as a classical player, at the concert
of the Quartet Association, in ]3cethoven's pianoforte sonata in Bb, op. 106.
The winter of
1854 and the whole of 1855 were passed by Miss

Goddard

in

Germany and

She carried

Ital3\

her classical repertoire with her
played inter
alia at the Gewandhaus Concert, Oct. 1855 and
Avas received AA-ith enthusiasm by some of the
best critics of Germany. Returning to England,
she made her first ajipearance at the Philharmonic on June 9, 1856, in Sterndale Bennett's
Concerto in C minor (then in MS.)
at the
Crystal Palace (in Moscheles' Concerto in E)
on March 13, 1858, and at the Monday Popular
Concerts on March 9, 1859.
In 1857 and 1858 Miss Goddard played in
London all the last sonatas of Beethoven (from
op. 101 to 111)
at that time almost absolute
novelties to most other hearers
as well as many
other masterpieces by Clementi, Dussek, Mozart,
;

;

;

—

—

GODEFEOID

GODFREY

Mendelssolin, and other masters, either solo or
with accompaniment of stringed instruments, in
addition to the usual classical Concertos, Trios,
Sonatas, etc. In 1859 she married Mr. Davison,

The second, Adolphus FitEDEracK, born at
Westminster in 1837, entered the Coldstreams
in 1856, and in 1863 succeeded his father as
bandmaster of that regiment. He resigned this
post in 1880, and died August 28, 1882.
Charles, the third, born Jan. 17, 1839,
joined the Scots Fusiliers as bandmaster in
1859 and lelt that regiment in 1868 for a
similar position in the Royal Horse Guards,
from which he retired in Jan. 1904.
He is
professor of military nmsie at the Roj-al College
of Jlusic, and the Guildhall School of Music.

Avho, as already stated,

the

of her

former

was

master and
1S73 Madame

licr real

In

taste.

left England for a lengthened tour
through America, Australia, and India, returning in the autumn of 1876, and making her first
reappearance in two recitals at St. -Tames's Hall
She appeared in London
on Oct. 12 and 19.
at Sims Keeves's benefit concert in March 1882
a bcnetit concert was given I'or her on March 9,
1'90, and she became a Koniau Catholic in

Goddard

;

1900.

G.

GODEFROID,

name

the

of two

brothers

whose reputation was founded on their skilful
The elder, Jules Joseph, was
harp-plaj'ing.
born at Kamiir, Feb. 23, 1811, and wrote
pieces for his instrument, as well as two comic
Le diadeste' and 'La chasse royale.
operas,
He died in Paris, Feb. 27, 1840. The younger
'

brother, DiEUDOXN'li Jo.seph Guillaume Feli.k,
born July 24, 1818, at Namur, was a pupil of

the Paris Conservatoire, and spent the latter
Besides numerous
part of his life in Brussels.

harp solos, etc., he \\-rote an oratorio, La fille
La harpe d'or and
two operas,
de Said
'

'

'

'

;

'La derniere
drawing-room

and a great number of
for the jjianoforte, which

bataille,'

pieces

enjoyed great popularity in their day. He died
[Riemann's
at Villers-sur-Mer, July 8, 1897.
Lexil'im

;

Baker's

GODFREY.

Bi"fj. Dirt.'j

A

lamily of English military
bandmasters. Ch.aules Godfrey, the founder,
was born Nov. 22, 1790, at Kingston, Surrey
[w'as a drummer in the First Roj'al Surrey
Militia]
in 1813 joined the Coldstreams as a
bassoon player, and in 182.'^) became bandmaster,
a post whicli he filled witli lionour till his death,
Dec. 12, 1863, at his house in Vincent Square,
;

;

AVestminster, after lifty years' service. [He had
been discharged from military engagement in

but remained a civilian bandmaster.]
He was appointed Musician in Ordinary to the
King in 1831, and was one of the Court of
Assistants of the Royal Society of Musicians.
The first journal of military music published in
England, under the name of JuHien's Journal,
His three
was arranged by I\Ir. Godfrey.
sons were educated at the Royal Academy of
1834,

Music.
Dan'iel, the eldest, born Sept. 4, 1831, entered the Royal Academy of Music as a student
of the flute in 1847, and was bandmaster of the
Grenadier Guards from 18.56 to 1896, when he
In 1872 he took his
formed a band of his own.
band to the United States the first visit of an
English military band since the Independence.
He is well known here and abroad by his waltzes
'Guards,' 'Mabel,' 'Hilda,'
for military band
etc.
He died at Beeston, near Nottingham,

—

—

June 30, 1903.
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Se^'eral of the third generation of Godfreys
have won distinction in music.
Daniel Eyep.s
Godfley, L.R.A.M., son of Daniel, born 1868,
was at King's College School and the Royal
College of Music (from 1884) -was conductor of
the London Military Band in 1890
and after
a tour, as conductor of an opera troujie, in
South Africa in 1891-92, settled at Bournemouth, where he has raised the orchestra of the
Winter Gardens to a high pitch of excellence.
His performances of the classics and of modern
works slioiv him to be a conductor (not merely
a bandmaster) of very high rank, and the Symphony Concerts, which he has directed since
their foundation in 1894, have an imiioitant
influence on national as well as on local nuisic.
He was appointed resident musical adviser to
the Corpjoration in 1895, and subsequently
manager of the Winter Gardens. (See Symphony Concerts.)
Three sons of Charles Godfrey, junior, have
also shown remarkable ability
Arthiul Eur.ENE Godfrey, born Sept. 28, 1S68, was a
;

;

:

chorister at St. Paul's Cathedral in 1877-83,

studied at the

Royal Academy of Mu.sic in

1883-89, gaining various jirizes, and becoming
an associate of the Academy he has won ex;

perience as a theatrical conductor, and a string
quartet, songs, etc., give evidence of considerable talent.
He has written much inciilental

music for plays, and his musical comedy, Little
iliss Nobody,' "was produced with great success
at the Lyric Theatre, and ran for over six
months, from Sepjt. 1898. He was musical adviser to ilessrs. Robert Cocks & Co., and is now
'

of Messrs. Hopwood & Crew, Ltd.
He
a clever accomp>aTust. Charles George Godfrey, born in London, Dec. 1866, was educated

manager
is

and the Roj'al Academy
and got his first experience of military music as occasional substitute for his
father.
He has been successively organist of
St, John's Church, Wapping
bandmaster to
at St. Paul's School,
of Jlusic,

;

the Corps of Commissionaires (1887)
conductor of the military band at the Crystal
Palace, 1889-97.
In the seasons of 1897 and
1898 he was conductor at the Pavilion Gardens,
;

Buxton; and at Easter, 1899, ivas appointed
musical director at the Spa, Scarborough, a
post he still fills with distinction and success.
He conducts an orchestra in the spring and
O
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autumn
band

in the

GOETZ

Grand Hall, and a military

gardens in the sumnrer.
He lias
arranged mucli music for military band, and
has written some orcliestral ]iieces.
Heilbejit
A. Godfrey, born 1869, was educated at
Christ's Hospital and tlie Royal School of Art
(1884-86); he joined the Crystal Palace Military Band in 1889, solo cornet, and became its
conductor in 1897, after obtaining experience
as a conductor at Folkestone in 1895 and 1896.

His

in

tlie

worl^;s

include niarclies and pieces (Voccasion,

as well as a complete ballet,
Butterflies,'

Mns.

1901.

'
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G ODO WS KY, Leopold, distinguished pianist,
was born at Wilna, in Russian Poland, Feb. 13,
1870, where his father was a physician.
When
but three years of age Godowsky Ijegan to show
signs of rare musical aptitude, so that on

and rapid development

it

its

early

was decided that he

should follow a musical career.
Many of his
juvenile attempts at original composition, made
at th is time, have since been util ised by G odowsky

His

tirst

public appearance as a pianist occurred

in his native

town

in 1879, his success

being so

em ph atic th at a tour through Poland and Germany
was there and then decided upon for him. At
thirteen years of age, by the generosity of a
rich Kbnigsberg banker, he was able to enter

the Hoclischule in Berlin, where his masters
were Bargiel and Rudorll'.
Theie he remained

two

years,

and in 1884 made

his first

American

conjunction with Ovide Jlusin, the
violinist. Two years later he returned to Europe
and became a pupil in Paris of Saint-Saens.
Then followed a tour in France and a visit to
London, in 1887 and 1888, where he was commanded to appear at the British Court. In
1890 he returned to America in consequence
of his English success.
There he married in
1901 Jliss Frieda Saxe, and returned for a
tour to Europe
but subsequently he made his
home successively in Xew York, Philadelphia,
and Chicago (where he was director of the Conservatoire), and toured through the States and
Canada.
On Dec. 6, 1900, Godowsky appeared
in Berlin, and set the seal upon his fame by a
series of tine performances, which placed him in
the front rank of contemporary pianists, a position he stdl continues not only to occupy but
As a pianist he is a master of
to strengthen.
tone-gradation, he has an exquisite touch, and
excels in the simultaneous manipulation of many
themes.
The list of his compositions is not large,
but it is in some ways the most important
addition to the literature of jjianoforte technique
His
since Liszt's compositions were produced.
Etudes are really
fifty studies on Chopin's
original compositions, not mere transcriptions,
and are full of merit. He himself has written a
tour,

in

;

'

'

number

of concert studies

— opp.

11, 12,

and

14,

and sundry smaller works, as the polonaise in C,
Minuet in F, a couple of concert Valses, and some

songs

and

;

a Toccata, op. 13

three Pieces, op. 15

;

;

K. H. L.

four jiieces, op. 16.

GUTTERDAjMMERUNG.

The fourth and
Wagner's Ring des Nibeltjngen
first performed at Bayreuth, August

last section of

(which see)
17, 1876.

G.

GOETZ, Herm.^xx,

born at Konigsberg, Dec.
17, 1840, showed remarkable musical powers in
early life, but was not regularly taught music
(he took some lessons from L. Kohler) until he
was at the University of Kijnigsberg, wdien he
decided to adopt the career of a musician, and
placed himself, in 1860, at the Stern Conservatoriuni in Berlin,

under Bidow

for piano,

and

Ulrich for composition.
In 186.3 he was appointed organist at Winterthur, and moved to
Ziirich in 1867, but retained the Winterthur ap]iointment until 1870, when ill-health compelled
him to resign the post. He devoted himself to
the composition of an opera, the libretto of which
was based by J. V. Widmann on The Taming
Der "Widerspanstigen
of the Shrew, and called
Z.ihmung.' After innumerable disappointments,
the composer at last had the good fortune to
take his work to Ernst Frank, who was then
'

capellmeister at Jlannheim.
With charactersympathy and insight the eminent con-

istic

ductor saw^ that the opera had

all

the elements

and it was produced under his direction at Mannheim, on Oct. 11, 1874.
Its
success was immediate and decisive.
In Feb.
1875 it was played at Vienna, and made its way
to Leipzig, Berlin, and the other important
German operatic centres. It was published in
an English version by Augener & Co. in London,
of success,

minutely analysed in the ilonthhj Musical Becord
in 1878, and produced at a matinee at Drury
Lane, Oct. 12, 1878.
In 1880 it was revived
by the Carl Rosa Company at Her Majesty's
Theatre, when, as on many former occasions in
Germany, Mile. Minnie Hank, who undertook
the principal part, substituted, for the finest
number of the work, tlie splendid sejitet in the
last act, an ineffective vocal waltz which the composer had reluctantly consented to write for her.
The fame of tlie opera brought Goetz's other
works into prominence they were not extensive, but they possess such individuality of
conception, and such beauty of style, that they
were not long in finding enthusiastic admirers,
;

whom went so far as to compare
Goetz with Brahms, to the disadvantage of the
latter.
The most imp^irtant of the early comsome of

is the symphony in F, a work of lasting beauty, and one that well deserves a place
in every classical repertory.
The choral setting

positions

of Schiller's Nanie,' op. 10, and the (posthumous) setting of Psalm cx.xxvii. for soprano solo,
chorus, and orchestra, were the first of Goetz's
'

non-operatic works to maketheirwayin England.
The latter was given first here by the London
Musical Society, June 27, 1879.
The chamber
compositions, which include a trio and a quintet

GOETZ

GOLDBERG

for piano

and striugs (the latter work includiTig
a double bass), the piano sonata for four hands,
and the concerto for piano and orchestra, are

the value of the combination of the stringed
instruments chosen to acconqiany the pianoforte—one violin, viola, violoncello, and double

qualities.
Whether from
from some other cause, Goetz's
second opera, Francesca da Rimini,' produced
atJEannheim, Sept. 30, 1877, after thecomposcr's
Two
death, was not on a level with his first.
of the three acts were finished, and the third
slcetched, by the comjioser, at whose request his

bass
is fully
felt.
Even in the pianoforte
sonata for four hands there are passages which
are so happily conceived for exactly this combination, that one feels that no other medium
could make precisely the same effect.
Ho
was a thoroughgoing romantic, though he never
reached the depths of lyric jiassion which
Schumann knew bo well how to reflect in music.
For those who do not require much variety or
contrast of musical emotion, and \\'lio can throw
tliemselves willingly into a mood of refined
melancholy, Goetz's music must have a per-

marked by very high
failing health, or
'

Frank finished the score, and directed
Goetz had died on Dec. 3,
the performance.
1876, uearly ten months before its ]>roduction.
Goetz is often quoted as an instance of a
brilliant career cut short by an early death
but
if we think of the work of certain masters who
only lived to about the same age, such as Purcell,
friend

;

Mozart, and Mendelssohn, we shall easily realise
that the reason must be sought elsewhere for
the undoubted fact that Goetz's music has not
taken so important a place in history as it was
Few as his works
at one time expected to take.
are, it is evident to the most cursory reader of
his scores that already there are signs of his
having begun to repeat himself, to form a habit
of expressing the same sentiment or emotion in
and, in short, that the freshness
the same way
of his invention was beginning to get exhausted.
In all, or almost all, of his compositions we feel
that he is at his best in a tenderly elegiac mood
that his music gives a picture of a life full of
disappointment, and proceeds from a nature
quite unfitted to buffet witii the world.
It is
always refined, and on occasion touches cliords
of sincere and deep emotion.
If tlie comic side
of the Shakes])earean play on which his most
successful work was based seems altogether beyond him, it must be conceded that the musical
characterisation of Katharine is a masterjnece in
its way.
It may be doubted, liowever, whether
her somewhat querulous accents in the earlier
scenes represent Shakespeare's slirew
and,
charming as is the scene in which she submits
herself and acknowledges her love for Petruchio,
the spectator feels tliat in this Introspective
melancholy which is the prominent note of the
cliaracter, much of the hearty animal s^iirits of
the original has been lost.
Goetz may perhaps he described as the
legitimate artistic descendant of Schumann,
though he possessed far more than Schumann's
power of expressing himself freely and fully in
the classical forms, and a feeling for tlie effective
disposition of his voices and instruments which
Schumann only rarely attained. In the symphony there occurs one of those haunting touches
in which both Schumann and Brahms take
in the second movement, a
special delight
charming intermezzo, the horn gives out a call
which is absolutely appropriate to the character of the instrument, and which gives a
peculiarly beautiful colouring to the whole
movement. In many places in the quintet, too,
;

;

;

;
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of his ]3ublished works

of

iii.

is

as follows

:

—

Op.

and

in

G

;t.

minor.
Three easy pieces for piano Lind violin.
Three songs.

4.

Rispetti,

5.

Three Kinderlieder in Swiss

1.

2.

fi.

7.
8.
9.

Trio, pf.

siTC

str.,

Italian folk-eongs.
diuleet.

Qnaitet, pf. and str., E iiimJoi.
Nine pianoforte pieces, Lose Bhitter.'
Two pi^moforte sonatinas.
Symphony, F major.
'

11.
12.

Niinie, for mixed choir. boIob and orch. (words by Schiller).
Cantata for male voices and orch. (words by W. Miiller).
Six sontrs for soprano or tenor,

13.

Genrebilder, six pianoforte pieces.

14.

Ps. cxxxvii. for soprano eolo, choir
Frilhlingsouvertilre, for orch.

10.

15.

Posthumously published.
and orch.

C

1^. Quintet, pf. and str. iwith double bass), in
minor.
17. Soirita, for pianoforte, four hands, in
minor.
IS. Concerto for piano, in
flat major.

G

B

19.

JO.
21.
22.

Six songs.
Four songs for male voice quartet.
Se\en songs for four-p;irt chorus.
Violin concerto in G major, in one movement.
The two operas above-mentioned have no opus-numbers.

M.

GOLDBERG, Johann Gottlieb

TheoPHiLi'.'^), born at Kbnigsberg about 1720, was a
pupil of Sebastian Bach, from 1733 to 1746,
and one of the most remarkable players on the
clavier and organ of the middle of the 18th
century.
He was brought to Bach fi'om Konigsberg by Oount Kaiserliug, the Russian ambassador, of whose establishment he a]Fpcars
to have been a member.
Bach held him up
as his cleverest and most industrious pupil,
and with reason, for to immense executive
(or

power he joined an extraordinary facility of
improvisation, and of playing the most difficult
music at sight.
His works (as named by
Gerber) are not important, and remain in MS.
a motet and a psalm for voices and orchestra ;
twenty -four polonaises
preludes and fugues
with variations two concertos a sonata, and
six trios for flute, violin, and bass
all
exhibiting a certain melancholy, and strong individuality.
During the Seven Years'"\Var (1756;

;

;

—

1763) he was 'Kammermusikus' to Count Briihl.
Bach's Thirty Variations were written for Goldberg at the request of Count Kaiserling (in
exchange for a golden goblet and 1 00 louis d'or),
and he was accustomed to play them nighth^ to
the Count to lull him to sleep.
They are sometimes known as the Goldberg A^ariations. G.

GOLDBERG
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GOLDBERG, Joseph

Pasquale, born at
began liis career as a
violinist, an a pupil of Maysedor, and studied
counter[ioint and composition under Ritter von
Seyfried at Vienna.
At the age of twelve he
appeared at the Grand Redoutensaal, and performed a concerto in E minor, with orchestra,
Vienna, Jan.

of his

1,

1825

;

own composition, dedicated

Spohr.
After a few years lie left Vienna for Italy, and
played at Trieste, Venice, Bergamo, etc.
From
Italy he went to Paris, and was then urged by
Rubini and Meyerbeer to become a singer he
received his vocal instruction from Rubini and
Bordogni, and after\vards from the old Lamperti
in Italy.
He was engaged for three years as
primo basso assoluto in the principal theatres
of Italy.
At the age of eighteen in 1843, he
to

;

made

debut at Padua in Donizetti's Regina
and met with a mo>t favourable
reception.
At Verona and Genoa he sang with
his sister, Fanny Goldberg Marini, at that time
one of the most celebrated prima donnas of
Italy, in
Maria di Rohan.'
But being of a
serious and retiring disposition, and detesting
the stage, he decided to leave it, and returned
to Paris determined to sing only at concerts
and to teach singing.
At Paris he became a
favourite, and was on the most intimate terms
with Rossini, Donizetti, Chopin, Halevy, and
Thalbei'g. In 1847 he came to London to fulfil
From
a six-weeks engagement with JuUien.
1850 to 1861 he made several provincial concert tours in England with Grisi, Alboni, Mario,
Among his
etc., and then settled in London.
pupils we will name Giuglini and Brignoli,
his

'

di Golconda,'

'

'

Mme.

Gassier,

Mme.

Rabatinskj',

and

his

own

Caterina Goldberg-Strossi, who earned a
La Scala, Milan, and at Barcelona.
In 1871 Goldberg was commissioned by
Gorrenti, Minister of Public Instruction, to
report u|ion the Conservatoires of Italy, and to
propose reforms in the method of instruction.
His proposals were approved by Lauro Rossi,
the then Principal of the Naples Gonservatorio,
and have since been put in force throughout
Italy.
In consideration of these services Goldberg was created a Knight of the Crown of Italy.
He was the composer of La Marcia Trionfale,
which was played by the military bands when
the troops of Victor Emanuel entered Rome
Goldberg was for many years
for the first time.
professor at the Royal Academy of Music, and
also professor to H.R.H. the Princess Louise.
r,.
He dieil in Vienna, Dec. 20, 1890.
GOLD.MARK, Carl, born May 18, 1830, 'at
Keszthely on tiie Plattensee, Hungary, his father
being a cantor in the Jewish synagogue there,
and too poor to alford to give him regular musical
The village schoolmaster taught
instruction.
sister,

great success at

'

'

'

1 In the iiBofwl little pamphlet upon the compoaer by Otto Keller
(Leipzig. H. Seemanril the date 18.12 i3givenfta that of tlie compoaer '9
birtli. but the more generally accepted date is proved to be correct
by the circometance that an account is given of certain celeVjrations
in honour of hie aeveotieth birthday, which ia duly dated 1800.

him the rudiments, and he entered the school
Oedenburger Musik-Verein in 1842.
on the violin at a
concert in the winter of 1843-44, were remarkable enough to warrant his being sent to Vienna
to study in earnest
and in 1844-45 he was a
pupil of Leopold Jansa, entering the Conservatoriuni in 1847 as a pupil of Bbhm for violin,
The political disand of Preyer for harmony.
turbances of 1848 compelled the authorities to
close the institution, and Goldmark was tlirown
He was engaged in the
on his own resources.
theatre-baiid at Raab, and on the capitulation
of the town to the government he was actually
of the

Here

'

'

his talents, exhibited

;

A

led out to be shot as a rebel.

friend of his

explained the mistake, and his life was spared.
In 1850 he returned to Vienna, and worked
hard lor the next seven years, becoming familiar
with all the orchestral instruments, and making
numerous essays in original composition. These,
which consisted of a quartet for piano and
strings, an overture, a couple of songs, and a
psalm for soli, chorus, and orchestra, were per-

formed at a concert on March 20, 1857, when
the quartet was the most favourably reviewed
of the compositions, in the IFiener Zeiluruj.
After a couple of years spent in further study at
Pesth, where another concert of his works took
place in 1859, he returned for good to Vienna
in 1860, and set up as a pianoforte teacher.
By this time he had completed some of the
compositions which have made his name best
known throughout the musical world, such as
the symphony (or suite) called Liindliche Hoclizeit
and the Sakuntala and Penthesilea
overtures.
Some piano pieces, published without opus numbers by Haslinger, date from
this time, and, with the works given at the
concert of 1857, correspond with the spaces
in the list of numbered compositions.
The
'Sakuntala' overture, performed at one of the
Philharmonic Concerts in Vienna on Dec. 26,
1865, was at once recognised as an important
work, and even a critic so chary of his praise
as Hanslick spoke of it.s wealth of orchestral
colouring, and considered that the composer
had got over his earlier love of dissonance.
Goldmark was for a time a critic too, and expressed himself strongly in the KonstilutiomieUe
Zeitung in favour of AVagner, whose works he
had carefully studied so far as they were at that
time accessible.
Almost ten years were devoted to the composition and revision of his first opera
Die
'

'

'

'

'

*

'

Kr.nigin von Saba,' in four acts, to a libretto
by Mosenthal, a work which, produced March
10, 1875, at the Hofoper at Vienna, under
Gericke's conductorship, and with a splendid

including Materna, Wild, and Beck, made
an emphatic success. It was only natural that,
like so many .Jews before and after him. Goldmark should have thrown himself ardently into
the work of composing an opera on a Jewish
cast,

CARL GOLDMARK

GOLDSCHMIDT

GOLD.AIAKK
but, apart from all the patronage
such a work "was sure to obtaiu iVoiii a
section of the Viennese public, there are
remarkably higli cj^ualities, and the fine

subject
^v'hich
i^irge

iu it

;

use of oriental colour, the clever characterisation of the personages, and the brilliant ell'ect of
the "whole, deserve all the recognitiun they have
obtained all over Germany, and in many towns
in Italy, as well as in

New York and

j\Iadrid.

FrvlhliDgahymne,' for

2.1.

iilto solo,
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chorus, and orchestra.

liJi i'UMcherthal,' six i.'hural songs.
SuM.ita ill D f..r violin and pf.
Syriiphuiiy (SinlunisL-I.e liiLhtnngi, Liie liuidlichi^ Hochzeit."
'11.
l>ic Koiiigin V'.'U taba,' opcm in
act:?.
2y. "\iolin conr.-rto in A niinur.
•jy. Two N..v.;ll.Ltci., pr.-lu.i.- and luguc, for pi.
:!U. Quint<:t iu 11 flat, jif. .-niil strings.
31. OvL-rtnre,
I'eutliLsil.-a.'
iii;.
Songs fr-.m WnlrCs W iUUr Jivj^r.
33. Trill, pf. and strings.
'J.-i.

'2r..

*

'Jil.

'

-1

'

:i4.

Four

^^llgs.

S-\niplinnv, K flat.
i.Mvrture, 'Iiu Fiiihliiig.'
;i7,
EJ^'ht s,,nga for high \oicc.
:k"<,
0\ crturu, Dcr gefesseltc I'roiiictlicos.'
:;H. Si>nata for pf. and vcello.
4U. PeahiJ c.\iii.
:W.
•M.

'

Up

to the present time its scriptural subject has

jirevented its production in England.

The habit

and the stringent selfcriticism which caused him to write the third
act twice over, had nuuh tu say to the success
of the work with the public, for there are few
tirst operas which stiow so complete a mastery
of stage-craft, and in which the dramatic and
of slow worknuinship,

11,
4:1.
4;i.

44.

45.

Two male choruses.
Two four-part songs with pf,
Suite in E flat, pf. and violin.
Overture, 'Sappho.'
Scherzo in A for orchestra.

4i;-8.

49.

Overture,

'

In Italien.'

Without opua numbers
A symphonic poem. Zrinyi,' and a second violin concerto, are
among Goldmark's must recent works.
— 'Jlerlin,' 'Das Keimcheu aia Herd,' 'Die KriegsgefanOpi-ras
gene,' GiJtz von Berlichingen.' and 'Der Fremdling.'
M.
:

'

:

'

musical elements are so deftly combined.
The
charge was (perhaps inevitably) brought against
it that it owed too much to Wagner, and in a
certain sense this is quite true, for Goldmark
accepted the artistic tenets of Wagner wholeheartedly, although in the invention and treatment of his themes there now seems very little
ground for the accusation.
Another four years,
from 18S2, were spent in the composition of his
second opera, 'Merlin' (libretto by Siegfried
Lipiner), produced also at Vienna, on Nov, 19,
1886, in which the last act was subjected to
thorough revision after the tirst performance,

The list of Goldmark's
its advantage.
completed by 'Das Heimchen am Herd'
(libretto by Willmers, founded on Dickens's
Orickd on the ifcari/i), produced at Berlin, June 2 7
1896; 'Die Kriegsgefangene' produced at Vienna,
Gijtz von Berlichingen (Pesth,
Jan. 9, 1899
1902): and 'Der Fremdling,' not yet performed.
Goldmark's main characteristics are his
complete mastery over every kind of musical
effect, his wealth of melodic invention, and skill
If he has never
in manipulating his themes.
sounded the deepest notes of human emotion, or
given the world any passage of real sublimity,
his works have given great pleasure to many
greatly to

operas

is

'

'

;

classes of musicians, not alone to the frequenters
His orchestral works are always
of the opera.
effective

and often

and his chamber-

interesting,

compositions, notably his two suites for piano
and violin made familiar to English audiences
by Sarasate tell of his early familiarity"with the

—
—

violin.
1-4.
5.
6.
7.
8.

9.

10.

11.
12.
\?..

14.

15
16.
17.
18.

19.
20.
21.
™>.

'

The

list

of his works

is

as follows

:

UnynblipVied e-irlv works. See above.
uiul Dranp.' pianoforte pieces.

Sturm

Trio for

and

pf.

*

'

'

there

interesting tliat

is

much

internal

evi-

dence tending to dispilay the two works as tlie
result of similar waves of musical thought.
Goldschmidt's drama was heard in Paris under
Lamoureux's conductorship, at Hanover, Lei]izig, Kiinigsberg, Fribourg, and Vienna, and was
received everywhere with acclamations except
in the composer's native town, where it was the
object of acrimonious attacks fi'om the pjress.
Liszt, to whom the drama is dedicated, thouglit
very highly of it, and kept up the most amicable relations with the composer until his death.
Another important work, wdiich is available in
Heliantlius,' of
print, is the music drama,
which he wrote both the text and the music,
'

and which
advance on

in

is

many ways

a

considerable

was jtroduced
at Leipzig in 1884. The work, however, which is
in all probability his best, remains unpublished
Gaea
the trilogy.
(1889), of the text of
Avhich Catulle Mendes has issued a French
its

predecessor.

It

;

'

'

Three pieces for piano, 4

Twelve songs.
Scherzo in E minor

for orchestra.
P.eschwiiruDg.' song for low vuice.
Four MOngs.
Dances for pf. 4 hands also for orcJicstra.
'

;

translation.
it is

entirely

hami.'f.

Overture. 'Sakunt-ila.'
Two choruaes for male voices.
, - v.
^
j *
FrUhlincsnetz.' male quartet, with acoompt. of 4 homs and pf.
'MeeresftiUeundglilckliche Fahrt. for male voices and horns.
Two choruses for male voices.

,

Adalbert von, born
1848, in A^ienna, was originally intended for the law, but, after passing his examinations, ])referred to follow his own inclinations and devote himself actively to the study
When twenty-two years old lie coniof music.
{tosed liis iirst im]iortant work,
Die Sieben
Todsiinden,' an allegorical drama, the text of
which is by Robert Hamerling, though containing several contributions from the pen of tlie
composer.
This was produced at Berlin in
the spiring of 1876, a few months before the
Nibelungen Ring
made its appearance at
Bayreuth, so that, although it was not published
until later, it cannot have been influenced by
This circumstance is the more
the 'Ring.'
5,

'

strings.

String quartet in B flat.
String quintet in A minor.
Regenlied for choni.-.
Snit« for piano and violin. E major.
'

GOLDSCHMIDT,

May

a progressive

It is claimed for this work that
new in form and conception, and
move in dramatic nnisic, being one

step fartlier towards the reunion of all the arts.
Those who were privileged to see the manuscrijit

were filled with enthusiasm. An influential
committee was formed irnder the patronage of
a famous
the Archduke Eugene of Austria
;

GOLDSCHMIDT

GOLINELLI

impresario, Pollini, undertook tlie management,
and a plienomenal artistic success was predicted.

L' Allegro ed II Penseroso,' for which lie wrote
These works had
additional accompaniments.

Intrigues from

not been heard in Germany or England in a
In 1875
complete foriu since Handel's time.
the Bach Choir, an association of amateurs,
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Unfortunatelj"" Polliui died.

outside disineml)ered the committee, and the
"whole sclieme was sliel\'ed indefinitely.
Dis-

gusted at this reliulf, Goldschmidt has lived a
very retired life for tlie last eight years, continuing to work as actively as before, but sadly
disillusioned as to the prospect of receiving his
due.
His Die fromme Helene was pirodueed
at Hamburg in 1897.
Besides the works
described, he has j)ub]ished a symphonic poem
and about a humlred songs, many of which
attain to a very high level of artistic excellence.
Goldschmidt's style has a certain amount of the
"Wagnerian element, but not enough to affect
his strong vein of originality.
It is remarkable to thiuk that, saturated as we have been
for a generation with the products of Wagnerian
'

'

work

of this composer will still
something fresh and new.
His
musical diction is powerful, and if perhaps
harsh at moments, is never commonplace
while his unconventionality does not tempt him
to cross the line where eccentricity begins. E. E.
GOLDSCHMIDT, Otto, pianist, composer,
and conductor, born Aug. 21, 1829, at Hamburg,
where his father and grandfather resided as
merchants
studied the jiiano and harmony
under .Jacob Schmitt and F. W. Grund. At the

epigoni,

the

strike one as

;

;

age of fourteen he entered the Leipzig Conservatorium, where, until 1846, he studied the piano
and composition as a pupil in ^lendelssohn's
class.
In 1848 he was sent to Paris, with the

view of contiiuiing his studies under Ghoiiin,
whose acquaintance he made, and was present
at the last concert given by him in the Salle
Pleyel.
He came to England in 1848, and in
the following year played at the Musical Union,

and at a concert of Mile. Jenny Lind's at Her
Majesty's Theatre. In 1851 he went to America,
succeeding Benedict as conductor of a series of
He married
concerts given by .Jenny Lind.
that lady at Boston, U.S.A., on Feb. 5, 1852.
From 1852 to November 1855 he and his wife
resided at Dresden, and from 1858 lived in or
near London.
He conducted the festivals licld
at Diisseldorf
respectively,

and Hamburg in 1863 and 1866
and in 1863 was appointed Vice-

Principal of the Royal Academy of Music, then
presided over by Sir W. Sterndale Bennett, with
whom he edited 'The Chorale Book for England,'
a collectiorr of chorales set to translations of

German hymns by Miss
mans, 18§3).

AVinkworth (LongHe compiosed the oratorio 'Ruth'
C.

Hereford Festival of 1867, and
subsequently p)erformed in London,

(op. 20) for the
it

was

Music (op. 27),
and Hamburg.
song for soprano solo and female
chonis, to words by Sir Lewis Morris, was
given at the Leeds Festival of 1898. He introOde for S.
duced into Germany Handel's
Day,' and in England conducted
Cecilia's
Diisseldorf,

'

'

a choral

'

'

was formed under

his direction.

At

its

first

concert on April 26, 1876, Jjach's Mass in B
minor, with additional accompaniments by
Mr. Goldschmidt, was jierformed for the first
time in England.
The marked success of that

performance, and the subsequent jtrosperity of
the choir, are due in a large measure to the
earnestness and devotion of the first conductor.
Besides the choral works
(See Bach Choir.)
already mentioned Mr. Goldschmidt has puba ditto Trio
lished a Pianoforte Concerto
Pianoforte Studies
two duets for two pianos
songs, and part-songs
two pieces for clarinet
In 1861 he
(or violin) and piano, are op. 26.
was elected Honorary Member of the Philharmonic Society, in 1864 a Member of the
Swedish Royal Academy of Music, and in 1876
the King of Sweden conferred on him the
Royal Order of "Wasa
in 1893 the medal
litteris et artibus
was conferred on him, together with the commandership of the order of
tlie Polar Star.
Mr. Goldschmidt is an honorary member of the Royal Academy of Music, a
vice-president of the Royal College of Organists
and of the Musical Association, and has Ijeen a
member of the Council of the Royal College of
Music since its foundation.
Air interesting
biography appeared in the Musical Herald for
May 1896.
A. D. c.
GOLDWIN, John, boru about 1670, was a
pupil of Dr. William Child, and was in the
choir of St. George's, Windsor, in 1690.
On
April 12, 1697, he was appointed successor to
his master as organist of St. George's Chapel
in 1703 he became also master of the choristers.
He died Nov. 7, 1719. His Service in F is
printed in Arnold's Cathedral Music, and Boyce
and Page also printed some of his antliems
others remain in MS. in Tudway and at Ely
Cathedral, where he is entered as Golding. The
largest collection of his compositions, including
twenty-one anthems, motets, and services, is in
the Christ Church Library, O.xfoi'd.
I have
is a very favourite
set God alway before me
little anthem at cathedrals, melodious
and
;

;

;

;

;

;

'

'

;

;

'

'

agreeable.

GOLINELLI, Stefaxo, born

w. H. H.
Oct. 26, 1818,

was taught pianoforte playing and
counterpoint by Benedetto Donelli, and composition by "Vaccaj.
He was professor at the Lieeo
of Bologna from 1840 to 1870, having been
appointed by Rossini while director.
"To this
composer Golinelli dedicated his twenty-four
preludes for pianoforte, op. 23.
He became
acquainted with Hiller while on a visit to
Bologna in 1 842, and dedicated to him his twelve
Studies, op. 15.
He subsequently made a tour
throughout Italy, and acquired a reputation as
at Bologna,

GOMBERT

GOLLMICK
Germany,
1851 at
Musical Union, playing with Sivori and

a composer.

Healso played

and England, appearing
tlie

in France,

London

in

at

He retired from public life altogether in
1870, and subsequently i-esided at Bologna or
His compositions, to the number
in the country.
of 200, published by Kicordi, Boosey & Co., and
Breitkopf & Hartel, are written exclusively ibr
the piano. They include five Sonatas, three Toccate (opp. 38, 4 8, and 186) twenty- four Preludes
dedicated to jMIle. Louise Farrenc (op. 69)
twenty-four Preludes Ai Giovani Pianisti (op.
Album, dedicated
177), adopted by the Liceo
Tarantella, op. 33
Barcarola,
to Mercadante
Adele et Yirginie,' two melodies,
op. 35
op. 34; 'Le Viole Manimole,' op. 39
AllePiatti.

;

;

'

'

;

;

;

'

;

;

gretto giojoso, !Milan,
etc.

He

1878; operatic

died at Bologna, July

GOLLMICK, Adolf,

3,

horn Feb.

fantasias,

4, 1876, at Stuttfrom 1850 to 1862 he held a professorship
of the violoncello at Prague, and from the latter
date until his retirement in 1870, was a member
;

band at Stuttgart.
Nicolas, one of the most im-

of the court

GOMBERT,

portant and prolific composers of the 16 th century,
was born at Bruges, as we learn from the titlepage of his motets, and was attached to the
service of Charles V.
[He was apparently in
the emperor's chapel from 1520 to 1531, and
master of the choristers from 1530 to 1634 in
the latter year he was pirebend. and subsequently
canon, of Tournai.
In 1537 he w-ent to Spain
with twenty singers, and held an olfice in the
:

Imperial chapel at JIadrid.
Van dcr Straeten
the chief authority^ for the dates given above.]
That Josquin was his master is testified liy Hermann Finck in his Prcuiira Musica, and Fetis
lias given us the quotation from the copy of this
rare work in his possession.
Nostro vere tempore (the book was published in 1556) no^d
sunt inventores, in quibus est Nicolaus Gombert,
.lusquini }iiae memoriae discipulus, qui omnibus
musicis ostendit viam, imo semitarn ad quaerendas fugas ac subtilitatem, ac est author musices
plane diversae a superior!. Is enim vital pausas,
et illius compositio est pilena cum concordantiaruni tum fugarum.'
Gombert set to music a
poem liy Avidius on the death of Josrpiin, wdiich
was also set by Benedictus.
Burney gives us
the music of this, hut
after performing the
tedious task of scoring the setting by Gombert,
found its chief merit to consist in imitations of
his master.
A gi'eat merit nevertheless, for
Gombert, a mere lad wdien Josquin died, persevered in his imitations so successfully that he
not only came to be looked upon as his niastei''s
greatest pupil, but was able in due time, and
wlien his own genius became mature, to engrave
his name on a separate link in the chain of
musical history.
In the hands of his predecessors, in Josquin's especiall}', contrajiuntal
skill had already become subservient to the
beauty of the music.
A further improvement
was making itself visible in the art. Composers
began more and more to vary the character of
their music according to the subject of the
words.
No one worked with this end more in
view than Gombert, and nothing helped him so
much as the increasing love for secular chamber
music.
Musicians of his time, far from looking
down upon secular music, were beginningtomake
it one of their gi'eat specialities.
It gave them
full scope for then- fancy, they were hampered
by no prescribed forms, they had no prejudices
to o^'ercome.
It gave them free access and welcome into half the educated homes in Europe.
Gombert seems to delight in it. He chooses
the prettiest pastoral sulijects, and sets them to
descriptive music, and while the birds are disis

1891.
A. c.
5, 1825, at

Frankfort-am-Main.
He received instruction
on the [danoforte from his father, Carl Gollmick
(1796-1866), writer and composer, and on the
i-iolin from Riefstahl and Heinrich Wolf.
In
1844 he came and settled in London, and gave
his first concert on August 21 at Pape's PianoHe was favourably received both
forte Rooms.
as pianist and violinist.
In 1847 he founded
the Reunion des Beaux-Arts, in 1864 the "Westbourne Operatic Society, and in 1879 the Kilburn Musical Association.
In addition he gave
concerts in London and the provinces, and at
Hamburg, Frankfort, etc. His compositions include the operas Balthazar, [lerfornied in private
at Frankfort, 1860 'The Oracle,' Bijou Theatre,
Dona Costanza,' Criterion
Bayswater, 1864
Theatre, 1875
The Heir of Lynne,' operatic
cantata, Dublin and St. George's Hall, 1877
'The Blind Beggar of Bethnal Green,' dramatic
cantata, London, Birmingham, etc. ,1877; asympliony in C minor, ]\IS. a pianoforte quartet and
trio in C minor drawing-room pieces, 'Ahschied,'
The Dripping Well,' 'La Flatteuse' transcriptions of German Volkslieder, various songs, etc.
He died in London, March 7, 1883.
A. c.
GOLTERMANN, Geurg Eduaed, born in
Hanover, August 19, 1824, w'as the son of an
organist, and learnt the violoncello at tirst from
Prell the younger, and afterwards from Menter
of ilunich, wliere lie studied composition with
Lachner.
In 1850-52 he made tours as a eon'

'

;

'

;

'

;

;

;

;

'

;

and in 1851 a symphony of
was played at Leipzig in 1852 he was
music director at Wiirzhurg, and in 1S53 went

cert violoncellist,

his

Hamburg, and died April

gart

in
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;

Frankfort as second capellmeister at the
Stadt Theater, being first conductor from 1874.
He celebrated his twenty-fifth anniversary as
conductor there on May 1, 1878, and died there
A violoncello concerto and
Dec. 29, 1898.
to

some other effective pieces for his own instrument obtained great popularity in their day.
Another violoncellist of the same name, but
apparently not related to this one, was JoH.
Auo. JuLixTs GoLTERMANX, born Jidy 15, 1825,

'

'

'

'

'

1 The introrlucf ion of frequetit p.^UBe^ had become very common
in
music, Philip Baairon is censured for giving way to this faehionable
'

foUy (Bumey.
'

vol.

ii.

p. 533).

GOMEZ

GONG

coursing the pleasures of Spring in notes imitating their natural language, while shepherd and
shepherdesses sing of love and the wolf meantime
attacks their Hock, or while all the stirring
incidents of the chasse a courre are vividly
depicted to ns, there is no extravagance, only
the simple happy treatment which Haydn or

April 27, 1859, learnt the rudiments of music
from his mother, an accomjilished musician,
began the study of the violin under Franz Derkuni,
He played with
from the age of seven years.
orchestra at the age of twelve, and became a pupil
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GOMPERTZ, Richard,

'

'

'

'

Professor 0. von Konigslow.

'

;

'

'

;

'

;

'

list of collections is

given, as well as the motets,

A single motet,

MS.]

In nomine Jesu,'
printed twenty-six years before any of these
under the name Gonvpert in the Motetti B
(Venice, Petrucci, 1503) must surely be the
work of another composer.
j. R. s. -e.
GOMEZ, Antonio Carlos, a Portuguese by
parentage and a Brazilian by bii-th, was born
at Compinas, .July H, 1839, was sent to Europe
by the Emperor, and received his musical education at the Conservatorio of Milan.
His first
work for the stage, 'A noite do castello, was
given at Rio de Janeiro in 1861, and his European
debut as a composer was made at the Teatro
Fossati, Milan, in Jan. 1867, in a little piece
called Se sa minga, which had a reurarkable
success.
His ne.xt was another revue called
Nella Luua (1868), and he established his
etc., in

'

'

'

'

'

'

'

'

Guarany, produced at La Scala,
and shortly after brought out
at Genoa, Florence, and Rome. In this country
it was first performed on July 13, 1872, at
Covent Garden. This was followed by Fosca
at the Scala, on Feb. 16, 1873, which was unsuccessful and that by 'Salvator Rosa (Genoa,

fame with

March

'

II

'

19, 1870,

'

'

'

;

Feb. 21, 1874), a great success there and elseMaria Tudor was produced at Milan
where.
Lo Schiavo at Rio in 1889, and
in 1879,
Condor at Milan in 1891.
Besides these
operas Senor Gomez composed an ode entitled
II Saluto del Brasile, which was performed in
the Exhibition Building at Philadelphia on July
Gomez's music is full of spirit and
19, 1876.
picturesque effect, and is therefore popular, but
it is wanting in originality, and too obviously
indebted to Verdi and Meyerbeer.
[Another
cantata, Colombo,' was written for the Columbus Festival in 1892.
Gomez was appointed
director of the Conservatorium at Pari in 1895,
but he died a few months after reaching Para,
on Sept. 16, 1896. Baker's .Btojjr. Z)tci;.]
G.
'

'

'

'

'

'

'

'

'

At the same time

his general studies were pursued at the

'

'

;

'

Cologne,

of the first violin professor of the Conservatorium

Mozart would have employed when in such a
mood.
Gombert's love for nature is apparent
in the very titles of his songs
En ce mois
delicieux
Joyeux verger
Le chant des
oiseaux
L'ete ohaud bouilloit
Je m'en
vois au vert bois, etc.
His power of description
he carries into all the higher forms of his art,
and his motets and psalmswere not, in theirtime,
surpassed for the wonderful manner in which the
noble music blends itself with the ideas the
words convey. Eitner's Bibliogmphlc der MusikSammelwcrke (Berlin, 1877) mentions nearly
250 of Gombert's compositions, printed in upwards of ninety different collections between
1539 and 1573.
[In the Qaellen-Lexikon the

—

born at

Gym-

nasium.
In 1875 Gonipertz went to Berlin to
study with Joachim, and remained there for
three years.
His first appearance as a mature
artist was at the Gi.irzenich Concerts, Cologne,
where he played on two occasions under Ferdinand Hiller. He travelled as soloist with the
Cologne Mannergesangverein.
In 1880 he was
invited by Professor (now Sir Charles) Stanford
to take up work as a player and teacher in Cambridge, and while there played at all the important
concerts of the Cambridge University Musical
Society, and formed the Cambridge string quartet,
with which he appeared at many of the WednesOn the foundation
day Popular Concerts there.
of the Royal College of Music in 1 883 he became
a teacher of the violin, and Professor in 1895.
In 1884 and 1886 he appeared at the Crystal
Palace concerts in important solos, and in the
winter of 1886 he took part with Mme. Haas
and Signer Piatti ina performanceof Beethoven's
Triple Concerto at the first of Henschel's
London Symphony Concerts. In later years he
appeared almost exclusively, so far as London
concerts Avere concerned, in the valuable concerts
given by his owm quartet, in which Messrs.
H. Inw'ards, E. Kreuz, and C. Ould were his
companions.
Gompertz raised the standard of
quartet- playing to something a good deal nearer
that of the Joachim Quartet than could be heard
elsewhere in London, and did a great work as
an educator.
In 1899 he went to live at
Dresden, and since that time has been active as
a composer, his most important published Avork
being a remarkably fine and original sonata for
piano and violin (published by Otto Wernthal).
A book of songs was also published, and in MS.
'

'

more sonatas, songs, and violin studies as
Gompertz is a master
well as a violin concerto.
of ensemble playing, and as a soloist he has
are

temperament and

fire

as well as great technical

M.

skill.

GONDOLIERS,

THE,

The

or

King of
by W. S.

Comic opera in two acts,
by Arthur Sullivan produced at the Savoy Theatre, Dec. 7, 1889.
GONG. (Fr. Tam-tam, from the Indian
Barataria.

Gilbert, set to music

;

This is a Chinese instrument, made of
bronze (80 copper to 20 tin) in form, a thin
round plate with tlie edges turned up, like a
shallow sieve or tambourine.
It is struck with
a stick, ending in a large padded leather knob.
The effect produced is an awful crash or clang,
which adds considerably to the horrors of a melodramatic scene.
An early instance of its use

name.)

;

GOODBAN

GOOVAERTS

an orchestral instrument is
hononr of Mirahean.
Meyerbeer has e\'en used it pianissimo with the
Robert le Diable (scene of tlie
orchestra, in
resurrection of the nuns) and Cherubini has one
stroke of it in his Requiem in C minor, absolutely
solo ('Dies irae, bar 7). If a long-continued and
loud noise is desired, it should first be struck ^'ery
gently, and the force of the stroke gradually increased until the effect becomes almost terrific.
It is a remarkable ]>roperty of the alloys of
copper and tin, that they become malleable by
being heated and then plunged into cold water.
Gongs are thus treated after being cast, and are
This was a secret in Europe
then hammered.
until found out some years ago by II. d'Arcet,
V. DE P.
an eminent French chemist.
GOODBAIi, Thoma.s Goodhuest, was born
His mother was
at Canterbury, Dec. 21, 17S4.
a vocalist, and his father combined the three
qualifications of violinist, lay vicar of the cathedral, and host of the Prince of Orange tavern,
where in 1779 he founded the Canterbury Catch
Club.
At seven years old troodban became a
chorister of the cathedral under Samuel Porter.
After leaving the choir he was placed in a solicitor's office, but on his father's death, about 1798,
changed the legal profession for that of music.
In 1809 he was appointed a lay clerk in the
cathedral, and in 1810, on the retirement of his

died June 27, 1704.
A John GoodgToome,
probably his son, A\'as organist of St. Peter's,
Cornhill, about 1725.
Theodore Goodgroome,
the singing-master of Samuel Pepys and his

(possihl_y the first) as

in Gossec's funeral mnsic in

'

'

;

'

was made leader and
director of the Catch Club. In 1819 the members
of the club pjresented him with a silver bowl
and salver as a token of esteem.
Goodban was author of some instruction books
for the violin and jfianoforte, and of T/ie Hudiments of Music, published about 1825, a work
once highly popular.
He was also the inventor
cousin,

Osmond

Saffrey,

Game

for imparting elementary
Musical Cards for teaching
the theory of music.
He died at Canterbury in
his seventy-ninth year, May 4, 186.3, leaving
three sons, all members of the musical profession.
The eldest, Chaeles, Mus. B. Oxon. was
born at Canterbury, August 1812, and died at
Hove, August 6, 1881.
The second, Henry
William, born 1816, wrote an overture which
was played at the Crystal Palace in 1885, and

of a

*

Musical

instruction,

and of

'

'

'

,

was

also a violoncellist.

The third son, Thomas,

born July 28, 1822, was a violinist

and a
nephew of T. Goodban, senior, James Fredekic,
was also a violinist, and organist of St. John's,
Paddington.
[He died at Harborne, Kent,
Feb.

1,

1903,

aged

seventy.

A.R.A.M.]

GOODGROOME,

;

He was
\v.

an

H. H.

born about 1830,
was a chorister in St. George's Chapel, Windsor.
On the accession of Charles II. in 1660 he was
appointed a Gentleman of the Chapel Royal, and
on Nov. 28, 1664, on the death of Purcell's
father, was made Musician in Ordinary to the
John-,

King. He composed several songs, some of which
appeared in The Treasury ofihisick, 1669, and

wife,
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was probalily his brother.

GOODSON, Katharine.

w.

ii.

H.

See Hinton, Mrs.

ARTHUI!.

GOODSON, Richard, born 1655 in 1682
was apiiointed organist of New College, Oxford,
and in the same year succeeded Edward Lowe
as organist of Christ Church, and Professor of
Music in the University.
[It is probable that
;

he received the degree of Jlus.B. about this
time (see Abdy Williams, Ilecjrccs in Music, p.
83).] Some Odes composed by him for performance at the Acts at Oxford are still extant.
He died at Cireat Tew, Jan. 13, 1718, and
Avas buried in the south aisle of Christ Church
Cathedral.
[Additional information from Dr.
W. H. Cummings.] His son, Richard, Mus.B.,
was the first organist of Newbiuy, to which
post he was appointed August 24, 1709.
He
graduated JMus.B. March 1, 1716. On the death
of his father he succeeded him in both posts,

and was

also

died Jan.

9,

of an artistic family,

Flemish

pjoet of

some

ii.

Jean

Alphonse

Antwerp,

at

May

He

College.

w.

GOOVAERTS,
Akdre, born

New

organist of

1741.

H.

Marie

25, 1847,

comes

his grandfather being a

celebrity,

excellent amateur musician.

and his father an

When

still

a child

M. Goovaerts showed great talent for music, but
after some education at the Jesuits' College at
Antwerp, owing to family losses he \A'as obliged at
the age of fifteen to embrace a mercantile career.
During this part of his life he studied music with
the greatest assiduity, and soon after 1866 (when
he obtained a post in the Antwerp Town Library)
his sacred motets began to be performed in the

churches of his native town.
From 1868 to
1874 he published seven small volumes of Flemish
songs, to words by Franz Wlllems, set for three
voices and intended for the use of primary
Flemish schools. In 186 9 his'JIesseSolennelle,'
for orchestra, chorus, and organ, was performed
on St. Cecilia's Day with great success, although
it was the work of a musician entirely self-taught
in harmony, composition, and orchestration.
It
had been preceded by a small Mass a 4 with organ

and several Flemish songs,
M. Goovaerts next began to occupy him-

accompaniment,
etc.

self

with

literature,

without however neglecting

the composition of church music.
In 1874 he
began the efforts for the reform of church music

Having been ajiis best known.
pointed musical secretary to the Antwerp
Cathedral, he established an amateur Domclwr,
for which he transcribed ninety motets, etc., by
Palestrina, Lasso, and the great Flemish and
These attempted reforins
Italian composers.
metwithstrongopposition, towhichM. Goovaerts
replied by articles in the Federation Arlisiifiue
and other papers, and by a work on the subject
by which he
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published simultaneously in French and Flemish
in 1876, La Musiquc d'Eglise.
Gonsidtrations
sur son e'tat aducl et Histoire ahr^gee de toutes
After two journeys in
les ieoles de V Europe.
Germany and Holland, to study the work of
the Ratisbon school of the former country and
the Gregorian Association of the latter, M.
Goovaerts in 1881 became one of the leaders
of the Gregorian Association founded by the
Belgian bishoiJS in that year, for which he
composed a motet, Ailoramus, for four equal
voices.
In 1877 he was crowned by the
Belgian Academic, and in 1880 he received the
gold medal for his History of Music Printing in
the Netlt^rlamls.
In the same year appeared
his valuable work on Abraham Verhoeven,
which was translated into Flemish in the following year.
M. Goovaerts, after having been for
some time Assistant Librarian at the Antwerp
Town Library, was appointed in 1887 keeper of
the Archives Royales at Brussels.
He is a
member of many learned societies, both Belgian
'

'

and

foreign.

The

principal musical

following

and

literary

is

a

list

works

of

his

:

MUSICAL.
Ave

Adoramus.

2

Ave vcruni.
Tantmu Ergo.
O Jeeu, 3.apientia.

Msiria.
S'lutaris.
Fle[iiiah Songs.
Piecejj fur Piano

and

Violin.

Petite Mease.

Noiil (P. V.)

Schooljengd.

LITERARY.
Notice biograpliique et biblio- La Musjque d'Eglise (translated
sur Pierre Phaidse.

into Fleiniahl.

imprinieur de Mnsique a An. Gcrit'alogic de la fauiille de Liagre.
vers au 16*^ siCcie, suivie du Le Peintre Michel. Ange Iniineucatalogue chronologique de ses
raet.
iinpressioTm.
Genealogie de la fanrille Wouters.
Levensscliets van Ridder Leo de Histoire et Bibliograpbie de la
Burbure.
Tvpograpbie Musicale dans les
Une nouvelle feuvre de Pierre Be.
P.ays-Bas.
noit. aiialysde p.ar Pierre Pha- Origins des Gazettes et Nouvelles
Ifise (translated into Flemish).
Pi^'riodiques.
Abrah.iin Ver.
sur
Notice Historique
un tableau
hoeven (transl. into Flemish).
de Michel - Angelo de Oara . .Articles iu the Biographic Navaggio.
tionale.
ly t, <^

GORDIGIANI,

Ll'Gi, the son of

one musician

(Antonio) and the younger brother of another
(Giovanni B.vrTisr.A., 1795-1871, a singer and
teacher), has been called the Italian Schubert.

He was born at Modena, June 21, 1806. His
musical education was most desultory, but his
talent was great, and while still in his teens he
had wi'itten three Oant.ata.s. In 1820 his father
died, and he was forced to make a living by
writing jjianoforte pieces under such German
Zeuner and Von Fiirstenberger.
His start in life was due to two Russian princes,
Nicholas Demidoff and Joseph Poniatowski the
latter of whom not only furnished him with the
libretto of an opera,
Filippo,' but himself acted
in it with his wife and brother, in Florence, in
1840.
Between the years ]83.o and 1849 Gordigiani composed or produced nine other operas,

noms de plume

as

'

all at different

by

But

it is

Canzonette and Canti populari for
and piano that he will be remembered

his

voice

theatres in Florence.

'

delicious melodies,

'

of a

'

They are more than
words of his own.
300 in number, and were published in parts,
usually of eight or ten each, with characteristic
titles
Le Farfalle di
'In ciuia al monte,
They have
Firenze,'
Mosaico Etrusco,' etc.
been republished every where and in all languages.
set to

—

'

'

'

Among

the best known of his compositions are
the charming duets for female voices on popular
themes.
He also published a collection of
Tuscan airs with accompaniments in three books.

Gordigiani was odd and fantastic in manners
He died at Florence, May 1,
and disposition.
G.
1860.
GORDON, John, the son of an eminentwatchmaker of the same names, was born in the parish
He
of St. Martin, Ludgate, March 26, 1702.
was admitted a foundation scholar at Westminster, and elected thence to Cambridge, where
he became pensioner of Trinity College, June 18,
1720.
In 1721 he obtained a scholarship in the
same college.
He left Cambridge, June 1, 1722,
and returned to London to study law, in view
of which he had, on Nov. 9, 1718, entered as a
student at Gray's Inn.
On Jan. 16, 1723, he

was elected Professor of Music in Gresham College,
which place had become vacant by the death of
Dr. Edward Shippen.
On Feb. 10, 1725, he
was called to the Bar at Gray's Inn, but con-

' ieder and Scenaa.
Messe Sulerinelle.
Dree .ffcccninijje Liederen voor de Choral Music, etc.

grajjliiqiie

melodies of old Italian national tunes, and often

'

sentimental, usually
mournful, cast, in the taste or on the actual

tinned to hold his professorship till his death,
Dec. 12, 1739.
w. H. H.
GORDON, William, a Swiss of English
descent, born about the end of the 18th century.
In his youth he studied music as an amateur,
and was a pupil of Drouet, the celebrated flautist.
After the fall of the iirst French Empire he
obtained a captain's commission in one of the
regiments of Swiss Guards in Paris.
In 1826
he began his improvements in the construction
of the flute.
The Swiss Guards being disbanded
after the revolution of 1830, Gordon devoted
his whole attention to his favourite object.
In

1833 he went to Munich, where he had some
made on a novel plan. He circulated
prospectuses of his invention in Germany, Paris,
and London. He came to London in 1;he hope
flutes

of finding a large

demand

for his instruments,

but was doomed to disappointment, and returned
to Lausanne.
In 1836 he became deranged,

and (with the exception of a short interval in
1839) remained so until his death.
His modiwere perhaps anticipated, but certainly
by Boehm, and resulted in the flute
which bears that name.
[For the controversy
fications

carried out
in

regard

to

the

priority

C. Welch's History of the

Boehm

of

Boehm

invention,

see

Flute, 3rd ed.]

Flute.]

w. h. h.
[See Solfeori.]
GORIA, Alexandre Edoiiatid, born in Paris,
Jan. 21, 1823, was a pupil of the Conservatoire
[See

;

GORGHEGGI.

from 1830 to 1839, under Dourlen and Zimmerman he took the first pianoforte prize in 1835
;

and had a

successful career as a teacher

and a

GOSS

GOSSEC

writer of popular drawing-room pieces until his
[Baker's Biog. Dict.^
death, July 6, 1860.
GOSS, John Jeremiah, born at Salisbury in

biography of Goss in the Musical Times, AprilJune 1901.]
w. H. H.
GOSSKC, FRAXf'Ois Joseph, born Jan. 17,
1734, at Vergnies, a village in Belgian Haiuault,
five miles from Beaumont.
He was the son of
a small farmer whose name is s]telt Gosse, Gossez,

1770, received his musical edueationasachorister
which he subsequently
On Nov. 30, 1808, he was
became a lay vicar.
appointed a gentleman of the Chapel Royal, and
about the same period obtained the places of
vicar choral of St. Paul's Cathedral and lay vicar
His voice was a pure
of AVestminster Abbey.
of the cathedral there, of

and

alto of beautiful quality,

his skill

and

taste

He was for many
in part-singing remarkable.
years the principal alto at the Meetings of the
Three Choirs.

He

died in London, April 25,

w.

1817.

H. n.

GOSS, Sir John, Knight, Mus.D., son

of

Joseph Goss, organist of Fareham, Hants, where
In 1811 he became
he was born Dec. 27, 1800.
one of the children of the Chapel Royal under
John Stafford Smith, and on leaving the choir
became a pupil of Attwood, under whom he
[He became
completed his musical education.
organist of Stockwell Chapel in 1821 in 1824]
he was appointed organist of the new church
of St. Luke, Chelsea, and in 1838 succeeded
;

Attwood

Paul's Cathedral.

as organist of St.

On

the death of William Knyvett in 1856 Goss
was appointed one of the composers to the
Chapel Royal.
He was knighted in 1872, and
shortly afterwards resigned his appointment at
He -graduated as Doctor of Music
St. Paul's.
Goss's compositions
at Cambridge in 1876.
consist of services and anthems, chants, psalmOf
tunes, glees, songs, orchestral pieces, etc.
his anthems [a list of twenty-seven is given in
Brown and Stratton's Brit. Mits. Biog.] the best

known

are

'

Duke

If

we

believe,' written for the funeral

Praise the Lord,
the bicentenary festival
The wilderness
of the Sons of the Clergy
and The Lord is my
Saviour of the world
strength,' composed, together with a 'Te Deum,'
of the

of Wellington

my soul,' composed

'

;

for

'

'

;

'

'

;

'

;

for the

Thanksgiving

for

the recovery of the

Of his glees,
Prince of ^Yales (Feb. 27, 1872).
published 1826 and 1852, 'There is beauty
on the mountain is a charming specimen of
[In 1827 he edited
truly graceful conq:iosition.
a collection of hymn-tunes under the title Parochial Psalmody.']
In 1833 he pulilished An
Introduction to Harmony and Thorough -Jyass,
a second edition of which appeared in 1847,
In 1841
and which reached a 13th edition.
he edited a collection of Chants, Ancient and
'

1856 the Church Psalter and
Hymnhool:, in conjunction with the Rev. W.
Mercer. He also published The Organist's Companion, a series of voluntaries and interludes,
His music is always melobesides other works.
dious and beautifully written for the voices, and
is remarkable for a union of solidity and grace,
with a certain unaffected native charm which
[He died at
ought to ensure it a long life.
See an interesting
Brixton, May 10, 1880.

Modern; and

in

1^03

and

(Josset, in the registers of his native place.
F^rom early childhood he sho\\'ed a decided taste
for music, and there is a story that while herd-

ing the cows he made himself a fiddle out of a
sabot with strings of horse-hair. He was always
particularly tbnd of the violin, and studied
it specifically alter leaving the cathedral of
Antwerp, of which he was a chorister till the
age of fifteen.
In 1751 he came to Paris, and
was fortunate enough to make the acquaintance
of Rameau, and to become conductor of the
private band which was maintained by the
F^'ermier-general La Popeliuiere for the express
piurpose of trying the new works of his pirotege
and friend, the author of 'Castor et Pollux.'
It was while conducting these pierformauces, and
observing the poverty of French instrumental
music, that Gossec conceived the idea of writing

symphonies: his first was performed in 1754,
the year before Haydn's first known concerted
compositions.
It was some time before the
public appreciated this new style, but his
quartets, paiblished in 1759, became rapidly
piopular.
Hy this time he was attached to the
household of the Prince de Conde, who gave
of making himself known
Under this
both as comj)Oser and conductor.
encouragement he entered upon the departments of sacred and dramatic music, and quickly
In his Messe des
gained a reputation in both.
Morts, which made a great sensation when first
performed at St. Roch, 1760, he has produced an
ett'ect which must have been not only quite new
liut also very mysterious and impressive, by
wiitiug the Tuba niirum for two orchestras,
the one of wind instruments concealed outside,

him the opportunity

'

'

'

'

wdiile the strings of the other, in the church,

accompaniment pianissimo and

are plajdng an

In his oratorio
tremolo in the upper registers.
of La Nati^'ite ^ he does the same with a chorus
of angels, which is sung by an invisible choir at
'

'

a distance.

In writing for the stage he was less of an
[After a first attempt in Le Tonneinnovator.
with Audinot], he produced successively
lier,
Le Faux Lord '(1765), a three-act opera, left
unfinished owing to the badness of the libretto
Les Pecheurs' (1766), long and successfully
Le
Toinon et Toinette (1767)
performed
'

'

'

;

'

'

'

'

;

;

double deguisement' (1767), withdrawn after
Sabinus (1774);
the first representation
Alexis et Dapthne, produced the same night
Hylas
with 'Philemon et Baucis' (1775);
'La Fete de village,' interet Sylvie (1776)
mezzo (1778); 'Thesee' (1782), reduced to
three acts, with one of LuUy's airs retained
'

'

;

'

'

'

'

;

1

Wordfl by CliAbaiion de Maugria,

who

died in 1780.
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and

re-scored
Rosine
(1786); [and 'La
He also collaboReprise de Toulon' (1796).
rated with Philidor and Botson in 'Berths,'
A number of
produced at Brussels in 1775].
works were written in lionour of the republic,
and in connection with various revolutionary
celebrations
two of the best known are
'L'Offrande k la liberte (Oct. 2, 1792); and
Le Triomphe de la Kepublirpie, ou le Camp
de Grandpre (Jan. 27, 1793).
In these he
introduced the Mai'seillaise, with slight alterations in the air and harmony, and very telling
instrumentation.
Les Sabots et le Cerisier
was given in 1803;
Le Perigourdin
and
Nitocris were not publicly performed.
The ease with which Gossec obtained the
representation of his operas at the Comedie
Italienne and the Academie de Musique, proves
how great and legitimate an influence he had
acquired.
He had in fact founded the Concert
des Amateurs' in 1770, regenerated the Concert
Spirituel in 1773, been second conductor of tire
Academie in 1780-82, had organised the Ecole
de Chant,' the predecessor of the 'Conservatoire
de Musique,' in 178-1, and at the time of the
Revolution was conductor of the band of the
'

'

;

;

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

He

National Guard.

coniposeil

many

pieces for

the patriotic fetes of that agitated period, among
Hymne a I'Etre supreme and
which the
Peuple, reveille- toi,' and the music for the
funeral of Jlirabeau, in which he introduced tlie
lugubrious sounds of the gong, deserve special
mention.
On the foundation of the Conserva'

'

'

1795 Gossec was appointed joint inspector with Cherubini, Lesueur, and Mehul, and
professor of composition, a post he retained till
toire in

He
1814, Catel being one of his best pupils.
wrote numerous solfeges,' and an Exposition
des principes de la Musique for the classical
'

'

'

He was a
publications of the Conservatoire.
member of the Institut from its foundation
(1795), and a Chevalier of the Legion of Honour
He retired from his professorship in
(1802).
1815, but until 1823 continued to attend the
meetings of the Academie des Beaux-Arts, in
which he took great interest. He died at
Passy, where he had long resided, Feb. 16,
1829.
Gossec's works are both numerous and important, and include, besides the compositions

already named, twenty-six symphonies for full
orchestra, one of which La Chasse, suggested to
three
Mehul his Ouverture du jenne Henri
symphonies for wind a symphonie-concertante
quartets,
overtures
for eleven instruments
masses with
trios, and other chamber music
a
Te Deum,' tlien considered
full orchestra
very effective
motets for the Concert Siiirituel,
including a Dixit Doininus' and an Exaudiat
'

'

'

'

;

;

;

;

;

'

;

;

'

'

'

among them

L'Arche d'Alliance, performed at the Concert Spirituel, and
'Saul,' in which he inserted an '0 Salutaris
for tliree voices, composed for Rousseau, Lais, and
several oratorios,
'

'

Cheron, during a country walk

;

fine choruses
'

for Racine's

'

and

Athalie'
finally

(1783)
vants' (1813),
;

and Rochefort's Electre
Derniere Messe des Via
'

'

and

the

ballet

heroique

of

which has been engraved
both are in the large collection of his autographs
'Calisto,' neither of

;

in the library of the Conservatoire.

be held up as a model to
without money or friends, we
may even say without genius, and without tlie
aid of masters, he educated himself, and by
toil and study attained the rank of a classical
composer.
His career presents one unfortunate
fjeculiarity.
No sooner had he worked out an
original idea than some man of genius stejqjed
forward and appropriated the ground he had
won.
As a writer of symphonies he saw his
Chasse and his twenty-first Symphony in D
as a composer of
eclip)sed by those of Haydn
sacred music he was surpassed by Mozart, in spile
of the long-continued popularity of his Messe
des Morts
and at the theatre he was entirely
thrown into the shade by Gretry and Gluck.
In spite of all this, however, the French school
he was
has good reason to be proud of him
compdetely exempt from envy, and, with a disinterestedness truly praiseworthy, did all in his
power to promote the works of his great rivals.
Nature and his many struggles had made hUn
usually very reserved, hut he could be kind on
occasion, as he was to Mozart in 1778, wdro hits
Gossec's

young

life

artists

'

may

;

'

;

'

'

;

;

him

off in a line

—

'

Mein sehr gnter Freund und

sehr trockener Mann
An oil-painting of

'

(April

5).

him ornaments one

of the

rooms in the library of the Conservatoire.
There is another small portrait engi'aved by
Fremy after Brun, and a marble bust by Caila pupil of Cartellier.

louete,

The

Belgians,

always ready to show honour to the illustrious
men of their owm country, erected at Vergnies
a monument to the memory of Gossec, in the
form of a quadrangular fountain surmounted by
his bust.
It was inaugurated Sept. 9, 1877.
In England Gossec is almost entirely unknown. Probably the only piece published here
Salutaris named above, and the fine
the
library of the Royal College of Music contains
is

'

'

[Tlie most trustbut one of his compositions.
worthy authorities for Gossec's life are P.
Hedouin's Gossec, sa vie et ses ouvrages, Valenciennes, 1852, and E. G. J. Gregoir's Notice hiographique sur F. J. Gosse, clit Gossec, Mons,

1878.]

G. c.

GOSTLING, Rev. John,

born about 1650,1
[was the son of Isaac Gostling, mercer, of East
Mailing, Kent, and was admitted to St. John's
College, Cambridge, from Rochester School, in
w. H. c] He was
Oct. 1668, aged eighteen,
sworn a gentleman extraordinary of the Chajiel
Royal on Feb. 25, 1678-9, and three days later
was admitted in ordinary, on the death of
'

1
At the time oi hia m.irriage, Feb. 27, lfl74-5, he wa^ said to bo
about twenty-four.' Cliester'a London Marriagr Liceticcs.

GOUDIMEL

GOTTSCHALK
William Tucker.
He is called 'a base from
Canterbury, Master of Arts.
He subsequently
became a minor canon of Canterbury, vicar of
Littlebourn, chaplain to the King, Sub-dean
of St. Paul's and Prebendar}' of Lincoln. He died
July 17, 1733.
He ^^as one of the most famous
singers of his time, on account of the volume
and compass of his bass voice.
He ^vas one of
the ministers at the coronations of James II.
and of William and Mary.
Hawkins gives
an anecdote explaining the origin of Purcell's
anthem, They that go down to the sea in ships,'
a work written to suit Gostling's voice, anil at
his own request, in his History, p. 707 (Novello's
'

'

'

'

[See vol.

ed.).

M.

pp. 195, 196.]

i.

GOTTSCHALK,

Louis Moreau, IjornatNew

Orleans, May 8, 1829, of an English father.
Doctor of Science at Cambridge, Mass., and a
French mother, daughter of Count Antoine de
Brusle, colonel of a cavalry regiment ami gover-

nor of

St.

Domingo

at the time of the insurrec-

His family being in easy circumstances,
young Gottschalk studied the piano as an amusetion.

ment

at tlie age of twelve,

liaving

already
he obtained
piermission to go to France in order to perfect
himself
In Paris his first master was Charles
Halle
he afterwards studied with Camille
Stamaty, and for composition with Maleden,
who was Saint-Saens's first master. While he
was in Europe his family sustained heavy pecuniary losses, and he at once thought of turning
his talents to account.
He was not content
with merely pla3'ing in drawing-rooms, but
gave concerts, by which his name as a composer
and pianist was quickly established.
He also
made a professional tour in the Frencli provinces.
Savoy, Switzerland, and Spain, in which last
country he had an enormous success (1852).
On his return from his travels he was recalled
by his father to New Orleans.
He then began
his first tour through America, p)laying his piano
compositions and conducting his orchestral works
;

much applause as a performer,

gained

;

at monster festivals

Nuit des Tropiques,

;

a

symphony

entitled

'

La

a triumphal cantata, an
overture, fragments of an unpublislied opera,
etc.. were heard in this way.
[His two operas,
Charles IX. and Isaura de Salerno, were never
'

'

'

'

'

performed
tioned,

;

besides

the

symphony

just

men-

his orchestral w^orks include a second,

called 'Montevideo,' a grand

march dedicated

Escenas campestres
to the Emperor of Brazil,
cubanas, and 'Gran Tarantella.' Baker's Biog.
Did.^ His success was so great that an American speculator, j\Iax Strakosch, since famous
for having brought out Mme. Patti, engaged
him to make an enormous tour through the
States.
From this period Gottschalk's career
'

'

was one of incessant and successful travel.
He
died suddenly at Rio de Janeiro, Dec. 18, 1869,
at the very tinre wlien, tired of his wandering
life, he was planning a quiet retreat at Paris.
For some time he had been weakened by fever

and

fatigue,

by a

and

at one of his

205
concerts,

as if

he \Aas unaltle to
linish his last composition, 'La Morte.'
Probably no artist travelled more than Gottschalk
in Spanish America, where he was idolised by
the public, there is scarcely a to^^'n of any importance where he did not give concerts.
He
wrote voluminously for the piano, and his ^\'orks,
popular at the time of their production, have
an originality and a local colour which were
nuich enhanced by the extraordinary charm,
jiassion, and melanchol}^ of his playing.
He
began to compose at the age of sixteen, and
his
Bananier,' at one time famous in both
Few of
hemispheres, dates from this time.
his pieces exceptt a Tarantella for piano and
orchestra, often played liy Plante, have lived
to the present day, and even most of their titles
are forgotten.
Gottschalk himself is only reseized

fatal presentiment,

;

'

membered

as an exceptionally gifted virtuoso,
whose successes were considerable, birt who was

not a great artist in the highest sense of the
term, since he was never connected with the
classical school, and Iris compositions owe their
worth entirely to the charm, freshness, and
variety of his playing.

A.

GOTTSCHED, Juhann

.i.

Christoph,

born
Feb. 2, 1700. at Juditiienkirch near Kbnigsberg,
died at Leipzig, Dec. 12, 1766, deserves mention
in this place because of his attitude to opera
generally and to Italian opera in particidar.
His career as a writer, and as professor in the
Leipzig University, lay apart from music, but
that he took a great interest in music is proved
by the fact that his house was a centre of
musical activity in the lifetime of Bach, whose
pupil, Krebs, was the teacher of Fran Gottsched,
a lady of remarkable literary attainments, and
The professor
an ardent amateur of music.
used his great infiuence on behalf of German
opera, and comjiiled a kind of preparatory
catalogue of German [ilays printed between
1450 and 1750, w'ith and without music, under
the title of Nothiger Vorraih zur Gcschichte
der deutscjirn dramatisrhen DiclUkunst, etc.
(Leipzig, 1758
with a continuation published
It seems fairly certain that Gottsched's
1765).
weekly publication. Die vcrniinfligen Tadlcrinnen, was the original model for J. A. Scheibe's
;

periodical

Dcr

critischc MiisH-us, in

which

sys-

made upon

the ridiculous
customs of Italian opera as then presented.
Whether based upon the opinions held by
Gottsched or not, this work of Scheibe's had
wide influence in banishing Italian opera from
Germany, and in establishing German opera in
its stead.
(See Stheibe.) (Quellen-Leiikon
Spitta's Bach, Engl, transl. iii. 241, 250
Sammelbiindc of the Int. Mus. Gcs. Jhrg. ii. pp.

tematic attacks were

;

;

654

M.

H'.)

GOUDIMEL,

CL.ArDE

1549-1572), was
He had probably moved
born in Besant^on.
to Paris by 1549, in which year he makes his
(fl.

GOUDIMEL
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appearance as a composer in a book of chan-

first

sons published by
tlie

GOUDIMEL

title-pages of

and 1555

Du

Clicniin

of Paris.

On

two works published in 1553

respectively,

his

name

printed as

is

publislier with Du Chemin.
In 1557
Goudiniel \vas living in Metz, in close association with nuiny of the Huguenots there.
He
probably joined the Reforuied Church soon after
1558, the year in wliich his masses, the last
music that he composed for tlie Catholic Church,
were published. M. Michel Brenet's discovery of
the 1551edition of Goudimel's 'Psaumes en forme
de motets {Claude Gondiinel^ Essai bio-hihliographlque, Besan(;on, 1898) is interesting, for
there is littledoubtthatCatholics and Huguenots
alike made use of the melodies in the Huguenot
psalters, until Catholic authority stepped in
and forbade the practice.
M. Douen (I'-lUment
Marot et In psaiUicr huguenot, 1878) discusses
at great length the question as to the authorship of these melodies, and on the whole concludes that Goudimel did not compose them,

joint

'

but added his harmonies to well-known tunes,
the melody being nearly always placed in the

A

tenor part.

among

feeling of uneasiness

the

Huguenots in Metz led to large numbers of
them leaving between 1565 and 1568 to seek
safer quarters
Goudimel returned to his native
town Besan^on, going later on to Lyons. In
the poetical works of Paul Melissus Schedius
published at Frankfort in 1574 and 1575 are
pieces addressed to Goudimel, and in the later
edition are also two letters, written in Latin,
from Goudimel to Melissus.
The first is dated
1570 the second from Lyons, August 23, 1572,
was written on his return from Besancjon only a
few days before liis death, for Goudimel perished
in the massacre of the Huguenots at Lyons,
The doubt expressed by
August 27, 1572.
;

;

Hawkins
to

{Hist, of Music, p. 421, ed.

Goudimel ever having

own country

'

is

justified

M. Brenet, who

'

1853) as

past the limits of his

by

later researches, for

essay deals with
every available source of information, was unable
to discover any trace of Goudimel's residence in
Eome, where he is popularly supposed to have
founded a school of music, in which Animuccia,
Alessandro della Viola, Gio. Maria Nanino, the
great Palestrina, and others, were pupils. Palestrina's adoption of themes in Goudimel's compositions is sometimes quoted as a proof of their
connection.
In his Missa brevis (1570) he
borrowed from Goudimel's Audi filia mass, and
in his 'Missa .sine nomine' (1570) from Jean
Maillard's Je suis de,sherite mass, which had
been published together in 1658.
But M.
Brenet gives instances of his using other compositions in the same way, and in this he was
following the custom of the time.
There
seems also to be no ground for supposing that
Goudimel was a member of the Papal choir.
Nearly all the principal collections of chansons published in Paris from 1549 onwards
in his able

'

'

'

'

'

'

There
contain compositions by Goudimel.
are thirty-two in the set published by Nicolas
Du Chemin commencing with the Premier
livre, contenant XXV. chansons nouvelles a
quatre parties en deux volumes, les meilleures
et plus excellentes qu'on a pu choisir entre
plusieurs non encore imprimees, par I'advis et
jugement de bons et scjavans musiciens 1549,'
'

:

and concluding in 1654 with the' Unziesme livre,
There are at
contenant XXII. chansons,' etc.
least sixteen in those published by Adrien le
Roy and Robert Ballard, Irom the Sixiesm e
livre de chansons nouvellement composees en
musique a quatre parties par bons et excellens
musiciens, imprimees en quatre volumes, 1656/
to the
Vingt-deuxiesme livre de chansons k
quatre et cinq parties, 1583.'
(See M. Brenet,
also Eitner's Bihliog. der MiLsik-Sammelwerke,
for text, and for the numerous editions of the
various volumes. )
Single songs are also to be
found in two books of Chansons, nouvellement
mises en musique par bons et scavautz musiciens
Paris,
h,
quatre parties en quatre volumes
Michel Fezandat, 1556'; and in a 'Premier
livre de chansons
par bons et excellents
autheurs
Paris, Nicolas Du Chemin, 1567.'
Tw^o songs, for five voices are in the Mellange de chansons tant des vieux autheurs que
'

'

'

:

.

.

.

:

'

des modernes, a cinq, six, sept et huict parties
Paris, Adr. Le Roy et Robt. Ballard, 1672.'
Two more in Le premier livre a quatre parties
de la Fleur des Chansons de deux pilns excellents musiciens de ce temps, a scavoir de Orlande
de Lassus et de Claude Goudimel celles de M.
Claude Goudimel n'ont jamais et^ mises en lumiere: Lyon, .Jean Bavent, 1674' the Deuxieme
livre, 1575, is said to contain seven songs.
In
Les amours de P. de Ronsard
co-mmentees
par Marc. Ant. de Mnret : Paris, 1653, are four
Odes in four-part harmony. They were reprinted by M. Julien Tiersot, Ronsard et la
musique de son tevips (Leipizig, 1903), who gives
an interesting appreciation of Goudimel's music ;
the Ode a Michel de I'Hospital est d'une beant(5
harmonicuse, d'une ampleur de lignes dont on
ne trouve pas beaucoup d'autres exemples dans
la musique profane du XVI° siecle,' etc.
In
1555 appeared Q. Horatii Flacci poetae lyrici
odae omnes quotquot carminum generibus difParisiis,
ferunt ad rhythmos musicos redactae
Nicolas Du Chemin et Claude Goudimel.' (See
Brunet, Man. du libraire. col. 326.) Also the
'Chansons spirituelles de Marc-Antoine de
Muret mises en musique h qnatre parties Paris,
Nicolas Du Chemin, 1655.'
Both works are
said to contain four-part music by Goudimel,
although at the present time no copy of either
book seems to be known.
It is thought that
the following work, edited by Goudimel, was
first published in Lyons in 1572
L'excellenoe
des chansons musicales composees par M. Jaques
Arcadet tantpropresila voixqu'aux instruments,
recueillies et revenes par Claude Goudimel natif
:

'

:

;

.

.

.

'

'

;

:

:

'

GOUDIMEL

GOUDIMEL
Par Jean de Tournes, impiimeur
de Besanijon.
du roy k Lyon, 1586.'
One composition, 'Par le desert de mes peines'
for four voices, rather unexpectedly appears in a
Instmctimi methoquaint little book entitled
dique et furt fcuilr, pour apprendre la miisique
pradique, par Corneille de Montfort, dit de
Blockland, 1587, Jean de Tournes a Lyon. The
explanation is given by I'impriineur au lecteur,
Voyant qu'i la fin de ce petit traiote y avoit
quelques pages blanches, j'en ay voulu reniplir
une partie de la derniere chanson a quatre, qu'a
compose feu Claude Goudimel, I'un des premiers
musiciens de son temps,' etc.
A gi'eat number of psalm-books, each containing from six to ten compositions by Goudimel, were published in Paris, at first by Du
Chemin, but from 1557 onwards by Adr. Le
Eoy and Robt. Ballard. JL Brenet gives the
:

'

'

full title of

the 1551 edition already alluded to

:

Premier livre, contenant huyct Pseaulmes de
David, traduictz par Clement Marot et mis en
musique au long (en forme de mottetz) par
dont aulcuns vers (pour la
Claude Goudimel
'

;

commodite des musiciens) sont a

a quatre,

trois,

et a cinq parties, et aussi a voix pareilles,

etc.

'

'

'

'

'

*

'

'

:

'

'

;

'

;

—

;

—

'

'

.

.

.

Psalmen seine

zuhorige vier Stimmen,' etc.
steady popularity was shown by the number
of reprints, in 1578, 1597, 1615, 1649, 1698,
Its

(see Doueii, vol.

etc.

ii. ).

Goudimel's music is to be found in nearly all
the psalm-books published in various languages
during the 17th and 18tli centuries.
For
instance, in those issued at Delft, 1602
Charenton, 1607
(leiieva, 1667 and 1668
at
Hanau, 1612, with both tlie French and German
translations; at Zurich, 1701, 'Die Harpfe
des Konigs Davids
durch J. K. Hardmeyer
angestimmet dass sie sowol in denen gewonnlichen Weisen des getreuen Miirtyrers CI.
Goudimels, als in denen neuen Gesaiigweisen
gesungen werden knnnen,' etc.
Again the
French melodies are used in De CL. Psalmen
Davids
door Petrum Dathenum
Amsterdam, 1620 in 'lis Psalms da David, suainter
la melodia francesa,
Lurainz Wietzel,'
1733 and in the Italian editions Li CL. sacri
Salmi di Davide
aceomodati alle melodie
di A. Lobwasser da And. G. Planta, 1740
and lis Psalmis de David, segond melodia de
A. Lobwasser,' 1762.
The music in the Vierter Theil der Arien
ausgegeben von Hein. Alberten,' 1645;
No. 33, psalm 19
Siebender Theil, 1648
No. 9, psalm 146 Achter Theil, 1650 No. 7,
psalm 125, is nach der AVeise des beriimbten
Goudimels.'
There are five masses comptosed by Goudimel
Du Ghenrin, in 1554, published one, II ne se
trouve en amitie,' with four motets and two
magnificats (first printed in 1553)
the four
others were published by Adr. Le Roy et R.
Missae tres a Claudio
Ballard in 1558:
Goudimel
cum quatuor vocibus.
Audi
/ilia.
Tant j^lus ie metz.
De mes ennuis.'
Missae tres a CI. de Serniisy, Joanne Mallard,
Claudio Goudimel, cum quatuor vocibus conLe bicn que i'ay, CI. Goudimel.' The
ditae.
Anlast has been edited by M. Ch. Bordes
;

;

;

.

.

.

'

'

.

.

.

:

;

.

.

.

'

;

.

.

.

'

;

'

'

Later editions appeared in 1557 and 1565. The
Tiers livre is of interest, as the dedication is
The series
dated from Metz, June 20, 1557.
in
Huitiesme livre
was concluded by the
1566.
Six psalms set to music by Goudimel
were included in Le second livre des pseaulmes
... en foriire de motetz par divers excellents
De I'imprimerie de Simon Dn Boso
musiciens.
The two books,
et Guillaume Gueroult,' 1555.
du meslange des pseaumes et cantiques a trois
parties, recueillis de la musique d'Orlande de
Lassus et autres excellens musiciens de nostre
temps,' 1577, each contained two of Goudimel's
Cinquante pseaumes de David, avec
psalms.
la musique a cinq parties d'Orl. de Lassus,
Vingt autres pseaumes a cinq et six parties par
De I'imprimerie
divers excellents musiciens.
de Jorosme Commelin, 1597,' included 'A
toy 6 Dieu, qui es la-haut for six voices by
Goudimel.
The first complete psalter appeared in 1564
Les CL. pseaumes de David, nouvellement mis
en musique a quatre parties par Claude GoudiIt was
mel, Paris, Adr. Le Roy et R. Ballard.'
In both editions the dedicareissued in 1565.
An edition in one
tion is dated from Metz.
par les
volume was published at Geneva
a later
heritiers de Fran(;ois Jaqui, 1565
par Pierre de
edition, also printed at Geneva
was republished by M.
Saint- Andre, 1580'
Henry Expert, L^s Maitres Musiciens de la
Renaissance- franrnise, 1895-97.
Lobwasser's German translation of the psalms
was first published with Goudimel's music in
Der Psalter ... in deutsche reyme
1573
durch
verstendiglich und deutlich gebracht
Amb. Lobwasser. Und hieriiber bey einem jeden
'
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.

.

.

;

;

;

;

'

;

'

;

'

.

.

.

'

:

ihologie des inaitrcs religieux primitifs, vol.

ii.

There are modern MS. scores of
No. 9.
the five masses and of one magnificat in the

p. 42,

JIunich Library.
In other works

:

liber Beptemdecira continet 4 et 5 Tocura modulos. et<:.
Motets: 'Quare fremuerunt for lire voices, and
Paris.
'
Dornine quid multiplicati sunt for four voices the latter was reAntwerp. Tylman
printed in Liber quartus eccle. cant. 4 vocum
Susato, 1553 and in 'Tertiaparsniagni operia niusici': Nuremberp,
1.

Primus

1551.

'

;

'

'

"

;

;

There are also MS. copies of it in the British Museum (Add.
MS. 11,5841, and in the KSnigsbertr Library.
2. Canticura Beatae Mariae Virginia, Pari^iis, ex typographia
Nicolai Du Chemin et Claudii Goudimel, 1553. Magniflc.t primi
toni, and Magnificat octAvi toni, both for four voices.
The same. Adr. Le Roy et R. Ballard, 1557. Magnificat tertii
15.')9.

toni. for four voices.
Paris, Simon Du
3. Quartus liber modulorum, 4, 5, et 6 vocum
Bosc et Guillaume Gueroult. 1555. Two motets, tirst printed in
1554.
:

rn MS. 1—
In the Berlin Kdnigl. Bibl. modern scores

of

motets and psalms.

lEitner.)

Rome

in the library of Santi Maria in Vallicella there were.
according to a note of Baini. ten MS. motets for 4, 5, 6, 8, and
(Brenetl.
VI voices.

In

The Santini catalogue includes eight motets for 4. B, 6, 8, and
12 voices four magnificats and the five maeaes.
The Kiesewetter Catalogue includes the Mass, n ne ee trouve"
:

;

'

for four voices,

and three motets.
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modern publications:

CUynent Marot et le psautier huguenot, 1878, 2 vols.
and Choix^de psaumes Paris, 1879.
August Ebr,ird Ausgewdhlte Peuhnen Davids nach Goudimels
0. Doueii:

:

and stock were sold by auction. The
D'Almaine & Co. is still known in the

plates

firm

:

Weisen: Eriaiigen, 1852. Thirty-thitje psalma.
\md Low Ausijewdhlte Psalmen

Riggenbach

nmsical world.

mit den
Goudimvls: Basel, 1868. Forty psalraa.
A. Reissmann: AIIjj. Gesch. der J/usik, IWti^, II. No. 6. One
psahiu
R. Schlecht: Gesch. der Kirchenmusik, 1871, Nos, 49, 50. Two
:

.

.

.

'J'onmtitiJi CI.

psalms.
C. V. Wiiiterfeld

Die evanijelische Kirchenmusik, 1843, MusiJt-

;

Seven psalms.
H. Bellermaim Der Gontrapunct,
crux benedicta for five voices.
beilage, p. 40.

:

1862, p. 340,

No.

7.

Motet

'

'

Van Maldeghem

Tr&sor miusical, 3dine ann^e, 1867. Musique
Salve Regiiia' (or twelve voices, scored from the
religieuae.
Vatican MS. and two motets for four voice.'i. llCme annce,
1875.
Muaique profane.
Three chansons fur three voices,
in .score. Vol. Hi. of Arion contains Goudiinel's Psalm cv.
See also the liivista Musicale Italiana, vol. vi, p. 495.
;

'

'

'

GOULDING &

CO. (afterwards D'Almaine &
an important London mnsic publishing
house, founded by George Goulding about the
year 1784.
Goulding's first address was 25 James Street,
Coveiit Garden, from wlience he issued songs,
and minor instrumental publications, one of
these being
Si.K Sonatinas for the harpsichord
or pianoforte by a pupil of Giuseppe Haydn
Pupil being engraved very small and Haydn
very large.
In or near the j'ear 1787 Goulding's
address was The Haydn's Head,' 6 JamesStreet,
probably due to a renumbering of the street
rather tlian to a change of premises.
Shortly
after this he had an additional place of business
at 17 Great Turnstile, hut about 1790 this
secondary address gave place to one at 113
Bishopsgate Street.
Early in 1799 Goulding took others into
partnership, and removed westward to 45 Pall
Mall, the new firm being styled
Goulding
& Co.' or 'Goulding, Phipps, & D'Almaine.'
They obtained Royal patronage, and became
'music -sellers to the Prince and Princess of
Wales.'
In 1803 the firm took over a second place of
business at 76 St. .Tames Street, but in 1804-5
they had given u]) both this and the Pall Mall
shop, and removed to 1 1 7 New Bond St. with an
agency at 7 Westmorland St., Dublin (1803-16).
In 1808-9 the number in New Bond Street
changed tol 24 and about this time, Phippshaving
left the firm to establish one of his own (Phipps
& HoUoway), it became Goulding, D'Almaine,
& Potter.' In 1811 they established themselves in a fine old mansion (still e.xternally unchanged and now occupied by Messrs. Crosse k
Blackwell) at the north-east corner of Soho Square,
Co.),

'

;
'

'

'

'

'

'

,

,

'

numbered 20. Messrs. Goulding remained at
20 Soho S(iuare until 1858, and from here they
About the year 1835
did an enormous trade.
Goulding's
firm,

name

is

absent from the

which then stood as

'

name

D'Almaine &

of the

Co.'

In

1838 their catalogue is advertised to contain
works from 200,000 engraved plates, and after
this year D'Almaine k Co. removed to 104 New
Bond Street. In later years the house becomes
'D'Almaine & Mackinlay.'
Mr. D'Almaine died in his eighty-third or
eighty-fourth year in 1866, and in 1867 the

The earlier publications of George Goulding
were of a minor character, being principally books
of popular airs for the flute or violin, with tutors
for these instruments, a few song sheets and
similar class of music.
After the removal to
Pall Mall the standard of publication became
higher, and much of the vocal music of the day,
including some operas, was published by the
firm.
The Soho Square period may, however, be
regarded as the golden age of the house, and from
here the bulk of Bishop's mnsic was issued, and
many volumes of an ornamental character, with
In
Selections of Scottish and Welsh airs, etc.
'Melodies of Various Nations,' one of their
common types of issue, appeared the spurious
Sicilian air
which afterwards blossomed into
'Home Sweet Home.' For some years about
this time John Parry was their chief musical
arranger and editor.
D'Almaine & Co. still maintained the popular
'

'

'

'

character

and in the early sixties
Lancers, and other drawing-room

of issue,

Quadrilles,

music bear their imprint.
F. K.
GOUNOD, Charles Feanhois, born in Paris,
June 17, 1818.
He received his early musical
education from his mother, a distinguished
pianist, and having finished his classical studies
at the Lycee St. Louis, and taken his degree as
Bachelier-es-lettres, in 1836 entered the Conservatoire, where he was in Halevy's class for
counterpioint, and learned composition from Paer
and Lesueur.
In 1837 his cantata 'Marie
Stuart et Eizzio obtained the second prix de
Rome,' which he shared with the pianist Louis
Chollet
and in 1839 he won the Grand prix
for his cantata Fernand.
No artist or literary
man can tread the soil of Italy with inditTerence,
and Gounod's residence in Rome exercised an
influence on his ardent imagination, of which
his whole career bears traces.
The years he
spent at the Villa Medici as a iiensiouer of the
Academic de France, were chiefly occupied with
the study of the music of the old masters, especially Palestrina and his first imjiortant compositions were a mass for three equal voices and full
orchestra, performed May 1, 1841, at the Church
of San Luigi dei Francesi (the unpublished MS.
is in the Library of the Paris Conservatoire), and
a mass for three voices without accompaniment,
produced in Vienna in 1842.
It was while
visiting Austria and Germanv on his way back
to Paris, that he first heard the compositions
of Robert Schumann, of which he knew nothing
previously
the effect they must have had on the
impressionable mind of the young composer may
be imagined. The ideas imbibed in Rome, however, prevailed, he remained faithful to Palestrina,
and on reachingParis became organist and maitre
de chapelle of the Missions etrangeres.
It was
at this period that he attended for two years a
'

'

'

;

'

'

;

;

'

'

CHARLES FRANCOIS GOUNOD

GOUNOD

GOUNOD

Course of theology; in 1846 he even became an
out-pupil at the Seminaire, 'and it was generally
Fortunexpected that he would take orders.
ately he perceived the mistake in time, and renounced the idea of the jiriesthood but these
years of theological study had given him a love
of reading, and literary attainments ol' a kind
AVe may
rarely possessed by modern musicians.
believe that he employed the hve years of silence
(1845-50) in studying the works of Schumann

phonies (one in D, a second in E? i), which were
performed with success at the concei'ts of the
'Association des jeunes Artistes,' but are of no
imi>ortanee. In France, however, the stage is the
sole avenue to fame and Ibrtane, and accordingly
his main ertbrts were made in that direction.
The Nonne Sanglante (Oct. 18, 1854), a fiveact opera founded on a weird legend in Lewis's
ilonk,' was ^iven only eleven times, although
it contains a second act of a high order of merit
that of
as nmsie, and a very striking duet
the legend.
After this second failure at tlie
Academic Gounod was compelled to seek suc-

'

;

—

tlie former then almost unknown
the latter encountering notliing but
With his keen
opjjosition and unmerited abuse.
intellect, refined taste, and aptitude for subtle

and

Berlioz

in France

;

Gounod would have no

didiculty in
appreciating both the leading characteristics and
tlie defects of these two original composers
he
would, doubtless, next endeavour to discover the
analysis,

;

best

method

of creating an individual style for

by the study of models so
dangerous if followed too closely. It was proliably
during this time that he wrote his
Messe
profiting

himself,

'

solennelle

in G,

'

for solos,

and organ, and which gave

—

chorus,

orchestra,

hira his first ap-

pearance before the world
by a strange and
almost prophetic chance, in London
Four
numbers from that work, included by Jlr.
HuUah in a Concert at S. Martin's Hall, Jan.
15, 1851, formed the text of various articles
in the English papers, and especially of one in
the Atlieiurjum (Jan. 18) which was reprinted
in Paris and elsew'here, and caused much disWhatever the ultimate result, here
cussion.
at any rate is a poet and musician of a very
!

'

high order.

But the theatre was destined mainly

Gounod

to

occupy

many years. His first opiera,

'Sapho,'
in three acts, was given at the Academic, April 16,
1851, with Jlme. Viardot in the principal part.
for

It contains many passages rich in colour, though
the grand scena of Sapho,
scarcely dramatic
'Hero sur la tour,' her final song, 'O ma lyre
immortelle,' and the herdsman's air, have alone
;

In writing the numerous choruses
Ulysse (1852), JI.
for Ponsard's tragedy of
Gounod again attempted to produce an antique
colouring by means of rhythmical effects and
modulations of an obsolete character but the
music though betraying a master hand, was
stigmatised as monotonous, and the charming
chorus of the Servantes infideles was the only
In 1852
piece received with real enthusiasm.
he became conductor of the Orpiheon in Paris
and the eight years he was there engaged in
teaching choral singing gave him much valuable
experience both of the human voice in itself, and
of the various effects to be obtained from large
For the Orpheonistes he combodies of voices.
survived.

'

'

;

—

'

'

;

posed several choruses, and two Masses for four
but such works as these were not
men's voices
calculated to satisfy the ambition of so exceptionally gifted an artist. Anxious to try his strength
in all branches of music, he wrote several symVOL. II
;
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'

'

'

—

and accordingly jiroduced Le
Medeein malgre lui,' an opera-comique arranged
by Carre and Barbier from Moliere's comedy,
The
at the Theatre Lyrique (Jan. 15, 1858).
music is refined, but not in the least comic.
The most successful number was the septet of
the consultation
as for the charming couplets
sung by Sganarelle when in liquor, they are
delightful from a musical point of view, and
essentially lyric, but contain not a particle of
cess elsewhere,

'

;

Under the title of the Mock
the vis fomica.
Doctor the piece had a fair success in London.
Faust,' however, also produced at the Theatre
Lyrique, March 19, 1859, with Mme. MiolanCarvalho as Jlarguerite, pilaced Gounod at once
in the first rank of living composers.
The
fantastic part of Faust may not be quite satisfactory, and the stronger dramatic situations are
perhaps handled with less skill than those which
are more elegiac, picturesque, or purely lyric, but
in spite of such objections the work must be
classed among those which reflect high honour
The Kermesse and the
on the French school.
garden-scene would alone be surticient to immortalise their author.
Philemon et Baucis, a
one-act opera composed for the theatre at Baden,
was re-written in three acts for the Theatre
Lyrique, and pierformed Feb. 18, 1860.
The
score contains some charming passages, and
much ingenuity and elegance of detail but unfortunately the libretto has neither interest,
movement, nor point, and belongs to no wellAfter the immense
defined species of drama.
success of 'Faust,' the doors of the Acadc-mie
were naturally again opened to Gounod, but the
Peine de Saba '"(Feb. 28, 1862) did not rise to
'

'

'

'

'

;

'

The libretto, wiitten
the general expectation.
by Gerard de Nerval, embodies ideas more suitable for a political or a psychological exposition,
Of this great work
than for a lyric tragedy.
nothing has survived but the dialogue and chorus
between the Jewesses and Sabeans, in the second
act, the air of the Queen in the fourth act (afterwards inserted in Faust '), the choral march,
the choral dance, and, above all, the elegant and
Under the name of
jiicturesque airs de ballet.
Irene an English version of the opera was
'

'

'

occasionally performed in London.

The

The second of these wiui played by the PhUharmomc,
both have been repeatedly heard at the Cry.stal Pa'aee.
1

success
1866.

and
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March

of '.MireiUe' (Theatre Lyiiqiie,

19, 1864),

a iive-act opera founded on the Provenc^al poem
of F. Mistral, was secured by the cast, especially
by the splendid performance of Mme. Miolan.Carvalho, whose pjart contains one of the most
remarkable airs of modern times (' Men cceur ').
Mme. Faure-Lefebvre as Andreloun and the
other artists combined to make an excellent
ensemble.
Still
MireiUe is descriptive and
lyric rather than dramatic
accordingly by Dec.
15, 1864, it was reduced to three acts, in which
abridged' form it was revived in 1876.
Its
overture is admirable, and a great favourite in
English concert rooms.
This chariniug pastoral
was succeeded by La Colombe (June 7, 1866),
originally written for the theatre at Baden, and
known in England as the 'Pet Dove,' and by

—

—

'

'

;

'

'

Romeo et Juliette (April 27, 1867), a tive-act
opera, of which the principal part was againtaken
by Mme. Miolan. The song of Queen Mab, the
'

'

new works for the Opera, where, up to the
present time,
Faust, originally written for
another theatre, has alone held its ground,
though Romeo et Juliette has enjoyed a second
period of great success both in Paris and in London.
Le Tribut de Zamora was represented
write

'

'

'

'

'

'

1881, but the opera disappjeared from
the bills as' quickly as
Polyeucte had done.
He then took up his first opera, Sapho,' enlarged it into four acts, added some music, and
produced it in this form on Ajiril 2, 1884.

on April

1,

'

'

'

According to the general opinion the work lost
by this treatment, and the only jjarts which
"were still pleasing were those in which a certain
youthful charm was found in the midst of purely
scholastic scoring.
The result was not such as
the author had wished for, and '8apho' was "with-

drawn after a limited number of reptresentations.
During the last years of his life, Gounod W'as
plunged into a religious mysticism, and devoted

valse, the duets, a short chorus in the second

himself to the composition of great sacred works,

and the duel scene in the

especially adapted to the taste of a lai'ge section

act, the page's song,

third act, are the favourite pieces in this ojiera.

Gounod wrote

incidental music for Legouve's

Les deux Eeines,
and for Jules
Barbier's 'Jeanne d'Arc' (Nov. 8, 1873).
He
also piublished much church music, besides

tragedy

'

'

the Messe Solennelle already mentioned, and
the 2nde Messe des Orpheonistes
a
Stabat
Mater' with orchestra; the oratorio Tobie
cantata, A la Frontiere,' performed at the Paris
Opera in 1870; 'Gallia,' a lamentation, for
soprano solo, chorus, and orchestra, produced at
the Albert Hall, London, at the opening of the
International Exhibition (May 1, 1871)
a De
Profundis an Ave Verum
Sieut cervus
and
various other hymns and motets, two collections
of songs, and many single songs and pieces, such
For
as Nazareth,' and There is a green hill.'
orchestra a Saltarello irr A, and the Funeral
A jeu de jilinne, on the
march of a marionette.
propriety of which we will not decide, but which
Meis unquestionably extremely popular, is his
ditation for soprano solo with various obbligato
parts on the first Prelude of Bach's 48.
After a stay of some years in England, during
which he appeared in public at the Philharmonic,
the Crystal Palace, and other concerts, and
formed a choir under his own name (which afterwards became the Albert Hall Choral Society,
and ultimately the Royal Choral >Society),
Gounod recollected that he had been elected a
member of the Institut de France on the death
and returning to Paris, in
of Claf)isson (1866)
1875 resumerJ the position to which his genius
entitled him.
On the 5th of April 1877, he
fjroduced Cinq Mans at the Theatre de I'Opera
Comique, a work which bears traces of the haste
Polyin which it was designed and executed.
eucte,' produced at the Grand Opera, Oct. 7,
1878, though containing some fine music, did
not add to the fame of the author of Faust.'
In sjjite of its entire failure, he continued to
'

'

'

;

'

'

;

'

;

;

;

'

;

'

'

'

'

'

;

'

'

'

'

The

of the English public.

first

of these,

'

The

Redemption,' sketched in 1868, but not finished
till 1881, was performed at the Birmingham
Festival of 1882, and in Paris, April 3, 1884 ;
the second, 'Mors et Vita,' composed when he
was rewriting 'Sapiho, "was produced at the
Birmingham Festival of 1885, and in Paris, May
This new ideal of dramatico-religious
22, 1886.
music, n'hieh he calls music treated in the style
of fresco' {Musique plane et peinte a, fresqiip)
seems to have first occurred to Gounod when he
turned his attention to religioirs subjects in
order to emulate the reputation of Berlioz's
Enfance du Christ' and Massenet's 'Marie
Magdeleine, and desired to iirtroduce innovations on the work of his rivals.
He has made
simplicity an absolute rule.
The long recitatives on a single note, or rising and descending
'

'

'

'

by semitones, the solo parts jiroceeding invariably by the intervals of a third, a sixth, or an
octave, while the choral and orchestral parts
adhere to incessant reiterations of the same
chords
these impart a monotony and a heaviness to the work which must weary the best
disposed audience. The same style predominates
in the Messe aSainte Cecile'(1882), in the mass
Angeli custodes,' and in the 'Messe a Jeanne
d'Arc,' which he declared his intention of composing on his knees in the Cathedral of Rheims
on the stone on which Joan of Arc knelt at the
coronation of Charles VII.
This work was first
;

'

'

performed in the Cathedral of Rheims, July 24,
1887, and in the church of S. Eirstache in Paris,
Nov. 22, S. Cecilia's Day, 1887.
A fourth
Messe Solennelle and a Te Deum were published
in 1888.
[AmongGounod's less important works maybe
'Jesus
mentioned: Les Sejit Paroles de Jesus
sur la lac de Tiberiade
a .sympihony, 'La Reiue
des Apotres
a cantata, Le vin des Gaulois et
la danse de I'^p^e, various pianoforte pieces, and
'

'

;

'

;

'

'

;

'
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To sum up, Gounod was a gi'eat musician
and a thorough master of the orchestra. Of too

and many piano solos,
Requiem
Missa brevis
a
'StabatMater' acantata, 'Golgotha
dramatic
scenas; 'Ash'ga,' 'Ql^dipe,' 'IphigenieenTauride,'
Electra, Fnihlings Erwachen forsopiraiio solo,
male chorus, and orchestra, Polyxena,' for the
same.
An ojjera, Der Cid, was accepted in
1863 at Dresden, but never performed. Gouvy
was made a member of the Berlin Academy in
1895, ai]d a chevalier of the Legion of Honour
in 1::'96.
He died at Leipzig, April 21,
G.
1898.]
GOW.
A family of Scottish musicians
notable during the latter f>art of the 18th and
the beginning of the 19th centuries, the first of

rotined a nature to write really comic miisic, his

whom

dramatic compositions seem the work of one
hovering between mysticism and voluptuousness.
This contrast between two opposing principles
may be traced in all his works, sacred or dramatic
in the chords of his orchestra, majestic as those
of a cathedral organ, we recognise the mystic

NiEL Gow, was born (according to Principal
Baird of Edinburgh, probably in error) at
Strathband in Perthshire.
All other accounts
concur in naming the birthplace as Inver near
Dunkeld.
Of humble parentage, he was born
March 22, 1727, and intended (or the trade of
a plaid-weaver.
At a very early age he showed
a taste for music, and at nine began to play the
violin.
He was self-instructed until the age of
thirteen, when he received some lessons from
John Cameron, a retainer of Sir George Stewart,
of Grandtully.
He became distinguished by
his performance of Scotch tunes, particularly
strathspeys and reels, in which he has probably
never been excelled or eipialled.
His fame soon
reached London, and his assistance was long
He
sought at fashionable balls and assemblies.
had an uncommonly jiowerful bow hand, particularly in the up stroke.
He was ably supported by his brother, Donald, on the violoncello.
Oowdiedat Inver, near Dunkeld, on March
He had four sons, all distinguished as
1, 1807.
musicians, and his and their compositions were
published in the Collections issued by the Gow
family. His fame, however, rests on the performance, rather than the creation, of Scotch reels,
His earl}' patron was the Dnke of Athol,
etc.
wdrose piationage also extended to his sons.
Kiel Cow's portrait was iiainted bj- Sir Henry
Raeburn, and was reproduced in a mezzotint
plate.
It is curious to note that the chin is
placed on the right side of the tailpiece, showing tliat Gow retained the haliit of the old
(See
violinists, first altered by Geminiani.

method for the cornet-a-pistons.
Les Draraes
was performed at the Vaudeville, Paris,
The composer wrote an essay on
in 1893.
Saint-Saens's
Ascanio in 1889, and a rhapsodical effusion on Mozart's 'Don Juan," translated into English by "Windeyer Clark and
His posthumous
J. T. Hutcldnson (1895).
Maitre Pierre and
works include two operas
Georges Dandin
and a mass for St. Peter's in
Rome.] A'erdi was made grand officer of tlie
Legion of Honour in Jlarch 1880, and Gounod
received the same distinction in the following
a

'

sacres

'

'

'

—

'

'

July.

He

'

*

—

died at Saint-Cloud, Oct. 18, 1893.

;

in his soft

and

original melodies, the

man

of

In a word, the lyric element predominates in his work, too often at the expiense
of variety and dramatic truth.

pleasure.

An autobiographical work down to the year
1859 was edited by Mrs. Weldon in 1875, and
amplified and published in French in 1895.
Memoirs by Marie Anne de Bovet (1891) and
G. c.
Th. Dubois (1895) may be mentioned.
continued by A. J.
;

GOUVY,

Lijuis

Theodore,

prolific

composer,

French parents, July 2, 1819, at
Goffontaine, Saarbruck, where his father was a
large ironfounder.
He took his degi-ee at the
college at Metz, and proceeded to Paris in 1840
Hitherto, though possessing
to study the law.
an unmistakable talent for music, he had had
no instruction in it, and had probably not heard
a single classical ptiece.
But being at the
Conservatoire he happened to hear Beethoven's
seventh Symphony. This at once fired his mind,
and he wrote home to announce his determination to be a musician.
His ptarents' consent
obtained, he placed himself unfier Elwart for
three years, then resided at Berlin, where he

born

of

published his
Opus 1,' and thence went for
more than a year to Itah*.
In 1846 he returned
'

to Paris, and made occasional visits to Germany,
where his music has been frequently played with
success, ultimately taking up his residence at
Oberhomburg.
His published and unpublished works (of which
a list is given by Fetis and Pougin) extend to
op. 88, containing more than 170 numbers,
many of them of large dimensions. [They inSyniclude seven symphonies, a sinfonietta,
phonische Paraphrasen,' two concert-overtures,
an octet for wind, a sextet for flute and strings,
a quintet for pianoforte and strings, and one
'

(serenade) for strings alone, five string quartets,
five trios, sonatas, and other works for violin and

violoncello with piano,

songs,

etc.

;

a

'

'

'

'

'

;

;

'

;

;

'

'

'

'

'

'

'

Geminhni.)

'

f. k.

NATH.4NIEL C4ow', the most famous of Kiel
Cow's sons, was born at Inver, May 28, 1763.
In early life he came to Edinburgh, and at the
age of sixteen was appointed one of His Majesty's
Trumpeters for Scotland at a salary of £70 or
£80 per year. In Edinburgh he took lessons
on the violin from the best Scottish violinists,
to supplement those given him bj' his father.
In 1791 he succeeded his brother, "William, as
leader of the orchestra of the Edinburgh Assembly, and throughout the rest of his life
maintained a high position in the Scottish

GOW
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musical world as performer, provider, and composer of the daiice-mirsic then in use in the
northern capital.
Whether or not his playing
was equal to that of his father, it is certain
that he was a more tutored performer, and had,
in addition, some skill in composition and
theoretical music.
In 1796 he entered as
partner in a music-selling and publishing business with William Shepherd, an Edinburgh
musician and composer, their tirst place of
business lieing at 41 North Bridge Street, Edinburgh.
Nathaniel Gow had, before this, aided
his father in the issue (through Corri and
Sutherland) of three collections of Strathspey
reels.
While Gow was still actively engaged in
his ordinary professional work the firm Gow and
Shepherd published vast quantities of sheetmusic (principally dance-music), and numbers

by the Gow family and others.
In or about 1802 Gow and Shepherd removed
to 16 Princes Street (which, in 1811, was renumbered 40), and did even a larger business
than before.
Shepherd having died in 1812
Gow found himself in monetary difficulties, and
unable to meet his partnership liabilities with
of

'

Collections

'

his partner's executors, in spite of the great trade

done by the hrm and Gow's professional earnings,
which were exceptionally large. In 1814 the
stock-in-trade was sold off, but in 1818 Gow
again entered into the music business, with his
son, Niel Gow, as a partner at 60 Princes Street.
This continued until 1823, when the son died.
For eight months Gow was again a partner in
the music trade with one Galbraith, but Gow
and Galbraith ceased business in 1827, when
Gow became a bankrupt. About this time he
also was attacked with a serious illness, which
confined him to his room until his death on
Jan. 19, 1831.
In his later years his patrons
A ball for
were not backward in his behalf.
his benefit realised £300, and other three in

subsequent years yielded almost as great a sum.
He had a pension from George IV. and another
He
of £50 a year from the Caledonian Hunt.
was twice married, and left a family behind him,
not distinguished as musicians his clever son,
For particulars
Kiel, died before his father.
regarding the Gow family the reader is referred
to Mr. John Glen's Scottish Dance-Music, bk. ii.
1895 and for a contemporary notice to the
A biographical
Geurgian Era, vol. iv. 1834.
article on Niel Gow appeared in The Scots'
Magazine for January 1809.
The chief composition by which Nathaniel
;

;

Gow

is

remembered to-day

is

'

Caller Herrin',

'

a

piece written as one of a series to illustrate the
The original
musical street-cries of Edinburgh.

which was published about 1798 or
1800, gives the cry of the Newhaven fishwife
mingling with George St. bells at practice and
This
other fishwives entering into the scene.
remained purely as an instrumental tune for
more than twenty years, when Lady Nairne,
sheet,

'

'

taking the melody, wrote her best lyric to

it,

and published them together in The ScotUh
Minstrel, vol. v. circa 1823.
After Gow's bankruptcy Alexander Robertson

Purdie, both Edinburgh music
imblishers, acquired the rights of publication of

and Robert
the

Gow

and added

Collections,

to

them

'

The

Beauties of Niel Gow (three parts), The Vocal
Melodies of Scotland (three parts), and The
Ancient Curious Collection of Scotland one
part.
As the Gow Collections are of the
highest value in the illustration of Scottish
National music (many of the airs contained
therein being traditional melodies printed for
the first time) the follo^ving list with the dates
'

'

'

'

'

'

of publication
'

is

given

'

:

ACollection of Struthapey Keela (edited) by Niel Gow at Duokeld

117841.

'AFuurth

'A Third'
A ASecondCollection'il788);
Fifth 'by >iel Gow and Sons
and 'A Sixth'
Scots Slow Strathspeys and
A Complete Repository
11792)

'

;

'

11800/

0822).

11809);
of Original

'

Dances' leditedl by Niel Gow and Sons (1799)
Part Second' (1802)
Part Fourth (1817). All in folio.
Part Third 11806)
Tn addition to these there are several collections of air^ issued
by Nathaniel Gow, being the composition of his pupils or patrons,
beside a vast number of single sheets of similar works by the Gow
F. K.
family and others.
'

;

'

'

'

'

;

Other sons of Niel

Gow

were William (1751-

Andrew (1760-1803), and John (1764Nov. 22, 1826).
They were each musicians
1791),

and composers of
some of which apipear in the

of average merit as violinists

Strathspeys, etc.,

Gow^ publications.

John and Andrew had settled
where they established a music-

Prior to 1788
in London,

and publishing business at 60 King Street,
On the death of Andrew in
Golden Square.
1803 John removed to 31 Carnaby Street,
Golden S(juare, and in 1815-16 to 30 Great
Marlborough Street.
Before 1824 he had
taken his son into partnership, and at 162
Regent Street they were music-sellers to His
Majest)',' issuing much of the then popular
selling

'

quadrille

and other sheet dance-music.

Niel Gow,

junior, the son of Nathaniel Gow,
was a musician of excellent talent.
He was
born about 1795, and remained with his father
in Edinburgh, where he died, Nov. 7, 1823.
His compositions include Flora Macdonald's
Lament (' Far over yon hills of the heather so
green'), and 'Cam' yeby Athol,' songs equally
famous with his father's Caller Herrin'.' F. K.
GO WARD, Mary Axne. See Keeley, Mrs.
GRABU, Lewis, or LcU'i.s Grabut, or sometimes Grebus, a French musician, who came to
England about 1666, and finding favour with
'

'

'

Charles

II., wdiose predilection for everything
French was unbounded, was assigned a prominent place in the direction of the Court music,
to the great chagrin ofjohn Banister, then 'Master
of the Music'
[He was leader of the band from
1668.
W. Nagel, Ge^ch. d. Musik in England,
vol. i, p. 58, etc.]
Upon Oct. 1, 1667, he produced at Court an 'English Song upon Peace,'
n'hich Pepys, who heard it, criticised very unfavourably, although admitting, at the same
time, that
the instrumental musick he had
'

GRACE NOTES

GRADENEE

brought by practice to play very just.' His
incapacity both as pertbrnier and composer
were conimeiited upon by Pelhani Hunifrey
(Pepys, Nov. 15, 1667).
His opera, Ariailiie,

sense the word has been used to denote the
service-hook which is the musical counterpart
of the Missal since the later Middle Ages (see

'

or.

The Marriageof'Baechus,'

originally comjiosed

French te.xt, was produced at Dvury Lane,
adapted to Englisli words, in 1674.
[In 1679
he contributed a song to Durfey's Squire Old
Sap' (see Durfey's New
Sontjs,
1683.]
Hewas selected to compose the music tor Dryden's
opera, Albion and Albanius, produced at Dorset
Garden, June 6, 1685, at great expense, but
performed for si.x nights only.
It has been
asserted that its failure was occasioned by the
Duke of Monmouth's rebellion, the news of
which reached London on the last day it was
played the real causes, however, were the innate
worthlessness of both drama and music.
Both
were published (in 1687), and readers may therefore judge for themselves.
Dryden, in his jireface to the piece, bestowed some extravagant
encomiums upon Grabu, extolling him above all
English composers, but a few years later changed
his tone and awarded the palm to Purccll.
A
satirical song upon the piece, ridiculing both
author and composer, is contained in Hawkins's
i?'«ton/(Novello's edition, p. 707). [An account
to a

'

.

.

'

:

of the piece

is

in the

preface to F.

of

St.

w. h. h.
the English

the collections of the period.

GRACE NOTES,
name

for the

mental

music

or

GRACES,

ornaments

GKADUATES IN MUSIC.

and

in vocal

— appoggiaturas,

instru-

acciaccatin-as,

—

mordents, turns, shakes, and manj^more
which
are treated of in this work under the general
head of Agri^mens, as well as under their own
separate names.
G.
GRADUAL. This term is used in two quite
distinct senses.
(1) Its original use is to denote
the respond sung at Mass in the Roman rite
between the Epistle and the Gospel.
This particularrespondwas called rcspoiisoriitm- gradnah,
perhaps out of a fancied similarity to the psalms
of degrees (Psalms cxx.-cxxxiv.) or gradual
psalms, because the gradual was sung from the
steps of the ambo or pulpit in church, and it was
thought that the Gradual psalms were so-called,
from being similarly sung on the steps of the
temple. The so-called 'graduals' of composers
from the time of Byrd onward are of quite a
difl'erent style, even when designed for the same
position in the Mass. They will be more properly
discussed in the article Motet.
(2) From this use the term was taken and
applied to the book containing such graduals, or,

more generally speaking, to the book containing
and in this
all the Gregorian music of the Mass
;

Degrees in

See

MrsiG.

GRADUS AD PARNASSUM.

The

title of

tuo important jirogressive works on music.
1.
Fux's treatise on composition and counterpoint
Gradas ad I'ariiassiwi, sive Tiianucluctio ad
co'//ipositionevi riiusieae rcgularcm, methoda nova
ac ccrta, nondiwi ante tarn ed-ado ordine in lucent
edita
elaborata a Joanne Josepho Fux (Vienna,
1725
1 vol.
folio).
It was translated into

—

:

;

German by Mizler

(Leipzig, 1742), into Italian

by Manfredi (Carpi, 1761), and into English,
Practical rules for learning Composilion, translatedfrom a worJc entitled Gradns ad Parnassum,

Latin by John Joseph Fevx,
composer to the Rouaen Emperor Charles
r/.— Welcker, 1 Hay Market (a thin folio with
no date, published 1791. SceFi'x). This contains, in addition to the exercises in the text,
a Kyrie and Amen from the Missa Yicissitcritten originally in

late chier'

tudiuis.

Spence's

Evremond's Miscellanies,
London, 1686.] It is presumed that Grabu lost
his Court appointment, but he seems to have
remained in England, as in 1690 he composed
the instrumental music for Waller's alteration
of Beaumont and Fletcher's 'Maid's Tragedy.'
A few songs by him are contained in some of
translation

Antii'HOnal).
For further particulars as to
both these uses of the term see GuEr;i.u;iAN
Music.
-vv. h. r.

.

'

il3

2.

dementi's well-known work Gradus ad

Parnxissura, ou fart de jouer

le

Pianoforte de-

montre par des Exercices dans le style severe et
dans le style ddgant. Compos6 et dcdie a Madcmxe
la Princcsse

U'olkonsky, n4e JVolkonsky, par
viei/tbre de r Academic lloyale de
(London, no date [1803]).

Muzio Clementi,
Stoel-holm.

two parts or volumes, containing in
100 exercises.
Some of these are marked as
having been piublished before, and extended and
revised by the author.
Thus Ex. 14 is headed
It is in

all

extrait par I'auteur de ses Duos a 4 mains,
ceuvre xiv, public a Londrcs en 1784.
Tulit
alter honores.
Virg. apiid Donat.
Ex. 39,
'

'

Adagio

Scena patetica,' and
so on.
The work has at the beginning an
English motto from Dr. Johnson
Every art is
Clementi published
best taught by example.'
as an Appendix to the Gradus, an IntroductiO)i
to the Art if Playing the Pianoforte (cir. 1802-3),
containing 134 Exercises, Gavottes, Gigues,
Airs with Variations, etc., jiartly his own, but
in

Bb,

is

entitled

'

—

'

by other composers. They are arranged,
usually a
each ke}' with its relative minor
prelude or preludes by Clementi, followed by
chiefly

pieces.

GRADENER, Carl Georo

—

G.

Peter, born Jan.

14, 1812, at Rostock, received his first musical

employment

as a violoncellist at Helsiugfors.
After three years he went to Kiel and was
appointed Musikdirector to the Universit3'tliere,
a post which he retained for ten years. In 1851
he founded an academy for vocal music at Hamburg, and remained there until, in 1862, he was
appointed to teach singing and theory in the
Vienna Conservatorium. After three years he

GRAFTON
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returned to Hamburg, where he taught in the
Conservatorium, and spent the rest of his lite.
In 1867 lie joined F. W. Grand in forming the
Hamburger Tonkiinstlerverein, the presidentship of which he held for some years.
As a
composer of chamber music, the chief interest of
which centres in the ingenuity and freshness of

harmonies and the excellence of its form,
justly esteemed.
His works include an oratorio ('Johannes der Taufer'), two symphonies,
an overture ('Fiesco'), a piano concerto, romance
for violin and orchestra, an octet, tliree quartets
and a trio for strings, two quintets, two trios
for piano and strings, three violin sonatas, a

its

he

is

violoncello sonata, besides

piano.

and

He

also

many

pieces for the

wrote a Harmonielehre (1877),

his contributions to musical literature were

collected

Aufsatzc.

and published in 1872 as Gcsammdte
He died at Hamburg, June 10, 18S3.

His son Herm.inn Theodor Otto, born Jlay 8,
1844, at Kiel, entered the Vienna Conservatorium in 1862
in 1864 was ajipointed organist
at Gumpendorf, and became a member of the
court orchestra in Vienna.
In 1874 he was
appointed teacher of harmony, etc. in the Conservatorium, and in 1882 received the title of
Professor.
In 1886 he became director of the
academical society for orchestral music, and of
the academical Gesangverein.
In 1899 he succeeded Bruckner as lector for harmony and
counterpoint in the Vienna University.
His
compositions, though not numerous, show very
strong individuality.
They include an orchestral
Capriccio and Sinfonietta,' a Lustsiiielouvertiire, an octet and quintet for strings, a
quintet, trios, and impjromptus for pianoforte and
strings, intermezzi for violin and pianoforte, a
sonata for two pianos, a set of variations for
organ, strings and trumpet, and a violin concerto.
As in the case of his father, he is at his
his piano quintet has
best in chamber music
been played in London mth success.
M.
GRAFTON, Richard, a famous early typographer, notable in musical history for having
printed some of the first books of English Church
service.
A citizen of London and a grocer, he
went to Paris with Edward Whitchurch about
15.37 at tlie suggestion and by the aid of Thomas
Cromwell for the purpose of getting the Bible
printed in English. When nearly completed the
Inquisition seized the printer whom Grafton and
Wliitchurch had employed, and the two partners
They
with Coverdale had to fly to England.
afterwards bought a number of the confiscated
and cou'lemned copies from a haberdasher, and
In 1539 they
completed the work in London.
obtained from Henry VIII. a patent for the
printing of Bibles, and many editions with the
Psalter appeared. In 1541 Grafton was printing
alone, living in the house of the Gray Friars,
just then dissolved.
In 1544 Grafton produced
Cranmer's Litany under the title. An exhort acion
unto praier thowjht mete by the Kynges ilaiestie
;

,

'

'

'

'

;

.

.

.

Also a Letanie with sufferages

.

saied

to be

Im-

or songe in the tyme of the said processions.

X

VI day of
the
printed by Richard Graftmi
lune
In 1550 he reprinted John
1544., 8vo.
llerbecke's Booke of Common praier noted.
These are lioth important works in the annals of
English Clmrch Music and in the history of
.

.

.

.

Musical typography.
Grafton is supposed to
have died about 1571.
He used as his emblem
a woodcut depicting a grafted apple-ti'ee bearing
fruit (graft), springing out of the bung-hole of a
r. K.

barrel (tun).

GRAHAM, George Faequhak,
Col.

Humphrey Graham, was born

son of Lieut.

in

Edinburgh,

Dec. 29, 1789, and educated in the High School
and University there. He studied music as an
amateur, and was to a great extent self-taught.
In 1815 he and George Hogarth acted as joint
secretaries of the first
val,

and

Edinburgh Musical

Graham

in the next year

Festi-

puljlished

An

Account of the First Edinburgh Musical Festival,
to which is added Some General Observations on
Music.
He passed some years in Italy in pursuit
of musical knowledge.
He comjjosed and j:)ublished some ballads, and contributed the article
Music to the 7th edition of the Encyclopaedia
BritannicO: The article was reprinted separately
in 1838, with the addition of an Introduction
'

'

and Appendix under the title of An Essay on
the Theory and Practice of Musical Composition.
About the same time he assisted in bringing out
the Skene MS., and contrilmted an interesting
[See Daun'ey.]
He
paper to the appendix.
wrote the article Organ for the 8th edition of
the Encyclopcedia Britanniea.
In 1848-49 he
'

'

fm-nished historical, biographical, and critical
The Songs of Scotland, adapted to
their appropriate Melodies.
He died in Edinw. h. h.
burgh, March 12, 1867.
GRAN" CASS A or
TAMBURO, the
Italian terra for the bass-drum.
[Drum, vol. i.
notices to

GRAN

p.

733.]

DE

V.

p.

GRANCINO,

Paolo, a violin-maker of the
second rank.
Born at Milan, he learnt his art
under Nicolo Amati at Cremona. His violins are
dated from 1665 to 1690.
His son Giovaxni
(1696-1715), who dates 'from the sign of the
Crown in the Contrada Larga of Milan, was a
maker of higher merit. His violins, tenors, and
'

violoncellos, are usually of a large flat pattern,

and

development of the Amati model
that of Stradivari.
His sons
GiAMEATTi.STA and France.sco carried on hia
business (1715-46) under the title of Fratelli
piresent a

analogous

to

'

Grancini.

GRAND.

p.

A

word formerly much

England

d.

in use in

to denote a classical composition of
dimensions or for foil orchestra.
Thus
the twelve Symphonies written by Haydn for
Salomon were known as
Grand.'
A grand
sonata or a grand concerto meant one in complete
classical form.
It probably originated in the
French grand or German f/TOss«. (See Beethoven's
full

'

GKAND

DUIvE,

THE

GRANDI

Sonatas, opp. 13, 26, 28, 106, 115, and most of
his symphonies, etc.)
.

G.

GKAND DUKE,
Comic

Duel.

W.

S.

THE,

or

The Statutory

two acts, the words by
by Sir Arthur Sullivan.

opera, in

Gilbert, music

Produced at the Savoy Theatre, March 7, 1896.
GRAND OPEKA. See Opera.
GRAND PIANOFORTE. See Pianoforte.

GRAND

PRIX DE ROME. The Acadt^mie
des Beaux -Arts, a branch of the Institut de
France, holds annual competitive examinations
in painting, sculpture, engraving, architecture,
and music. The successful candidates become
pensioners of the government for a period of four
years, and as such are sent to Rome, where they
reside at the Villa Medici, in the Acadumie de
France founded by Louis XIA'^. in 1666. Hence
the term Grand prix de Rome is applied to
those musicians who have obtained the first prize
for composition at the Institut de France.
The
Prize was established on the reorganisation of
the Institut in 1803.
[In 1864 the procedure
"was modified by a decree of Napoleon III.
from
1864 to 1871 the works were judged by a special
jury composed of nine members drawn by lot
from a list chosen by the general superintendent
of theatres.
Since 1872 the linal judgment has
been restored to the united sections of the
Academic des Beaux-Arts and the method of
procedure is as follows
Thesixcomposersforming the musical section of the Institut, assisted
by three composers not belonging to the abovementioned body, give a preliminary verdict,
which the entire Academic has to ratify or veto.
The competition takes place in June, and the
performance of the prize cantata in October, at
the annual public seance of the Academic des
Beaux -Arts.
A. J.]
The prize composition
waa originally a cantata for one voice and
orchestra ; subsequently for one male and one
female voice
but for the last forty ye^rs three
characters have been required, and it has now
attained to the importance of a one-act opera.
The libretto is also furnished by competition, in
which distinguished \\Titer3 often take part
TV'hile the most popular singers take ]>leasure in
performing these first compositions of the young
aspirants.
In the event of no composition
proving worthy of the Prize, it stands over till
the next year, "when two niay be adjudged (see
'

'

*

'

:

:

—

;

1822. Leboargeoia. Geneviilvede
Braljant.'
1823. BoiUy, andErniel. Pyrame
et Thisbe.'
1824. Bartiereau.
A^ni^a Sorel.'
Ariane dans rile
1825. GuiUioii.
'
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1861. Dubois. 'Atala.'
1862. Boiirgault -

DucoQdray

'

Louise de M6zi0rts/

1863. Massenet. 'David Rizzio."
1864. Sieg.
'Ivanhoe.'
1865. Lenepveu,
Henauddanalea
de Naxoa.'
jardiiis d'Armide.'
1826. Parle. 'Herininie.'
1866. Eniile Pessard.
'Dalila.'
1827. J. B. Guiraud. 'UrplK^e.'
1867. No first prize.
IH'28. Rosa - Uesprijaux..
'Her- 1868. Wintzwuiller, and Eabumiiiie.'
teau.
Daniel.'
1829. No flrat prize.
1869. Taudou.
Fran^oise de Ri1830. Berlioz, and Montfort. 'a;irmini,'
'

'

'

'

danapale.
1870. MariJcbal.andCh. Lefebvre.
1831. PrOvoat.
Biaoca Capello.'
'Le Jugeiiient de Dieu.
1832. A, Thomas.
'Hermann et 1871. Serpette. Jeanne d" Arc'
Ketty.'
1872. Salvayre,
'Calypso,'
1833. Thya.
Le Contrebandier lS7:t. Paul Paget, 'filazeppa,'
espagnol.'
1874. Ehrhai-t.
Acie et Galattie,'
1834. Elwart.
L'entr<;e en lege.' 1875. Wormser.
Clytenmestre.'
18:15. Eoulaiiger.
"Achille.'
1876. Hillernacher, and P. V. de
1836. Boisselot. "Velkda.'
la Nux. 'Judith.'
1837. L. D. Beaozzi. Marie Stuart 1877. No flrat prize.
et Rizziu.'
1878. Broutinand RouBseau. 'La
18:18. Bouaquet,
La Vendetta.'
Fille de Jepht<i.'
'

'

'

'

'

'

'

'

1839. Gounod.
'Fern;i.nd.'
1840. Bazin.
Loyso de Montfort.
1841. Maillart.
Lionel Foscari.'
1842. Roger.
La reiiie Flore.'
184."!. No first prize.
1844. Maas(5. and Renaud de Vil'

1879.
1880.

Hue. 'Mc'dtSe.'
HiUemacher(Lucien).'Fln-

'

'

'

Le Eentgat.'

back.

1845. No first prize.
1846. Gastiuel.
'Velasquez.'
1847. Deff^s.
L'An^'e et Tobie."
1848. Duprato.
Dauiocl^a.'
1849. No first prize.
1850. Chariot.
et Egin'

Emma

'

hard.'
L'Miiice

1831.
1882,
Ih83,
1884.

Nu

first prize.

Marty aud Plernl Edith.'
Vidal.
Le Gladiateur.'
'

'

Debuaay.

L'Enfaut

'

digue.'
1835. Leroux.

pro-

Eiidymion.'
j886. Savard.
Lt Vision deSaUl."
1887. Charpentier.
Didon,'
1888. Erlanger.
VeJltJda."
'

'

'

'

No

1889.
first prize.
1890. Carraud,
Cl^opatre,"
1891. Silver.
L'Interdit.'
1892. Nu first prize.
1393. Bloch.
Antigone,'
1894. Rabaud,
Daplim^.'
1895. Letorey,
'Clarisae Har'

'

Le Priaonnier.'
Cohen. Le Eetour

1851. Pelehelle.
185'.5.

gal.'

'

de Virginie.'
1853. Gallbert.
penzell.'
1864. Barthe.

'

'Lerocher d'Ap-

Fmnceaca

mini.'

lowe.'
dl Ri- 1896. Mouquet.
1897. D'ullone,

'Mt^lusine."
'

Fr6d6gonde.'

1855. Coiite.
Acia et Galatt^e.'
1898. No first prize,
1856. No first prize.
18EI9. Leradt-.
'Callirhoe.'
1857. Bizet, .tnd Charles Colin. 1900. Schmitt.
Semiramia,'
'Clovis et Ulotilde.'
1901. Caplet,
Myirha.'
1858. David. 'Jepht^.'
1902. Kuno.
'Alcvone.'
1859. ErnestOuiraud. Bajazetet 1'J03, Laparra.
Ulysse,"
le jmieur de flOte,'
1904. Pech.
'Medora,'
1860. Paladilhe.
Le Czar Ivan 19U5, Galloia.
Maia.*
IV.'
'

'

'

'

'

A few of the cantatas have been engraved,
but the greater part are unpublished.
At the
instance of the writer of this article, and by his
endeavours, the whole of the autographs of these
interesting compositions have been de})0sited in
the Library of the Conservatoire in Paris, under
the title of Fonds des Prix de Rome.'
G. c.
'

;

additions by a.

j.

and

o. f.

;

GRANDI, ALEss.\>:rnio, a 17th century
composer of motets, concerning whom nothing
is definitely known, exce|iting onl}^ what can be
gathered from the title-] lages of the earlier

;

1805, 1819,

etc.).

We

append a complete list of the musicians
who have gained this gratifying and eagerly
coveted distinction,

with the

titles

of their

cantatas.

editions of his works.

He

(See Eitner's Quellcn-

have been born in
Giovanni Gabrieli,
and certainly maestro in the church of Santo
Spirito at Ferrara from 1610 to 1617.
In the
latter year he went to Venice as a member of
the choir of St. Mark's, where he became deputy
In 1628 he was chief conconductor in 1619.
ductor at S. Maria Maggiore in Bergamo, where
he died shortly before July 8, 1637 (see his
posthumously -published Messe concertate ').
His tirstbook of masses, a 3, appeared in 1630
a second (with a psalm of Giov. Croce's in it) in
1636, for two, three, and four voices with accompaniment ad lihituDi and the 'messe conA book of psalms, a 8,
certate,' a 8, in 1637.
'Salmi per i vespri,' a 4,
was issued in 1629
and various coUecwdth litanies, etc., in 1707
Le.ril'on.)
Sicily,

seems to

was possibly a

pnjiil of

'

18)2. H<*ro]d. • La Ihichesse de la
IflOa Androt.
'Al-ryoTie.'
ValliOre.'
1804. No first prize.
1805. Dourlen,n,nac;a59e. 'Cupi- 1813. Piinseron. 'Herniinie.'
1814. Boll. 'AtHln.'
rion pleuratit FsvcVi^.'
1K15. BeiKiiat.
•lEnone.'
1306. Bout*>iller.
H<:to et
ISJfi. No first prize.
andre.'
Irtl". Bittuii. 'LaTiiortd'Adonis.'
1807. No flrBt prize.
Marie SUiart. 1818. No flrat prixe.
1808. Blondeau.
1809. Dausaoigne. 'Agar daiuj lei 1819. HaU''vy.aTidMaa8in-Tiirina.
'

W-

'

d<5sert.'

1810. Beaulieu. 'Hdro.'
'Arlane.'
1811. Chelard.

'

Hermiiiie.'

;

;

;

1820. Le borne.
SophonUbe.'
Il821. Rifaut. 'Diane."
'

;

GRANDIOSO

GRASSHOPPER

and without accompaniment, in 1610, 1613, 1614, 1616, 1619, 1620,
Two books of accom1621, 1629, and 1637.
panied madrigals appeared in 1616 and 1622
and four books of Cantade et Arie a voce sola,'
were issued from 1620 onwards, only two of which

first prize in 1822.
Paer and Bordogni then
helped to finish her education.
To the former
she owed her appointment as chamber-singer to
the king.
In 1825 she began her travels, going
to Brussels first, where she sang with such sucShe
cess as to receive jiroposals for the opera.
now gave six months to study for the stage,
ami made a brilliant di'but.
After the revolution of 1830 she went to the Paris Opera, and
made her first appearance in the Comte Cry
with great applause. On the retirement of Mme.
Damoreau-Cinti from the Grand Opera in 1835
Mile. Dorus succeeded to the principal parts in
LaMuette,' GuillaumeTell," FernandCortez,'
etc.
She had already created the roles of
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tions of motets, with

;

'

are

now

(^Qudlen-Lf.xikon.)

in existence.

GRANDIOSO

(Ital.).

In a grand or broad

style.

GRANDSIRE. The name given to one of
the methods by which changes in ringing are
produced.
It is supposed to be the original
method.

[See Chan'ge-Rixging.]

GRAN.JON, Robert.

c. a. w. t.
Born about the begin-

ning of the 16th century at Paris, a type-founder
who was one of the first to introduce round notes
instead of square and lozenge-shaped ones, and
at the same time to suppress the ligatures and
signs of proportion, which made the notation of

—

the old music so difficult to read
and thus to
simplify the art.
His efforts, however, apjpear
to

have met with

little or

no

success.

His

first

publications are said to be dated 1523, and the
first work printed on his new system,
Le Premier
'

Trophee de

j\Iusique,' a collection of chnnsons,

1559, at which time he had left Paris
for Lyons
he was at Rome in 1582, where he
printed the first edition oi GmAttti' s Diredorium,
having been called to Rome by the Pope in order
to cut the capital letters of a Greek alphabet.
Whether he or Briard of Bar-le-duc was the
first to make the improvements mentioned above
is uncertain.
Briard's Garpeutras (printed in
the new style)was published at Avignon in 1532,
but Granjon appears to have made his invention
and obtained letters patent for it many years
before he had an opportunity of exercising it.
G.
See Briard, and Fetis for more details.
GRANOil, Lewis Christian Au.stix, a composer who flourished about the middle of the
18th century, and produced many songs and
His
pieces which were popular in their daj'.
first work was 'Twelve Sonatas for the Flnte,'
He afterwards published
published in 1751.
Six Trios for the Flute,' 1755, and a collection
etc., in

;

'

entitled

'The Monthly Miscellany,' consisting

His 'Second
of duets for fiutes, songs, etc.
Collection of forty favourite English Songs, with
string accompaniments, in score
Dr. Boyce, bears the opus number
'

;

dedicated to

xiii.

Nothing

w. h, h.
known of his biography.
GRAS, Julie Aim&e JosfepHE Dorus-, whose
family name was Steenkiste, was born at ValenDouus was the name
ciennes, Sept. 7, 1805.
is

She was the daughter of the
leader of the band, and educated by her father.
At the age of fourteen she made a debut in a concert with such success as to obtain a subsidy
from the authorities to enable her to study at
There she was adthe Conservatoire of Paris.
of her mother.

and received instruction
mitted Dec. 21, 1821
With a good voice
from Henri and Blangini.
and much facility of execution, she obtained the
;

'

'

'

'

Theresina in Le Philtre, of Alice in Roljert le
Diable, the page in 'Gustave,' Marguerite in
Les Huguenots,' and Eudoxie in 'LaJuive.'
In 1839 she visited London, wliere she had a
very warm reception.
Having married M. Gras,
one of the pjrincipal violins at the Opera, April
9, 1833, Mile. Dorus for some years kept lier
maiden name on the stage. The management
of the theatre having passed into the hands of
M. Stolz, she had the mortification to see her
chief fiarts given toJIme. Stolz, and consequently
retired in 1845.
She continued, however, to
sing occasionally in Paris and in the provinces.
In 1847 she reappeared in London, and renewed
her former triumiihs
as she did again in 1848
and 1849, singing in the latter year Auber's
Italianised
Masaniello.'
In 1850-51 Mme.
Dorus-Gras remained in Paris, singing in a few
concerts
but after tiiat her artistic career came
to an end, [although she lived until the age of
ninety-one, dying in Paris, Feb. 6, 1896.
Baker's Dict.~\
j. ii.
GRASSET, Jeak-Jacques, a distinguished
violin player, born at Paris about 1769.
He
was a pupil of Berthaume, and is reported to
have excelled by a clear, though not powerful
tone, correct intonation and technique.
After
having been obliged to serve in the army for
several years
wdiich he apipears to have spent
not without profit for his art in Germany and
Italy
he returned to Paris and soon gained
a prominent position there.
On the death of
Gavinies in 1800 he was appointed professor of
the violin at the Conservatoire, after a highly
successful competition with a number of eminent
performers.
Soonafterwardshe succeeded Bruni
as chef d'orchestre at the Italian Opera, which
post he filled with eminent success till 1829,
when he retired from ]iublic life. He published
three Concertos for the Violin, five books of
Violin-Duos, and a Sonata for "Piano and Violin,
which are not without merit.
He died at Paris
in 1839.
p. D.
GRASSHOPPER or HOPPER, in a square
or uiu'ight pianoforte of ordinary London make,
is that part of the action known technical!}^ as
the escapement lever or jack, so constructed \\ith
'

'

'

'

'

;

'

;

—

—

'

'

base mortised into the key and backpiece, that

GKASSINI

GEASSI
it may be taken out or replaced with the key,
witliout disturbing the rest of the mechanism,
Tliere is a regulating screw perforating the jack,
tongue, or lly, as it is variously called, of the
grasshopper, drilled into tlie backpiece and bear-

editions

ing a leatlier button, the position of whicli and
the pressure of a spring determine tlie ralve of
the jack, and consequently the rise and rebound
of the hammer
the rebound being further regulated by a contrivance attached to the jack, ^^lien
not an independent member, and used for checkIn grand
ing or arresting it after tlie blow.
pianofortes, and in upright ones with crank
lever actions, the escapement apparatus is less
easily detiiclied from the action.
It is not recorded by M'hom tlie Grasshopper
was introduced, although tlie escapement part
of it existed in Cristofori's linguetta mobiie
but the tradition wliich attributes it to Longman
& Broderi[), pianoforte makers in London, and
predecessors of the firm of Clementi & Collard,
may be relied upon. John Geib patented in
London in 1786 a square action with the jack,
and the setting otf button acting upon the key,
also, in another form, the screw holding the
button perforating the jack but withthebutton

self),

;

'

'

;

—

in front of

we

it.

The improved form with which

are acquainted, with the button behind the

jack,

was

Longman &

by Messrs.

ad"pted

Broderip, and soon became general. A. J. H.
GRASSI, Cecilia, who afterwards became the

John Christian Bach (' English Bach '),
was born in 1746. She came to London with
Guarducci in 1766, as 'first woman,' and remained in that capacity at the opera for several
years.
Burney thought her inanimate on the
stage, and far from beautiful in her person but
there was a truth of intonation, with a plaintive
sweetness of voice, and innocence of expression,
that gave great pleasure to all hearers who did
She was
not expect or want to be surprised.'
succeeded in 1772 by Girelli, but remained in
England until the death other husband in 1782,
when she returned to Italy, and retired Irom
wife of

'

;

public singing.

J.

M.

GRASSINEAU,

James, born of French
was first emparents in London, about 1715
ployed by Godfrey, the chemist, of Southampton
Street, Strand, then became Secretary to Dr.
Pepusch, at whose instance he translated the
;

de musiqit^ of Brossard (Paris,
with alterations and additions, some of
which are said to be by Pepusch himself: A
Musical Dictionary
of Terms and Characters
etc., London, 1740, an 8vo of 34.3 pages, with
a recommendation prefixed, signed by Pepusch,
DictionTiaire
170.3),

.

.

.

[Some years afterwards
52 pp. was issued it is now

Greene, and Galliard.

an 'appendix' of
scarce.]
A second edition is said to have been
published in 1769 by Robson -with an appendix
taken from Rousseau. [The Dielionarium Musica
(sic) by John Hoyle, a Yorkshire musician,
appeared about 1770, and went into several
;

;

it is
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a mere abridgment of Grassineau's
it pretends to be an original

dictionary, although

work. Grassineau died in London in 1769.]
additions by

g.

;

K.

F.

GRASSINI, JosEPHiNA

(as she signed

her-

was born at Varese (Lombardy), in 1773,
of very humble parents.
The beauty of her
voice and person induced General Belgiojoso to

give her the best instruction that could be procured at Milan.
She made rapid progress in
the grand school of singing thus opened to her,

and soon developed a powerful and extensive
contralto, with a po^^•er of light and finished
execution rarely found with that kind of voice.
She had the great advantage of singing in her
first operas with such models as Marchesi and
Crescentini.
Grassini made her debuts at Milan,
in the carnival of 1794, in Zingarelli's Artaserse,
and the Demofoonte of Portogallo.
She soon
became the first singer in Italy, and appeared in
triumph on all the chief Italian stages.
In 1796
she returned to Milan, and played in Traetta's
Apelle e Campaspe, and with Crescentini and
Bianchi in the Giulietta e Romeo of Zingarelli.
The year after she excited the greatest enthusiasm at Venice as Orazio.'
In 1797 she
was engaged to sing at Naples during the fetes
held on the marriage of the Prince.
In ISOO,
after Marengo, she sang at Milan in a concert
before ]>uonaparte, and was taken by him to
Paris, where she sang (July 22) at the national
fete in the Champ de Mars, and in concerts at
the opera.
In 1S04 she was engaged to sing in
London from March to July for £3000, taking
the place of Banti,
Here she had to contend
with Mrs. Billiugton in popular favour, though
'

'

'

'

'

'

'

'

Lord MountEdgcunibe speaks in disparaging terms of that
of Grassini, though he gives her credit for great
beauty, 'a grace peculiarly her own, and the
excellence of her acting.
Her st^de was then
exclu3i^'ely the rantahilc, and bordered a little
on the monotonous.
She had entirely lost all
her upper tones, and possessed little more than
if she atone octave of good, natural notes
tempted to go higher, she produced only a shriek,
quite unnatural, and almost painful to the ear.'
Her first appearance was in La Vergine del
Sole,' by Mayer, [or Andreozzi, according to the
contemporary journals] in a part well suited to
her
but 'so equivocal was her reception, that
when her benefit was to take place she did not
dare encounter it alone, but called in Mrs.
The tide then turned,
Billington to her aid.'
and Grassini became the reigning favourite.
Not only was she rapturously applauded in
public, but she was taken up by the first society,
fiUc, caressed, and introduced as a regular guest
in most of the fashionable assemblies.'
Very
different from this was the etfect produced by
Grassini on other hearers, more intellectual,
though less cultivated in music, than Lord
Mount- Edgcumbe. De Quincey found her voice
their voices were very dill'erent.

'

'

;

'

;

'
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'delightful beyond all that he had ever heard.'
Sir Charles Bell (1805) thought it was 'only
Grassini who conveyed the idea of the united
power of music and action.
She died not only

without being ridiculous, but with an

The "ODio"

to Mrs. Siddons.

was a bar

effect

equal

of Mrs. Billington

of music, but in the strange, almost

unnatural voice of Grassini,
Elsewhere he speaks of her
affecting simplicity.'

it

went

to the soul.'

and
Such was her influence on
not musicians.
In 1804
'

dignity, truth,

people of refined taste,
she sang again in Paris
and, after 1806, when
she quitted London, continued to sing at the
French Court for several years, at a very high
salary (altogether, about £2600).
Here the
Didone was written for her by Paer.
role of
Alter the change of dynasty, Mme. Grassini,
whose voice was now seriously impaired, lost her
appointment at Paris, and returned to Milan,
where she sang in two concerts in April 1817.
In 1822 she was at Ferrara, but died at Milan,
January 3, 1850.
In 1806 a fine portrait of her was scraped in
mezzotint (folio) by S. W. Reynolds, after a
picture by Mme. Le Brun.
It represents her in
Turkish dress, as 'Zaira' in Winter's opera, j. M.
GRAUN. Tlie name of three brothers, sons
of an Excise collector at Wahrenbriick near
Dresden, one of whom made a lasting mark on
German music.
The eldest, August Friedrich, born at the
end of the 17th century, was at the time of his
death cantor of Mcrseburg, where he had passed
the greater part of his life, 1727-1771.
JoHANN Gottlieb, born in Wahrenbriick
about 1698, was an eminent violinist, and composer of instrumental music much valued in his
day.
He was a pupil of Pisendel. After a
journey to Italy, where he had instruction from
Tartini, he was in the Dresden band until 1726,
when he became concertmeister at Mcrseburg,
and had Friedemanu Bach for some time as his
pupil.
In 1727 he entered the service of Prince
von Waldeck, and in 1728 that of Frederick the
On
Great, then Crown Prince at Rheinsberg.
the King's accession he went to Berlin, and
;

'

'

remained there till his death, Oct. 27, 1771, as
Of his many comconductor of the royal baud.
positions only a set of violin sonatas, six harpsichord or organ concertos (with Agrell), and eight
sonatas (trios) for two flutes and violin, were
printed

(see

Quellen-Lexikmi).

the

Burney

229) testifies to the
The excelgreat esteem in which he was held.
lence of the then Berlin orchestra is generally
P. D.
attributed to him.
in

his

Present State

(ii.

and the capellmeister
Joh. Christoph Schmidt, were his early musical
instructors, and he profited by the friendship of
Ulrioh Konig the court-poet, and of Superintendent Loscher, who defended him from the
court-organist Petzold,

pedantic notions of an inartistic Burgomaster.
His career both as a singer and composer was
largely influenced by his study of the vocal compositions of Keiser, the then celebrated composer
of Hamburg, and of the operas of the Italian
composer Lotti, who conducted in person a series
of performances in Dresden, with a picked com-

pany of
of study,

Even during

Italian singers.

Graun was busilyengaged

this time

in composing.

still exist a quantity of motets and
other sacred vocal pieces, whicli he wrote for
In particular may
the choir of the Kreuzschule.
be cited a Grosse Passions-Cantata,' with the
opening chorus Lasset uns aufsehen auf Jesum,'
which, as the work of a boy of barely fifteen,
is very remarkable.
[Three other early passion
oratorios are mentioned in the Qnelleii-Lexilon.']
Upon Kimig's recommendation he was appointed
tenor to the opera at Brunswick when Hasse
was recalled to Dresden in 1725.
The opera
chosen for his first appearance was by Schurmann the local cajiellmeister, but Graun being
dissatisfied with the music of his part replaced
the airs by others of his own composition, whicli

There

'

'

were so successful that he was commissioned
to write an opera, and appointed vice-capellmeister.
This first opera, Pollidoro (1726),
was followed by five others 'Sancio,'1727,'Scipio
Africano,' 1732, 'Tiniareta,' 1733, Lo specchio
della fedelta' and Pharao Tubaetes, 1735 and
'

'

;

'

'

'

;

he composed several cantatas,
sacred and secular, two
Passions-Musiken,'
and instrumental pieces. His fame was now
firmly established.
In 1735 he was invited to
Rheinsberg, the residence of the Crown-Prince
of Prussia, afterwards Frederick the Great. This
powerful amateur continued Graim's friend and
patron till his death.
Here he composed about
besides

these

'

usually consisting each of
They weie highly
valued at the time, and contain ample materials
for an estimate of Graun's style of writing for the
voice.
He also wrote Trauermusik for Duke
fifty Italian cantatas,

two

airs

with

recitatives.

'

'

August Wilhelm of Brunswick (1738) and King
Frederick William I. (1740).
Wlien his patron
came to the throne in 1740, he gave Graun the
post of capellmeister, with asalary of 2000 thalers,
and despatched him to Italy to form a company

The most celebrated of the three is the youngest,

of Italian singers for the opera at Berlin.
In
Italy he remained more than a year, and his
singing was much appreciated.
A fter his return
to Berlin with the singers he had engaged, he

HErN'KiCH, born at Wahrenbriick, May 7,
1701.
He was educated with Johann Gottlieb
at the Kreuzschule in Dresden, and having a
beautiful soprano voice, was appointed, in 1713,
Raths-discantist, or treble-singer, to the town
Grundig the cantor of the school, the
council.

spent some years of remarkable activity in composing operas.
Those of this period amount to
twenty-eight in all [a complete list will be found
'Rodelinda, Reginadi
in the Qiiellen-Le.ril-on']
Longobardia appeared in 1741, and 'Merope,'
In his operas he gave his
his last, in 1756.

Karl

'

'

;

'

GRAUN

GEAUPNER

chief consideration to the singer, as indeed was
the case witli all Italian operas at that time. His

forgotten,

form an excellent singing method, and he invented the so-called Da nie ne satio'
aputting
together of the syllables, da, me, ni, po, tu, la, be,
for the practice of solleggio, which however has
been little used.
Graun died at Berlin, August
8, 1759, in full enjoyment of the king's favour,

they contain airs wliich merit the attention of
both singers and public, a good instance being
'Mi paventi' from Britannico (1751), with
which Mme. Viardot-Garcia used to make agreat

among his contemporaries, and, after
Hasse, the chief composer of Italian opera of his
time.
[See the Sammelhdiule of the Int. Mux.
Ges. vol. i. pp. 446 tf., and the Zeiischr. vol.

both in singing and in composition, resided
in tlie power he possessed of executing adagios,
and of expressing tenderness and emotion.
forte,

Although

'

'

effect.

now

his operas, as such, are

A collection

of airs, duets, terzettos, etc.

from Graun's operas was edited by the celebrated
theorist Kirnberger, in 4 vols.

(Berlin,

1773).
Jlontezunia was reprinted as vol. xv. of the
DenJotialer Deutscher Tonlcunst.
Towards the close of his life Graun again devoted himself to church music, and two of the
works belonging to tliis period have carried his
name down to posterity and are indeed those
by which he is now almost exclusively known.
Tliese are the 'Te Deum' which he composed for
Frederick's victory at Prague (1756)
fu'St performed at Charlottenburg at the close of the Seven
Years' War, .July 15, 1763
and still more, Der
Tod Jesu,' or Death of.Jesus, a' Passions-Cantata,'
to words by Kamler, a work which enjoyed an
unprecedented fame, and placed its autlior in the
rankoCcLrssical compiosers. In Germany the' Tod
Jesu holds, in some degi^ee, tlie position which is
held by the Messiah in England.
It was first
executed in the Gatliedral of Berlin on March 26,
l755,andhas since tlrenlieen annually performed
in Passion-week.
A centenary performance took
place in 1855 in presence of Frederick William
IV.
Of late years some opposition has been
raised to the continual repetition of an antiquated
work [in consequence of an endowment for the
X)Urpose], but it may to a great extent be justified by the complete and masterly form in which
it embodies the spirit of a bygone age.
Looked
at from a purely musical point of view, and
apart from considerations of age or taste, the
Tod -Jesu contains so many excellences, and so
much that is significant, that no oratorio of the
second half of the 1 8 th century, excepting perhaps
Mozart's 'Requiem' and Haydn's 'Creation,'
can be compared to it.
Graun was a master of
counterpoint his harmony
as his biographer,
'

'

;

—

—

'

'

'

'

'

'

;

—

—

was always clear and signimodulation well regulated.' His
melodies may be wanting in force, but they are
always full of expiression and emotion.
That he
possessed real dramatic ability may be seen from
his recitatives, and these are the most imjiortant parts of the 'Tod .lesu.
[It was first performed in England at St. Gabriel's, Piralico, in
Lent, 1877, and at an orchestral concert at the
Royal Academy of Music, April 1, 1887, under
Barnby's direction.]
Graun's instrumental compositions, trios,
pianoforte concertos, etc., have never been published and are of little value.
[See the QudlenLexikon.'\
He wrote thirty-one solfeggi, which
J.

A. Hiller, says

ficant,

and

'

his

'
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—

'

illustrious

vi. p.

A. M.

71.]

GRAUPNER,

composer, born
1687 (baptized Feb. 22) at Kirchberg in Saxony,
near the Erzgebirge
came earl}' to Lei[izig,
where lie studied nine years at the Thomasschule
under cantors Schelle and Kuhnan.
He began
to study law, but was driven by the Swedish
invasion to take refuge in Hamburg, where he
passed three years (1706-9) as harpsichord player
at the opera under Reiser. Tlie Landgrave Ernst
Ludwig of Hesse Darmstadt, then staying in
Ciirj.^TOPH,

;

Hamburg, having

ajipointed him his vice-capellremoved in 1710 to Darmstadt, and
in the same year was promoted to the capellmeistership on the death of Briegel.
Here he
did much to elevate both sacied and dramatic
music, and greatly improved the court iierformauces, the excellence of which is mentioned by
Telemann.
In 1723 he was proposed, together
with Bach and Telemann, for the post of cantor
at the Thomasschule (when Bach was elected),
hut he preferred remaining in Darmstadt.
In
1750 he lost his sight, a gr'eat trial to so active
a man, and died May 10, 1760, in his seventymeister, he

eighth year.

Graupner worked almost day and night he
even engraved his own pieces for the clavier,
many of which are very pleasing. Of liis operas
the following were produced in Hamburg
'Dido' (1707), 'Die Lustige Hochzeit (with
Keiser, 1708),
Hercules und Theseus' (1708),
Antiochus und Stratonice (1708),
Bellerophon' (1708), and Simson (1709).
[Three
operas, written for Darmstadt, are mentioned
'Berenice und Lucio
in Riemann's Lerilcm
Telemach (1711), and Bestandigkeit
(1710),
After this he wrote
be-siegt Betrug
(1719)].
Between the
only church and chamber music.
years 1719 and 1745 he composed more than
;

:

'

'

'

'

'

'

'

'

:

'

'

'

'

1300 pieces for the service in the Schlosskirche
Darmstadt figured chorales, pieces for one
and more voices, and chorales with accompaniment for organ and orchestra. The court
library at Darmstadt contains the autograph
scores and the separate parts of these, which

—

at

were printed at the Landgi-ave's expense Superintendent Lichtenberg furnished the words.
The
;

same library
for different

also contains in

MS.

instruments in score

concertos
eighty over-

fifty
;

one hundred and sixteen symphonies
and trios for different instruments
in various combinations, mostly in score
six
sonatas for the harpsichord with gigues, preludes.
tures

;

;

several sonatas

;

GRAVE

220

GREAT ORGAN

and

fugues.
Of his printed works there also
exist eight 'Partien' for the Clavier dedicated to

Ludwig of Hesse (1718)
Monatliche
Clavier- Fniclite,' consisting of preludes, alleniandes, courantes, sarabandes, minuets, and
gigues (Darmstadt, 1722) and Die vier JahresErnst

'

;

'

;

zeiten,' four suites for clavier (Frankfurt, 1733).

We

must

also

mention his

'

p. 410, and a list of the operas
written for Hamburg will be found in the same
author's Mtislk. Patriot.
c. F. p.

EJireiqyfortc,

GRAVE. One of the slow Tempos, indicating
perhaps rather character than pace.
As familiar
instances may be given the opening movement of
the Overture to the Messiah the short Choruses
in plain counterpointin Israel in Egypt
And
Israel saw,
'He is my God, etc.
the two
recitatives, 'As God the Lord,' in 'Elijah'; 'The
nations are now the Lord's,' in 'St. Paul' 'What
ailed thee' in the 11 4th Psalm; the Kex
tremendae in Mozart's Requiem
the Introduction to Beethoven's Senate Pathetique, and that
'

'

'

'

'

—

'

;

;

'

'

;

to the Prison scene in 'Fidelio.

GRAVE MIXTURE.

g.

GRAVICEMBALO. An Italian corruption of
the term Clavicembalo^ a harpsichord.
A. -J. H.
GRAY, Alax, born at York, Dec. 23, IS.'JS,
was educated at St. Peter's School, York, and
Trinity College, Cambridge.
He took the
degrees of LL.B. in 1877, of LL.M. in 1883, of
Mus.B. in 1886, andMus.D. in 1889.
He was
at first intended for the legal profession, but
after studying with Dr. E. G. Monk devoted
himself altogether to music.
He was appointed
musical director at Wellington College, in 18S3,
and held that post till 1S92, when he succeeded
Stanford as organist of Trinity College, Cambridge, and conductor of the Cambridge University JIusical Society.

The first of his compositions to obtain an important hearing was The Widow of Zarephath,'
York Minster, 1888. His cantatas are as follows
Arethusa," Leeds Festival, 1892
'The Legend
of the Ruck Buoy Bell,' Hovinghani Festival,
1893
'The Vision of Belshazzar, Hovingham,
1896 'A Song of Redemption,' Leeds Festival,
1898.
An Easter ode (1892), and a Festival
Te Deum (1895), have not been published, nor
has a Coronation March played at the Hovingham Festival of 1902. An andante and
'

:

'

;

'

;

;

'

violin, and violoncello,
were played at one of the Broadwood concerts
in January 1903
and two quartets, one for

allegro for pianoforte,

;

strings

alone,

the

other

for

pianoforte

and

MS., like a sonata for
pianoforte and violin, and various slighter pieces.
Four organ sonatas were published in 1889,
and an allium of four songs are of still earlier
strings,

are

still

in

series).

A

cantata,

'

Odysseus among

M.

Organists.

GRAY

& DAVISON.

Robert Gray estab-

London in 1774, and
was succeeded by William Gray, who died in
In 1837-38 the
1820, and then by John Gray.
firm was John Gray & Son, after which John
Gray took Frederic Davison into partnership.
Gray died in 1849, but the name of the firm
lished an organ factory in

address being 6 Pratt
the many organs
erected by these makers all over the country,
we may mention those in the Crystal Palace
remains,

the

N. W.

Street,

ford

;

Amongst

orchestra), St. Paul's,

Pancras,

St.

present

Wilton Place, and
Magdalen College, Oxand the Town-Halls of Leeds, Bolton,

Handel

London

;

and Glasgow.
In 1876 they took up the business ofRobson,
and have also a factory in Liverpool, having
V. DE P.
succeeded Bewshur in that town.

GRAZIA, CON; GRAZIOSO

An

organ -stop consisting chiefly of pipes representing the lower or
more grave of the partial tones, overtones, or
harmonics.
t. e.

'

(modern

the Phoeacians,' has not yet been performed.
Dr. Gray is a fellow of the Royal College of

Neu vermehrtes

'

Choralbuch (Frankfurt, Gerliardt, 1728). Graupner's autobiography is printed in Matthesou's

'

Three groups of part-songs have been
written for the Magpie Madrigal Society, and
some are published in the series called Avion
date.

(Ital.), 'grace-

fully.'

GRAZIANI, Francesco, born

at

Fermo,

April 16, 1829, a singer who appeared in London
first at the Royal Italian Opera in 1855.
(He
had previously sung in Italy, and in Paris from
He made his debut in the Trovatore,'
1855.)
then also produced here for the firsttime. In this
the song
II balen " exhibited to its best advantage one of the most perfect baritone voices ever
bestowed on mortal.
Such an organ as his is a
golden inheritance
one, however, which has
tempted many another beside himself to rely
too exclusively on Nature' (Chorley). Graziani
continued to sing in London and Paris, with
almost undiminished powers, for many years.
His voice, though not extensive downwards,
had beautiful and luscious tones, reaching
as high as G, and even A.
He appeared
witli great effect as Nelusco in the
Africaine
when that opera was first produced in London
in 1865.
'

'

'

'

;

'

'

His brother, LoDOvico, born at Fermo in
August 1823, was a dramatic tenor, for whom the
partof Alfredo in 'Traviata' was written. Hesang
in Paris, London, and Vienna in about 1858-60
with great success, and died at Fermo in May
1885.

J.

GREAT OCTAVE.
GREAT ORGAN.

M.

See C, vol. i. p. 433.
This name is given, in
modern instruments, to the department that
generally has the greater number of stops, and
those of the greater power, although occasional
exceptions are met with as to one or other of these
particulars
as when a Swell of more than proportionate completeness, or a Solo organ, composed of stops of more than the average strength
of tone, forms part of the instrument.
;

GREAT ORGAN

GREATHEED

il

The use of the term Great Organ in England
can be traced back for upwards of 400 years.
In
the Fahrick JioIIs of York Minster, under date
'To brother
1469, the follownig entry occurs

We have seen tliat some of the large churches
had two or even three organs in the choir, located
in various convenient positions, and employed
separately on special occasions.
But the idea

constructing two pair of bellows tor the
great organ, and repairing tlie same, 155. 2d.'
English Organs at that period, and for nearly a
century and a half afterwards, were invariably

of placing the small organ close to

'

'

:

John

—

for

manual instruments. This is clearly intimated in numerous old documents still in
existence.
Thus the churchwardens' accounts of
St. Marj-'s, Sandwich, contain the following four
memoranda: '1496. Payd for mending of the
single

—

organys,

lyfell

to

mend

still

:

—

iij.s\

iv^^.

'
'

Item, for shepsk^'n

the grete organyse, iijf?.
More clearly
1502.
Paid for mending of the girt
'

'

organ bellowis and the small organ
Vf^.'

'Item,

ganys,

ijrf.'

belloivis,

a shepis skyn for

for

both or-

'

great organ

'

in the choir, a

in the Chapel of St. George,
in that of St.

'

pair of organs'

and another pair
'

At Durham there were

Edmund.

two 'great organs,' as w'ell as a smaller one, all
in the choir
and an interesting description has
been preserved in Davies's Ancient Bites and
;

front of

and a

—
'

'

*

the altar."

The great organ was doubtless
'

'

wliile

fixture,

the

'

small

'

in all cases a

one was movable

;

and it is pileasant to notice the authorities of
more opulent or fortunate churches helping the
custodians of smaller establishments by lending

them a

'

versaries.

pair of organs for use on s[)ecial anniAn early instance of this good custom
'

mentioned in the York records of 1485
'To John Hewe for repairing the organ at the
altar of B. V. M. in the Cathedral Church,
and for carrying the same to the House of the
Minorite Brethren, and for bringing back the
same to the Cathedral Church. 13.5. 9rf.' A 16thcentury entry in the old accounts of St. Maryat-Hill, London, states the occasion for which
the loan of the organ was received:
'1519.
For bringing the organs from St. Andrew's
Church, against St. Barnabas' eve, and bringing
them back again, vt?.
is

:

—

manner

the

in

'

'

in the following extract:
'a.d. 1613.
All the
materials and workmanship) of the new doubleorgan in the Cathedral Church of Worcester by

Thomas Dalham. organ-maker, came

front) are spiecified.

—
the Cryers, — stood

From

are still extant.

which the greate Organ and the greate and
litel Organs
are mentioned in these entries, it
seems clear that the union of the two was a recent
device.
Seven years later Dallam built an
instrument for "Worcester Cathedral, the two departments of which were referred to collectively

on the north side of
the choir, being never play'd U]ton but when
the four doctors of the church were read.'
The third pair were daily used at ordinary
service.'
Reverting to the York records of the
15th century we hud express mention of 'the
large organ in the choir,' and 'the organ at
called

'

—

—

The name

—

—

;

Monuments of tlie Monastical and Cathedral
Church of Durham, 1672, of the position of two,
and the separate use to which these several organs
were appropriated
One of the fairest pair of
the three stood over the quire door, and was only
opened and play'd upon on principal feasts.'
'The second pair, a pair of fair large organs,
;

the large

little

—

1606,'

was no uncommon circumstance before the
Reformation for a large or rich church to possess
one or even two organs besides the chief one.
Thus at Worcester Cathedral there were, besides
It

the

— in

below it,
with
mechanism so adjusted that the two organs could
be rendered available for use by the same player
and on the same occasion, in fact, of combining
them into a two-manual organ, does not seem
to have been conceived in England luitil about
the beginning of the 17th century
and among
the earliest artists who effected this important
improvement ap]>ears to stand Thomas Dallam.
This builder made an organ for King's College
Chapel, Cambridge, the accounts of which,
entitled, 'The charges about the organs, etc., fiom
the 22nd of June 1605, to the 7th of August
one,

'

Chayre organ

'

is

to

£211.'

also given to the

At length, in the contract for the
York Cathedral Orga'n, dated 1632, we find the
word great applied to an organ as a whole
smaller one.
'

'

touchinge the makeinge of a great organ for the
said church,'
although farther on in the agreement a great organ and chaire organ (in
*

—

'

'

'

'

E.

.j.

H.

GREATHEED, Rev. Samuel Stepeen.son,
was born near Weston-super-Mare, Somersetshire, on Feb. 22, 1S13.
He received his first instruction in harmony from Mr. W. Chappell Ball,
organist of St. Mary's, Taunton.
In 1831 he
entered at Trinity College, Cambridge, where
he graduated B.A. as Fourth Wrangler in 1835,
and was elected to a Fellowship in 1837.
In
1S3S he took the M.A. degree, and was ordained
by Bishop Allen (of Ely), and in the same 3'ear
vacated his Fellowship by marriage.
In 1838
and 1839 Greatheed sjient about six months
in Berlin, where he studied music under G. W.
Schwarz.
In 1840 he was appointed to the
Curacy of West Drayton, Middlesex, and in
1862 to the Rectory of Corringham, Essex.
He began to study counterpoint systematically
in 1844.
His published works are as follows
Te Deum,' composed upon the original melody
'Benedictus,' 'Magnificat, 'and 'Nunc Dimittis,'
upon the eighth tone ten anthems
Enoch's
Prophecy,' a short oratorio, performed by the
Harmonic Union, June 11, 1856
music to
Hymn of Boyhood
Bishop Coxe's
oi'gan
fugue in the Dorian mode;
Quam dilecta,'
varied for the organ
the English Gradual,
:

—

'

;

'

;

;

;

'

'

'

;

;

GREATOREX
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GRECO

containing the plain-song for the Holy Cotn-

nmuion,

etc.

melodies

;

and some

;

many harmonies

to old

a few original chants and
pieces for domestic use.

Church

hymn tunes
He is also
;

the author of 'A Sketch of the History of Sacred
Music from the earliest Age,' which appeared in
the Church Builder (1876-79), and a 'Treatise
on the Science of Music in Stewart's Teacher's
Assistant (1878-79).
w. b. s.
GREATOREX, Thomas, son of Anthony
Greatorex, of Riber Hall, Matlock, was born at
North "Wingfield, near Chesterfield, Derbyshii-e,
on Oct. 5, 1758.
In 1772 he became a pupil of
Dr. Benjamin Cooke.
In 1774, at a performance of sacred music in St. Martin's church,
Leicester (of which liis sister was then oi^ganist),
on occasion of the opening of the Leicestershire
Infirmary, he had the good fortune to make the
acquaintance of the Earl of Sand\\4ch and Joah
'

him to become an inand in 1774, 1775, and 1776,
he assisted at the oratorios which were given at
Christmas, under Bates's direction, at his lordship's seat, Hiuchinbrook House, near HuntingBates.

mate

don.

The

earl invited

of his house,

On

the establishment of the Concert of

Ancient Music in 1776 Greatorex sang in the
chonrs.
In 1781 he \vas appointed organist of
Carlisle Cathedral, a post which he held until
about 1784, when he resigned it andwentto reside
at Newcastle. In 1786 he went to Italy, returning home through the Netherlands and Holland
at the latter end of 1788'.
At Rome he was
introduced to the Pretender, Charles Edward
Stuart, with whom he so ingi'atiated himself as
to induce the Prince to bequeath him a large
quantity of valuable manuscript music.
On his
return to England Greatorex established himself in London as a teacher of music, and soon
acquiredavery extensive jiractice. On the retirement of Bates in 1793 he was, without solicitation, appointed his successor as conductor of the
Concert of Ancient Music.
In 1801 he joined
W. Knyvett, Harrison, and Bartleman in reviving the Vocal Concerts.
In 1819 he was chosen
to succeed George Ebenezer Williams as organist
For many years he conof Westminster Abbey.
ducted tlie triennial musical festivals at Birmingham, and also those at York, Derby, and elsewhere. Greatorex publishedacollectionof Psalm
Tunes, harmonised by himself for four voices,
Besides
and a few glees and harmonised airs.
these he arranged and composed orchestral accompaniments to many pieces for the Ancient and
Vocal Concerts, which were never published.
His knowledge was by no means limited to music
he was well skilled in mathematics, astronomy,
and natural history, and was a fellow of the
Royal and Linnfean Societies. He died July IS,
1831, and was buried in the West cloister of
;

Westminster Abbey.

w.

h. h.

GREAVES, Thom.-ss, alutenist, published in
1604, a work entitled Songs of Sundrie Kindes;
first Aires to be sung to the Lute and Base
'

Violl.

and

Next, Songs of Sadnesse, for the Viols
Lastly, Madrigalles for five
consists of twenty-one pieces

Voyces,
Voyces.
It
'

;

On the titlesongs and six madrigals.
page the composer describes himself as Lutenist
to Sir Henrie Pierrepoint, Knight,' to whom he
Nothing is known of his
dedicates his work.
'^'- H. H.
biography.
GREBER, Jakob, born in the latter half
of the 17th century, came to London with the
fifteen

'

Margarita de

singer,

the

and produced at

I'Ejiine,

Haymarket Theatre an

'

Indian pastoral

'The Loves of Ergasto,' April 24, 1705.
This had already been composed to an Italian
libretto, for the Court Library at Vienna conGli amori d' Ergasto,'
tains a MS. score of
called

'

A
dated (in the QucUen- Lcxil-tni) about 1701.
later opera, The Temple of Love,' produced in
London in 1706 as the work of Greber, is
rightly ascribed by Hawkins to the doubleSee his History, vol.
bass pjlayer, Saggione,
V. p. 136, and Burney's Hist. (iv. 200, 202).
Various cantatas for solo voice, with accompaniment of various instruments, are in existence at Berlin, Rostock, and the Fitzwilliam
Museum at Cambridge. (^Quellen-Lexikon.)
'

GRECHANINOV, Alexander

Tikhono-

composer, born Oct. 26/13, 1864, in
Moscow.
He studied the piano under Safonov
at the Conservatoire of his native town, but
quitted it in 1890, afterwards joining the sister
Here he cominstitution at St. Petersburg.
pileted a course of theory and composition under
Rimsky - Korsakov (1893).
Grechaninov is a
prolific composer of vocal music.
His published
works include Nineteen songs with pianoforte
accompaniments, opp. 1, 6, 7, 15, 20 a musical
picture for bass solo, chorus, and orchestra
twelve choruses, opp. 4, 10, 11, 12, 16
pieces
viCH,

:

;

;

;

for pianoforte and for violin
several sacred
works and a string quartet (No. 1, op. 2),
which took the prize of the St. Petersburg
Chamber Music Society, 1894. Amonghisunpuljlished works are a symphony in B minor, op. 6
;

;

;

string quartet (No. 2, op. 14)
elegy for orchestra, op. 18.
Grechaninov has also written
;

incidental music to several pla3-s, and an opera
entitled Dobrinya Nikitich.'
R. K.
'

GRECO

(Grecco

or Gkiei o), G.aetano, born

at Naples about 1680, pupil of A. Scarlatti,
whom he succeeded in 1717 as teacher of composition in the Conservatorio dei Poveri, where

he had Pergolesi, Durante, and Vinci for his
pupils.
From thence he passed to the Conservatorio di San Onofrio.
The date of his death is
unknown. None of his music appears to have
been printed in his lifetime, and only a very
These are almost
few pieces are known in MS.
entirely

for

harpsichord,

and a selection of

them, from a MS. in the Brit. Mus., was edited
by Mr. J. S. Shedlock, and published by Novello
& Co. See the publications of the Int. Mus. Ges.
Zeilseh. i. 41, and Sammelbiinde, i. 331.
g.
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GREEK MUSIC. In treating the theory of
Ancient Greek Music we shall follow the lines
laid down by Aristoxenus, the greatest of Greek
theorists, and proceed from the sinqile musical

by minims, the indeterminate passing notes by

facts of concords to the comjilex
scales,

modes, keys,

A. Concords.

phenomena

of

etc.

— The whole material of musi-

by the scales and a scale
In the
ultimately determined by concords.
concords, then, we touch the beginnings of all
music, and in the scales we have the potentiality of its highest achievement.
A concord contains two elements, a relation
and a direction of the relation that is, in every
concord there are two related notes, and one of
them is more fundamental, more akin to the
The ancient Greeks retonic than the other.
cognised as concords or concordant intervals
{5iacrTr)/j.aTa (TviJ.(pwva) the founilation of a note
(1) on its fourth above, (2) on its fifth below,
(3) on its octave above, (4) on its octave below.
cal art is supplied

;

is

;

Thirds and sixths were discords {oiaipipivcL) for
the Greek ear.
The elementary scale {avaTTDxa)
B. Scales.
is the tetrachord which is built on assumption

—

—

(1) The smallest conthe fourth (rb Sia TUTTapwv), with the
upper note as tonic (2) this space cannot be
divided by more than two intermediate notes
(3) no interval smaller than a quarter-tone
(Si'effis l\axi(TT-q) can be produced or discrimin(i) in the division of a fourth, when the
ated
upper note is tonic, the lowest interval must
be equal to or less than the middle, and less
than the highest.
The recognition of these

of the following rules:

cord

is

;
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The three -close-lying lower notes,
occurring only in the Enharmonic and Chromatic
(marked by a bracket in the above example),
were called the Pycnum (to wvKvbv'^. At a later
period the Diatonic genus dis}ilaced the others.
The Enharmonic is no monstrosity, nor is the
smallness of its intervals in itself an objection.
crotchets.

We

cannot appreciate them because we have

But its fatal defect is that its
notes cannot be determined by the principle of
concord (see Plutarch, de Musica, cap. 38,
1145 B).
Starting from A we can determine
JiA by the series of concords

lost the habit.

tlEE

xA

but

cannot be thus determined.
scales are produced by the

The more ample
collocation of

two or more of these tetrachords.

—

Tetrachords can be collocated (1) by covjiniciion (avi'afprj), in which case the highest note of
the lower tetrachord coincides with the lowest
notes of the upper tetrachord.
Hence the Heptachord scale

Heptachord Scales in the Three Genera
"vvxTH THE Names OF the Individual Notes.

;

Enharmonic.

;

an infinite variety of possible determination of the inner notes of the tetrachord
but three are taken as typical, and the classes
represented by these types are called the gctura
(yifv) of niusic, the Enharmonic, the Chromatic,
and the Diatonic
rules leaves

3=2* rJ^
Chro-

=e£FE

"!_

MATIC.

>>

;

$J^^Diatonic.

Scheme

of the

Enharmonic Tetrachord Scale
of the Tonic A.

>>

^i=§

=3^=*=

highest chord
signifies the
highest in its position on the instrument),
Parhj'pate signifies 'next the highest,' Lichanns 'forehnger,' Mese 'middle,' Trite 'third,'
'

'

(i.e.

of the

Chromatic Tetrachord Scale
A.

of the Tonic

^

Paranete

'next

the

lowest,'

Nete

'lowest.'

disjunction (Sidfeufis), in which case a
tone separates the several tetrachords from one
Hence the old Dorian Enharmonic
another.
(2)

=**=

By

scale (see Aristides Quintilianus, ed.

of the Diatonic Tetrachord Scale

Scheme

-^='JEEE:^

The name Hypate

*
Scheme

^^

p.

21, L

Meibom,

15)—

of the Tonic A.

m

^

which it
The
sharpened by a quarter-tone.
fixed bounding notes of the scale are denoted
(The sign x
is

prefixed

is

signifies that the note to

E^E

By

and disjunction.
non-modulating scale such as
that sup]>lied by the white notes of onr keyed
(3)

Hence

alternate conjunction

results a

GREEK MUSIC
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instruments.

The octachord

GREEK MUSIC

scales are

exem-

plifications of it

OcTAOHOKD Scales in the Three Genera
WITH THE Names of the Individual Notes.

in order to obtain such different segments.
In
this way these segments obtained a certain

importance and gwrtsi-independence, and were
called modes {rpbiroi or dd-q).
The schemes and
names of the modes were as follows

Enhak-"]
MONIC.

MiXOLYDIAN.

!

=^

5=3^1^^

--^^:r-^.

Enha r-iMONic

TONIC

\ tone \ tone ditone \ tone \ tone ditone

Chromatic
Chro-

J tone

"^

n

^g=g^Egi ^

=^"

=^

tonic

tone 1^ tone

A-

tone ^ tone 1^ tone

^

Diatonic
J

tone

1

tonic

tone

tone

tone

tone

tone

l-

Dta.

tone

I

tone

Lydian.

TONIC.

Enharmonic

tonic

J tnne ditone J tone J tone ditone

Chromatic
'beside the middle.'
The
last of these methods of collocation practicallydisplaced the others, for it alone was nmsically
satisfactory.
The octachord scale alone has a

Paramese

tone

I

signifies

permanent tonic

^

I

tone

J tone

tonic

tone \\ tone \ tone J tone \\ tone

Diatonic

j

tone

^ tone

tonic

tone

tone

J tone

tone

tone

I

tone

tone

^

the others modulate, to use
our term, one into !;he flat, the other into the
;

sharp keys.
Delicient scales are also

pander's scale

and Nicomachus,

common,
Prohl.

Aristotle,

(see
ed.

Meibom,

e.g.

Phrygian.

Ter-

xix.

32,

Enharmonic

ton tc

ditone \ tone J tone ditone

p. 7)

Chromatic

by omission of one
and the q
-j-j^^-j—
enharmonic scale of Olympus,
a trichord obtained by omission %J~~
of one note of the tetrachord. For other deficient
scales see Aristides Quintilianus, ed. Meibom,

Diatonic

p. 21.

EnHA RMONIC

note of the octachord

;

^—

{a) Form of the Modes.
If in the
C. Modes,
indefinitely prolonged scale arising from the
third method of collocating tetrachords we seek

segment capable of supplying the notes for
the first phrase of Voi che sapete we find it
in the segment
for a

tone

\ tone \ tone

tokic

\h tone I tnne i tone 1| tone

a heptachord scale obtained

tone

I

tone

I

\ tone \ tone

tonic

tone

^ tone

tone

tone

I

^ tone

tone

Dorian.
tonic

\ tone 1 tone ditone

Chromatic

I

tone

i tone \ tone ditone

tonic

\ tone \ tone 1^ tonel

tone

tone ^ tnne IJ tone

h

'

'

tone

tfine

A tone

tone

tone

i tnne

tone

we wish to render the opening phrase
'Deb vieni, non tardar/ we are obliged
abandon that segment, and adopt the fol-

Diatonic
i tone

tonic

tone

tone

If again

of
to

|

tone

^-

tone

tone

tone

Hypolydian.
Enharmonic

tonic

\ tone ditone

I

tone

\ tone \ tone ditone \ tone

lowing
tone

tone

J tnne

tone

tone

tone

^ tone

ISTow, since Greek instruments were limited in
compass, difierent instruments or different
tunings of the one instrument were necessary

Chromatic

tonic

\ tone 1^ tonel

Diatonic
tone

tone

J tone J tone IJ tone ^ tone

tonic

tnne

[

tone

\

tone

tone

tone

J-

tone
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The

Seven' Modes (in the Diatonic Genus)
kepresented in their relations of fitch.

Enharmonic

Mixolydian.
tone

ditoiie

J tone ^ tone ditone J tone J tone

I

^EE0=^
^^-

=g^^=^|5=^

Chromatic
Toyic

1^ tone! tone

tone

I

tone

J tene

i

tone

J-

tone

tone

^ tone

tone

=?=

EgEEi^^E^ZEe_=

tone 1} tone i tone A tone

pl=S=2=2:

5="f=^|2=

--^-

eIe

Dorian.

TONIC

z3^g^S^^_E^=:^&=
Hypodoriax.
Enharmonic
tone

J

tone J tone ditone J tone ^ tone ditone

HYPOPaP.VOIAN.
TON IC

^g-^^j^^^^^g

Chromatic

Eg

Toyic

tone

i tone ^ tone lA tone ^ tone ^ tone 1^ tone

HVPODORIAN.

^=g^^g^y^^

TONIC
I

tone

i tone

tone

tone

i

tone

tone

^^^ ^
=5=SS^

gr

;

tone

From this table it appears that the Hypodorian with its tonic
is the lowest of the modes,
and the Hypoplirygian, Hypolydian, Dorian,
Phrygian, Lydian, and Mixolydian follow at
intervals respectively of a tone, a tone, a semitone, a tone, a tone, a semitone.
Developed Art called for a more
D. Keys.
ample scale than the octachord. This was obtained by the addition of tetrachords above and
below, so as to form the following type

F

—

Modes.
It is a law of Greek
music (see Aristotle, Problems, xix. 20) and
indeed in the absence of harmony a natural
that the Mese or Tonic must be the
necessity
predominating or constantly recurring note in
Therefore every mode will take
every melody.
its pitch-character from the position the Mese
Thus the Mixolydian
or Tonic occupies in it.
is intrinsically high-pitched because, since its
tonic lies near its upper extremity, in any
melody written in that mode the upper notes
Hence we understand
will be predominant.
Aristotle's statement (Politics, v. (viii.) 7. 1342
b 20) that certain low-pitched modes suit the
they would not
failing voices of old men
have to use their higher notes so much as their
(b) Pitch of the

—

—

—

lower.

From

—

:

MENON

H^-pat6n

The

several tetrachords in

tively Hypati^in, or

lowestnotes.

non

this intrinsic pitch-character arises the

HyPERBOLAEON

DiAZECG-

'

it

were called respec-

of the highest

Meson or

'

'

strings,

i.e.

of the middle, 'Diazeugme-

or of the disjunct,' Hyperbolaeon or of the
extreme.
In this scale was further incorporated
a tetrachord united by conjunction to the tetrachord Meson at its upper extremity, and called
Synemmenon or of the conjunct,' and the resulting scheme was known as the complete scale
'

'

'

relative determination of the pitch of the modes.

Since e.g. the Lydian ilese or Tonic (diatonic)
a tone and a half from the top, and four and
a half tones from the bottom of the Lydian
mode, while the Dorian Tonic is three and a
half tones from the top, and two tones and a
half from the bottom, of the Dorian mode, it
follows that the Lydian mode is two tones
higher than the Dorian.
The follo«'ing table illustrates the pitch
relations of the modes, but it is to be observed
that the particular limits of pitch
is

:

here assumed are arbitrary.

'.

^ 5^

'

{a-va-Trifia.

rfteioi-).

The important

result

of

was that the modes (as given in
0), being all extended to the same type, their
independence of form was thereby cancelled
The subsethe modes became mere kej's [tovol).

this extension

;

quent addition of eight keys with their tonics
in the spaces left vacant by the tonics of the
seven

already existing yielded the following
scales (see Alypius, ed. Meibom)

complex of

:

Table of Fifteen Keys with their Dotation.
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H^tatOn.

n *
f"

Enharmonic.

1

F

MEsftK.

Sy»emmf,f6n.

DiezeU(;men6i;.

T n

M

^ 1 U

D

n

A

bu

\

Z

A 1

X\

HttekbolafaIn,

M' A' H' r
H' ->]'>' N'

Table of Fifteen Keys %vith their Notation
HtPAT6n.

MESON.

— continued.

22'i

IHEZEUOMEKuN,

S-i-NEMUEHON.

^ 1

HtFEBB0LAE6N.

O'
K'

K' H'
A' >'

/

\

A
3

e A T

Enharmonic.

m

^

§
,

E^^ :2«z
zt

-W=

7

1

R

V

C

P

n

I

I-

r

L

L

C

u

D

<

c
c

p

n

^=^

-,

m-

\!

^Q

:^-gS=laerz^zi|5=

7

1

V

H

r

L

^1^^

I

>

V

E?^-^
ts^

7

T

R

4>

P

M

I

H

r

L

F

u

n

<

Enharmonic.

V

r|5)=5;S=

H U Z E
> Z C U

©

^p

E^EE^

^

H U Z E A
> Z E U 3

r

& A 1
M -< K <'

=5t

ruzfl^ EU'&A

VNZCUZMX

I'

E^EE^
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Table op Fiftees Keys with their Notation
HypatOn.

U
8

M
R

MesOn.

W H

y

h 3

H

— continued.
DlZZEUGMENflN.

SvyEMMENflN.

C

HyPERDOLAEOW.

K H Z A
K A > E \

5|<

X

Table of Fifteen Keys "with their Notation

3

8

9
H

N>J

-

b

E

h-

— coniinucd.

SynemmenAn.

MeslIn.

HY^AT^^^^

O *

Y

n

M

F

b.

3

n

^1

22!>

Diezf.ikjmemOn.

c
c

p

M

u

n

Hypkr-bot.a'kOn.

o r u
< V N z
I

ENHARMONIC.

Tn*YnMAHr
ic Fl>-cn<>N
—

In the scheme of the
E. Ptolemy's Modes.
mathematician Claudius Ptolemaeus (ii. 140-160
a.d) the fifteen keys were again reduced to seven
modes, and a new nomenclature according to position ((card Biaiv as opposed to the old nomenclature Kara Biva/xiii 'according to function ')
was introduced, by which notes took their names
from their mere pilace in any particular mode
e.g.

—

;

Kara deat
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Mode.

(a) In the Dorian

A

with

Kara

Svva.fj.i.v. "Z

^

with

5=i

G

with
$

as tonic.

In

(c)

e

as tonic.

In the Phrygian Mode.

(b)

F

tlie

Lydian Mode.

as tonic.

But apart from its inherent improbability,
tlie following arguments may be adduced against

i

this theory.
(1) There is absolutely no reference in the
ancient Greek authorities to any such modal
distinction (see Monro, Modes of Ancient Greek
Music).
(2) All the analysis of the Greek authorities
reduces scales to tetrachords of the form

—

F. Tonality and Modality.
The most
vexed question presented by Ancient Greek Music
is that of its tonality or modality. Modern music
exhibits two modalities, that of our major and
The major and the
that of our minor mode.
minor scales differ from one another essentially
in this that each admits note-relations tliat the

Thus the im'itiediate relation
other excludes.
not resolved into any other relaof CJt to A
to
is essential
tions, since A is the tonic
the scale of A major, but is not to be found
For though Cjt and A
in the minor scale.
both occur in the minor scale of Fj, they are
there mediated by the relation of both to Fj
Similarly the immediate relation of
as tonic.
C to A, essential to the minor scale of A, is
not to be found in the scale of A major. Thus
difference of modality means a difference of
Does, then. Ancient Greek
note -relations.
nmsic admit differences of modality ? According to the account given above, it does not
and the only modality to be found in it resembles tliat of our minor scale without the

—

—

sliarpened leading note

$^

:

E^EIE E^^gFEg^]

it

of Westphal,

merely by their inle^tud pitchbeen commonly regarded as
so many modes differing from one another
in such a way as our major and minor modes

distinguished
relation)

differ,

have

that

is,

which they

in respect of tjie note-relations

include.

On

this view,

ample, the opening phrases of

King would
'

be

'

for

Chromatic and Enharmonic
which the extreme notes are
determined as notes fixed by concord, while
Such an
the intermediate notes are variable.
analysis would be radically false if modal
Thus
distinctions in the modern sense existed.
any analysis of our major scale of C would be
false that failed to recognise C and G as abso(and, of course,
equivalents) in

its

lutely determined notes.
(.3) Distinct ethical character

is

But it
the several Greek modes.
to them in virtue of their pitch.
modes
pitch.

differ in tonality,

It

major scale

attributed to
is attributed
If now the

they cannot

differ in

would be absurd to say that our
in general is higher or lower than

our minor.
(4) The Greek modes, as we have seen, are
regarded as severally suited for voices of different ages.
But differences of modality in the
modern sense would not account for tliis. In
what way is our major mode more or less
adapted to the failing voice of an old man than
our minor ?
G. Ethos.
The Greeks had a keen appreciation of the potent effects of music on the etlios
or mood, and through this on the character
and they are explicit as to the particular moods
evoked by particular kinds of music.
Thus
(Aristides Quintilianus, ed. Meibom, p. Ill)
Diatonic music was held to be manly and
severe, Chromatic sweet and plaintive, Enharmonic stirring and pleasing again (see Plato,
liepiiblic, iii. 39S E
Aristotle, Politics, v. (viii.)
5. 1340 a 38) high-pitched music was felt to

—

has been customary (see the works
Bellermann, Marquard, etc.) to
The
take quite another view of the matter.
modes called Lydian, Dorian, Phrygian, etc.
(which in tlie account given above have been

But

i^

ex-

God save the

;

;

;

be passionate and

low-pitched
licentious,

expressive of violent grief,
to be sentimental
and
moods attributed to the modes

music

The

depended on the

intrinsic pitch of the latter.
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—

H. Singing and Instrumental Music.
Music was pre-eminently song for the Greeks.
Instrumental music was mainly accompaniment
The rise and fall of the melody
of the voice.
corresponds in tlie main to the rise and fall of
the spoken words denoted by the accents, whicli
were marks not of stress but of pitch (see
Aristoxenus, ed. Meibom, p. 18, 1. 14).
Harmony in the modern sense of tire term
(as the musical relation of notes sounded
siviulUmeously) was rudimentary among the
Ancient Greeks, and consisted in an optional,
single-[iart accompaniment above the melody,
which latter not only was the predominant tune^
but also supplied in itself the unit}- and foundation which the bass and otlier parts so frequently supply in modern music.
Notations.
There are two sets of signs,
I.
one for the voice (tire irpper in the Table of

—

keys given in D), the other

the instrument.
The trrst are clearly the letters of the ordinary
Ionic alphabet
tire second have been explained
for

;

by Vincent and Bellermann

as

from

adapted

the cabalistic signs for the heavenly bodies, but
with more plausibility by Westphal as the first
fourteen letters of an old Doric alphabet.
These
fifteen characters (two forms of X are used), and

the letters from which they are taken, are as
follows

(5)

A

few instrumental exercises given by

Bellermann

The

Anonymus

in his

(Forstner, 1841) and Tonhiten und Musiknotcn
der Grieclun (Forstner, 1847)
Mai'quard's
;

Haniionisch-e Fragmente des Aristoxenus (Weid-

Westphal's Musik dcs Griechischen Alterthumes (Veit, 1883) and Aristoxenus
von Tarent (Abel, 1883)
ilonro's Modes of

mann, 1868)

;

;

Ancient Greek Music (Clarendon Press, 1894)
Macran's Harmonics of Aristoxenus (Clarendon
Press, 1902)
and Louis Laloy's Aristoxiine de
Tarentc (1904).
H. s. M.
;

;

GREEK PLAYS,
The great

Incidental Music to.
which has of late years been

interest

taken at the English Universities in the performances of Greek dramas in the original has
givenopportunity for the composition of choruses
and incidental music. As these works are of
some importance in the history of English music,
a list of them is here apjpended
:

The Agaraemnoii of Aeschylus The Ion of Euripides Cambridge,
Nov, 1890, Music bv C, Wood,
Oxford, June 1880. Music by
Walter Parratt.
The Frogs of Aristophanes Oxford, Feb. 1892.
Music by C.
The Ajax of Sophocles
Cam;

;

;

bridge, Nov. 28 to Dec. 2. 18S-2.
Music by Sir G. A. Macfarren.

The three notes of a Pycnum were denoted
by the same sign in different positions thus
\- = cl, S_= xd, and
H = id. The order in
which the several letters are employed has
;

received as yet no satisfactory explanation.

Remains of Ancient Greek Music.

The scanty remains
as follows

of Ancient

—

Greek music are

:

(1) Fragments of the music to 11. 338-344 of
the 'Orestes' of Kuripides. [These fragments con-

tain two difficulties of notation, a sign "L which
may signify the end of a bar, and a group of

three signs inserted in two places in the text,
of which may signify instrumental notes,
while the third (which resembles the first yiart

two

See pp. 427 ff.
of the figure 2) may mark a rest.
of Jf'isiei Scriptores Graeci, edited by von Jan
in the
(2)

Teubner

The

a column

Classics.]

inscription of Sikelus discovered on
near Tralles by ilr. AV. H. Ramsay.

[See Mnsi'-i Scriptores Orneci, pp. 450 fi. or
Monro's .l/orf« of Anronit CirceJ; Music, pp. 89,

133

if.]

Several fragments of hymns discovered
recently by the French arohseologists excavat[See Mosici Scriptores
ing on the site of Delphi.
(3)

Graeci, pp. 432

Modes

(pp. 94-96).

who

wishes to consult the original
authorities on Greek musical science will find
all the most important of them in Meibom's
Antiquae Musicae Auctores Septem (Elzevir,
1652) and Karl v. Jan's Musici Scriptores Graeci
(Teubner, 1895).
For the discussion of special
questions he may consult, among other works,
Bellermanir's Anonymi Scriptio de Musica
reader

;

HhE l-r^FCKn<CNZM
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ejf

ff.

or the appendix of Monro's

Aneient Greek Music.']

(4) Three hymns by Mesomedes, a musician in
[See Musici
the reign of the Emperor Hadrian.

Scriptores Graeci, pp. 454

ff.]

The Birds of Aristophanes
bridge. Nov. 27 to Dec,

Music by

C.

;

Cam1883.

1.

Hubert H, Parry,

H. H, Parry,

The Iphigenia
pides

;

in

Tauris of Euri-

Cambridge, Nov,

1894.

Music by C. Wood.
The Wasps of Aristjjphanes: Cam-

bridge. Nov. 1S97. Music by T.
of Aeschylus
Tertiua Noble.
Cambridge. Dec, 1 to 5. 1885.
The Agamemnon of .\eacbylns
Music by C, V, Stanford,
Cambridge. Nov, 16 to 21, 19O0.
The Alcestis of Euripides OxMusic by C. H. H. Parry.
ford, May 18 to 24, 1887.
Mmic
The Clouds of Aristophanes Oxby C, H, Lloyd.
ford. March 1 to 6, 1905, Music
The Oedipus Tyrannus of Sophoby C, H, H, Parry,
cles
Cambridge, Nov. 22 to 26,
1887, Music by C, V, Stanford,

The Euuienides

;

;

;

At Bradfield College various Greek plays have
been given, generally with music supplied by
C. F. Abdy Williams, and of a deliberately
The Birds was revived at Camarchaic style.
M.
bridge in Nov. 1903 with Parry's music.
GREEN, James, an organist at Hull, edited
'

'

A

Book of PsaJm-tunes, u-ith raricty of Anthems
four parts, 8vo, which ran through many
editions.
The fifth appeared in 1724, and in
the eighth, published in 1734, the title became
A Book of Psalmody, containing Chanting Tunes
in

for the Canticles and

the

reading Psalms, with

Anthems and a variety of PsaJm tunes
The eleventh appeared in 1751.
in fou.r parts.
[He lived in London in later life, and was a
great bell-ringer, having a belfry of his own at
"w. h. c]
the top of his house.
GREEN, Samuel, a celebrated organ -builder,
eighteen

born in 1740, studied the art of organ -building
under the elder Byfield, Jordan, and Bridge.
After commencing business on his own account
he erected many instruments in conjunction
with the younger Byfield, wdth whom he was
for some j'ears in partnership. Green became the

GREENE

GREENE

jnost esteemed organ-builder of his day, his instruments being distinguished by peculiar sweet-

Commendatore in Don Giovanni,' and the Duke
and in the
of Verona in Romeo et Juliette
autumn of the same year he made his first festival
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nessand delicacy of tone. Thereexistmore cathedral organs by liim than by any other builder
though most of them have been since altered and

;

He

enlarged.

erected those in the cathedrals

Canterbury, 1784
1779
Wells,
1786 Cashel, 1786 Lichheld, 1789 Rochester, 1791
and Salisbury, 1792 in Winchester
College chapel, 1780
St. George's chapel, Windand Trinity College chapel, Dublin
sor, 1790
in the following churches, chapels, etc. in London,
viz.
Botolph, Aldersgate
Broad Street,
St.
of Bangor,

;

;

;

;

;

;

;

;

,

t

;

Islington

Catherine-by-the-To\ver

St.

;

masons' Hall
Mary-at-Hill

The Magdalen

;

Free-

;

Hosjiital

;

St.

Michael, Cornhill
St. Olave,
Hart Street and St. Peter-le-Poor in the following provincial cities and towns, Aberdeen
Ardmok, near Manchester Bath Bolton-leChatham
Cirencester
Cranbourne
Moors
Greenwich Hospital Helston Leigh LoughNayland
borough
Macclesfield
Sleaford
;

St.

;

;

:

;

;

;

;

;

;

;

;

Stockport

(St. Peter's)

Walton

Wycombe

;

;

;

AValsall

;

;

;

at St.

:

Jamaica.

He

;

;

Tamworth

Wisbech

;

;

Tunbridge
and

;

Wrexham

;

Petersburg,

;

and Kingston,

also repaired the organ erected

by Dallam in 1632 in York Minster (destroyed
by fire in 1829) and that in New College,
Oxford.
Green died at Isleworth, Sept. 14,
1796. Although always fully employed he died
in straitened circumstances, and left little, if
any, provision for his family, having invariably
expended his gains in the prosecution of experiments with a view to the improvement of the
mechanism of the organ. After his death his
widow continued to carry on the business for

some

w. H.

years.

H.

GREENE, Hakry Plunket, son of Richard J.
Greene, Esq., of Dublin, born at Old Connaught
House, Co. Wicklow, June 24, 1865, was educated at Clifton College, and intended for the Bar,
but his voice was so fine that he determined to
enter the musical profession, and studied at Stuttgart(underHromada from 1883), Florence(under
Vannuccini), and London (under J. B. Welsh and
Alfred Blume). His first public appearance took
place in the Messiah' at the People's Palace, Stepney, Jan. 21, 1888 in the following March he
sangin Gounod's 'Redemption' at one of Novello's
'

;

Oratorio Concerts, and was soon engaged at all
the most important London concerts. For many
years lie has sung regularly at Boosey's Ballad
Concerts, but his more important appearances
were at the recitals which he gave jointly with
Mr. Leonard Berwick from the year 1893

onwards, in the course of which his artistic
interpretation of such great lyrical masterpieces
Dichterliebe and the songs of
as Schumann's
Brahms was justly admired. His sonorous bass
'

'

'

'

'

;

appearance at Worcester. Two years afterwards,
at the Gloucester Festival, his creation of the part
of Job in the oratorio of that name, written for

him by

Sir

Hubert Parry, made a profound

impression, and since then the same composer
has given the singer many other fin e opportunities
in extensive works as well as in lyrical songs.

Greene has made successful tours in German)',
America, etc., visiting the latter country for the
M.
first time in 1893.
GREENE, Maukice, Mus.Doc, one of the
two younger sons of the Rev. Thomas Greene,
D.D., vicar of the united parishes of St. Olave,
Old Jewry, and St. Martin, Ironmonger Lane
(or Pomary), and grandson of John Greene, Recorder of London, was bom in London about
1695iorl696. He received his early musical
education as a chorister of St. Paul's Cathedral,
under Charles King. On the breaking of his voice
in 1710 he was articled to Richard Brind, then
organist of the cathedral. He soon distinguished
himself both at the organ and in composition.
In 1716 he obtained (it was said chiefly through
the interest of his uncle, Serjeant Greene) the
appointment of organist to St. Dunstan's in the
'SVest, Fleet Street, and, on the retirement of
Daniel Purcell, in 1717, was chosen organist of
St. Andrew's, Holborn. Heheldboththoseplaces
until the following year, when, on the death of
Brind, he became organist of St. Paul's, and in
1727, on the deatli of Dr. Croft, organist and
Greene had a
composer to the Chajicl Royal.
strong admiration for the genius of Handel, and
and by adassiduously courted his friendship
mitting him to perform on the organ at St. Paul's,
;

which instrument Handel had an especial
had become very intimate with him.
Handel, however, discovering that Greene was
paying the like court to his rival, Buononcini,
cooled in his regard for him, and soon ceased to
have any association with him.
In 1728, by
the artifice of Buononcini, Greene was made the
for

liking,

instrument of introducing to the Academy of
Ancient Music a madrigal ( 'In una siepe ombrosa')
as a composition of Buononcini's.
This madrigal
was, three or four years later, proved to have been

composed by Lotti.
The discovery of the fraud
led to the expulsion of Buononcini from the
Academy, 2 and Greene, believing, or affecting to
had been unjustly treated,
carrying off with him the St,
Paul's boys, and, in conjunction with another
friend, Festing, established a rival concert in the
great room called
The Apollo at the Devil
Tavern near Temple Bar ; a proceeding which
believe, that his friend

withdrew from

it,

'

'

voice is of singularly beautiful quality, and his
interpretations are always thoroughly intelligent
In 1890 he appeared at
and well thought out.

'
In the pariah register of St. Oi.^ve's the entry of his death is
followed by the words aged GO,' thus couflrming the earlier dat« of
w. H. c.
birth.
2 A h.ard fate
for it is difficult to see th.at Buononcini was nior&
dishonest than Handel w.as when he included a fugue of Kerl's in
Israel in Egypt aa Egypt was glad." without a word to show that it.

Covent Garden in a few

was not his own.

parts, notably as the

:

'

'

'

GREETING

GREENE
gave rise to the joke, attribiitod to Handel, that
Toctor Greene had gone to the devil.' In 1730,
on the death of Dr. Tudway, Greene was elected
Professor of Music in the University of Gambridge, with the degree of Doctor of Music.
As
his exercise on the occasion he set Pope's Ode on
St. Cecilia's Day, altered and abbreviated, and
with a new stanza introduced, expressly for the
This composition
occasion, by the poet himself.
\vas performed at Cambridge at the Commencement on Monday, July 6, 1730. (A duet from it
is given by Hawkins in his Hidory^ chap. 191.)
In 1735, on the death of John Eccles, Dr. Greene
was appointed his successor as Master of the
King's band of music, in which capacity he
produced many odes for the king's birthday and
New Year's Day. In 1743 he published his
Forty Select Anthems,' the work on which his
reputation mainly rests.
These compositions, it
has been remarked, place him at the head of the
list of English ecclesiastical composers, for they
combine the science and vigour of our earlier
writers with the melody of the best German and
Italian masters who floiu'ished in the first half
of the ISth century' {Harmonicou for 1829, p.
In 1750 Greene received a considerable
72).
accession of fortune by the death of a cousin, a
natural son of his uncle, Seijeant Greene, who
bequeathed him an estate in Essex worth £700
Being thus raised to affluence he coma year.
menced the execution of a long-meditated project,
the formation and publication in score of a
collection of the best English cathedral music.
By the year 1755 he had amassed a considerable
number of services and anthems, wdiich he had
reduced into score and collated, when Ins I'ailing
health led him to beciueatlr by will his materials
to his friend Dr. Boyce, with a request that he
[See Boyce.]
Dr.
would complete the work.
Greene died on December 1, 1755,' leaving an
only daughter Katherine, who was married to
Dr. Michael Festing, Vicar of ^^'yke Regis,
Dorset, the son of her father's friend the violinist.
[Greene was buried at St. Olave's, Jewry, and
on May 18, 1888, his remains were removed to
St. Paul's Cathedral and placed beside those of
Boyce.
A portrait of Dr. Greene was in the
possession of Henry Festing. Esq., of Bois Hall,
Addlestone, Surrey, in May 1895.]
In addition to the before-named compositions,
Greene produced a Te Deum in D major, with
orchesti'al accompaniments, composed, it is conjectured, for the thanksgiving for the sup])ression
'

*

'

1745 a service in C,
composed 1737 (printed in Arnold's Cathedral
Music) numerous anthems some printed and
'Jephthah,' oratorio, 1737
others still in MS.
'The Force of Truth,' oratorio, 1744 a paraphrase of part of the Song of Deborah and Barak,
of the Scottish rebellion in

;

—

;

;

;

;

against the .'ird, not only hy the inscription on the coffin-plate (according to the A^ic.ar-Choral Book'.
but by the announcement in the Public Jdivrti.^f^ ot Wednesday.
On Monday night died at his house iu
Dec. 3, to the effect that
Beaufort Buildings. Dr. Maurice Greene,' etc.
1

The

d,^te is eatabliahed, as
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Addison's ode, The spacious firmament,'
Florimel or, Love's Revenge, dramatic pasto-

1732
'

'

;

;

'

1737
'The Judgment of Hercules,' masque,
1740; 'Phrebe,' pastoral opera, 1748; 'The

ral,

;

Chaplet,' a collection of twelve English songs
Spenser's Amoretti,' a collection of twenty-five
sonnets (1739)
two books each containing 'A
;

'

;

Cantata and four English songs'
Catches and
Canons for three or four voices, with a collection
of Songs for two and three voices'
organ voluntaries, and several sets of harpsichord lessons.
(See the QucUen-Lcx ikon.)
It must not be forgotten that Greene was one of the founders of
'

;

;

that most valuable institution The Society of
Musicians.'
[FE.STING.
See Mus. I'imes, June
1888, and Feb. 1903.]
w. H. H.
GREENSLEEVES. An old English ballad and
tune mentioned by Shakespeare ('Merry AVives,'
V. 5).
ii. 1
The ballad 'A new Northerne
dittye of the LadyeGreene Sleeves'
wasentered
in the Stationers' Register, Sept. 1580 (22nd of
Elizabeth)
but the tune is probably as old as
the reign of Henry VIII.
It was also known as
'

—

;

—

;

'The Blacksmith' and 'The Brewer' (Cromand was a great favourite with the CavaChapipell (from whose Popular Music of
liers.
the Ohicn Tunc the above is taken, Plate 3, and
pp. 227-233) gives the tune in its oldest form as

well),

follows:

m

Green

heart of

your com-pa-ny.

-

sleeves i^aa

gold,

my

Greensleevea 'was

delight,

and who but

A

my

all

my

joy,

Greensleevea was

Lii

-

dy

my

GreenBleeves.

Beggar's
modified version is found in the
Opera,' to the words Since laws were made for
ev'ry degree,' and the tune is still sung to
Christmas comes but once a year,' and to songs
with the burden Vhich nobody can deny.'
G.
GREETING, Thom.^s, was a teacher of the
flageolet in London in the latter half of the 1 7th
century, when the instrument appears to have
been played on by ladies as well as gentlemen,
as we gather from Pepys's Di'fa'^, which informs
us that in 1667 Mrs. Pepys was a jiupil of
'

'

'

'

He also taught Pepys himself. In
1680 " Greeting issued a thin oblong small 8vo
volume entitled Tlie Pleasant Companion ; or,
Greeting.

'

.

but no such

GEEGOIR
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Nexo Lessons and Instructions for the Flagelet^
consisting of eight pages of letterpress containing
Instructions for Playing on the Flagelet signed
by Greeting, followed by sixty -four pages of
music increased to seventy-two in the second
edition in 1682, printed from engraved plates.
The music is in a peculiar kind of tablature, dots
being placed in the spaces of a stave of six lines
to indicate which holes of the instrument were
to be stopped to produce each note.
The duration of each note is shown above the stave
in the same manner as in tablature for the lute.
The music consists of the popular song and dancetunes of the day.
The work was reprinted in
1682, 1683, and 1686.
w. H. H.

GREGOIR,

Mathieu Joseph, born

.JACQUE.S

at Antwerp, Jan. 18, 1817, made his firstappearance as a pianist in Dussek's B minor Concerto
when only eight years old. After the revolution of 1830 he was sent to Paris to study under
Herz, but his health obliged him to return to his
native country after a few years.
Subsequently
he went with his brother to Biberich, where he
studied with Rummel until 1837, when he returned to Antwerp.
His success as a performer
"Was very great, and some compositions other than
the numerous works written for his own instrument were favourably received. A 'LaudaSion,'
a cantata, 'Faust,' and an opera in three acts,
Le Gondolier de Venise,' were jtroduced shortly
before 1848, in which year he established himself for a time in Brussels.
After a year's work
as music-teacher in an English school at Bruges,
Many successful
he returned to Brussels.
concert-tours were undertaken by him in Ger'

many, Switzerland, and
Brussels, Oct. 29, 1876.

elsewhere.

He

died at

His pianoforte works

include a concerto, op.

100, several excellent
books of studies, besides fantasias and other
drawing-room pieces. He collaborated in several,

duets for piano and violin with Vieuxtemps and
Lfonard, and in several for piano and violoncello
with Joseph Servais.
His brother, Edouard Georges Jacques,
After the
•was born at Turnhout, Xov. 7, 1822.
journey to Bil:)erLch mentioned above, he apjieared
in London in 1841, with success, and in the
following year undertook a concert tour with the
sisters

MilanoUo

;

in

1847 and 1849

sevei-al of

his compositions were produced at Amsterdam
and in Paris, and after a short tenure of a musical

du Comte d'Egmont' (Brussels, 1851); 'Leidrama with incidental music (Brussels,
Willem Beukels,' Flemish
Feb. 13, 1854);
comic opera (Brussels, July 21, 1856), and 'La
nuit

cester,'

'

Two overBelle Bourbonnaise,' comic opera.
many part-songs for male chorus, numer-

tures,

ous works for piano, organ, and harmonium, to
the interests of which last instrument he was
particularly devoted, are also among his compositions.
His contributions to musical literature are scarcely less abundant than his musical

productions (see the long list in Riemann's
Lexikon).
He took an active part in musical
journalism, besides writing a number of essays

on

These

historical subjects.

though con-

latter,

taining much valuable material, are not always
trustworthy, as Gregoir was too much given
A
to accepting information from any quarter.
Histoire de I'Orgue published at Brussels in
1865, is perhaps the most useful of his literary
productions.

He

died

Wyneghem,

at

Antwerp, June 28, 1890.

GREGORIAN MUSIC

is

the

to a large collection of ancient

name

near
M.
given

ecclesiastical

music, which has been connected with the services and Service-books of the Roman Church
It is not the
ever since early Christian times.
only such collection.
Connected with the great
Church of Milan there is a similar collection of
Ambrosian Jlusic, and in other parts of Western
Christendom similar collections formerly existed.
Little has survived of African, Celtic, or Galilean
church music, apart from what has been incorpiorated into the Gregorian collection
but discoveries are bringing back to light large parts of
the ancient Spanish or Visigothic'or'ilozarabic*
'

'

;

'

music and rites, which were all but entirely
ousted by the Roman rites and their music before
the end of the 11th century, and are showing that
the Visigothic formed Avith the Ambrosian and
the Gregorian a third musical dialect of the
Western Church.

Each of these

collections is of Importance for

A

the history of tlie art of music.
word must
first be said as to their mutual relations, and
then attention must be devoted to the Gregorian
collection,

The

which

is

by

far

the most important.

relation subsisting between the three has

already been indicated by calling them three
dialects in other words, they are fundamentally
;

alike, but superficially dilTerent.

They are similar,

Normal School at Lierre in
down at Antwerp, where he exer-

partly because tliey have to do with three smiilar
series of rites, partly also because the same re-

powerful influence in musical matters.
He produced a large number of compositions in
various forms, among- the most prominent of
which are the following;
Les Croisades,'
historical symphony (Antwerp, 1846)
La Vie,'
oratorio (Antwerp, Feb. 6, 1848); 'Le Deluge'
symphonic oratorio (Antwerp, Jan. 31, 1849)
' iUarguerite d'Autriche
(Antwerp, 1 850)
De

quirements in detail occur in each rite. Psalms
have to be sung to an inflected monotone, and
lessons chanted to a simple reading tune.
Consequently, simple recitative is much the same
in each dialect and even when it develops into
elaborate cadences and exquisite embroidery, the
principles of elaboration are much the same in

professorship at the

1850 he

settled

-ciscd a

—

'

'

;

;

'

'

;

Belgeu in
choruses,

1848,'

drama with

etc. (Brussels,

overture,

airs,

1851); 'La derniere

;

each system.

Further, in the case of (Gregorian
is closer actual similarity,

and Ambrosian, there
for

many

texts are

common

to

both collections,

GREGORIAN MUSIC

GREGORIAN MUSIC
and

are set to melodies which, in spite of

much

bottom identical. It
is more ditticult to determine whether these
three dialects are united also by a common

superficial variatiou, are at

music-theory all three were in existence anterior
to the system of music-theory which came into
vogue in the Middle Ages, and each suH'ercd in
more or less degree from being then forcibly
conformed to a new and alien system.
It is a
very delicate matter to try to discover what the
earlier and original theory was
and until this
is decided it can hardly be determined whether
(See Modes.)
all three dialects shared it.
The greatcollectionofGKEr,ORi.A.x Mu.sic must
;

;

now

It falls into two principal
music of the Mass, with which
is grouped that of Baptism and other occasional
services, and the music of the daily Hours of

be described.

divisions

— the

The first corresponds in the
main with the modern Missal, the second with
The collection for the
the modern Breviary.
Mass comprisesoverGOOoompositions set entirely
to scriptural words, which may be roughly
Di^'ine

Service.

classified thus

;

At the beginning of the service, and again at
the end, a psalm and antiphon were sung.
In
the former place the piece was known as Introit,
or Antiphona ad iniroituiii (called also in England Ujficium or

office)

;

in the latter place

it

was

Communio or Antiphona ad comnmnionem.

called

The former occupied the time
approach

of the celebrant's

to the altar, the latter the time of the

communion

of the faithful.

About 150

of each

of these are provided in the Gregorian collection

Sundays, fasts, and festivals of the year.
Between the Epistle and the Gospel t\\'o pieces
were sung, normally a Respond called the Gradual
and an Alleluia in Eastertide an Alleluia took
the place of the Gradual, and on penitential
occasions a Tract superseded the Alleluia.
Thus
for the

;

the group which still had but its one primiti^'e
melody, without a ri\'al. These various settings,
however, like the tropes and sequences and other
late medi;eval additions, never acquired a proper
canonieity, but went along side by side with the
Gregorian collection in a sortof deutero-canonical
position.

The main

is not improperly called
whole tendency of modern
enquiries has been to show that St. Gregory had

Gregorian,

collection

for the

a personal share, to say the least, in the arrange-

ment

of the collection.
The biographers of the
great pope not only relate that he jiersonally
supervised the Roman choir-school, but they

work in the revision of the
music.
The accuracy of these statements and
of the continuous tradition that flo^\'s from them,
has been more than once seriously questioned
but fresh researches ha^"e shown that the collection
attained a final form shortly after St. Gregory's
death, and was thenceforward regarded as closed.
Moreover, a comparison of Gregorian and Ambrosian versions of the same melody show^ that a
skilful hand has done in the former case exactly
thesort of editingwhich is ascribed toSt. Gregory.
It may therefore, be concluded that this Gregorian
music of the JIass comes from St. Gregory's hand
practically unaltered.
describe his editorial

;

,

There

is less

either of fixity or of authenticity

in the case of the other great collection of Gregorian

the nmsic of the Hours of Divine
The same great outburst of Roman Song
during the 4th, 5th, and 6th centuries which
gave the Roman Mass its nmsic, gave also its
music to the system of Hour Scr\ices.
But this
group of services had only a semi-official position
and when Rome had provided both monks and

music,

viz,

Service.

;

clergy with music for their rival but similar

schemes of

was not, as in the case
any restraint as to modification or

service, there

of the Mass,

The Roman chant, however, soon
was due to its inherent

for this point of the service the collection con-

inno^'ation.

Graduals, 100 Alleluias, and 23
Tracts. At the ofiertory, during the ottering and
preparation of the elements, an antiiihon, with
several elaborate verses attached to it, was sung
102 of these sufficed to cover the ground, there
being here, as elsewhere, a certain amount of

w'on a supremacy which

tained

110

;
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excellence
for the

;

it \\'as

Hour

the case of

unii'ersally

adopted elsewhere

and thus it
these ser"\ices, though
Services,

is

possible, in

to a less ex-

tent than in the case of the Mass, to jioint to a
Gregorian music for the Hours wliich forms the

repetition.

original nucleus for all subsequent collections.

These 630 compositions for the various days
of the year form the main bulk of the Gregorian
music of the ilass. Besides these there was sung
also in the Jliddle Ages an unvarying series of

is not the same literary or internal evidence of its having passed under St. Gregory's
revising hand but, as emanating from the same
source, it may \\ithont hesitation be also called
Gregorian.
The contents of this second collection are less
varied it may roughly he said to consist of some
two thousand antiphons and some eight hundred
Greater Kesponds, e-\:clusi'\'e of smaller items such
as the Lesser Responds, Invitatories or A'ersicles.
The Hymns do not form properly part of the
collection
the Roman Church rigidly excluded

— the

Kyrie, the Gloria in Excelsis, the
but
Creed, the Sanctus, and the Agnus Dei
some of these are late importations to the Mass,
brought in after the Gregorian collection was
pieces

—

Moreover, they were not, like the
formed.
Gregorian music, intended for the choir but for
the congregation and each of them had in early
days but one simple setting. In the later Middle
Ages fresh settings were adapted or composed
for these parts of the service, until by the end of
the Middle Ages the creed was the only piece of
;

There

;

;

;

them from

its system of Hours until the 9th
century and, though they were incorporated
from the very beginning in the monastic system,
;
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and were speedily borrowed by the secular office
elsewhere than in Rome, they I'orm in reality a
separate category.

(See

Hymn.)

by the Roman missions to this country,
and retained through the liturgical and musical
zeal which distinguished the Anglo Saxon

lished

Church.
In the 16th century, however, to a
growing carelessness there was added a deliberate
policy of alteration.
Some nmsicians of the
school of Palestrina took the shears to the collection, and, with amazing effrontery and ignorance,
mutilated, almost past recognition, the delicate
compositions which had survived the 'dark ages'
practically intact.
The Medicean edition of the
Gregorian chant of the Mass, which resulted
from this disastrous handling, was held to be the
official edition of the music of the Roman Church
from the year 1614 onward and it is not surprising that it swiftly succeeded in crushing all
interest and beauty out of the performance of
In the 19th century dissatisfaction
the music.
with the existing state of things began to growand
ferment, till it culminated in the patient restoration, chiefly through the labours of the Benedictines of the Congregation of France, of the true
Gregorian tradition and its proj>er method of
execution. Thus the 20tli century has witnessed
the dethronement of the evil incubus of the 1 7th.
Henceforward the editions of Solesmes are those
offioiallyrecognised, and afinal revision under the
auspices of the Benedictines is paving the way for
an official Vatican edition, which will restore the
true Gregorian music to the use of the whole
w. H. r.
Latin Church.
GREGORIAN TONES. This name is given
to the eight groups of chants, corresponding to
the eight modes (see Modes), to which the
psalms are sung under the Gregorian system of
(See Antiphon
and
antiphonal psalmody.
P.SALMODY. ) When the English Cluiroh gave
up the Latin service-books, it had to resign for
the time, with the Latin texts, the whole of their
antiphons and reancient Gregorian melodies
sponds disap])earcd both fronr the Communion
service and from the reformed Hour Services
Some adaptations
of Matins and Evensong.
were made from the new English Kyrie, Sanctus,
Agnus, Creed and Gloria in excelsis, and a
praiseworthy attempt to provide some simple
plain-song was made by Merbecke. (See MerBEOKE. ) Similarly adaptations were made for
the Te Deum and for parts of the funeral
service
but on the whole it may be said that
nothing survived but tlie psalm-tones, in their
naked simplicity, divorced from the antiphons,
apart from which they are a mere fragment.
These Gregorian Tones survived in more or
;

;

;

mutilated forms

down

the Rebellion,

to

and were among the traditions restored at the
Restoration
but by this time their place had
been already taken by the Anglican chant,
which had grown up out of the decay of the
The Gregorian tones
Tones.
(See Chant.)
were brought back into use as part of the church
;

These two great collections sutfered much
mutilation at the hands of the musicians of
the Renaissance.
The Gregorian tradition had
been carefully preserved in most places through
the Middle Ages, especially in England where
a very pure Gregorian tradition was early estab-

;

less

revival of the early part of the 19th century

;

they began badly through being borrowed from
the most decadent traditions of the continent,
and they were taken up for ecclesiastical rather
The influence of the
than for musical reasons.
plain-song revival abroad has latterly made itself
both
felt, and Gregorian chanting has been
But the
better executed and better received.
tones apart from the rest of the Gregorian
music with which they are so inseparably connected, have little chance of making their proper
appeal either to musicians or to worshippers.
Their future in English services is largely bound
up with such questions as the enrichment of
the services of the Prayer Book by the recovery
of antiplions or the restoration of other parts of
the Gregorian collections adapted to the English
Such processes as
translations of the texts.
these are naturally slow, and meanwhile the
Tones have attained only a restricted and much
w. H. F.
controverted position.

GREITER, Matthias, was originally a monk
and choir-singer in Strasburg Minster, but in
1524 embraced the cause of the Lutheran Reformation and devoted his poetical and musical
In 1549 he accepted
talents to its furtherance.
the Interim of Charles V., and founded a choirschool to provide for the Church service in
-

accordance therewith.
He is said to have died
of the plague in 1552.
To the Strassiurger

1525

KircJioiavit

and

Gcsanghuch 1537

he

contributed seven Psalm-lieder (free metrical
versions of some Psalms), and probably either
invented or adapted the melodies which were
sung to them ('0 Herre Gott, begnade mich,'
'Da Israel aus Egypten zog,
Es sind doch
selig alle die,' etc.).
Zahn in his exhaustive
work on Chorale-Melodies attributes six to
Greiter.
Both hymns and tunes continued for
a long time in use in the Lutheran Church.
The tune to Es sind doch selig w'as afterwards
transferred to the Hymn '0 Mensch, bewein dein
SUnde, and we are familiar with the magnificent
treatment of both words and tune in the St.
MattheAv Passion of Bach.
But Greiter's chief
contribution tomusicoonsists in several four-voice
settings of German songs, and one five- voice, in
which, as Eitner says, good harmony, warmth
of feeling, and contrapuntal art are united in a
masterly way, and show him to have been one
of the best composeis of the time.
Of these
Kade, in the Beilagen to Ambros, has reprinted
Ich stund an einem Morgen,' which is remarkable for its Ground-Bass and the imitations of
it in the Soprano and Alto (the melody proper
being in the Tenor).
Two others have been
'

'

'

'

'

'

'

'
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J. J. Maier in tlie musical appendix to Liliencron's Uistorisclie Follcslkder,

reprinted by
'

Es woUt

ein Jiiger jagen,

'

and Von
'

iippiglichen

Dingen.'

J.

ii.

M.

GRELL, Eduard August, born in Berlin, Nov.
6,

ISOO, the son of the organist
received

there,

kirclie

his

ol'

the Parot'hialeducation

nuisical

from his father, J. C. Kaufmann, Ritsclil, and
finally from Zelter, on whose recoinnteiidation
he recei%'ed the appointment of organist of the
In 1S17 he
Nicolaikirehe at the age of sixteen.
entered theSingakademie, with which institution
he was connected in one way or another for
In 1832 he became its vicenearly sixty years.
director, under Rungenhagen, after whose death
lie was in 1853 appointed director, a post which
In 1839 he was appointed
he held until 1876.
Hofdomorganist, and in 1841 M'as made a
member of the musical section of the Royal
Academy of Arts, with which institution he was
In 1843-45 he was
connected until 1881.
Gesanglehrer of the Domchor.
In 1858 he received the title of professor, and in 1864 the
He died at Steglitz, near
order pour le merite.
Berlin, August 10, 1886. Althoughhisseholastic
functions absorbed so large a proportion of his
time, he yet found op[iortunity for the composition of many works of large extent and of
He was one of the
the most elaborate structure.
most learned contrapuntists of his day in Germany, and his works show him to have been
not only an ingenious theorist, but a richly gifted
artist. His greatest work is a mass in sixteen parts
a capella, besides which he produced psalms in
eight and eleven parts, a Te Deum, motets, cantatas, an oratorio entitled Die Israeliten in der
Wuste, and many songs and duets. See Heinrich
M.
Bellermann's biography, 1899.
'

'

GRE3HAM

IIUSICAL PROFESSORSHIP.
In the will of Sir Thomas Crresham, the founder
of the college bearing his name in the city of
London, proi'ision was made for several professorships,

and

for

the

'

sallarie

'

of a person

'

mete

to

Sir
rede the lecture of musicke in the college.
Thomas died on Nov. 21, 1579, and his widow
on Nov. 3, 1596, upon wdiich the provision for
'

the lectures took effect, the civic authorities
requesting the Universities of Oxford and Cambridge to nominate persons properly qualified as
professors.
Dr. John Bull was appointed the
first Professor of Music by the sjiecial recomThe ordinance
mendation of Queen Elizabeth.
adopted concerning the music lecture, according
to Stowe (Strype's edition), ran as follows
'
The solemn music lecture ia to be read twice
the theoevery week in manner following viz.
rique part for half an hour, and the practique,
by concert of voice or instruments, for the rest
whereof the first lecture to be in
of the hour
the Latin tongue and the second in the English
tongue.
The days appointed for the solemn
lectures of music are Thursday and Saturday in
theafternoonbetween the hours of three andfour;
:

:

;

—
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at this time Dr. Bull is recommended
the place by the Queen's most excellent
Majesty being not able to speak Latin, his
lectures are ]ieruutted to be altogether in English
so long as he shall continue the place of the

and because
to

music lecturer there." At first the Professors
were given apartments in the college and a
stipend of £50 a year, Ijut in the 8th of Geo,
III. an Act was jiassed enabling the lecturers to
marry, any restriction in Sir Thomas Gresham's
will notwithstanding, and also giving them £50
a year in lieu of their apartments.
For many
years the Professors had no knowledge of music,
and were utterly un*[ualified to lecture upon it.
The following is a list of the professors, with the
date of their appointments
(1) John Bull,
Mus.Doc, 1590 (resigned on his marriage)
(2) Thomas Clayton, Doctor of Medicine, 1607
(3) Rev. John Taverner, M.A,, 1610, elected at
tlie age of twenty-six, subsequently Rector of
Stoke Newington
(4) Dr. Richard Knight,
physician, 1638
(5) Sir W. Petty, Doctor of
Medicine, 1650 (6) Sir Thomas Ba3mes, Doctor
of Medicine, 1660, ejected from office by a vote
of the committee
(7) Rev. John Newey, M.A.,
incimibent of Itching Abbotts and Avington,
Hants, 1696
(8) Rev. Dr. R, Shippen, Principal
of Brasenose College, Oxford, and Rector of
"Whitechapel, 1705 (9) Edward Shippen, Doctor
of Medicine, 1710
(10) John Gordon, barristerat-lawof Gray'slun, 1723 (ll)Thomas Browne,
M.A., Fellow of Trinity College, Cambridge,
1739, elected by an cipiality of votes, and the
committee proceeded to a second election (12)
:

—

;

;

;

;

;

;

;

;

;

;

;

1739 (13) Thomas Griffin,
1762 (14)TheodoreAylward, assistant director
of the Handel Commemoration and organist of
St. George's, Windsor, 1771
(15) R. J. S.
Stevens, the glee composer, 1801
(16) Edward
Taylor, 1837
(17) Henry "Wylde, Mus.Doc,
1863 (18) J. F. Bridge, 1890.
In 1832 and
for some years after, a medal ^\'as given by Miss
Maria Hackett (the choristers' friend ') in commemoration of Sir Tlu-imas Gresham for the
best choral work, the judges being the Oxford
Professor, Dr. Crotch
the Gresham Professor,
Mr. Stevens and Mr. Horsley and the work was
sung at a commemoration service at St. Helen's,
Bishop)Sgate, which had been Sir Thomas's parish
church. The Music Lectures at the College were
Charles Gardner,

;

;

;

;

;

;

'

;

;

;

many years given in the evening, but
the present professor changed the time to the
afternoon and the i)lace to the City of London
they are given in English, on days anSchool
for

;

and the admission to
For an instance of the manner in
which the intentions of the founder were at one
time set at naught see Gkiffin, Thos.
c. m.
GRETRY, Andr6 Erne.st Modeste, born
Feb. 8, 1741, at Lipge, on the ground-floor ofa
small house in the Rue des Reoollets, now No.
28.
His father, a poor violinist, placed him at
six years old in the choir of St. Denis
but
nounced

them

in the newspapers,

is free.

;
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under the harsh treatment of his master the
showed no aptitude for music, and
at eleven was dismissed as incapable.
His next
master, Leclerc, as gentle as the former had
been cruel, made him a good reader
and
Renekin, organist, taught him harmony.
His
taste for music was, liowever, developed by listen-

little chorister

;

ing to the operas of Pergolesi, Galuppi, Jommelli,
etc.
performed by a company of Italian singers
with Resta as conductor.
After a year spent in
this manner an irresistible impulse urged hira to
compose in vain the inaitre de chapelle tried to
teach him counterpoint
he longed to give expression to the thoughts that were burning for utterance
and as his first attempt, produced at
Liege in 1758 six small symphonies, and in 1759
a messe solennelle for four voices, none of which
have been published. These compositions secured
hira the protection of the Chanoine du Harlez,
who furnished him with the means of going to
Rome. Leaving his native city in March 1759,
he travelled on foot, with a smuggler for his
companion. 1 On liis arrival at Rome he was
received into the College de Liege,' founded by
a Liegeois named Darcis for the benefit of his
townsmen, who were permitted to reside there
for five years while completing their specifio
studies.
His master for counterpoint and composition was Casali, who dismissed him as
hopelessly ignorant.
Gretry never did understand the science of harmony his mission was
to enforce the expression of words by melody,
and to compose operas. During his stay in Rome
he composed a De profundis and some motets ^
which have not been published, and an intermezzo called 'La Vendemmia trice (1765) for
Although the work of a
the Aliberti theatre.
,

;

—

;

'

'

'

;

'

'

'

foreigner this operetta was successful, and might
have introduced him to more important theatres
;

but Gretry having read the score of Monsigny's
Rose et Colas came to the conclusion that
To get
French op^ra-comique was his vocation.
He left
to Paris now became his one idea.
Rome Jan. 1, 1767, and having reached Geneva
asked Voltaire to write him a good libretto for
an opera-comique, a task which Voltaire was
incapable of performing, and had the tact to
At Geneva he supported himself for a
decline.
year by teaching singing and produced Isabelle
et Gertrude,' a one-act opera by Favart on a
subject suggested by Voltaire, and previously
At length, by the
set to music by Blaise. ^
advice of the owner of Ferney himself, Gretry
went to Paris, where he obtained from an
amateur the libretto of Les Mariages Samnites
This work was not performed
in three acts.
at that time, but its public rehearsals procured
him the patronage of Count de Creutz the
Swedish Ambassador, and as a consequence of
'

'

;

'

'

'

two -act

that, a

by Marmontel,

libretto

'

Le

Huron,' successfully performed August 20, 1768.
Lucile (1769),
This opera was followed by
which contains the quartet 'Oil peut-on etre
'

'

which became so
on more
Le
and by
than one historical occasion *
Tableau parlant (1769), an original and extremely comic piece, and one of Gretry 'a very
best.
What life and spirit there are in this reHow natural and charming are
fined jesting
the melodies, with their skilfully varied, but
How prettily does
always animated rhythm
Isabelle make fun of old Cassandre and his
mieux qu'au sein de
popular and played

sa famille,"

so singular a part

'

;

'

!

!

How appropriate,
antiquated love-making
and how thoroughly in keeping is the action of
How pointed
each individual on the stage
and dramatic the duet between Pierrot and
Grimm was right in proclaiming
Columbine
!

!

!

Le Tableau parlant a real masterpiece.
Gretry now showed his versatility by composLe Sylvain
ing no fewer than three operas,
(1769), of which not even the overrated duet
Les deux
Dans le sein d'un pere survives
Avares' (1770), which contains a good comic
duet, a march, and a Janissaries' chorus, still
heard with pleasure and L'Amiti(5 k I'epreuve
(1 7 70), an indifferent comedy in two acts, reduced
to one in 1775 by Favart, without improving
[The operetta Eraste
either words or music.
Zemire
et Luoinde was also written in 1770.]
et Azor (Dec. 16, 1771) at once placed Gretry
His fertility in
in the rank of creative artists.
ideas was marvellous, and he regularly supplied
both the Comedie Italienne and the Theatre
Favart, where he produced successively L'Ami
'

'

—

'

'

'

'

;

'

'

;

'

'

'

'

'

de la maison,' three acts (Fontainebleau, Oct.
Le Magni1771, and Paris, March 14, 1772)
fique,' three acts (1773), the overture of which
contains the air 'Vive Henri IV.' most effectively combined with another subject
La
Rosiere de Salency in four acts, afterwards reduced to three (1774), which contains a remarkable duet between two jealous young women,
and the pretty melody Ma barque legere, so
well arranged by Dussek for the piano
La
fausse Magie,' two acts (1775), with the syllabic
duet between the two old men, an excellent
piece; 'Les Mariages Samnites' (1776), a work
which he rewrote several times but which never
became popular, though the march supplied
Mozart with a theme for Variations
Matroco,'
a burlesque in four acts composed for the courttheatre at Fontainebleau (1777), and unsuccessfully performed in Paris (1778) against the
wish of Gretry
Le Jugement de Midas, three
acts (1778), in which he satirised French musio
of the old style, and especially the manner in
which it was rendered by the singers of the
Academie
L'Amant jaloux,' three acts (1778)
—in the second act an exquisite serenade Lea
'

;

'

;

'

'

'

'

;

'

;

'

;

'

'

1

2

These details are taken from Gr^try'8 Mh
An autograph Coiiftteor for four voices and orchestra
'

'

;

is

in the

library of the Parie Conservatoire.
3 Performed in Paris In 1765.
BlalBe'e arietteB are printed in the

Thidtre de

it.

Favart

(vol. ix.).

;

Evenements imprevus
4

'

(1779), in three acts,
See the article Oh pbcjt-ok ftiBE MiEn.
'

\
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containing two airs once popular, now forAucassin et Kicolette,' three acts
gotten
(1779), in which he endeavoured unsuccessfully
Thalie au STouveau
to imitate ancient music
Theatre,' a prologue for the inauguration of the
Theodore et I'aulin,' lyric
Salle Favart (1783)
comedy in three acts, which failed at first in
1784, and was afterwards given in two acts
under the title of L'Epreuve villageoise with
marked and well -merited success; 'Richard
Cceur de Lion,' three acts (Oct. 21, 1784), the
finest of all his works, containing the air,
Richard, 6 mon roi, I'univers t'abandonne
(which became of historic importance at Versailles, Oct. 1, 17S9), and 'TJne fievre brulante,'
Les
on which Beethoven wrote variations.
Meprises par ressemblance, opera in three acts
(1786)now justly forgotten Le Comted'Alhert,
two acts (17 86), the success of which was secured
La Suite du Comte
by JIme. Dugazon
act (1787);
Le Prisonnier
d' Albert,' one
Anglais,' three acts (1787), revived in 1793 as
'
Clarice et Belton, 'without making a more favourLe Rival confident,' opera in
able impression
two acts (178S) whicli failed in spite of a pleasRaoul Barheing arietta and a graceful rondo
Bleue,' three acts (1789), a weak production
Pierre le Grand,' three acts
quickly forgotten
(1790), in which the search after local colouring
Guillaume Tell,' in
is somewhat too apparent
three acts (1791), containing a rondo and a
Basile,' one act (1792)
quartet, long popular
'Les deux Convents,' three acts (1792); 'Joseph
Barra,' one act (1794), a piice de a'rconstance
'Callias,' one act (1794), a rejiublican piece,
of which the so-called Greek music is justly
forgotten, though one of Hoffmann's lines has
survived
'

;

'

;

'

;

'

'

'

'

'

;

'

'

;

and the picturesque scene of the bazaar
it was performed no
less than 506 times
Panurge dans Pile des
Lanternes,' three acts (1785), a not very lively
comic opera
Amphitryon,' three acts (1788),
badly received
Asjiasie,' three acts (1789), a
partial success
Denys le Tyran (1794), one
act, a pitir de ci/ronstance which the composer
didwellnot to publish 'LaRosiererepublicaine'

'

'

;

'

;

'

;

'

;

;

;

Quand nou.s serons soumis, nous n'existerons plus

I

principially to the ballets,
;

'

;

'

;

'

;

'

'

;

;

(1793), one act, another^/'ecc de circonsiance performed under the title La Fete de la raison
one of the scenes in which repiresents a church,
'

'

with an organ on the stage to accompany the sacred
choruses
Anacreon chez Polycrate, three acts
(1797), containing an air and a trio long favourites
Le Casqueet lesColombes,'one act (1801),
performed onlj' three times and Delphis et
Mopsa,' two acts (1803), which met with but
'

'

;

'

;

'

;

little

better fate.

The question

'

;

X VIIL — as complete a success,

afterwards Louis

owing
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arises,

out of all these

fifty

operas

produced in Paris, how many are there besides
Le Tableau parlant which deserve special
attention?
Zemire et Azor,' L'Amant jaloux,'
L'Epreuve villageoise.' and above all Richard,'
which is still performed with success, and of
which nearly every number deserves to be
specified, are those we should select. In treating
subjectsof amorcambitious stamp, suchas 'Pierre
le Grand' and 'Guillaume Tell,' Gretry did
violence to his nature.
Broad and vigorous
conceptions were not within his range, because
they require not only sustained effort, but a
thorough mastery of harmony and instrumentation, and this he did not possess.
He scarcely
ever wrote for more than two voices, and is
manifestly perplexed by the entrance of a third,
as a glance at tlie trio-duet in Zemire et Azor
will show.
'You might drive a coach and four
between the bass and the first fiddle was wittily said of his thin harmonies.
But though it
may be thought necessary at the present day to
'

'

'

'

'

'

'

'

'Lisbeth,' three acts (1797), which contains a
Le
romance that has not yet lost its charm
'

;

oneact (1797) and 'Elisca,'
three acts (1799), which was a fiasco.
Long as this list is, it does not include all
Not content with supGretry's dramatic works.
plying pieces for the Opera Comique, his ambition was to distinguish himself at the Academic
Here he jiroduced Ccphale et
de Musique.
Procris,' three acts (1775), of wdiich the only
number worthy of notice was the duet Donnela moi
'Les Trois Ages de I'Opera' (17 78), a
Androprologue received with indifference
maque,' three acts (1778), the principal role of
which is accompanied throughout by three flutes
inharmony 'Emilie' ('La Belle Esclave,' 1781),

reinforce his

unsuccessfully introduced as the fifth act of the

talent she withheld that of strict and
complicated harmony.'
This is true self-knowledge, and by such remarks Gretry has shortened
and simplified our task.

Barbierde

village,'

;

'

'

'

;

'

;

;

ballet

'La Fete de Jlirza

ou Colinette a la Cour,

'

'
;

La double Epreuve,

three acts (1782), the
act full of dramatic truth
L'Embarras des richesses.' three acts (1782), a
La Caravane du Caire,' three
complete failure
acts(1783), the words by the Comte de Provence,
finale of the

first

'

;

meagre orchestration, his basses are
and form such good harmony,
that it is often extremely difficult to add complementary parts to the two in the original score.'
And Gretry's instrumentation, though poor, is
not wanting in colour when occasion serves.
Jloreover he was aware of his defects as well as of
his capacities.
Inthemidst of popular appilause
so well chosen,

'

how dissatisfied an artist often feels with his
own work he exclaims at the end of his analysis
!

'

Elsewhere in speaking of his works
he puts the following words into
Gluck's mouth, You received from Nature the
gift of appropriate melodj-, but in giving you
of

Huron.

'

'

as a whole,

'

this

The

'

1

'

;

'

'

qualities in his

OuiUauTTie Tell'

w.-is

'

music which most excite

reinetrimiented by Bcrton and Rifant

Richard 'by AdolpheAdam;
La fausse Magie by Eugi>ne

'

L'Epreuveviliageoiee'byAuber; and

Pr«ivost.
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our admiration are, his perfect understanding
of the right proportions to be given both to the
ensemble and to each separate part of an opera,
ami his power of connecting and evolving the
scenes, faithfully interpreting the words, and
tracing the lineaments, so to speak, of his characters by means of this fidelity of expression in the
While thus taking declamation as his
music.
guide, and believing that
the most skilful
musician was he who could best metamorphose
declamation into melody, Gretry little thought
that the day would come when Mehul woald
say of him that what he wrote was very clever,
but it was not music ( il faisait de I'esprit et
non de la musique '). No doubt he carried his
system too far he did not see that by trying to
follow the words too literally a composer may
deprive his phrases of ease and charm, and
sacrifice the general effect forthe sakeof obtaining
many trifling ones a most serious fault. But
in spite of his weakness for details
the defect
of many a painter
Gretry is a model one never
wearies of studying.
He e.xcelled in the simple
pastoral style, in the touching and pathetic, and
in comic opera at once comic and not trivial.
By means of his rich imagination, thorough
acquaintance with stage business, and love for
dramatic truth, he created a "whole world of
characters drawn to the life
and by his great
intelligence, and the essentially French bent of
his genius, he almost deserves to be called the
* Moliere
of music,' a title as overw'helming as
it is honourable, but one which his passionate
admirers have not hesitated to bestow on him.
[Besides his operas, he wrote a number of sacred
compositions, enumerated in Brenet's memoir
(1884), but without details; an 'Antifona,' a
5, dated 1765, is in the Academy of Bologna, and
quartets, si.\ symphonies, trios, sonatas, etc., are
also mentioned.]
A witty and brilliant talker, and a friend of
influential literary men, Gretry possessed many
powerful patrons at the French court, and was
the recipient of pensions and distinctions of
In 1785 the municipality of Paris
all kinds.
named one of the streets near the Comedie
Italienne after him, and in the previous j'ear
the Prince-Bishop of Liege had made him one
On the foundation of
of his privy-councillors.
the Conservatoire he was appointed an inspector,
When the
a post which he resigned in a year.
Institut was formed at the same time (1795)
he was chosen to fill one of the three places
reserved for musical composers. Napoleon made
him a Chevalier of the Legion of Honour, on
the institution of the order in 1802, and also
granted him a pension to compensate for his losses
by the Revolution.
'

'

'

'

'

;

—

—

—

;

A

career so successful

was likely

to intoxicate,

not to be wondered at that Gretry had
a firm belief in his own merits, and thought
himself almost infallible. He has left us several
records of his vanity both artistic and intel-

and

it is

The first is his iUinoires ou Essais
musique, published in one vol. in 1789,
and reprinted in 1797 with two additional vols.,
said to have been edited by his friend Legrand,
The first part only is
a professor of rhetoric.
interesting, and as has been aptly said, it should
In 1802 he
be called 'Essais sur »«i musique.
brought out Mithode simple 2'Our apprendre a
lectual.

siir la

'

preluder en pea de temps avec toiUes les resources
de riiarmonie, a pamphlet of ninety-iive pages
with lithograjih portrait, in which he exhibits

both the insufficiency of his studies and his want
His three vols.
of natural talent for harmony.
De la Vinti ; ce que nous fUnwa, ce que nous
sommes, ce que nous devrions etre (1803) are
simply a pretentious statement of his jiolitical
and social opinions, with remarks on the feelings,

and the best means of exciting and expressing
them by music.
Gretry had bought I'Eriimitage,' near Montmorency, formerly the residence of Rousseau, and
Three
it was there he died, Sept. 24, 181.3.
days afterwards (27th) Paris honoured his remains with a splendid funeral touching and
eloquent eulogiums were pronounced over his
grave by Bouilly on behalf of the dramatic
authors, and Jlehul in the name of the musicians.
A year later, at a special meeting on Oct. 1,
1814, Joachim de Breton, permanent secretary
of the Academic des Beaux-Arts, read a Notice
'

;

'

sur la vie et les ouvrages d'Andre Ernest Gretry.'
Since then many biographies and critiques have
the most important are
been published
;

1815, 12mo) by
Recueil de lettres
icrites d Gritry, ou a son sujet, by the Comte
de LivTy (Paris, 1809, 8vo)
Ussai sur
Gretry (Liege, 1821, 8vo), by M. de Gerlache ;
L. de Saegher's 7Yoi?c^ biographique sur A, Gretry,
G-retry

A.

en famille

Gretry,

J.

his

(Paris,

nephew

;

;

1809 E. Gregoir's Gretry, 1883 and M. Brenet's
Grary, 1884.
[See Feamert.]
There are mauy portraits of Gretry one of
the best drawn and engraved by his friend
Moreau the younger. Another engraving is by
Cathelin (1785), from the portrait by Madame
Lebruu, with the Hues
;

;

—

'

:

Par des plaisirs reels et de fausses alarmes
Ce puissant Enchanteur caliue ou trouble nos sens
Slais de son araitie peut-on godter les charmes
Sans egaler au nioins son cceur a sea talents.

;

Besides these there are Isabey's portrait en-

graved by P. Simon that taken by the physionotrace' and engraved by Quenedey in 1808
those of Forget and P. Adam
and finally
Maurin's lithograph from the portrait by Robert
Lefevre.
In his youth he is said to have resembled Pergolesi both in face and figure. Comte
Livry had a statue made of him in marble, and
placed it at the entrance of the old Theatre
Feydeau it is not known what has become of it.
'

;

;

;

:

The

foyer of the present Opera

Comique contains

only a bust of him. In 1842 a statue by Geefs
was inaugurated at Liege being colossal it is
;

GRIEG

GRIEG

a good representation, as Oretry was small
in stature, and of delicate health.
The second,
Gretry had three daughters.

experience as a conductor during his tenure of
the post of director of the Philharmonic concerts

LuciLE, born in Paris, 1773, was only thirteen,
when her one-act opera 'Le Mariage d'Antonio,'
instrumented by her father, was successfully
In
performed at the Opera Comiijue (1786).
1787 she produced 'Toinette et Louis,' in two
This gifted
acts, which was not well received.
young musician made an unhappy marriage, and

his

not

died in 1793.

We may mention in conclusion that Gretry
spent his last years in writing six vols, of 'Reflexions sur I'art,' which, however, have not been
He also left hve MS. operas in three
published.
'Alcindor et Zaide'
'Zimeo' 'Electre'
acts
Les Maures d'Espagne
Diogene et Alexandre
and Zelniar, ou I'Asile, in one act. [A complete edition of Gretry's works has been undertaken by the commission for the piublication of
music by Belgian masters, under the direction
of MM. Gevaert, Radoux, E. Fetis, A. "\Votquenne, and A. Wouters. Up to 1904 twentynine volumes have appeared, containing the
moat important operas. Tlie edition is published
G. c.
by Messrs. Breitkopf & Hartel.]
GRIEG, ^ Edvard HageuuI', born at Bergen,
Norway, June 15, 1843, received his first musical instruction from his mother, a cultivated

—

;

;

'

'

'

;

'

'

'

amateur, began to compose at the age of nine,
and, after a meeting with Ole Bull, was sent,
on the eminent violinist's recommendation, to
the Leipzig Conservatorium, where he remained
from 1858 to 1862, studying counterpoint, etc.,
under Haujitmann and Ricbter, composition
under Rietz and Reinecke, and the piano under
"Wenzel and Moscheles.
On leaving Leipzig,
he went to Copenhagen to study under Gade,
and in Denmark he came under tlie influence
of Emil Hartmann. The Jlendelssohn tradition,
still strong at Leipzig, was religiously followed
by Gade, and it was not till Grieg returned to
Norway and associated with those who were
devoting themselves to a distinctively national
form of the various arts that he felt his true
power.
He became intimate with Richard
Nordraak, and imtil that composer's early death
in 1366, the two worked hand in hand with the
object of fostering a

Norwegian school

of music.

In 1867 Grieg founded a musical union in
Christiania, and remained its conductor until
1880.
In 1865 and 1870 he visited Italy, and
Grieg's performof Liszt in Rome.
ance of his own brilliant jdanoforft concerto
at a Gewandhaus Concert at Leipzig in 1S79

saw much

brought him before the great
fjrominent

way

more
and with the

piublic in a

tlian heretofore,

same charming work he made his first appearance in England at the Philharmonic Concert

at Christiania.

On
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England
and her strongly

this first visit to

wife accompanietl him,

individual way of singing his songs made such
an impression in private, that tlie husband and
wife were ]iersuaded to give a joint recital of
piano and song on May 16, and to appear
together at the Popular Concerts.
Early in
1889 they came again to England.
In 1894
the composer received the honorary degree of
Mus.D. at Cambridge, and in 1896 he once
more visited London. Apart from such journeys
he has lived a secluded life at his country house,
a few miles from Bergen.
Grieg's music owes much of its success to the
skill with which be has adapted the classical
structure to themes so nearly allied to actual
tratlitional tunes as to be hardly distinguishable
from genuine folk -music.
His violin sonata
in F, op. 8, his piano concerto before mentioned,
and many other works, show remarkable individuality of design
for the composer, wdiile
setting his themes in such juxtaposition with
each other as to bring out their beauties to the
;

fullest extent,

has not scrupled to modify the

him

rules of form as it suited

That

best to do.

he chooses but rarely to develop his ideas according to a logical plan, is due to a personal preference, not to any want of skill in the art of
development, for this quality is clearly to be
seen in the prelude and other movements of
In the smaller,
his suite, 'Aus Holberg's Zeit.
more lyrical forms he is at his best, and his
'

many
songs,

short pianoforte pieces, and his beautiful
show him to far greater ad\'antage than

the comparatively few works in \\hich he has
The
essayed the regular classical structures.
Peer Gynt,' written for a
music to Ibsen's
performance of that play, was at first published
in the form of a pianoforte duet, and afterwards
'

turned into two orchestral suites of remarkably
picturesque character, which are perhaps the
The strange,
most piopular of all bis works.
haunting harmonies of Ase's Death have an
almost magical effect, and in Anitra's Dance
there is an oriental character wdiich, appearing
again in the fine song Die Odaliske, is very
attractive.
It might be contended that the
few instances in which a musical colouring
other than Norwegian has been employed are
those which ha^-e the deepest appeal to nonScandinavian hearers, but it is incontestable
that it is by his more nationalistic music that
he has won the esteem of musicians at large.
His music carries the fragrance of his native
and it is
pine -woods into the concert -room
only after long familiarity with it that its most
'

'

'

'

'

'

'

'

;

1888, conducting his op. 34 at the
same concert.
He had already gained great

prominent mannerisms become a little weariCertain harmonic progressions are used
some.
almost too often, and in the structure of his

The name i3 a slightly modified form of the Scottish name
Greie, an ancestor of the composer, named .Alexander Greig, having
emigrated from Fraserburgh to Eergeu in the lath ceuturj-.

melodies there is one sequence of three descending notes, consisting of the tonic, the leading-

of

'

May

3,

R

GRIEPENKERL

GRIESBACH

and the dominant of the key, that can be
traced in some form or other in an extraordinarily large number of his compositions, though

tutor in the Fellenberg Institution at Hofwyl in
died at Brunswick, April
the Canton of Berne
He wrote Lehrhudi der .-Esthaik
6, 1849.

prominently as in the
of the above parare taken from a lecture

(Brunswick, 1827), in which he applied Herbart's
and was the
philosophical theory to music
author of the prelace to the excellent edition of
J. S. Bach'sinstrumental compositions, edited by
himself and Roitzsch, and published by Peters of
Leipzig.
This work has made his name familiar
to many in England.
His son Wolfgang Robert, born May 4,

242
note,

nowhere

perhaps

so

(Many

pianoforte concerto.

ticulars of Grieg's life

in Elgin by the late Rev. W. A.
Gray, and reported in the Elgin Cmirant of
May 27, 1890. In the course of the lecture a
'
Funeral Hymn,' in memory of the composer's
father, for four voices, was sung from MS.
It
does not appear among the published works.)
Grieg's published compositions are as follows

delivered

:

;

;

1810, at Hofwyl, studied at Brunswick and
was also an enthusiastic amateur, and
an ardent admirer of Meyerbeer's Huguenots
Leipzig,

'

'

and the
1.
2.

3.

Four ClavierstUcke.
Four Songs for alto voice.
Tbree Poetieche Tonbildsr,

later
of literature at the Military School of
pf.

Six Sonpa.

5.

Four SoDgs, Melodien dea Herzens,' to wordB by H. C. Jindereen.

6.

8.

9.

10.

11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.

24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.
43.

^

'

HuTnorealieii, pf.

>

Pianoforte Sonata. E miuur.
Sonatas, pf. and vln.. F.
KomaDzen und Bailaden, pf.
Four Songs. Romanzen.'
Concert-overture, Ira Herbst.' orch. (and pf., 4 hands).
Lyrische Stilckchen. pf.
Sonata, pf. and vln., G.
Two Sj-mphonische StUcke, pf., 4 hands.
Roraanzen, pf,
Concerto, pf, and orch,, A minor,
Norwegische Volkslieder und Tanze, arranged for pf.
Eight Songs.
Bilder aus dem Volksleben, Huraoresken, pf,
Vor dem Klosterpforte.' solo, female choir and orch.
Four Songs.
'Sigurd Jorsalfar,' pf.. 4 hands (see op. 56); the number 22
transferred to two choruses for male voices,
Peer Gynt,' suite No, 1, pf. 4 hands.
'

'

'

'

,

Ballade, pf,
Five Songs,
Four Songs,
String quartet.

G minor,
Albumblatter. pf.
Ijnprovisata on two Norwe^an songs, pf.
Album for male choir.
Landerkennung.' male choir and orch.
Der Einsame' (' Bergentrilckte'). baritone voice and orch.
Twelve Songs.
Two Elegiac Melodies for string orch.
Norwegische Tiinze, orch., and for pf, solo and daet,
'

'

Sonata, pf. and vcejio.
Walzer-Capricen, pf. solo and duet,
Neue Lyrische Stilckchen, pf,

Twelve Songs,
AUB Holbergs
'

•

Zeit," suite, pf, solo or string orch.

his own songs.
Bcrgliot." hallad for declauiation with orch.
Lyrische Stilckchen, pf,
44. Songs, Aus Fjeld und Fjord,'

Transcription for

pf. of

'

*

45.
46.
47.
48.
49.
50.
51.
IS2.

53.

54.
65,
66,
57.
58.
59.

60.
61.
62.
63.
64.
65.
66.
67.

teacher

Brunswick

He wrote Das Musikfest,
from 1840 to 1847.
Ritter
Oder die Beethovener' (18.38 and 1841)
Berlioz in Braunschweig' (1843); 'Die Oper
der Gegenwart' (1847); and two dramas,
'Robespierre' and 'Die Girondisten,' to which
He died at BrunsLitolff composed overtures.
'

4.

7.

He was

works of Berlioz.

Sonata, pf, and vln,, C minor.
Peer Gynt,' suite No. 1, orch.
Lyrische StUcke. pf,
Six Sengs,
Six Songs,
Scenes from Bjomson's Olav Trygvaaon,' solo, choir, and orch.
Romance and variations for 2 pf.
Transcription, pf,, of six songs.
Two Melodien for string orch.
Lyrische StUcke, pf,
Peer Gynt,' suite No, 2. orch.
Sigurd Jor8.alfar,' orch,
Lyrische StUcke, pf,
Five SongsSix Songs.
Five Songs.
Seven Children's Songs.
Lyrische Stilcke. pf.
Two Noriiische Weisen, string orch,
Symphonic Dances, pf. 4 bands, and for string orch.
Lyrische StUcke. pf.
Norwegian Melodies, for pf.
Song-cycle. Garborg's Haugtussa.'
'

•
'

,

'

"Without opuB-number.
second pianoforte part to four sonatas of

'

;

wick, Oct. 17, 1868.
GRIESBACH, John-

r. o.

Hexrt, bom

at 'Wind-

June 20, 1798, was eldest son of Justin
Christian Griesbach, violoncellist in Queen Charlotte's band, and nephew to Friedrich Griesbach,
sor,

the oboe player.

He

studied music under his

uncle, George Leopold Jacob Griesbach, and at
twelve years of age was appointed violoncellist in

He then studied for some
the Queen's band.
years under Kalkbrenner. On the breaking up of
Queen Charlotte's hand at her death he came to
London and appeared at concerts as a pianist.
In 1 822 he composed a symphony and a capriccio
for pianoforte and orchestra, and shortly afterwards a second symphony for the Philharmonic
Society.
Although he was after this time principally engaged in tuition he found time to produce mumerous compositions of various kinds,
and also to attain to no mean skill in astronomy, painting in water-colours, entomology, and
His principal compositions were

mathematics.

Belshazzar's Feast, an oratorio, written in 1835
with a view to stage representation, but such
'

'

performances being interdicted he some years
afterwards remodelled the worlf, and it was perfornjed, under the title of Daniel, by the Sacred
Harmonic Society on June 30, 185'i Overture
'

'

;

and Music

Tempest

James
The Roj-al Captive, operetta
The
Goldsmith of West Cheap,' opera
Eblis, opera
(unfinished);
Raby Ruins,' musical drama;
several ovS-tures and other instrumental pieces,
the First,

to Shake.speare's

or,

'

'

;

'

'

'

;

'

;

'

'

anthems, songs, cantatas, etc.
He also wrote
An Analysis of Musical Sounds (published),
and The Fundamental Elcnunts of Counter-

The Acoustic Laws of Harmony, and
Tables showing the Variations of Musical Pitch
from the time of Handel to 1859 (unpublished).
He was fourteen times a director of the PhilHe died at Kensington,
harmonic Society.
poi7it,

(See also Musical Times, Feb. 1894 and Feb.
M.
1898, p. 123.)

GRIEPENKERL, Friedrich Conrad,

pro-

Carolinum College in Brunswick,
born at Peine, near Hanover, in 1782 long
fessor at the

;

Jan.

9,

1875.

w. h. h.

EDVAED HAGERUP GRIEG

GEIMM

GEIESINGEfi,

GRIESmCER, Geoeg August, deserves a
word of grateful mention for his charming little
work on Haydn Biogrwphische Notizen iiber
Joseph Hayd^i (126 pages) which was originally
communicated to the Allg. Musi/:. Zeiiung from
July to Sept. 1809, and then published by

—

Breitkopf & Hartel in 1810.
Griesinger was a
Legations-Rath of the Saxon government, and
possibly attached to tlie embassy at Vienna.
At
any rate he was on intimate terms with Haydn
for the last ten years of the life of the latter, and
he claims to report directly from his lips, often
in his very words.
His work was used by
Framery for his Notice siir Haydn (Paris, 1810),
but Griesinger complains that his statements
have often been widely departed from, and in
one case an absolute invention introduced.
Whether he was the same Griesinger who
founded singing societies and public concerts in
Stuttgart ten or tvvelveyearsafterHaydn's death,
is not apparent.
He died in Leipzig, April 27,
1S2S.
G.
'

'

GRIFFIN, Geoege Eugene, pianist and comwas born in London, Jan. 8, 1781. At
sixteen years of age he made his first appearance

poser,

by the production of a concerto for
pianoforte and orchestra, in which the melody
as a composer

of

The Blue

He next
tum

Bell of Scotland

published a

pf.

'

was introduced.
ad libi-

sonata, with

and an 'Ode to Charity,' inscribed
Fund, and
published in 1806. His remaining compositions,
with the exception of three quartets for stringed
instruments, were all for the pianoforte, either
alone or in conjunction with other instruments.
They comprise two concertos for pf, and orchestra
a quartet for pianoforte and strings
violin,

to the supporters of the Patriotic

deceased.

He

243

seems to have been totally

incapi-

able of performing the duties of the office, since
we learn from a contemporary newspaper that
on Jan. 29, 1763, the day appointed for his first
lecture,

John

Potter,

who had

acted as deputy

to his predecessor, appeared to lecture for

him,
audience refused to hear him, and compelled him to retire that on Feb, 12 following,
Griffin himself appeared, apologised for his absence on Jan. 29, which he assured the audience
was owing solely to his not having had sufficient
time to prepare a proper lecture, and then retired
without saying more and that he soon afterwards delivered a lecture, which lasted eleven
minutes, in an almost inaudible tone of voice.
He died in 1771. Hawkins asserts him to have
been a barber.
He was more probably of the
Barber-Surgeons' Company.
w. H. H,
GRIFFITH, Frederick, distinguished flute
player, was born at Swansea, on Nov. 12, 1867,
and began very early to practise his instrument.
At the age of fourteen he gained a prize given
for the best performance on the piccolo at tlie
National Eisteddfod at Merthyr Tydfil. A series
of subsequent successes, particularly that at
Cardiflf, where he won the prize for the best
performance on any instrument, attracted Avider
public notice, with theresult thatGriffithenteied
the Royal Academy of Music and studied for
four years, until 1891, under Olaf Svendsen.
Next he went to Paris to study under Paul
Taffanel, and on his return to London he gave
a number of recitals and became director of the

but

tlie

;

;

Wind-Instnmient Chamber Music Society. In
to some five -and -twenty or more

addition

has made

many

five divertimentos
four rondos
marches six airs a capriccio an introduction to an arrangement of the military movement
from Haydn's twelfth symphony and two sets
of quadrilles.
Griffin was one of the original
members of the Philharmonic Society. One of
his string quartets was given by that body on
Feb. 28, 1814, and his pf. quartet on April 14,
1817, he himself playing the piano part. Griffin
was stricken with mortal illness whilst attending
one of the society's concerts, and died a few days
afterwards in May 1863.
His compositions were
formed upon classical models, and were esteemed
w. h. h.
in their day, although now forgotten.
GRIFFIN, Thomas, an organ-builder, in 1741
erected an organ in St. Helen's, Bishopsgate, and
engaged to play himself or provide an organist.

tours, notably
with Mme. Melba's
party and, in 1902, with the same party again
tlirough the Australasian Colonies.
He was first
flute in tlie orchestra which played during the
performances of Sullivan's /i-art/^oc, and in 1895
was appointed to a similar post at the Royal
At the present time
Opera, Covent Garden.
(1905) he is professor of the flute at the Royal
Academy of Music. Griffith has a beautiful,
unforced tone and a command of technique fully
up to the verj' high modern standard. He has
issued a volume of biographies oi Notable Welsh
K. H. L.
Musicians {1S96).
GRIMALDI. See Nicoliki.
GRIMM, Julius Otto, German pianist and
composer of some note; born March 6, 1827,
was a pupil of the
at Pernau in Livonia
Wlien Grimm
Conservatorium of Leipzig.

He also

had

;

;

four sonatas
six

;

;

;

;

;

;

;

'

St.

in
built organs in other City churches
St. John's,
Mildred, Bread Street, 1744
;

;

Westminster St. George's, Botolph Lane St.
St. Margaret Pattens, 1749
Paul's, Deptford
and St. Michael Bassishaw, 1762. On Jan. 11,
1763 (being then a Common Councilman for
Langbourn Ward and one of the Gresliam Committee), he was appointed Professor of Music in
;

;

;

Gresham College

in the

;

room

of Charles Gardner,

recitals Griffith

in the English provinces,
;

;

finislied the course of instruction there,
he found employment at Giittingen, and was
appointed in 1860 conductor of the Cacilienverein at Miinster in Westphalia, where he was
made director of the Musical Academy in 1878.
He published pieces for tlie pianoforte, songs,
and a few orchestral compositions, of which
Suite in canon-form
latter his
for stringed
'

'

orcliestra

made

the round of

German

concert-

GRISAR
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rooms successfully, and in point of clever workmanship deserved all the praise it met with.
[A symphony in D minor and a choral and or-

An die Musik,' deserve mention.
Grimm died at Munster on Dec. 7, 1903.] E. D.
GRISAR, Albert, born at Antwerp, Dec.
cliestral ode,

'

26, 1808, was intended for commerce, and with
that view was placed in a house of business at

The love of music was, however,
too strong in him, and after a few struggles
with his family he ran away to Paris, and
reached it only a day or two before the Revolution of July 1830.
He began to study under
Eeicha, but the Revolution spread to Belgium,
and Grisar was obliged to join his family in
Liverpool.

Antwerp.
His hrst public success was
Le
Mariage impossible at Brussels in the spring of
'

'

It attracted the attention of the govern1833.
ment, and procured him a grant of 1200 francs
towards the completion of his musical education.
He returned to Paris and henceforward gave
himself up almost entirely to the theatre.
His
first appearance there was at the Opera Comique
^vith 'Sarah' (1S36), foUoived by
L'an 1000'
(1837); 'La Suisse a Trianon '(Varietes, 1838);
'

Lady Melvill and L'Eau merveilleuse (with
Flotow, 1838andl839) 'LeNaufrage' (1839)
Les Travestissements (Opera Comique, 1840)
L'Opera a la Cour (with Boieldieu, 1840).
Tliough not unsuccessful he was dissatisfied with
himself, and in 1840 went to Naples to study
composition under Mercadante
and there he
remained for several years.
In 1848 he was
again in Paris, and did not leave it till his
death, which took place at Asnieres on June
Nineteen of his comic operas were
15, 1869.
produced on the stage, and a dozen more remained unperformed. A complete list will be
found in Pougin's supplement to Fetis. The most
important are the following
Gilles Ravisseur
(1848), 'Les Porcherons (1850), 'Bon soir,
Monsieur Pantalon (1S51),
Le Carillonneur
de Bruges' (1852), 'Les Amours du Diable
'

'

'

'

;

'

'

'

'

;

:

—

'

'

'

'

'

Chien du Jardinier' (1855),
'Voyage autour de ma Chanrbre (1859), 'La
Begaiements
Chatte merveilleuse' (1862),
Douze innocents' (1865).
d'amour
(1864),
He also published more than fifty melodies and
romances.
His statue, by Brackeleer, is in the
vestibule of the Antwerp Theatre, and a life
of him by Pougin was published by Hachette.
"With the Parisians he was a great favourite.
A charming, delicate, natural musician, several
of whose works will remain to attest the rare

'Le

(1853),

'

'

'

'

'

excellence of his talent

'

is

the judgment of a

On an EnglishFrench critic in the Jlciiestrel.
man, lio\\'e\'er and one who knew liim and
liked

him

—
— he made

a

different

imjiression

;

'His music,' says Ghorley, 'leaves not the
memory.
I cannot recall
from the whole list a melody, a touch of instrumental novelty, an indication of character or
local colour.'
Cliomiuet (Miisique Dramatique,
slightest trace on the

while praising his fresh and gi'aceful
his sympathy with the scene and
the situation, will not allow him a place above
c
the second rank.
GRISI, GiULiA. This famous operatic singer,
daughter of Gaetano Grisi, an officer of engineers
under Napoleon, was boru at Milan, July 28,
Shebelonged toafaniily ofarti.sts. Her
1811.
maternal aunt was the celebrated Grassini
her eldest sister, Giuditta (boru at Milan, July
p. 286),

melody and

;

28, 1805, died May 1, 1840), was a singer of
and her cousin, Carlotta Grisi,
high merit
originally educated as a singer, Ijecame, under
the tuition of Perrot, the most charming dancer of
Probably her mother, like the rest of
her time.
the family, had before marriage made music her
profession.
If so, with a soldier for a father and
a singer for a mother, it may be said that the
dramatic soprano came indeed of suitfuture
Her earliest instructors were
able parentage.
Filippo Celli,
successively her sister Giuditta
;

'

'

;

afterwardsresidentprofessorin London Madame
Boccabadati and Guglielmi, son of the composer
of that name.
At the age of seventeen she made
her first appearance in public as Emma in Ros;

;

In 1830 Mr. C. C. Greville
'Zelmira.'
saw her at Florence with David in Ricciardo,'
and says, She is like Pasta in face and figure,
She is only eighteen.'
but much handsomer.
Rossini took a gieat interest in the young and
sini's

'

'

promising Giulietta, for whom he predicted a
Youth, uncommon personal
brilliant future.
'

a beautiful voice, and indications
already of that stage talent afterwards so remarkably developed, combined,' says one who
attractions,

speaks wdth authority on the subject,

'

to ob-

more hearty
and more unanimously favourable than often
falls to the lot of a debutante.'
One of Giulia's
warmest admirers was Bellini, who, composing
tain a reception for their possessor

Milan the opera of Norma for Pasta, recognised in the young artist all the qualifications for a perfect Adalgisa.
Strangely enough,
when the opera was first brought out, the
first act proved almost a fiasco
and it was not
until the duet for Norma and Adalgisa in
the second act that the audience began to
applaud.
Dissatisfied with her engagement at
Milan, and unable to get herself released from it
by ordinary means, the impulsive Giulia took to
flight, and escaping across the frontier reached
Paris, where she found her aunt, JIadame Grassini, her sister Giuditta, and Rossini,
at that
time artistic director of the Theatre des Italiens.
She had no trouble in obtaining an engagement.
Rossini, who had not forgotten her performance in Zelmira, oflTered her the part of
Semiramide in his own admirable opera of that
name and in 1832 Grisi made her first appearance at the Italian Opera of Paris in the
character of the Assyrian Queen, Mile. Eckerlin
representing Arsace, and Signer Tamburini
Nothing could have been more perfect
Assur.
at

'

'

;

—

'

'

;

GIULIA GRISI

than

Grisi's success

GRISI

GROSSO

and

London, until the year
1861, when she retired from the Royal Italian
Opera, Madame Grisi only missed one season
in London
that of 1842.
And it was a rare
thing indeed when she was engaged that ilbies^s
or any other cause prevented her from appearing.
She seldom disappointed the public hy her
absence
and never, wdien she was piresent, by
her singing. There is some significance in styling
such vocalists 'robust,' for there are robust
sopranos as there are robust tenors.
Indeed no
one who has not really a robust constitution
could stand the wear and tear which are the
indispensable accompaniments
wdiich form, one
might almost say, the very substance of the
life of a great singer.
In the year 1854 she
made an artistic tour in the United States, in
company with Mario. In 1859 she accepted
an engagement at Madrid, which ^\as not successful, and was rapidly broken ofl'.
In 1861
she signed an agreement with Mr. Gye blinding
her not to appear again in public within a term
of five years.
Mr. Gye thought, no doubt,
that in this case five years were as good as fifty.
But he had reckoned without his prima donna,
wlio, in the year 1866, to the regret of her
friends, and to the astonishment of every one,
came out at Her Majesty's Theatre in her old
part of Lucrezia.
After tliat iladame Grisi
still continued from time to time to sing at
concerts, and as a concert singer gained much
and deserved aptplause.
She had for years made
London her headquarters, and on leaving it in
1869 to pay a visit to Berlin had no intention
of not returning to the capital where she had
obtained her greatest and most prolonged sucShe did not, however, return.
cesses.
Inflammation of the lungs seized lier, and after a short
attack she died at the Hotel du Kord, Berlin,
on Nov. 29, 1869.
Her artistic life had
and considering
lasted about thirty- five years
that fact, and the vigorous constitution which
such a fact indicates, it may safely be inferred
that but for the accident of a severe cold, which
appears to have been neglected, she would have

;

for sixteen consecutive

from 1S32 to 1S49, she was engaged
and re-engaged at the Theatre des Italiens. She
passed the winter of 1S33 at Venice, where Bellini,
in 1S30, had written and produced I Capuleti
ed I Jlontecchi' for the two sisters, Giuditta and
Giulia.
She did not visit London until 1834,
where she made her lirst appearance, amid
general admiration, as Ninetta in
La Gazza
years,

'

'

Her first great London
was achieved in the part of
Anna Bolena. The chief characters in this
work which Donizetti had written for Galli,
Ruhini, and Pasta
became identified in London
with Lablache, Kulnni, and Grisi.
On the
occasion of her first appearance in London, the
Times critic described her voice as a pure,
Ladra

'

(April

8).

success, however,

—

—

'

powerful,

brilliant,

flexible

soprano

.

.

.

one

of the finest we ever heard.'
'As an actress,'
added the writer,
Mdlle. Grisi exhibits dis'

criminative powers of no common order.' AVhen
she undertook the part of Semiramide, at the
King's Theatre, it was said by every one that
Pasta having now retired, her onh' successor
was Grisi.
In the year 1S35 Bellini wrote
I Puritani
i"or Grisi, Kubini, Tamburini, and
Lablache that memorable oiieratic quartet of
which she was the last survivor. It is true
that after Ruhini had been replaced by Mario
the quartet was still incomparable
and it was
for the new combination
Grisi, ilario, Tamburini, and Lablache
that Donizetti, in 1843,
composed 'Don Pasquale.' 'Don Pasquale,'
like 'Anna Bolena,' visited London and soon
became naturalised
and year after year the
Mario quartet, like the Rubini quartet, spent
the winter in Paris, the summer in London.
"When, in 1846, Mr. Lumlej'S company was
broken up by the sudden departure of his principal singers, together with ilr. Costa, and nearly
the whole of the orchestra, the second of the great
quartets came to an end.
It struggled on for a
time in the reduced form of a trio Grisi, ilario,
Then the
and Tamburini, without Lablache.
trio became a duet
but Grisi and Mario still
sang the duo conccrtante which Donizetti had
written for them in Don Pasquale,' as no other
They were still the rose
singers could sing it.
and the nightingale of Heine's Parisian Letters,
'the rose the nightingale among flowers, the
X. P.
nightingale the rose among birds.'
Willis had heard Grisi in London in the year
1834, and, as he tells us in his Pcneillings by
On the other
the Jl'ai/, did not much like her.
hand, Heine heard her in Paris in the year 1840,
'

'

;

—

;

—

;

:

;

'

'

'

and, as he assures us in his Lutetia, liked her
The unbounded admiration of the
Tery much.
German poet would probably have consoled
Madame Grisi, if she had ever troubled herself
about the matter, for the very limited admiration expressed for her by

tlie

American prose-

writer.

From

the year 1834,

when

she

made

her debut
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at the King's Theatre,

—

;

—

—

;

something like the age attained by so
distinguished members of the jirofession
to which she belonged, and of which for an
unusuall)' long period slie fonned one of the
brightest ornaments.
Grisi was married on April 24, 1836, to
Count de Melcy, but the union was not a happy
Later on she
one, and was dissolved by law.
was again married to Mario, bj' wdiom she had
H. s. E.
three daughters.
lived to

many

GROSSE CAISSE
are respectively the
for the bass

GROSSI.

GKOSSO.

and GROSSE TROMMEL
French and German terms

[Dkuji, 3.]
v. de
See Siface, and Vi.^dana.

drum.

Italian for

'

great.

'

The

'

p.

Con-

half of the ISthcentury^
said to have been invented by Torelli in 1709,
was a piece for a combination of several solo
certo Grosso' of tlie

first

GROSSVATER-TANZ
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instruments with the

full band.
Thus Corelli's
Concert! Gross! (op. 6) are described in the title
as con duoi violini e violoncello di concertino
obligate, e duoi altri violini viola c basso di concerto grosso, ad arbitrio che si potranno radoppiare.
The same is the case with Handel's
'twelve Grand Concertos,' which are for two
'

'

and a violoncello, accompanied by
and alternating with a band of two violins, viola,
violoncello, and bass. The piece contained four,
five, or six movements of different tempo, one
being usually a fugue and one a dance, and all in
the same key. It is worth mentioning that J. C.
solo violins

Bach occasionally puts a middle movement in
the key of the dominant.
The name does not occur in the works of either
Haydn or Mozart. It was probably last used
by Geminiani, who, before his death in 1762,
arranged Corelli's solos as Concerti Grossi.
G.

GROSSVATER-TANZ,

grandfather-dance.
A curious old German family-dance of the 17th
century, which was greatly in vogue atweddings,
Spohr had to introduce it into the Festival march
-which he wrote by command for the marriage of
Princess Marie of Hesse with the Duke of Saxe
Meiuingen in 1825 (Selisthiog. ii. 165). It consisted of three parts, the first of which was an
andante in triple time, sung to the words
'

very popular device, resorted to alike by Italians,
suchasCarissimi and Astorga, and by our English
Purcell.
In the works of Purcell there are a
great number of examples, both in his songs in
the 'Orpheus Britannicus,' and in his dramatic
works, as in the Dido and JSneas, in which,
though not a lengthy work, there are three songs
on a Ground Bass the best of which, When I
am laid in earth,' has often been pointed out as
a fine example.
An expansion of the idea was
Music before the
also adopted by him in the
play of King Arthur, in which the figure after
Ijeing repeated many times in the bass is transferred to the upper parts, and also treated by
'

'

'

;

'

'

Bach and Handel botli made use of
the same device ; the former in his Passacaglia
Crucifixus
for Clavier with Pedals, and the
of his Mass in B minor ' and the latter in his

inversion.

'

'

;

Envy, eldest-born of Hell in Saul,'
and '0 Baal, monarch of the skies in 'Deborah.'
In modern times Brahms has produced a fine
example in the Finale to the Variations on a
Choruses

'

'

'

'

Theme

of Haydn in

Bb for orchestra. The finale
symphony, in E minor, is a monumental example of a Ground Bass that is not
of his fourth

absolutely strict.

At the latter part of the 17tli century Ground
Basses were known bythe names of their authors,
as Farinell's Ground,
Purcell's Ground,' etc.,
and extemporising on a Ground Bass w as a very
popular amusement with musicians. Christopher
Sympson's Chelys Minuritionum, or Division
Viol' (1665), was intended to teach the practice,
Diminution or
which he describes as follows
division to a Ground is the breaking either of
the bass or of any higher part that is applicable
thereto. The manner of expressing it is thus
'

Und alg der Grossvater die Grossmutter nahm,
Da war der Grossvater ein Briiutigam,
to which succeeded two quick phrases in 2-4

time

'

'

'

—

Andante.

'

:

'

A

Ground, subject, or bass,

please, is pricked

one for him who

down
is

in

two

to play the

call it

what you

several papers

;

ground upon an

what other instrument
be apt for that purpose
the other for him
that plays upon the viol, who having the said

organ, harpsichord, or

may
As

this dance usually concluded

was

also called the

'

Kehraus

'

an evening,

(clear-out).

it

Its

chief musical interest arises from the fact that
it is the 'air of the 17th century,' used by
Schumann in his Carnaval to represent the
flying Philistines in the March of the DavidsHe also uses it in the finale of his
biindler.'
'

'

'

'Papillons,' op.

'

'

E. P.

2.

GROUND BASS (Ital. basso ostinato). The
most obvious and easily realisable means of
arriving at symmetry and proportion in musical
works is by repetition, and a large proportion
of the earliest attempts in this direction took
the safe side of making the symmetry absolute
by repeating the same thing over and over again
and of this order of
in the form of variations
form a Ground Bass, which consisted of constant
repetition of a phrase in the Bass with varied
figures and harmonies above it, is a sub-order.
At an early period of Modern Music this was a
;

;

ground before his eyes as his theme or

subject,

plays such variety of descant, or division in concordance thereto as his skill and present invention

do then suggest unto him.
A long extract and a specimen of a Division
on a Ground are given in Hawkins's History,
'

'

chap. 149.

c. H. H. p.

GROVE, George,

writer on music, first
Director of the Royal College of Music, and editor
of the first edition of this work, was born on
August 13, 1820, at Thurlow Terrace, "Wands-

worthRoad,Clapham. Hisfather, ThomasGrove,
came of a yeoman stock, long resident at Penn,
Buckinghamshire, and his mother was a woman
of some culture, a lover of music, and a proficient
amateur. George Grove gained his first schooling
as a weekly boarder at an establislmient on
Clapham Common. Thence he migrated to the
1 See an example of a g:ro\ind baas of four tnininiaonly, accompanying a cauoD 7 in 1, by Bach, in Spitta'3 Life, Eugt. tr. iii, 404.
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school started at Stockwell by the Rev. Charles
Pritchard, moving witli the headmaster, in 1834,
In 1836 he was
to Clapham Grammar School.
articled to Ale.xander Gordon, a civil engineer in
His musical eduFludyor Street, AVestminster.
cation began with hearing his mother play from
the Messiah' to her children out of an old vocal
score with voices and figured bass only.
From
this he advanced to Vincent Novello'sFitzwilliam
Music and Bach's 'Forty Eight,' and though
never much of an executant he and his brother
and sisters used to play and sing a good deal
from the oratorios, and regularly attended the
concerts of the Sacred Harmonic Society in
In Feb. 1839 Grove was admitted
Exeter Hall.
graduate of the Institution of Civil Engineers,
and in 1840-41 worked in the pattern and
iitting shops of the firm of Robert Napier on
Towards the close
tlie Broomielaw, Glasgow.
of 1841 he was sent out by Gordon to act as
resident engineer during the erection of a castiron lighthouse on Morant Point, Jamaica, and
after a short stay in England was des]iatched on
a similar errand to Bermuda, whence he returned
in August 1846.
He subsequently served under
Robert Stephenson at Chester and Bangor
(during the erection of the Britannia tubular
bridge over the ilenai Straits), and while at
Chester took an active part in starting a sing'When his engagement at Bangor
ing class.
terminated in 1849 Grove, at tlie instigation
of Brunei, Robert Stephenson, and Sir Charles
Barry, stood for the post of Secretary to the
Society of Arts, and was appointed to that post
in ilarch 1850, continuing, however, to practise
In
as an engineer for a few years longer.
1831 he married Jliss Harriet Bradley, daughter
of Rev. Charles Bradley, and sister of the late
Dean of "Westminster. As Secretary of the
Society of Arts, Grove was brought into close
contact with the promoters of the great Exhibi-

part in the organisation of the musical performances at the Crystal Palace.
The famous analy-

'

tion of 1851, and when a company was formed
to re-erectthe Exhibition buildingsatSj-denhara,
was oti'ered the Secretaryship of the Crystal

Palace, moving to Sydenham in October 1852.
His association with James Fergusson and an
introduction to Stanley, then Canon of Canter-

bury, turned his attention to Biblical research,
and led to his co-operating with William Smith
in the Dictiotiary of the Bible, of which he acted
as an informal sub -editor, contributing in all
upwards of 800 pages out of 3154. This work
occupied the bulk of his leisure for nearly seven
years, involved two visits to the Holy Land, in
1858 and 1861, and led, as a natural corollary,
to the establishment, in 1865, of the Palestine
Exploration Fund, in which Grove was the head
and front of the whole jiroceeding' (Dean Stanley
But he contrived
at Cambridge, May 8, 1867).
to find time to prosecute his musical studies
'

with great zeal from the moment of his settling
purchasing
in London, attending concerts,
scores, and from 1854 onwards taking an active
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programmes grew out of a suggestion of Mr.
Sir August) Manns, who had become chief
conductor of the orchestra in 1855, that Grove
should contribute a few words in elucidation
of a memorial programme of Mozart's music in
1856.
For upwards of forty seasons Grove contical

(now

tributed the bulk of tliese analytical remarks
to the programmes of the Saturday Concerts,
those of the works of Beethoven, Mendelssohn,
Schubert, and Schumann being, with hardly an
exception, from his pen.
The analyses of the

nine symphonies of Beethoven were eventually
expanded into the volume published in 1896,
but he rarely allowed any of these commentaries, which can be reckoned by the hundred, to
appear twice in the same form.
His researches
at home or abroad, his conversations with
musicians, his general reading were constantly
drawn upon to supply fresh and illuminative
matter, whether in the shape of musical or
literary

details of construction, or
reminiscences.
Grove has frankly
admitted that he had forerunners in Thomson,
parallels,

anecdotic

the Professor of Music in Edinburgh in 1840,
in John Ella, John HuUah, and Dr. Wylde.
But Grove brought to bear on his task an
infectious enthusiasm as well as a width of
culture which lent his commentaries a peculiar
charm and value. There have been better
analyists, anatomists, and dissectors of the
organism and structure of the classical masterthere has never been so suggestive and
pieces
stimulating a commentator upon their beauties.
Grove's intimate association with Sir Arthur
Sullivan dated from 1862, while his long friendship with Madame Schumann and his devoted
championship! of her husband's compositions
began in 1863.
In 1867 he made his memorable journey to Vienna in company with Arthur
Sullivan (the record of which will be found in the
appendix to Mr. Arthur Coleridge's translation
of Kreissle von Hellborn's Life of Schubert),
which resulted in the discovery at Dr. Schneider's of the part-books of the whole of the
Here also he laid the
music of Rosamunde,
foundation of his long friendship with C. F.
Pohl, and made the acquaintance of Brahms.
In May 1868 he succeeded Professor David
Masson as editor of Mannillans Magazine, a
post which he retained for fifteen years.
Grove, who had in 1860 contributed to the
Times the first detailed account of the Oberammergau Passion-play which appeared in the
English press, wrote from Italy in 1869 some
remarkable letters on the alleged miracle of
St. Januarius at Naples to the Times and the
Spectator, and till a very few years before his
death was a constant contributor on a multiplicity
of subjects, mainly musical, to these and other
newspapers. He was meantime steadily accumulating illustrative material relating to the
;

GROVE
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symphonies of Beethoven and Mendelssohn,
steejiing himself in the music of Schumann and
Schubert, and in Sept. 1873 announced to his
friends that he liad resigned the secretaryship

the Crystal Palace in order to edit the
Dictionary of Music ami jWusiciims for Messrs.
Macmillan.
Though he had resigned the secretaryship of the Crystal Palace, Grove maintained
his connection by joining the Board of Directors
and continuing to edit the programmes of the
Saturday Concerts.
On June 29, 1875, the
honorary degree of D.C.L. was conferred by the
University of Durham, on George Grove, the
eminent civil engineer, and the present editor
of Maxinillan s Magazi)i€, for the great services
rendered to literature by his writings
and it is
worthy of remark that the speech of Professor
Farrar, who presented him for his degree, laid
stress on his contributions to Biblical research
and geography, but took no account whatever of
his services to music.
His many-sidedness was
happily hit off by Robert Browning in a private
letter, a few months later, when he calls him
' Grove
the Orientalist, the Schubertian, the
Literate in ordinary and extraordinary.'
In
1876 he found time, amid his work on the
Dictionary, to write an admirable Geography
Primer for Messrs. Macmillan's series, published
and in 1877 met Wagner at Mr.
in Jan. 1877
Dannreuther's house in Orme Square, besides
assisting to entertain him at the Athenteura Club.
That Grove was immensely impressed by AVagner
there can be no question, but to the end of his life
he remained in imperfect sympathy with the
spirit and etJws of the music drama. But he kept
his views to himself, and never aired them in
Almost the only time he ventured to
public.
discuss WagTier in public was when, in 1887, the
Daily Telegraph had noticed a new opera produced in Pesth and viore suo praised the composer
He seems
for not being influenced by Wagner
to his credit to have forgotten Wagner's very
Grove promptly wrote to point out
existence.'
of

'

'

;

;

'

:

Whatever Wagner's
that this was incredible.
that he has made a revolution in the
faults,
form and structure of opera is admitted by ninetenths of the mu.sical world.'
Intheautumnof 1878 Grove paid a memorable
visit to America with Dean Stanley, meeting
Longfellow, Oliver Wendell Holmes, Emerson,
Eliot, and other leaders of thought, visiting most
of the great eastern cities, and getting a glimpse
1879
of the South and a run through Canada.
was chiefly devoted to accumulating materials
for his monograph on Mendelssohn, and in the
autumn he visited Berlin and Leipzig to obtain
first-hand information from Mendelssohn's family
and friends. The first volume of the Dictionary,
containing Parts i.-vi., had been published in
1879, and the Part containing the article on
In July of
Mendelssohn appeared in Feb. 1880.
the same year Grove was the recipient of a very
gratifying testimonial in the shape of a purse
'

of

1000 guineas, and an address emphasising

his signal services rendered to Biblical History

and Geography, and to Music and Musical Literature. The list of subscribers contained the names
of the Archbishojis of Canterbury and York,
Dean Stanley, Millais, Leigliton, Frederic Harrison, Arthur Balfour, James Paget, and a host
Archbishop Tait
of other distinguished men.
Dean Stanley and Sir Arthur Sullivan
presided
:

eulogised Grove's services to Biblical research
The gathering was a
and Music respectively.

remarkable testimony to Grove's versatility, for,
as Dean Bradley said, it came almost as a
revelation

to

those

who had

associated

him

with Biblical research or literature to find
him appropriated by musicians and vic^ versd.
From this time onward, however, his energies
were steadily concentrated in the direction of
music.
He was already hard at work on his
article on Schubert, and in the autumn of 1880
paid a special visit to Vienna to gather materials
on the spot, and study the MSS. in the possession
Here he renewed his
of the Musikverein.
acquaintance with Brahms, and w-as greatly assisted in his researches by his devoted friend C.
Schubert proved his chief interest and
F. Pohl.
anodyne in 1881, a year saddened for Grove by
and in the autumn
the death of Dean Stanley
his theory of the lost Gastein symphony took
shape, and his views were embodied in a communication to the Atlietuvuvi for Xov. 19, 1881
chiefly

;

'

'

The theory involved, as its corollary,
the renumbering of the C major Symphony
No. 10, a course invariably followed in the
programme-books of the Crystal Palace concerts.
Owing to the entire disappearance of the score,
and the continued failure of all efforts to bring
it to light. Grove's theory still remains in the
category of hypothesis, but his own confidence
in the accuracy of his deductions remained
unshaken.
Meantime the movement for the
establishment of the Royal College of Music was
rapidly maturing.
A scheme was mooted at a
meeting held at Marlborough House in 1878 to
effect an amalgamation with the Royal Academy
of Music and the Xational Training School of
Music, but the negotiations fell through, so far
as the Royal Academy was concerned.
The
Training School, on the other hand, willingly fell
in with the proposal, and in 1880 a draft Charter
was completed, for which the Prince of Wales
(now King Edward VII.) undertook to become
petitioner to the Privy Council, a special feature
of the proposed institution being the raising of
a fund to provide not only for the education but
in certain cases for the maintenance of those
who, having shown themselves by competition
worthy of such advantages, were unable to
maintain and educate themselves.
The Prince
of Wales accepted tlie Presidency of the Council,
and the late Dukes of Coburg (then Edinburgh)
and Albany, and Prince Christian took an active
Grove in July 1881 was
part in the movement.
(p. 675).
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inyited to join the Council and Executive Committeeof the proposed college, and inilai'ch 1882,
at the special request of the Prince of" Wales,
undertook the post of organising hnancial secretary for a pieriod of six months.
Into this campaign he threw himself with the utmost energy,

widen the intellectual range of his students.
In conversation
for he was always accessible
in his terminal addresses, on which he spent
much time and thought, and in the choice
of his start', he never failed to exemplify his
belief in tlie abiding value of culture.
Thus
he constantly urged his 'children,' as he called
them, to read tlie best poetry recommended,
lent, or gave them books
and insisted on the
vital importance of cultivating some intellectual
interest as a resource in later life.
It was truly
said of him that few qualities in a student excited his displeasure more than a casual manner,
a slovenly style, and above all want of reverence
for great men.
His smallest piece of advice
to a student,' says Dr. Walford Davies, 'was
seasoned with wdiat some great man did or said.'
He had his drawbacks, wdiich were chiefly due
to the defects of his qualities.
He was too
enthusiastic always to consult his digmity, he
was apt to be irritated by trifles, impatient of
Philistinism, and inclined to confound thoughtless levity with disloyalty. His lack of sympathy
with athleticism and field sports was a disadvantage in <lealing with young men, and he was not
able to conceal a very intelligible preference for
instrumentalists over singers.
But with all
deductions, throughout his eleven 3'ears' tenure
of office, he exercised a notable and salutary
influence on the best of the students, his interest

making

speeches, delivering addresses, drafting

visiting provincial centres, and in
short leaving no stone unturned to promote the
end in view.
In Feb. 1882, at a meeting
convened by the Prince of Wales, and held at
St. James's Palace, the scheme was formally
launched.
In the next fourteen months fortyfour meetings were held throughout the oountrj',
apart from several held at the Mansion House.
As a result of these eftbrts, in which Grove,
with the late Mr. George Watson as his efficient
lieutenant, took a most energetic ptart, a large
sum of money was raised, and the promoters
were able to realise a considerable instalment
of this plan, by founding fifty scholarships for
tuition, several of wliich included maintenance.
In the course of the summer of 1 882 the directorship was offered to and accepted by Grove, who
at once set to work to select and organise his
circulars,

inducing Madame Lind-Goldschmidt to
emerge from her retirement, and enlisting the
aid, amongst others, of C. H. H. Parry, Walter
Parratt, C. V. Stanford, Ernst Pauer, Franklin
Taylor, and Arabella Goddard.
The Royal
College of Music was formally opened by the
Prince of Wales, the President and Founder, on
Maj' 7, 1883, the ceremony, which w»a3 attended
by Mr. Gladstone, then Prime Minister, taking
staff,

place in the building previously occupied by^ the
National TrainingSchool of Music, and presented
to the Prince of Wales for the purposes of the

Royal College of Music by Sir Charles Frcake.
Four days earlier Mr. Gladstone had offered the
new director the honour of knighthood, in ac-

knowledgment

of the services he had rendered
to the Art of JIusic in England, and in announ-

cing Grove's decoration the Prince of Wales
alluded to him as one who, eminent in general
literature, has specially devoted himself to the
preparation and publication of a Diciionary of
Music, and has earned our gratitude by the
skill and success with which he has worked in
the difficult task of organising the Royal College.
As director of the Royal College of JIusic
Grove exercised a remarkably stimulating and
'

Regarding
fruitful influence on his pupils.
himself first and foremost as the head of a family,
he exhibited a truly parental interest in his
young charges. Mere ability was no passport
to his favour science, as he put it, is not everything, 'life is better than efficiency,' and he
was quick to recognise sterling qualities of
;

though unaccompanied by talent.
Again holding firmly that the arts reacted on
each other, and that the better and wider a
musician's education, the better would be his
work in music, he did all that was possible
character

to
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—

:

;

'

in

whom was by

official relations.

no means bounded by his
Throughout his directorship

he "was in the habit of inviting select parties of
pupils to the Crystal Palace concerts, where he
might be seen, Saturday after Saturdav throughout the season, in his seat at the back of the
gallery, the centre of a group of his children,"
with a full score in his lap, pointing out his'

favourite passages,

He

and leading

tlie

applause.

also enlisted the aid of generous friends, so

that, if a deserving pupdl

was in need of

rest or

change, an invitation to the country or seaside
was generally forthcoming.
Grove's interest in music outside his immediate
official duties was manifested in a variety of
ways,
by frequent contributions to the press,
by attendance at concerts and festivals, and by
writing prefaces, analytical programmes, etc.
He had been spiecially designated by Stanley to
write his Memoir, but was obliged to abandon
the task owing to his other engagements.
He
found time, however, to compile the interesting
History of a Phrase' which appeared in the
Musical World in 1887, and in the autumn of
1889 carried out a thorough exploration of the
villages in the environs of Vienna which Beethoven frequented in the summers of the later
years of his life.
In the spring of 1891 he took
an active part in resisting the proposed measure
for the Registration of Teachers, which he
considered would most injuriously affect the
operations of the Royal College of JIusic.
In
the autumn of the same year he initiated the

—

'

GEOVE
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scheme,

carried

out by

GEUA

Breitkopf

&

Hiirtel

article in this Dictionary,

and

his feeling for

Sept. 15), for issuing a facsimile edition
of the autograph scores of Beethoven's Symphonies.
To the special Beethoven number of

Beethoven, though not so tender, was hardly less
strong.
Personally Grove was a most lovable
and delightful man, with a genius for friendship

the Musical Times (Dec. 15, 1892)hecontributed
an interesting paper on The Birds in the
Pastoral Symphony.' Overwork and advancing
years had now begun seriously to impair Grove's

with young and old alike, and
the means by which friendship

(^Tillies,

'

health.

Arthur Sullivan's

Visits to Sir

villa

distinguished of his
characteristic of the

Besides the works already mentioned Grove
translated Guizot's i,tud,es sur les Beaux Arts
(1853), and contributed a sketch of his visit to

'

;

Nablus to Sir Francis Galton's Varation Tourists
and Notes of Travel in 1S61 (Macmillan, 1862).

'

;

'

knowledge of their outer and
inner lives, their friends, surroundings, and
general circumstances, together with his minute,
loving study of every line and note of tlieir
works, gave him a clue to the most abstruse
or musicians, his

which more

]iractical

musicians have rarely attained.'
Grove's yiersonal devotion to his musical heroes
was quite extraordinary. He came to regard
Schubert is
them as companions and friends.
my existence,' he wrote while engaged on the

'

'

'

passages,

It was
contemporaries.
that he was always

man

:

—

difficult

kept in good

ready to communicate and impart the treasures
of a mind thus richly stored to those who needed
it most.
No one could have acted more conscientiously in accordance with the advice
Get all the educahe gave to a young friend
tion you can, and never fail to lend a helping
hand to any one who needs it. Of his energy and
versatility a curiously interesting sketch will
be found in the chapter on Types in H. Taine's
Notes sur L' Angleterre (Paris, Haohette, edition
Besides the disdeuxieme, 1872, pp. 76-77).
tinctions and honours already mentioned it
may be added that Grove was made a C.B. in
1894, that the late Duke of Coburg decorated
him with the Cross of the Order of Merit, and
that the University of Glasgow conferred on him
the honorary degree of LL. D. On his retirement
his pupils at the Royal College presented him
with his bust by Mr. Alfred Gilbert, R. A., which
The
he subsequently gave to the College.
teaching staff presented him with his portrait
by the late Mr. Charles Furse, A.R.A. Other
portraits of him were painted by Henry Philips,
H. A. Olivier, and Felix Moscheles. A George
Grove Memorial Scholarship has been founded
at the Royal College of Music.

—

and
and

is

Before concentrating himself on music
he had for many years moved in the mid-stream
of culture, he had travelled widely, found time
to read everything new or important in art or
letters, and reckoned amongst his intimates or
acquaintances a very large number of the most

repair.

near Monte Carlo at Christmas 1892 and to
Eagatz in Sept. 189.3, only brought him temporary relief, and consciousness of his failing
powers impelled him in Oct. 1894 to resign
his directorship.
In March 1896 he published
his valuable and illuminating commentary on
Beethoven's Symphonies.
The Scottish Musical
Review for June 1896 contains a sketch of his
old friend, Madame Schumann, and his contributions to the press continued to the close of
1897.
As long as health remained he showed
the liveliest interest in the welfare of his old
pupils, and attended the meetings of the Royal
College Council.
Early in 1899 his strength
began to fail, and he passed away on May 28,
1900, in the old wooden house at Sydenham
which he had inhabited for nearly forty years.
He is buried in Ladywell Cemetery, Lewisham.
Grove's achievements are all tliemore remarkable when it is borne in mind that in the strict
sense of the words he was neither a scholar, a
linguist, nor a musician.
These limitations he
was never afraid to acknowledge, see for example
the preface to his book on Beethoven's Symphonies,
and he freely availed himself of the
best expert aid to supplement his own shortcomings.
As one of his most distinguished pupils
said of hira, he taught one to think of him as
pre-eminently an amateur, and I am inclined to
think that this pre-eminence, together with his
human kindness, formed his best qualification
Though he was
for a great professional post.'
no executant he never missed any opportunity
of hearinggood music hismemory was retentive,
and he could find his way well enough about tlie
full score of a work with which he was familiar.
As a critic he was hampered by his temperament;
he hated comparisons, would rather love than
condemn any day in the week,' and was little
concerned with niceties of technique in perform"Where he shone was as a commentator,
ance.
in the words of one of
interpreter, or eulogist
in handling the great poets
his best friends,
'

for utilising all

scientific

'

i

He also wrote Prefaces to Otto Jahn's Life of
Mozart, Hensel's Mendelssohn Family, "\V. S.
Rockstro's Life of Handel, Novello's ShrM
History of Cheap Music, Amy Fay's Music Study
in Germany, The Early Letters of Schumann,
translated by May Herbert, and Mr. F. G.
Edwards's History of Mendelssohn's 'Elijah.'
[For tlie sources of the above information, and
for further particulars, the reader is referred to
the Life of Sir George Grove, by C. L. Graves,
Macmillan, 1904.]
c. L. G.
GRUA, a family of Italian musicians who
were renowned in Germany in tlie 18th century,
concerning whose dates very little seems at
present to be known with certainty.
According
to the QiielJen- Lexikon, Carl Litigi Pietro
Grua'.s name appears in the list of the court
musicians at Dresden, as a male alto, in 1691,

GUADAGXI

GRUTZMACHER
and he was appointed vice-capellmeister in 1 693
he was at Diisseldorf in 1697, where an opera,

;

was performed.
F. "Walter, in his
Grua as being capellnieister at Heidelberg in 1718, and at Mannheim
from 1734 onwards bnt as he speaks of him in
1734 as aged thirty-four, thus making liini boru
in 1700, he cannot be the member of the Dresden
Another
choir or the composer of 'Telegono.'
Camillo, is known by an aria preserved
opera,
A mass and other
at Berlin and Dresden.
church compositions are mentioned in tlie Qavllen-Lexikon.
A Paul Gkua is mentioned Ijy
F. Walter as an organist at ilannheim in 1723,
'Telegono,

'

Gcsch, d. Theaters, refers to

;

'

'

and a Peter Gkua as a violinist there in 17ti3.
The former is possibly the Paul Grua whose
given in the Quellen-Lexikon as taking
Another Paul
place before May 17, 1798.
GiiUA, son of C. L. P. Grua, was sent at the
expense of the Elector Carl Theodor to study
with Padre Martini and Traetta, was a member
of the Mannheim band, migrated with the band
to Munich in 1778, and succeeded Bernasconi
His opera,
in 1784 as court capellmeister.
Telemacco, was performed in Munich, 1780,
and a Miserere by him for four voices with
orchestra is at Berlin and Darmstadt.
It is
apparently this Paul Grua whose date of birth
is given in Eiemann's Lexilcon as Feb. 2, 1754,
A
and that of his death as July 5, 1833.
great number of compositions for the church are
ascribed to him in the same book.
M.

death

is

'

'

'

'

GRUTZMACHER,

Friedmch

LuDwiG, a distinguished

Wilhelm

son of
a musician, born at Dessau, March 1, 1832.
His musical faculty showed itself very early,
and he was thoroughly instructed in theory by
F. Schneider,

and

violoncellist,

in the violoncello

by Drechsler.

In 1848 he went to Leipzig, where he at once
attracted the notice of David, and in 1849, A\'lien

became first violoncello and
solo player at the Gewandhaus, and a teacher in
In 1860 he was called
the Conservatorium.
Kammer- Virtues to the King
to Dresden as
of Saxony.
He visited most of the northern
capitals of Europe, and was in England in 1867
and 1868, pilaying at the Philharmonic (May 20,
His
1867), ilusical Union, and Crystal Palace.
compositions embrace orchestral and chamber
pieces, songs, etc., besides concertos and other
His exercises
compositions for the ^'ioloncello.
and studies are specially valuable ('Tagliche
Technologie des VioloncellUebungen and
only

seventeen,

'

'

'

'

used in the Leipzig Conservatorium).
We are also indebted to him for many careful
editions of standard works (Beetho"\'en's Sonatas
for Pianoforte and Violoncello, Romberg's Conspiels,

'

and for
some forgotten works of considerableinterest. Asa playerhe had an extraordinary
command of difficulties, and his stylewas remarkable alike for vigour, point, and delicacy. As a
teacher he was greatly and deservedly esteemed.
certos, Boccherini's Sonatas, etc. etc.),

the

revi'\'al

of
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and formed a number

of fine players of all the
nations of Europe. He died at Dresden, Feb. 23,
1903.
Of his pupils his brother Leoruld (i.
Sept. 4, 1334
d. Feb. 26, 1900) was one of the
most remarkable. He was for many years first
violoncello in the Meiningen orchestra.
T. r. H.
GRUND, Fkiedeich Wilhelm, born at
Hamburg, Oct. 7, 1791, at first studied the
violoncello and pianoforte with the intention of
becoming a public jjerformeronbothinstruments,
but after a few successful appearances in his
seventeenth year, his right hand became crijipled,
and he was obliged to abandon his public career.
He now took a keen interest in the musical
affairs of his native town, where in 1819 he \\a3
instrumental in founding the Singakademie
he remained director until 1862, when he also
retired from the directionof the Philharmonische
Concerte, with which he had been connected
since 1828.
In 1867 he took an active part
;

;

in' the formation of the Hamburger Tonkiinstlerverein. He died at Hamburg,
His numerous works include
Nov. 24, 1874.
two operas, Mathilde and Die Burg Falkenstein,' a cantata 'DieAuferstehungund Himmelfahrt Christi,' an eight-part mass, sym[thonies,

with Gradener

'

'

overtures,

'

and much chamber music.

M.

GRUPPO, GRUPETTO,

the Italian names
Sebastien de Brossard
for our TuEN, w'hich see.
(^Dietionnaire de Musique) says that the turn is
called Grcqjpo (or

Gruppo) ascendente and Groppo

according as the last note of the
group rises or falls. The two examples given
u.
under Tr.iLL represent the two kinds.
GUADAGNI, Gaetano, one of the most
famous male contralti of the 18th century, was
born at Lodi^ about 1725 (Fetis) or, perhaps,
dcscendente,

Kothing is kno^\n of his early history.
In 1747 he was singing at Parma in 1748 he
came, very young, to London as serious man
in a burletta troupe, with Pertici, Laschi, Frasi,
His voice attracted the notice of Handel,
etc.
who assigned him the parts in the " JIessiah"and
'Samson," wdiich had been originall}' composed
for Mrs. Gibber, ^ in the studying which parts,'
says Burney,
he applied to me for assistance.
During his first residence in England, which was
four or fi"ve years, he was more noticed in singing
English than Italian. He quitted London about
1763.'
[In 1751-52 he visited Dublin, and
sang there with great success, w. H. c. F.] In
1754 he sang at Paris and Versailles, after
which he went to Lisbon to sing under Gizziello,
and in 1 755 narrowdy escaped destruction during
To Gizziello he owed much of
the earthcjuake.
his impirovement and refinement of singing.
His ideas of acting were derived much earlier
from Garrick, who took as much pleasure in
forming him as an actor (for The Fairies of
Smith), as Gizziello did afterwards in polishing
later.

:

'

'

'

'

'

'

'

After leaving Portugal,

his styde of vocalisation.

Or Vicenza (Burney).
no saug also in Theodora
'

1

'

'

(1750).

GUADAGNINI

GUARDUCCI

he acquired great reputation in all the principal
theatres of Italy.
Tliere he sang the part of

uneouthness thecornersareheavyandobtrusive
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'Telemacco,' written for him by Gluck, who
procured his engagement in 1766 at Vienna, as
Orfeo.
Having excited both admiration and
disturbance in that capital, he retui'ned to
London in 1769.
As an actor he seems to
have had no e(|nal on any operatic stage in
'

'

'

Enrope
his figure was uncommonly elegant
and noble his countenance replete with beauty,
intelligence, and dignity
and his attitudes
and gestures were so full of grace and propriety,
that they would have been excellent studies for
a statuary.
But, though his manner of singing
was perfectly delicate, polished, and refined, his
:

;

;

voice seemed, at

first,

to disappoint every hearer,

he had now changed it to a soprano, and
extended its compass from six or seven notes to
fourteen or fifteen (Burney).
The same writer
gives a curious criticism of his style, too long to
quote here, from which it appears that he produced his best effects by singing unaccompanied
for

'

and by fining off his notes to a thread.
He
had strong resentments and high notions of his
own importance, which made him many enemies.
He sang under J. C. Bach in the Lent of 17 70,
and later in the same year was heard at Yerona
by the Electress of Saxe, who brought him to
Munich, where he remained in great favour with
the Elector till the death of that prince.
In
1766 he sang at Potsdam before Frederick II.,
who gave him a handsome gold snuffbox studded
with brilliants,
the finest he had ever given.
In 1777 he returned to Padua.
There Lord
Mount-Edgcumbe heard him (1784) in a motetto,
and found his voice still full and well-toned,

—

He insisted on Lord
and his style excellent.
Ilount-Edgcumbe going to his house, wdiere he
entertained him with fantoccini, which he exhibited on a little stage, and in which he took
This writer puts his death in the
next year, 1785 but Fetis fixes it much later, in
1797.
He amassed considerable wealth, which
J. M.
he spent liberally and charitably.
GUADAGNINI, a numerous family of Italian
violin-makers, of theCremonaschool, though probably originating from Piacenza. The first genera-

;

good sjiecimens command prices varying from
£40 to £100. In the second generation a marked
decadence is observable.
The second JohnBaptist (probably a son of Lorenzo) made a large

number of useful
They are mostly

Lorenzo and

Joh>;-B.a.?ti.st

;

the

seems always to have been a family name.
They worked
Their exact kinship is uncertain.
Both claimed to be
from about 1690 to 1740.

The violins of ,Tohnpupils of Stradivarius.
They are finely
Baptist fuUy justify this claim.
designed, and covered with arich dark-red varnish,
easily distinguishable from the glaring scarlet
varnish used by the second John-Baptist, and
are in all respects worthy of the Stradivarian
school. John-BaptistdatedfromMilan, Piacenza,
and Turin he sometimes describes himself as
Cremonemsis,' sometimes as Placentinus.' The
violins of Lorenzo are of high sterling merit,
despite their divergence from the Stradivarian
;

'

'

model.

The design

is

often bold to the verge of

commoner

sort.

of the Stradivarian pattern.

'

'

oddly with that of his contemporary
John-Baptist and those used in the earlier generation. The third and following generations of the
Guadagnini family exhibit a lamentable falling
ofi'.
Now and then they did their best to imitate
the work of their predecessors
more often they
seem to have worked at haphazard. The third
generation had quite lost the art of varnishing.
Sometimes the varnish is a hard and cold imitation of that of John-Baptist the second
sometimes it is a thick, dull, opaque mass, resembling
paint sometimesmerely athin albuminous wash.
In the make little often remains of the Creraonese
trasts

:

:

:

character at all.
They nevertheless made a certain number of useful instruments.
Members of
the family are believed to be still engaged in the
violin trade at Turin.

GUALANDI.
GUARDUCCI,

;

tion consists of

violins of the

He introduced that unpleasantly high-coloured
varnish which is often supposed to be the special
He used excharacteristic of a Guadagnini.
cellent wood, and his instruments are in good
He usually
repute among orchestral players.
dates from Piacenza.
To the same generation
belongs Jo.seph (1740-60), who usually dates
from JMilan, and claims to be from Cremona.
He was probably a brother of the second JohnBaptist.
His work is massive and full of
character, but distinguished by a certain rudeness, in which he probablj' imitated Joseph
Guarnerius. His brownish-yellow varnish con-

great delight.

latter

;

the scroll is quite unlike that of Stradivarius :
the varnish, thoughrichandgood, is less brilliant.
Both of these makers are highly esteemed, and

E. J. P.

SeeC.«ipiOLl.
To.MM.^sso, Toscano, born at

Montefiascone about 1720, was a pupil of the
famous Bernacchi at Bologna, and became one
of the best singers of his time.
He appeared
at most of the chief theatres of Italy with success
from 1745 to 1770.
In the autumn of 1766 he
was brought over by Mr. Gordon, one of the
managers, to the London Opera as 'first man,'
with Grassi.
In the spring of 1767, two serious
operas,
Caratacco by J. C. Bach and Vento's
Conquista del Messico,' were produced
and in
these the two new singers excited more attention, and acquired more applause, than before.
Guarducci was, according to Burney, tall and
awkward in figure, inanimate as an actor, and
countenance ill-favoured and morbid but a man
of great probity and worth in his private character,
and one of the most correct singers. His voice was
clear, sweet, and flexible.
His shake and intonations were perfect, and by long study and practice he had vanquished all the difliculties of his
art, and possessed himself of every refinement.'
'

'

'

;

'

m

;

GUAENIEEI

GUARNIERI
Prejudice at first ran liigh against liim, but
liis merit made its way, and his highly-polished
style was very much admired.
He paid a high
compliment to the then state of taste in London,
by which (he told Dr. Burney) he had profited
largely, in discarding superfluous and ill-selected
ornaments from his singing.
He was, perhaps,
All
the simplest of all the first class of singers.
his effects were produced by expression and high
finish.
He sang in the English oratorios at
short notice, with very little knowledge of our
language. He received, however, £600 for twelve
oratorios, a larger sum than was ever given on
a like occasion until the time of Miss Linley.
In 1771 he retired, and lived with his family,
passing the winter at Florence and the summer
at Jlontetiascone, where he had a handsome
J. M.
country-house.
GUARNIERI or GUARNERIUS, a celebrated family of violin -makers of Cremona.
Their pedigree is as follows
:

1.

Giaiii-BattiaU,

.\ndrea9.

worked

not & vioUii-maker.

1650-11395.
I

2.

Peter of

Joseph, 'films

3.

Cremona.
worked

Andreae.

5.

Joseph DEL Geso,'
'

16S7. d. 1745.

b.

worked
1690-1730.

1690-1725.

I

Peter of Venice,

4.

worked

1730-17.55.

the first of the
1. AsDEE.\.s GuARNiEEi,
family [born about 1626, died Dec. 7, 1698],
worked with Stradivari in the workshop of
ISTicholas Amati, and like Stradivari developed
out of his master's model an entirely original
Excellent instruments of his make, not
style.
very highly finished, but covered with fine orange
varnish, are dated from the sign of St. Theresa,
in Cremona, where he was succeeded by his sou
'Joseph filius Andreae.'
2 PiETRO Giovanni Guakxieei (born 1655)
'

commonly

Peter of Ckemona

—

from
Cremonemigrated from Creensis,' i.e. /)-o»i Cremona
mona to Mantua, where he also worked 'sub signo
called

'

his describing himself in his tickets as

'

'

—

Sanctae Teresae.

knew no

limits

'

:

The

originality of the Guarnieri
Peter of Cremona has scarcely

a point in common with his father or brother.
'There is,' says Mr. Hart, in his work on the
violin, 'increased breadth between the soundholes
the sound-hole is rounder and more
perpendicular the middle bouts are more conHis
tracted, and the model is more raised.'
varnish is often equal to that of his brother.
The instruments of Peter of Cremona are valued
by connoisseurs, but in a less degree than
;

;

those of his nephew, Peter of ^'enice.
(1666-o'n-ri
3. Joseph, 'filius Akdeeae
1739), who so described himself to distinguish
himself from his cousin Giuseppe Antonio (No.
but he
5), first followed his father's pattern
soon developed a style of his own, in which the
narrow and rapidly-widening waist, the peculiar
set of the sound-holes and a more brilliant
'

;
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are ja'ominent features.
Good specimens command jirices varying from £30 to £80.
Some points first traceable in his work were

varnish,

adopted by his cousin.
His son,
4. Peteu of Venice (born 1695), adopted
his uncle's method, and carried the
Petrine
make to perfection. Unlike the rest of liia
family, Peter of Venice had the advantage of that
splendid Venetian varnish which astonishes the
beholder in the work of Montagnana.
His
violins, though of high model, have a fine rich
tone, and are in their way complete masterpieces.
But all the Guarnieri family yield in fame to the
'

celebrated
5. Joseph del Gesu, so called from the
I.H.S. which is added to his name on his tickets.
Sometimes erroneously said to have been a
pupil of Stradivari, with wdiom his work has

nothing in common, he was probably a pupil of
his cousin and namesake.
His attention
seems to have been early diverted from the
school of the Amati, in which all his relatives,
and Stradivari himself, imbibed their first ideas.
He fixed on the works wdiich the early Brescian
makers had produced before the Amati family
brought into fashion geometrical curves, extreme
fineness of finish, and softness of tone.
"Whoever may have been the instructor of Joseph
Guanierius, his real master was Gaspar di Salo.
He revived the bold and rugged outline, and
the masterly carelessness, and with it the masbuild

sive

and

tone,

po\\'erful

of the

earlier

Perfection of form and style had been
attained by others
tone was the main quality
sought by Joseph, and the endless variety of
school.

:

his work, in size,

in model,

and

in cutting of

sound -holes, probably merely indicates the
many ways in which he sought it. He was
sedulous in the selection of sonorous wood. He
is supposed to have obtained a piece of pine of
vast

size,

possessing extraordinary acoustic pro-

from which he made most of his bellies.
The bellies made from this wood have a stain or
sap-mark running parallel with the finger-board
This great block of wood, saj'S
on either side.
Mr. Hart, he regarded as a mine of wealth.
He often finished an instrument more carefully,
the finer examples
perhaps to special order
are well characterised b}^ Sir. Hart as a strange
mixture of grace and boldness.' These finer
examples predominate in what has been termed
the second epoch of his life but the truth
is that throughout his career he worked with
no uniformity as to design, size, appearance, or
degree of finish, and without any guide but his
own genius, and the scientific principles he had
wrought out by experiment.
The story of
Joseph Guarnerius making rude instruments
while in prison out of chance pieces of wood
provided by the daughter of his gaoler, who 'sold
them for ^^'hat they would fetch, in order to
allei'iate the misery of his confinement,' rests
upon no satisfactory evidence. Joseph Guanierius
perties,

'

:

'

'

'

:

GUDEHUS
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GUERRERO

made instruments

in

and he may

to that hand.

often of very rude appearance,
not have been at some time
imprisoned: but tlie story of the 'prison Josephs'
or

may

has probably been invented to explain the hosts
of spurious instruments which have found their
way all over Europe since the middle of the 18th
century.
The great tone-producing powers of
the Joseph were thus early very well known
but the softer quality of the Aniati and the
Stradivarius violin was usually preferred by
amateurs until the 19th century, when Paganini's
extraordinary performances on an unusually fine
Joseph sent them up at once threefold in the
market. The value of a good 'Joseph' now varies
from £150 to £600, according to size, power of
'

'

;

'

'

tone, finish,

and condition. Only extraordinary

specimens fetch higher prices.
No contemporary copyist imitated Joseph
Guarnerius with much success.
Landolii was
the best the productions of the Testores and of
Lorenzo Storioni could never be mistaken for
their original.
No violoncello of Joseph C4uarnerius has ever been known to exist.
E. .i. p.
GUDEHUS, Heinrich, born March 30,
1845, at Altenhagen, near Gelle (Hanover), the
son of a schoolmaster there.
He was at iirst a
schoolmaster himself, and ultimately organist
in Goslar.
He was taught singing, first at
Brunswick by Malwina Schnorr von Carolsfeld,
:

widow of the tenor singer, and in 1870 at Berlin
by Gustav Engel. On Jan. 7, 1871, he first
appeared on the stage at Berlin as Nadori in a
revival of Jessonda, 'and subsequently as Tamino,
and was well received, but feeling the necessity
of further study, retired for a time and studied
under Friiulein Luise Ress of Berlin from 1872 to
1875. In 1875 he reappeared at Riga, and sang
there during the season 1875-76, and afterwards
was engaged at Lubeck, Freiburg, Bremen, and
in 1880 at Dresden, where he remained till 1890.
During these ten years Gudehus played in many
operas of Mozart, Weber, Meyerbeer, Wagner,
Auber, Mehul, Bellini, Boieldieu, Verdi, etc. On
leave of absence he sang with success at Vienna,
Frankfort, and Bayreuth, where he made his
reputation on July 28, 1882, at the second
performance of 'Parsifal,' and in 1884 at the German Opera, Covent Garden, where he made his
'

debut, June 4, as Walther('Meistersinger'). He
was very successful in this part, and subsequently
as Max, Lohengrin, Tannhauser, and Tristan.
On Nov. 10 and 15 of the same year he sang at the
Albert Hallatthc concert performances of Parsi'

then introduced into England for the first
time in its entirety by the Albert Hall CJjoral
Society, under the direction of Sir J. Barnby.
He played Parsifal and Tristan at Bayreuth in
1886.
In 1890 and 1891 he sang in German
Opera in New York, and on his return to Europe
was engaged at the Berlin opera. He retired
fal,'

some years

ago.

A. c.

GUEDRON,

Pierre, born about 1565, was a
and
singer in King Henri IV. 's band at Paris
;

1601 he succeeded Claude Lejeune as composer
Later he was appointed Surinand in
tendant de la Musique to Louis XIII.
co-operation with le Bailly, Mauduit, Bataille,
and Bocssetcomposed many Ballets for the Court.
This group of composers did much
by securing
;

—
—

to bring
the favour of the King and court
about the great monodic revolution, in which
solo songs displaced the polyphonic compositions
Between 1605
that had long been in vogue.

and 1630 several collections of Guedron's Airs
de Cour for one voice, and others for four and
A selecfive voices, were published by Ballard.
tion from these Airs de Cour, together with
others by Antoine Boesset (who married Guedron's
daughter Jeanne), appeared in England under
the title
French Court Ayres with their ditties
englished, of four and five parts, collected, translated, ancl published by Edward Filmer, Gentl.
Dedicated to the Queen' (Henrietta Maria), 1629
'

:

Gabriel Bataille has included several
songs by Guedron in his collection. Airs mis en
taUature de lath, Paris, Ballard, 1608, 1613 in
4°.
Guedron's melodies are both simple and
in fol.i

and

graceful,

of his epoch.

his modulations are often in advance
The form and proportion of his

songs are likewise always well balanced. Many
of his songs are still extant, and have been reCharming
published in modern collections.
examples of his work will be found in Weckerlin's
A. H. w.
Francisco, one of the chief
representatives of the early Spanish school of
composers, was born at Seville about 1528, and
received his education first from an elder brother,
and then from the great Morales. At the age
of eighteen he was made Maestro de capilla at
Jaen, a few years afterwards obtained a similar
position at Malaga
and finally in 1554 was
appointed Maestro de capilla in the cathedral at
Seville.
At the age of sixty he undertook a
pilgrimage to Palestine, an account of which was
afterwards published with the title, El viage de
Jerusalem que hiza Francisco Gv^rrero, etc.
Guerrero died Nov. 8, 1599, at
(Alcala, 1611).
the advanced age of eighty-one.
His most important works were Sacrae Cantiones' a 4 and
Magnificats (Louvain, 1563)
Liber
5, 1655

Echos

Temps

dti

Passi.
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;

'

;

;

primus Missarum F. Ouerero Hispalensis Odei
phonaseo autore' (Paris, Du Chemin 1566).
This contains four masses in five parts, viz.
Sancta et immaculata
In te Domine speravi
Congratulamini mihi
Super flumina Babylonis.
Five masses in four parts, viz. De B.
'

'

;

'

'

'

'

'

;

'

'

Virgine'; 'Dormendo un giorno'

bulum

'
;

Inter vesti-

Beata Mater
and Pro Defunctis.
Also the motets Ave virgo sanctissima (five
'

'

'

;

'

;

'

'

parts),
'

'

Usquequo Domine

Pater Noster

There

is

a

'

'

(six

parts),

and

(eight parts).

copy of this book in the Imperial

Library at Vienna.

Sandoval, in his

life

of

F^tis and others have erred lu ciuotiiig this coUection UDder
Boesset as a separate work.
'

GUGLIELMI

GUEST
us that Guerrero presented this
the Emperor, and that nionarcli's
musical reputation chiefly rests on the fact that,
after hearing one of these compositions, he called
Guerrero 'a thief ami a plagiarist, while his

Charles V.,

volume

of eighteen he

training
Loreto,

singers stood astonished, as none of them had
discovered these thefts till they were pointed out

by the Emperor.

'

But they may possibly have

discovered, notwithstanding their resiiectful astonishment, that Guerrero was guilty of nothing

more than using the ordinary mannerisms of a
particular school.

Books of motets were also published in 1570
and in 1589, both at Venice a second volume
;

of masses appeared at Rome in 1582, aTid several
works in MS. are mentioned in the Quellen-

Lexikon.

Eslava has printed in his Lira-sacro-

Mispana the Passion according to St. Matthew
for four voices, for Palm Sunday, a]id that according to St. John (five voices) for Good Friday.
Also three motets for five voices and a four-part
mass, 'Simile est regnum coelorum.' [EsLAVA.]
[See also Pedrell's Hispaniae Schokt Miiska
Sacra, vol. v.]

j. R. s.-B.

GUEST, Ralph, was born in 1 742

at Broseley,

At a very early age he became a
Shropshire.
of the choir in the church of his native
place.
On attaining his majority he came to
London and engaged in commercial pursuits
but the love of music induced him to enter in

member

;

After
addition the choir of Portland Chapel.
five years he removed to Bury St. Edmunds, and
entered into business on his own account. From
Ford, organist of St. James's Church, Bury, he
learned organ -playing, and in 1805 was appointed choir-master at St. Mary's, and later, on

the erection of an organ there, its organist. He
then devoted himself entirely to the profession
of music.
He published 'The Psalms of David,'
arranged for every day in the month, retaining
many of the old psalm tunes and adding about
He subsequently published a
sixty new ones.

Hymns and
supiplement under the title of
Psalms,' with music composed and adapted by
him. Healso composed many songs. Heresigned
his appointment as organist in 1822, and died,
at the advanced age of eighty-eight years, in
'

June 1830.
His son, George, was born at Bury St. Edmunds in 1771. He was initiated in music by
his father, and subsequently became a chorister
of the Chapel Koyal under Dr. Nares and Dr.
Ayrton.

On the breaking of his voice he obtained

in 1787 the appointment of organist at Eye,
Suff'olk, but gave it up in 1789 for that at

Wisbech, Cambridgeshire, which he lield during
the remainder of his life. His compositions include anthems, hymns, glees, duets, songs, organ
He died
pieces, and pieces for a military band.
w. H. H.
at Wisbech, Sept. 10, 1831.
GUGLIELMI, PiETRO, born (according to
His
Baini) at Massa-Carrara in May, 1727.
father was an accomplished musician and Maestro

Duke

At the ago
home
at the Neapolitan Conservatorio di San
where he had the advantage of the

di Capella to the

tells

to
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was sent

of Modena,

to supjilement his

tutorship of Durante [and where he composed
an opera, 'Chichibio,' in 1739, his twelfth year,
if the date given by Baini is to be trusted.
As
he is called 'maestro di capella' on the text-book,
preserved at Naples, it is probable that an earlier
date of birth should be given].
A'olatility of
temperament rather than stupidity hindered his
progress in harmony, and it only required a single
incident, sufficiently exciting to induce twentyfour hours of self-concentration, to make him at
once evince his superiority to all his class-fellows.
As soon as he left the Conservatorio he staited
on a tour through the principal cities of Italy,
beginning with Turin, where he brought out his
earliest opera (1755).
Everywhere his genius
was cordially acknowledged, and his best works
met with general apjdause. He is known, however, to have made a gTcat number of failures,
which were probably the result of that careless

workmanship to which aitists of his self-indulgent and pleasure-loving habits are prone. From
Italy he went in 1762 to Dresden, Brunswick,
and finally in 1768 to London, whither his wufe
appears to have accompanied him, and where
his success seems to have been checked

intrigues of a musical cabal.

by the

Inl777he returned

Naples to find that Cimarosa and Paisiello,
each in the height of his fame, had eclipsed
between them a reputation which his own filteen
years of absence had allowed to wane,
It is to
his credit that the necessity of struggling against
these two younger I'ivals spurred Guglielmi to
unw'onted effort, and that the decade duiing
which he divided with them the favour of the
Neajiolitan public was the culminating epoch
"Wearied of the stage,
of his mental activity.
Guglielmi finally in 1793 accepted the post of
Maestro at the Vatican, and died in harness
at Rome, Nov. 19, 1804.
to

He was a spendthrift and a debauchee a had
husband, and a worse father.
He abandoned a
faithful wife, neglected his promising children,
and squandered on a succession of worthless
mistresses, most of whom were picked up in the
green-room, a fortune which it was his one trait
of worldly wisdom to have known how to amass.
But he stands high among composers of the
second order, and he had the fecundity as well
as the versatility of genius.
His operas were
numerous and their style was varied, and he
composed masses, motets, hymns, and psalms
for the church, and several oratorios, besides a
great deal of iinportant chamber-music for the
harpsichord, violin, and violoncello.
Four
oratorios are mentioned in the QitelUn-Lcxil on
as still extant, many motets, etc., and the
number of Guglielmi's operas is given, in an
article by F. Piovano in the Rivista Musicale.
:

Italiana, vol.

xii.

p.

407, as 120.

Some

are of

GUIDETTI

GUIDO D'AREZZO

uncertain authorship, but a careful list is given.
Of these by far the greater number would be uninteresting nowadays, but hia
I due Genielli
(1789), La Serva innamorata (1790), La PastorellaNobile' (1785), EneaeLavinia (1785),
'I Viaggiatori' (l772), and 'La Bella Peseatrice'
(1789), will always hold a considerable place in
the history of music.
A bravura air of Guglielini's,
Gratias aginius,' for higli soprano, with
clarinet obbligato, was long a favourite in English
concert programmes.
E. H. 1^.
GUIDETTI, Gio\^iNNi, born at Bologna in
1532 according to Baini came to Rome, and
was a pupil of Palestrina.
Palestrina being

he was born at or near Arezzo, not long before
the close of the 10th centuiy
and, in due
time, became a monk of the Order of S. Benedict.
[He is now considered to be identical
with a French monk of the Benedictine monassee Dom Germain
tery of St. Maur des Eosses
Morin in the Sevue de I'Art Chretien for 1888,
III., and the Vierteljahrsschrift fiir Mus. H'iss.
for 1889, p. 490.]
An annotation on the back
of tlie oldest known MS. of his Micrologus,
wdiich he is generally believed to have written
in, or about, the year 1024, asserts that he
completed the work in the tliirty-fourth year
of his age
thus referring us to 990 as the
probable year of his birth. His talent must have
been very early developed
for Pojjc Benedict
A'lII.
liearing that lie had invented a new
method of teaching music, invited him to Rome
Baronius says, in 1022
for tlie pur[)Ose of
questioning him about it, and treated him with
marked consideration, during the short time tliat
Pope Benedict died
he remained in the city.
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'

'

'

'

'

'

'

;

commissioned by Gregory XIII. to revise the
Roman Church, associated his
pupil with him in the task, as having an intimate knowdedge of tlie MSS. both in St. Peter's
and in the otlier principal cliurches of Rome.
Thus tlie real labour of the work, which lie
himself styles opus nullius ingenii, multarum
tamen vigiliarum,' fell upon him. It was begun
in 1576, and occupied him till 1581.
The work
was published in 1532
Directorium chori
Opera Joannis Guidetti Bononiensis, etc., and
Guidetti had the right of sale for ten years.
His preface makes the respective shares of the
labour of himself and Palestrina clear.
He had
the drudgery, while Palestrina had the final
revision and completion of all portions requiring
it.
It is quite consistent with Palestrina's
character that he should have thus given Guidetti his full credit.
The Directorium went
through many subsequent editions down to 1737,
and was succeeded by Cantus ecclesiasticus
passionis,' etc. (1586); 'Cantus ecclesiasticus
and Praefationes
officii majoris,' etc. (1587)
services of the

'

—

'

.

.

.

'

'

'

'

'

;

in cantu firmo,' etc. (1588), all published in
Rome. The aim of these works was to revive

Gregorian singing in

its pristine purity,

and

free

from tlie arbitrary additions and alterations
Guidetti was a priest, and died
then in vogue.
at Rome, Nov. .30, 1592. [See Haberl's Kirchcn-

it

musikalisches Jahrh. for 1894, Beilage.]
GUIDO D'AREZZO (Guide Aretinus

Guittone

;

Guy

of Arezzo).

Though

this

r. G.
;

Era

name

more frequently quoted by musical historians
than that of any other writer of equal antiquity,
it would be difficult to point to a teacher wliose
method has been more commonly misrepresented,
or whose claim to originality of invention has
The doubts which
been more keenly contested.
have been expressed with regard to the true
is

nature of his contributions to musical science,
may be partly accounted for by the ambiguity
of his own language and partly by the retirement of his monastic life, which afibrded liira
but little opportunity for making his learning
known to the world at large though, after his
death, his fame spread so rapidly that almost
every discovery made during the next hundred
and fifty years was attributed to liim.
According to the account generally received,

;

;

—

;

,

—

—

1024

in

and his

;

John XIX.,

successor,

after

sending three special messengers to induce Guido
to return, accorded liim a higlily honourable
reception on the occasion of his second visit,
and consulted him frequently on the details of
his method.
Guido brought with him, on this
occasion, an Autiphonarimn, written in accordance with his new system and the Pope was so
struck with this tliat he refused to terminate
tlie audience until he had himself learned to
sing from it.
After completely mastering the
system, he desired to retain the learned Benedictine in his service
but Guido, urging his
delicate health as an excuse, quitted Rome
under promise of returning again during the
following winter.
In the meantime, he accepted
an invitation to the Monastery of Pomposa, in
the Duchy of Ferrara, and at the request of tlie
abbot remained there for some considerable
time, for the purpose of teaching his method to
the monks and the children of the choir.
Here
he seems to have written the greater part of
his works
among them the Micrologus, which
he dedicated to Teobaldo, Bishop of Arezzo.
Finally, we hear of him as Abbot of the Monastery of Santa Croce, at Avellano, near Arezzo
and there he is believed to have died, about the
year 1050.
Guide's works consist of
;

;

;

;

:

The Miorolnffus descriheil iiniler its ovra heading.
2. The A)}tiphi)na7-!um
quoted by P. Martiui.i ujider the title of
Formulae Tmioruni. In some early MSS. this is preceded, by way of
Prologue, by
l. Kpistdla Ouidfmh ad Michaele^n Miynachum Pomposianum
a
letter written by Guido, during his second visit to Romo, to his
1.

;

;

:

friend. Brother Michael, at
4,
5.

Pomposa,2

De artiticio novi Cantus.'
De Divisione Moiiochordi secniulmn

To which may be added

Eoiitium.l

tlie less

clearly authenti-

cated works

;

fi.

De sex njotihus

7.

Quid

2

'jid.

i

se invicera, et

dimensione eivrnm.

est J\Iusica.

torn.

di Cinfrappunto, torn. i. p. 32.
Printed by Gerbert in his Script., ii. 2-50.
3 Sagijit) di Contrappu.nto, tora. i. p. 457.
'

Xa-jfiio

i.

p. 4,57

;

where

it is called

De Mensura Monochordi.

GUIDO D'AREZZO
8,

Guidonis Aretiiii de Musica Diitlogus.

9.

De
De

10.
11.

Quid

GUIDO D'AREZZO
est Musica.

Coiiatitutiouibus in Musica.
Tonia.
est Musica.
(Dillereut fioui Kos. 7 and
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tention to the use of the initial syllables of the

hymn, Ut queant laxis, as a convenient form
o( memoria technica, and speaks of the method
'

'

Quid

8.)

Early MS. copies of the Micrologus, the
Antipltmiarium, and the Epistola ad Michaelem
are preserved at the Vatican, the Paris Library,
the British Museum, and in some other large
national collections.
These three works were
first printed by Crerbert von Hornau,' in 1784
and the Micrologus was reprinted, at Treves,
by Hermesdortr, in 1876. The MSS. of Nos.
4 and 5 are in the Medicean Library, at
Florence.
Nos. 6, 7, and 8 are in the Paris
Library.
No. 7 is also in the library of
;

Balliol College, O.xford, where it is bound up
with a copy of the Micrologus.
No. 8, which
coiTesponds with the preceding, in every respect
except tliat of its more prolix title, is also in the
Vatican Library.- The Oxford copj' of this
tract was once falsely attributed to S. Odo of
Cluny.
Nos. 9 and 10 are in the British
Museum,^ bound up with an incomplete copy
(Cap. i.-xv.)of the Micrologus.
No. 11, in the
Vatican library, is really a transcript of the
Enchiriiiion of S. Odo. [A new critical edition
of the Micrologus was brought out in 1904 by

in terms

which clearly lead to the inference that
he himself was its inventor but he does not
mention the Hexachords, in any of his known
works and, when speaking of the substitution
of the B rotundum for the B durum, in his
Micrologus, he ^^'rites in the first and third
persons plural with an ambiguity whicli makes
it impossible to determine whether he is speaking of his own inventions or not
using, in one
place, the expression,
molle dicunt,' and, in
another, 'nos ponimns.'
Still, it is difficult to
read all that he has written on the subject
without arriving at ihe conclusion that he was
familiar with the jirinciples of both systems in
which case, the first idea of both must necessarily have originated \\-itli him, though it is
quite possible that the mutations" by which they
were perfected were invented Viy a later teacher.
Guido's claim to the invention of tlie lines
;

;

;

'

;

and spaces of the stave, and of the clefs {Clares
signatae) associated with the former, is supported

'

'

Dom

A. Arnelli, O.S.B., of Monte Cassino.]
The principal inventions and discoveries with

which Guide has been

credited, are

:

the

Gamut

the Hexachords, with their several Mutations
Solmisation
the Stave, including the use of
Lines, and Spiaces
the Clefs
Diaphonia or
Diseant, Organurn, and Counterpoint; tlie Harmonic Hand the Monocliord and even the
Spinet (Polyplectrum).
Kircher gravely mentions not only this last-named invention, but
also Polyphonia, and the modern Stave of five
Lines and four Spaces
and an Italian writer
of the 17th century tells us that S. Gregory {ob.
604) ordained that no other gamut than that of
Guido should be used in the Church
If, by the 'invention of the gamut,' we are
to understand the addition of the note, G, at the
bottom of the scale, it is cjuite certain that this
note was sung ages before the time of Guido.
Aristides Quintilianus (/for. arcnjA.D. 110) tells
us that, whenever a note was wanted before
the irpoa\a/j,j3ai'6fiei>o! (A) of the Hypodorian
Mode, it was represented by the recumbent
omega (s). S. Odo, writing in the 10th cen;

;

;

;

;

;

;

''

!

''

tury, represents it, exactly as Guido did, by
And Guido himself
the Greek gamma (T).
speaks of it as a modern addition
In primis
ponitur P Graecum a modernis adjectum.'
The reconstruction of the scale itself, on the
principle of the Hexachords, is another matter
and the intimate connection of tliis with the
process of Solmisation, renders it extremely
probable that tlie two methods were elaborated

—

'

;

Now,

by the same
to Brother Micliael, Guido distinctly calls atbold relbrmer.

Scrii'tores ecctesiastici de
2 No. 1191.
1 .\fuxaryia. p. 114.
'

VOL.

II

in his epistle

Mvxira sacra, torn. ii.
J/arl. MS. 3199.
= Rcjole di Musica (Borne.

by very strong evidence indeed.

In his epistle
he begins by claiming the
new system of teaching as his own
Taliter
enim Deo auxiliante hoc Antiphonarium notare
disposui, ut post hac leviter aliquis sensatus et
to Brother Michael,

;

cantum discat, etc. etc. and then, in
the clearest possible terms, explains the use of
the lines and spaces
Quanticumque ergo soni
studiosus

1657).

'

;

'

:

una

uno spacio sunt, oiunes
in omni cantu quantaecumque lineae vel spacia unam eandemque liabeant literam vel eundem colorem, ita ut omnia
similiter sonant, tanquam si omnes in una linea
fuissent.' These words set forth a distinct claim
to the invention of the red and yellow lines, and
in

linea,

vel in

similiter sonant.

Et

the Claves signatae, or letters indicating the F
clefs, ]:>retixed to them
and upon these
the wdiole principle of the four-lined stave depends, even though it cannot be jiroved to have
been in use in its complete form until long after
Guido's tinie.^
It is impossible that Guido can have invented
either Diseant, Organum, or Counterpoint, since
he himself projiOsed what he lielieved to be an
improvement upon the ibrni ol Diaphonia in
common use at the time he wrote, ^ and it was
not until a much later period that tlie Faux
Bourdon was supplanted by contrapuntal forms.
The Harmonic or Guidonian Hand is a diagram, intended to facilitate the teaching of the
Hexacliords, by indicating the order of the
sounds ujion the finger-joints *^\ the left hand.**
Guido himself makes no mention of this
diagram in any of his writings but tradition
has ascribed it to him from time immemorial
under the name of the Guidonian Hand and

and C

;

;

;

Sigebertus Gemblacensis
6

-^

'

9

(06.

1113), writing little

' See Stave.
8 See Diaphonia.
See Mutation.
Hullah made use of the left hand for an analogous purpose.

GUIGNON

GUILDHALL SCHOOL OF MUSIC

more than half a century after his death, tells us
that Guido affixed six letters, or syllables, to six
sounds,' and demonstrated these sounds by the

Roi des violons.
Born at Turin, Feb.
1702, he was still very young when he
went to Paris and began to study the violoncello,
which, however, he soon exchanged for tlie violin.
He is said to have excelled by a fine tone and
great facility of bowing, and to have been a
formidable rival of Leclair.
In 1733 he entered
the King's service, was appointed musical instructor of the Dauphin, and in 1741 obtained
the revival in his favour of the antique title of
Roi des violons et menetriers.'
He further endeavoured to revive certain obsolete regulations
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'

'

title of

'

'

10,

'

by which all professional nnisicians in France
were compelled to become members of the guild
of minstrels (confrerie des menetriers) on payment of a fee to him.
This, however, raised
universal opposition
and the case was brought
before the Parlement^ and decided against him.
The official account of the case appeared in
1751.
In 1773 Guignon dropped his unprofitable title and retired from public life.
He died
at Versailles, Jan. 30, 1774 (or 177.5, according
to Fetis).
He published several books of Concertos, Sonatas, and
Duos.
(See Roi DEfi
Violons.)
p. d.
;

finger-joints of the left hand,' i thus confirming
the tradition which credits him with the triple

GUILDHALL SCHOOL OF MUSIC, THE,

invention of the Harmonic Hand, Solmisation,
and the Hexachords. Moreover, Guido himself
writes to Brother Michael of
things, which,
though difficult to write about, are very easily
explained by word of mouth
and, possibly,
these may have been among them.

was projected by some members of an orchestral
and choral society which gave occasional concerts in the Guildhall, London, in 1879, and
who were also members of the Court of Common
Council.
On their recommendation a deputation was appointed to inquire into the need for
a music school in the City of London.
In

The Monochord was well known in the time
of Pythagoras, but Guido insisted U])on its constant use
and, as Dr. Burney points out, the

Sept. 1880, the Corporation established the
Guildhall School of Music in rooms in a warehouse in Aldermanbury, with Mr. Weist-Hill

instrument he employed must have been a
fretted one
like those sometimes used, under
the name of *Intonators,'for our modern singingclasses, since the movable bridge could not
have been shifted quickly enough to answer the
required purpose. It was, probably, this circumstance that led to the absurd belief that Guido
invented the Spinet.
To sum up our argument. It appears certain
that Guido invented the princijile upon which
the construction of the stave is based, and the
F and C clefs but, that he did not invent the
complete four-lined stave itself
There is strong reason to believe that he invented the Hexachord, Solmisation, and the

and Mr. C. P. Smith as secretary.
There were at the beginning 62 students, their
number reaching 216 by the end of the year.
There were 29 professors.
In July 1885, the
success of the undertaking having been abundantly proved in the gi'eat increase of pupils,
the first stone of a new building was laid, in

'

'

;

;

—

;

Harmonic Hand

;

or,

at least,

set forth

iirst

the principles upon which these inventions were
based.
Finally, it is certain that he was not the first
to extend the scale downwards to T ut
that he
neither invented Diaphonia, Discant, Organum,
nor Counterpoint and tliat to credit him with
the invention of the Monochord and the Polyplectrum is absurd.
w. s. E.
;

;

GUIGNON, Jean-Pierre
PiETRi Ghignonk), the
'

last

(or

Giovanni

man who

Chrou. Sigebcrti, ad ann. 1029,

bore the

as i)rineipal,

Tallis Street, close to the

Thames Embankment.

This building was opened in 1887, and in July
1898, a large extension of the building was
made available for the students. In 1892,
Mr. Weist-Hill was succeeded as principal by
Sir Joseph Barnby, who held the post until
his death in 1896, when he was succeeded by
Dr. W. H. Gumming.s, F.S.A., the present
principal.
In 1901, the present secretary,
Mr. H, Saxe Wyndham, was appointed. Among
those who have held positions on the teaching
stair of the school, are the following
Sir John
Stainer, Sir Julius Benedict, Sir W. G. Cusins,
:

—

M. Sainton, Messrs. Sims Reeves, J. T. Carrodus,
II.
Lazarus, J. B. Welch, T. Wingham, G.
Libotton, H. C. Banister, William Winn, F.
Ij.
Moir, Ridley Prentice, Ernst Pauer, and

Mme.

Viard-Louis.

A

very large staff of pro-

employed in teaching the
students, who number nearly 3000.
Those
fessors is at present

GUILLAUME TELL

GUITAR

who

anticipate future financial disaster for the
individual [.leriVu luers turned out in sucli quantities, may he consoled by the knowledge that
the teaching of amateurs has always heen considered an important branch of the school's
work one of its main objects is the dillusion
of musical knowledge throughout the people at
large, not merely the special training of public
Among the chief profesyors at the
performers.
present day (1905) are
;

:

W,

Compoxiticn, etc.— Professor Prout, Dr. C.

Arthur

Btirchiy, J. F. Biirnett,

Pea.rce, Messrs.

and Henry Gadeby.

£a,r Traininj. etc.— Dr. h\ G. Shiiu],
Ori/u?!.— Dr. C. J. Froat. Dr. C. Warwick Jordan, etc.
Sirigiii'j.
Mine. Bessie Cox. Mr. Ernest Ford, Mr. W. Ganz,
Signer Gustave Garcia, Mr. G. Hast, Mmt. Eugenie Joachim,
Messrs. A. Oswald, Baiitock Pierpoint, H, Sims Reeves. Arthur

—

Thompson, and A.
Pianoffirte.

Calkin.

Visetti.

— Ue-^^srs.

A. Bai-clay. J. F. Barnett, F. Beri^er,

J, B.

Waddingtou Cooke. Stanley Hawley. and W. Stevensuii

Hoyt^;.

Barp.

at New Orleans, June 23, 1837,
brouglitupamongstniusic, andsawhis first opera,
Roi David,' on the stage when only filteen.
He then came to Euroi)e and entered the Conservatoire, where he obtained various distinctions, ending with the Grand Prix de Rome in
1859 for his Bajazet et le joueur de flute.' His
first appearance before the European public was
made with a one-act opera, S3'lvie,' which he
wrote while in Rome, and which was brouglit
out at the Opera Comique, May 11, 1864. This
was followed al'ter a long interval by En Prison,'
also in one act (Tht'atre Lyrique, ilarch 5,
1869), and'Le Kobold' (July 2, 1870). Guiraud
served during the war, and was in two engagements.
His other operas have been 'Madame
Turlupin (1872), Piccolino (1876), 'Gretna

was born
'

'

'

'

'

I'lD/irt.— Miss C. Gat«s, Messrs. A. Gibson, B, Hollander,
Payne. A. J. Slocoinbe, Henry Such, and Johannes Wolff.
Vtnlincell-o.
Mr. Hans Brouail, and Chev. E, de Munck.

A.

—
— Mr. John Thomas.
—

Wind ln.'<fr'ini^nts. Messrs. A. Fraiisella, W. Malach, C. Draper
P. Egerton. T. K., Rushy. W. Morrow. J. Matt.
PerionM:ince.i nf opei';i£ or selections are given from time to time.
.,
under the direction of M. G. Jacobi,

GUILLAUJtE TELL.

Rossini's

thirty-

seventh and last opera
in four acts, libretto
by Bis and Jouy. Produced at the Academic,
August 3,LS29 in London, in English, as 'Hofer
the Tell of the T3''rol,' 'arranged' by Bishop,
words by Plauche, Drury Lane, May 1, 1830,
and as Guillaume Tell at the same house, Dec.
;

;

'

'

Gugliehuo Tell' at
3, 1838; in Italian, as
Her Majesty's, July 11, 1839. It is usually
'

much

but in 1856 was performed
entire in Paris, and lasted hom 7 till 1.
GUILJIAISTT, FfiLix Alexandre, son of an
organist of Boulogne, and born there March ll2,
1837.
He took to the organ at an early age,
and before he was sixteen was made organist of
S. Josej>h, in 1857 Maitre de Chapelle of S.
Nicolas, and shortly after jirofessor of solfeggio
in the local Ecole communale.
In 1860 he became for some months a pupil of Lemmens, who
heard him play and was struck by his ability.
In 1871 he removed from Boulogne to Paris,
and was appointed organist of the church of the
Trinite, a post which he still fills.
His playing
made a great inipres.sion on the general public
during the Paris Exliibition of 1S78.
He is
one of the leading organ players of France, and
has considerable extempore power.
For his
instrument he has publislied a 'Symphonic,'
(with orchestra), seven sonatas and many conPieces de difcertos, etc., and arrangements
L'Organiste pratique,
ferents styles,
and
Archives dcs ilaitres de POrgne
also a .'^cenc
Bielsazar,' for soli, chorus, and orlyriqiie,
curtailed,

—

'

'

'

'

:

'

chestra

performed at the Concerts Populaires, January
In November 1876 Guiraud was
28, 1872.
chosen professor of harmony and accomjianiment

room of Baptiste,
deceased.
In July 1878 he was decorated with
the Legion of Honour, and in 1880 he was
a})pointed professor of advanced composition at
the Conservatoire, replacing A'"ictor Massr,
at the Conservatoire, in the

In 1879 his Picwas given by Carl Rosa at Her Majesty's
Theatre in London.
A new opera in three acts,
elected honorary professor.

colino

a hymn, Christns vincit,' etc, various
motets, airs, and original pieces for

masses,
the harmonium.

Guilmant

is

uo stranger to

England, having played at the Crystal Palace,
o.
and many other places.
French nauie, of unknown
v. pe p.
derivation, for the Jew's-PIakp.
GUIRAUD, Ernest, son of aFrenchmusician,

at Sheffield,

GUIMBARDE. A

'

'

entitled
Opi^ra

A venture,'

Galante

*

Comique (March

always

retained

where
an unjiublished
concerts,

Chatelet,

March

an overture,
caprice

for

Sarasate

'

the

(do. Jan. 15, 1.^8:^), a

and

violin

April

(do.

at

'

Arteveld

'

failed

1882); but he
an honourable position in
he produced selections from
opera,
Le Feu' (Concerts du
9, 1879, and Nov. 7, 1880),
23,

played

orchestra,

1884),

6,

an

by

orchestral

movements (do. Dec, 27, 1885),
and lastly a Chasse Fantastique, suggested
by a passage in Victor Hugo's Beau P<-copin
(Concerts Lamoureux, Feb, 6, 1887).
All are
cleverly written for a composer who, while
suite in four

*

'

'

'

lacking inventive genius,

yet

as

a

]irofcssor

showed an eclecticism and moderation worthy
of all commendation. He died in Paris, May 6,
1892.

A

five-act opera,

*

Frcdi^gonde,' finislied

by Saint-Saens, was produced with modci'ate
success at the Grand Opera, Dec, 18, 189';, ;uid
a treatise on instrumentation was left b}' the
composer.

GUITAR

A. J.

(Fr.

Guitarr,

obsolete

G>/itrr)te

;

Germ. 6-'u(7«/7r, obsolete Gltf>:rn,
and Gythorn Span. Guitarra).
The Spanish guitar is the most general!}^

Ital. Chita/nr/

;

GJiiftcT'ii^

'

;

'

'

Green,' a ballet (1873).
He also composed two
Suites for Orchestra, the second of \\hich was

'

*
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;

modern rejn'esentative of the nunici'ous
which includes also the kites and cithers.
The identity of the name with the Greek KiOdpa
k'H'.wn
;ily

not to he mistaken, but the resemblance of
the Spanish and ancient (ireek instruments is
is

The guitar is
Hat back, the sides i'ur\-ing

too remote to imply derivation.
at once

known by

its

GUITAR
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GUITAR

inwards after the pattern of riolins and

bow

instruments, and

suggesting

its

otlier

descent

from some instrument with wliich a bow was

The

used.

s]ia]}e has,

used, since the sculjitor

The date

adorned with inlays
of rosewood or fancy
woods.
Old instru17tli

often

are

ornamented
with ivory, ebony,
tortoiseshell, and
mother-of-pearl.

The

sound-board

face

may have

omitted

of this masterpiiece (a,d, 1188)

it.

per-

is

haps not more than a hundred years subsequent
to the introduction of the instrument bj' the
Moors into Spain. Carl Engel tells us (Musical
Instruments, etc., 1874, p. 117) that a hundred
years later than this date, there were several
kinds of vihuela, to some of which the bow was
certainly not used.
There were instruments for
the bow, the plectrum, and the fingers, all in
use at the epoch of the outburst of romantic song
in Southern Europe.
At tlie close of the 18th
century and beginning of tlie 19th, the Spanish
guitar became a fashionable instrument on the
continent,
Ferdinand Sor, a Spaniard, after
the Peninsular War, brought it into great notice
in England, and composing for it with success
banished the English guitar or Citra (Fr. Cistre
Ital. Cetera; Germ. Zither).
This was an instrument of different shapie, a wire-strung Cither,
with six o]ien notes, two being single spun
strings, and lour of iron wire in pairs tuned in

not unfrecjuently

century
highly

be assumed to represent the original
The
Vihuela, the old Sf)anish viol or guitar.
sides are curved, but there is no bow lield by the
player
still this is no proof that a bow was not
;

however, varied according to fashion
or the fanc}' of the
maker.
The woods
commonly used for
the sides and back
are maple, ash, service, or cherry -tree,

ments of the

may

;

is

of deal

sound

-

or

and has a
which

hole,

shares in the general
decoration.
Hard

unison.
The
the
English

"Woods, such as ebony,

beech,

or

for

m ^ ^^^

>m

The lowest

German addiThe written notation

(a)

=3^

^E

I^^^EiE
Tlie

technique of the

instrument was of

^

the

and

finger

first

being employed,
a plectrum.

said to have been a

Metal screws are
an octave higher, as (b).
now used for tuning, instead of the ebony pegs of
the true Spanish instrument. The intervals are
marked off by metal frets upon the finger-board,
and transposition to the more remote keys is
[See Feets
effected by a capo tasto or d'astro.
Capo Tasto.] Old instruments had often ten,
twelve, or more strings, arranged in sets of
two, tuned in unison.
The Spanish guitar is
The deepest
always played with the fingers.
strings are made to sound by the thumb, tlie
tliree highest by tlie first, second, and third
fingers, the little finger resting upion the sound-

Italian,
liani,

distin-

Mauro

Giu-

who composed

a concerto with band
accompaniment for the
Terz
chitarra
or
'

'

Third - guitar, an

strument

;

The guitar and its kindred were derived from
the East.
In the famous Gate of Glory of Master
Mateo, to the church of Santiago da Compostella
in Spain, a cast of whicli is in the Victoria and
Albert Museum, among several musical instruments may be seen one guitar -shaped, which

most

only
not

if

guished rival was an

is

board.

tlie

thumb

simplest,

Sor's
is

tion dating about 1790,

of

Guitar

thus strung was written in real pitcli an
octave lower.

]tear-tree,

employed

the neck and finger-board. The
bridge should be of ebony, and has an ivory or
metal 'nut' above the fastenings of the strings,
similar to the nut of the finger-board, the open
strings vibrating between.
Modern guitars have
six strings, three of gut and three of silk spun
over with silver wire, tuned as (a)
are

.scale

in-

with

a

shorter neck, tuned a minor third liigher.
This
concerto, publislied by Diabelli, Vienna, was
transcribed by Hummel for the pianoforte.

Other popular composers were Legnani, Kreutzer,
Regondi, and that wayward genius
Leonard Schulz.
Berlioz and Paganini were
both guitarists.
There is also an octave guitar, the little
Portuguese M.ACHftTE, with four strings, tuned
Niiske,

•i-p or
,

In

Madeira,

done

for

by guitar players often
after

the day,

work

^m

the vineyards is
the country people return
in

GULLI

GUNG'L

playing the Machete, perhaps twenty together,
with occasionally a larger five -stringed one
accompanying.
A. J. H.
After the cithren had gone ont of favour (it
had never possessed much), long before the close
of the 17th century, no instrument of the guitar
type ap[)ears to have been in common use in
England until the middle of the 18th century,
for the various kinds of lutes supplied all needs
for song accompaniments.
About 1756-58 there was introduced from the
Continent the Italian form of Cetera referred to
in the previous article as the English guitar.
Robert Bremner, the Edinburgh and London
music publisher, issued in 17 58, before he left the
former place (and afterwards reprinted in London)
the earliest treatise known to the writer on
playing the English form of the instrument.
Bremner in tliis speaks of the guitar as but
lately introduced into Britain.'
Other early
instruction books are those published by Johnson
of Bow Church Yard, circa 1759-60 Thompson
'

;

k Son,

circa

1760

;

James Longman &

Co., circa

1767, and others of later dates.
In spite of its feeble cpiality the English wirestrung guitar had considerable popularity, being
the feminine substitute for the German Flute,
then in such favour with the male amateur.
The Spanish variety, introduced 1813-15, gTadually displaced it, but this was not at its highest
point of favour until the thirties.
The wirestrung English guitars are found by several
London makers, Longman & Broderip's and
Preston's occurring most frequently.
Those by
Preston (among liis later makes) have an ingenious ratchet arrangement for tuning, worked
by a removable key.
As mentioned under Gittekn, instruments
of the guiitar type had, in the 16th and 17th
centuries, no very definite nomenclature, hence
much confusion in exactly identifying them
from contemporary literary references.
The
gittern and the guitar appear to have frequently
exchanged names. In one of the early dictionaries, The English E.rpositor improvd^ 10th ed.,
1707, we find
Ghittar, an instrument like a
citteron, but the strings are guts.'
The gutstringed gittern and the guitar would of course
be jiractically identical.
r. K.
'

:

GULLI, Lur(;i, an eminent Italian pianist,
was born on June 17, 1859, atScilla, in Calabria.
His early musical studies were superintended by
his father, himself an amateur of some distinction.
At the age of eleven he was sent to the
Real Collegio di JIusica in Naples, where lie
studied for nine years under the celebrated
Beniamino Cesi.
On leaving Na])les he established himself in

Rome

as a teacher of the piano-

His principal success as a performer lias
been won in connection with tlie quintet of
musicians whose ensemble performances liave
been one of the chief features of the Roman
forte.

season since 1896.

To

this 'Societa del quin-
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GuUi the founder has devoted assiduous
attention with such happy results that its
renderings of classical and modern chambertetto

'

music have been

with remarkable favour
Copenhagen, Christiania, and

recei-i'ed

in Berlin, Paris,

other continental cities.
Luigi Gulli's solo
performances, in which a masterly technique is
combined with great warmth of expression,
temiiered, however, with singular refinement,
denote strong leanings towards the romantic
school.

H. A. w.
born about
1560 at Trostberg in Upper Bavaria, was instructed in music by Father Jodocus Enznniller
of the convent of S.Ulrich, Augsburg in 1575 he
went into the service of the Duke of "Wurtemlierg
as musician, and gained considerable reputation
as composer of songs both sacred and secular.
In 1581 lie was appointed cantor at St. Anna,
Augsburg, retaining the post till 1621.
His
sacred songs or hymns, generally for several

GUMPELTZHAIMER, Adam,

;

sonietimes as many as eight, are considered almost equal to those of Lassus.
He
voices,

Compendium musicae lat intern -gernianicum, Augsburg, 1591, of which, up to 1675
twelve editions were published.
His A'cue
tcutsche geistliche Liedcr for three voices, was
printed at Augsburg, 1591, and a series of
similar things for four voices in 1594.
A Contrapwmlus for four and five voices appeared in
1595, SacroruinConccntvum^ lib. 1 in 1601, lilj.
2 in 1614, Ps. li. « 8 in 1619, and hymn-books
at various dates.
(See the QucUcn-Lexikon.)
He died early in Nov. 1625.
also wrote

GUNG'L, Joseph, popular composer of dance
music, born at Zsambek in Hungary, Dec. 1,
1810 son of a stocking- weaver began life as
a schoolmaster. He received his first instruction
;

;

music from Semann in Buda, and having
was first oboist
and then bandmaster to the fourth regiment of
artiller)'.
His Hungarian March, op. 1, was the
first of a long series of marches and dance music.
Up to 1843 Gung'l made concert-tours with his
regimental hand to Munich, Augsburg, Nuremberg, Wiirzburg, and Frankfort, performing
chiefly his own pieces, but in that year he
established a band of his own at Berlin, and his
jiublisliers. Bote and Bock, are said to have
in

enlisted in the Austrian army,

made

large

sums by

On

his music.

his return

from America, in 1849, he was appointed niusik-

King of Prussia and in 1858
Emperor of Austria. In
the meantime lie and his band had visited
nearly every capital on the continent.
Gung'l
lived at Munich from 1864 until 1876, when he
went to live at Frankfort. He died at "Weimar,
His works are very numerous.
Jan. 31, 1889.
It is stated that down to tlie end of 1873 he
had composed 300 dances and inarches, for the
most part distinguished by charming melody
and marked rhythm.
His daughter Virginia, an opera -singer of
director to the

capellmeister to the

;

GUNN
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merit,

made her

first

-

appearance at Berlin in

1871.

His nephew Johann, also well known as a
composer of dance music, was also born at

March

1S28, and, like his uncle,
made professional tours to every capital in
He retired in 1862, and lived at
Europe.
Fiinfkirchen in Hungary, where he died Nov. 27,
1883.
F. G.
GUNN, Barn.\bak, noted for his extempore
playing, wasorganistofSt. Philip's, Birmingham,
which he quitted in 1730 to succeed Hine as organist of Gloucester Cathedral. A Te Deum and
Jubilate inD of his composition are extant in MS.
He {lublished 'Sonatas for tlie Harpsichord,' and
in 1736, at Gloucester, a thin 4to volume containing 'Two Cantatas and Six Songs,' the nnisic
printed on one side of the leaf only, and prefaced
by a poetical address 'To all Lovers of Slusick,'
and areniarkable list of 4 6 4 subscribers (including
Handel and most of the principal musicians of
the day), subscribing for 617 copies. [Two sets
of solos, one for the violoncello, the other for
violin or violoncello, were published in London
and at Birmingham respectively. Quelhn-Lexikon.'\
He was succeeded by Martin Smith in
1740, and died in 1743. [He is said to have been
born about 1680, but neither the date of birth
nor of death is suHiciently authenticated.
He
was the subject of a bitter pamphlet-attack by
Willianr Hayes (afterwards the Oxford professor), who, himself a native of Gloucester,
and an articled pupil of Hine, was no doubt
galled that Gunn succeeded to the organ at the
Cathedral.
The pamiihlet satirically accused
Gunn of merely spurting ink-dots over musicGunn good-naturedly
paper and adding tails
replied with a folio music book, published by
Johnson of Cheapside, 'for the author,' with
the title Twelve English Songs serious and
humorous by th^ newly invented victhod of
composition with the Spruzzarino (Taphouse
Zsiiiubek,

5,

!

r. K.]

Library),

Gun'x, probably a relation of the
above, was organist of Chelsea Hospital from
w. H. H.
April 16, 1730, until early in 1753.
GUNN, John, born in Edinburgh about
1765, taught the violoncello at Cambridge, and
in 1 7 9 established himself in London as prol'essor
of the violoncello and flute, and whilst there
published Forty Scotch Airs arranged as trios
'

violin,

discontinued about the Year 1734, wTitten at the
He
request of the National Society of Scotland.
died about 1824.
His wife, Anne, before her

marriage Anne Young, was an eminent pianist.
She wrote a work entitled An Jntroduction to
Music
illustrated by Musical Games and
Apparatus ami fully amd familiarly e.qdained
The games and ap(Edinburgh, about 1803).
paratus were of her invention. A second edition
appeared in 1820, and a third (posthumous) in
.

.

.

w. H. H.
Opera in three acts, by Richard
produced at Weimar, May 10, 1894.
Strauss
GURA,EuGEN, born Nov. 8, 1842,atPressern,
near Saatz, Bohemia, was the son of a small
schoolmaster.
He received a good technical
education at the Polytechnicum, Vienna, and
1827.

GUNTRAM.
;

afterwards studied art at the \'ienna Academy,
of Painting under Professor
Anschiitz (a jiupil of Cornelius) at Munich. He
was finally advised to adopt a musical career,
and for that purpose studied singing at the
Munich Conservatorium under Professor Joseph

and at a School

Herger, and finally, in April 1865, made his
debut there at the Opera as Count Liebenau in
the Waffensohmied (Lortzing), with such success that he obtained a two years' engagement.
In 1867-70 he was engaged at Breslau, and in
1870-76 at Leipzig, where he made his reputation, both in opera and concerts, as one of the
'

'

German baritone singers of the day. He
played both Donner and Gunther in the first
complete performance of Der Ring des NibelunFrom 1876 to 1883
gen in 1876 at Bayreuth.
In 1882, as a
he was engaged at Hamburg.
member of that company, he sang in German at
Drury Lane in all the operas then performed,
viz. the Minister ('Fidelio'); Lysiart on revival
of Euryanthe,' June 13
The Flying Dutchman,' in which he made his debut, Jlay 20
Wolfram as Hans Sachs and King Marke on
the respective productions of ''Meistersinger
and Tristan und Isolde,' May 30 and June 20.
He made a great impression at the time, and
his Hans Sachs iiill not readily be forgotten
by those who saw it.
From 1883 until his
retirement from the stage in 1895, he was engaged at Munich, where on June 15, 1890, he
celebrated the twenty-fifth anniversary of his
first appearance on the stage, and played the title
part in Cornelius's 'Barber of Bagdad.'
lie
now sings in concerts only, being a remarkable
best

'

'

'

'

;

;

;

'

Barnaey

for flute,

GUKLITT

and violoncello

'

;

The Theory

and

Practice of Fingering the Violoncello, 1793,
with a dissertation on stringed instruments and
;

The Art of Playing the German Flute on new
In 1795 he returned to Edinburgh.
In 1801 he published an Essay Theoretical
and Practical, on the Application of Harmony,
Thorough-ltass, ccnd Modulation to the Violoncello. In 1807 he brought out his most important
Principles.

work, viz. An Historical Piiqniry respecting the
Performance on the Harp in the Highlands of
Scotland from the earliest Times until it was

lieder
singer, especially as an exponent of
Loewe's ballads.
On June 13 and 19, 1899, lie
gave vocal recitals at St. James's Hall with great
effect.
According to Baker, his son Hermann
'

'

is

also a fine baritone.

GURLITT, Cornelius,
Feb. 10,
Reinecke,

1820,

became

A. c.

born

was a pupil
organist

of

Altona,
the elder

at

of

the

principal

church at Altona in 1864, and was made
His composiKgl. Musik- Director in 1874.
tions include two operettas and a four-act

GUSIKOW
opera,

'

Scheik Hassan

'

;

GYMNASTICS

but his name

more

is

generally known in England as tlie composer
of endless pianoforte pieces, mostly of an educational kind, ^vritten "with great facility, but
jiossessing little individuality.
He died at
Altona, June 17, 1901.
M.
GUSIKOW, MicH.-iEL Joseph, an artist of
rare musical faculty
'a true genius,' sa3^s
Jlendelssohn
born of poor Jewish parents and
of a family which had i>rciduced musicians for
more than a century, at Sklow in Poland, Sept.
Hefirst played theflute and tympanon,
2, 1806.
At the age of seventeen he
a kind of dulcimer.
married, and a few years after discovered that
weakness of the chest would not allow him to
continue playing the flute.
He thereupon took
up the Slrohjiech'l, an instrument of the dulcimer
kind, composed of strips of fir on a framework
of straws, "which he improved and increased in
compass.
(See XYLOFHO^"E. )
Upon this he
attained extraordinary facility and power.
In
183:: he and four of his relatives began a long

—

—

—

through Odessa where he was heard by
Lamartine
Kiev
wdiere he was much encouraged by Lipinski Moscow and thence to
south and north Germany, Paris, and Brussels.
He travelled in the dress and guise of a Polish
Jew long beard, thin, pale, sad, expiressive
and excited the greatest applause by
features
his astonishi]ig execution and the exj^ression
"vv'hich he threw into his unlikely iiistrument.
Mendelssohn heard him at Leipzig, and called
tour,

—

;

;

—

him

'

;

—

phenomenon,

a real

who

a

killing

fellow

no player on
earth in style an<;l execution, and delights me
more on his odd instrument than many do on
(Mordkerl)

;

is

inferior to

their pianos, just because it

is

so thankless.

.

.

.

have not enjoyed a concert so nmcli for a long
Letter, Feb. 18, 1836).
time' (and see the rest
But it "wore him out he was laid up at Brussels
for long, and died at Aix la Chapelle, Oct. 21,
18.37, adding another to the list of geniuses "ivho
have died shortly after thirty.
(See Fetis, wdro
G.
saw much of him.
GUSTAVE III., otT LE Bal m.^squiI;. Opera
words by Scribe, music by Auber.
in five acts
Produced at the Academic, Feb. 27, 1833 in
London, in an English adaptation by Planche,
as Gustavus the Third,' at Covent Garden, Nov.
on April 15, 1850, at the Princess's
13, 1833
Theatre in Italian at Her Majesty's, Marcli 29,
I

—

;

;

;

'

;

;

The subject is identical "with that of
g.
Ballo in Maschera.
GUTMANN, Adolph, born at Heidelberg,

1851.

Verdi's

was a successful pianist ami a
composer of pianoforte music of a rather
ephemeral kind the most valuable of his compositions is a set of ten Etudes caracti^ristiques.
His chief claim to be remembered rests on his
having been the pupil and intimate friend of
M.
Chopin. HediedatSpezia, Oct. 27, 1882.
GUZL.'i.
A kind of rebab, a bowed instrument with one string only, used in lUyria and
Jan. 12, 1819,
prolific

;
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The name was adopted by Prosper
ilcrimee as the title of a volume of Servian
pjuems.
In its primitive form, as in many savage
instruments, the back is round, the belly is
made of skin or parchment, and the string is
Servia.

of horse-hair.

G.

GWENDOLINE.

Opera in three acts, words
by CatuUe Mendes, music by A. E. Chabrier.
Produced at Brussels, April 10, 1886 and at
the Grand Opera in Paris, Dee. 27, 1893.
An
important part is played in it by the Irish air,
known in Moore's version as 'The Legacy.' M.
GYE, Frederick, born 1809, the son of a
tea -merchant in the city of London.
He
entered ujion his career as an operatic manager
and impresario on the secession of Costa from
Covent Garden in 1869, and remained in possession of the same theatre until 1877, "when the
management was handed over to his sou Ernest
Gye, the husband of Mme. Albani.
He died
;

Dec.

4,

1878, "while staying at D3^tchley, the

seat of Viscount Dillon, from the ellccts of a

gun

accident,

and was buried

the 9th of the month.

at

Norwood on
M.

GYMNASE DE MUSIQUE MILITAIRE.
A school for educating musicians for the French
military bands, founded in 1836 under the
directorship of F. Berr, who died Sept. 24, 1838.
Finding himself unable to carry out his views
in the new school, he detailed them in a pamphlet, De la n^ccssite d<: ri:constiiucr sur de iiouvcUes basrs le G'jjiunasc de }iiu.iiquc militaire
(Paris, 1832). Carafa succeedeil Berr, and under
him the Gymnase moved to the Rue Blanche,
and attained to considerable dimensions, giving
a complete musical education, from solfege to
counterpoint, to nearly 300 pujiils.
It was suppressed in 1856, but it was agreed between the
Ministres d'Etat and do la Guerre that fifty
military pupiils should be taught at the Conservatoire
and for these the masters of the
Gynniase were retained. This arrangement has
since terminated, but the examinations for conductors and sub-conductors of regimental bands
are still held at the Conservatoire.
G. C.
GYMNASTICS.
The problem of training
the hands of executive musicians, and more
;

especially

pianists,

by mechanical means,

at-

many

inventors in the 19th century,
and although none of them can hope to take
the place of actual musical practice, yet some
have helped players in special ways, and in
the development of the muscles employed it is
reasonable to suppose that gymnastics may be
The earliest of the mechanical
of great use.
apjtliauecs seems to be the
Chikuplast, an apiparatus designed to facilitate the acquirement of a correct piosition of
tracted

It was the inthe hands on the pianoforte.
vention of J. B. Logier, and was patented in
1814.
It consisted of a wooden framework which
extended the whole length of the keyboard, and

GYMNASTICS
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was firmly attached

to the same by means of
the front of the keyboard, and
therefore nearest the player, were two parallel
rails, between which the hands were placed.
Tlie wrists could tlius be neither raised nor
lowered, but could only move from side to side.
At a suitable elevation above the keys, and

At

screws.

about six inches behind tlie parallel rails, was a
brass rod extending the whole length of the
framework, and carrying the so-called Finger
These were two brass frames, which
Guides.'
could be moved along the rod to any part of the
keyboard, each having five divisions, through
which the thumb and four fingers were introduced. The divisions were formed of thin plates
of metal, which exactly corresponded to the
divisions between the keys of the instrument.
They hung in a vertical position from the brass
frames above mentioned to very nearly the level
of the keys, and of course prevented the fingers
from moving in any but a vertical direction.
To the top of each finger-guide was attached
a stout brass wire with regulating screw, which
pressing against tlie outside of the wrist, kept
the hand in its proper position with regard to the
arm.
In addition, there was a board ruled with
'

bass and treble staves, called the gamut board,
to be placed on the music -desk, on which each

note throughout the entire compass of the
instrument was found written precisely above
Tliis was believed to
its corresponding key.
be of great service in teaching the names of the
notes.

The

chiroplast was designed to assist Logier

in the instruction of his little daugliter, seven

years of age.
He was then living in Ireland,
and the result so fully answered his expectations that he determined to repair to Dublin
(about 1814) and devote himself entirely to the
propagation of his system. Here his success was
80 considerable, that he soon took the highest
position as a pianoforte teacher.
His method included tw'o novelties the use
of the chiroplast, and the plan of malcing
several pupils, to the number of twelve or more,
play at the. srmie time on as many pianofortes.
To this end he wrote a number of studies,
ivliich were published in his First Companion
to the Royal Chiro'plasl, and other works, in
which several studies, of various degrees of
difficulty, were capable of being played simultaneously.
About this part of the metliod

—

great

diversity

of

ojiinion

existed.

Many

could i)erceive nothing but evil in it.
Spohr, however, in a letter written from London
to the Allgemeine nmsikalische Zeitung, in 1820,
He was
expresses himself favourably upon it.
critics

an examination of Logier's pupils,
when a new study was begun in
quick tempo, the less advanced pupils were unable to get in more than a note or two in each
bar, but by degrees they conquered more and
more of the dilliculties, and in a sliorter time
piresent at

and writes

'

;

than one could have believed possible the study

went

well.

By

the terms of his patent, Logier exercised
the right of granting permission to other professors to make use of the chiroplast and his
system, for which they paid high terms. Inl816
he succeeded in persuading so many professors
of the excellences of his method, that chiroplast
academies were established in the provinces, and
Samuel Webbe, at tliat time in great vogue,
in London.
So much success was not allowed to pass unchallenged, and hostile criticisms found expression in a number of pamphlets, some respjectable,
some merely abusive. Of these the principal
were an article in the Qiutrterly Mitsieal MagaGeneral Observatio-ns,
zine and Review, i. Ill
and Stricetc. (Edinburgh: R. Burdie, 1817)
by H. de
tures on Mr. Logier's System
JMonti (Glasgow
W. Turnbull).
Feeling that these publications were likely
to injure him, Logier determined to invite the
members of the Philharmonic Society, and other
musicians, to attend an examination of Webbe's
pupils in London on Nov. 17, 1817.
The
results of this examination were published by
him in a pamphlet entitled An Authentic
Hunter,
Account, etc., by J. B. Logier (London

commenced teaching the system

;

;

.

.

.

,

:

:

1818).

This was answered in a new pamphlet. An
Exposition of the New System
publislied by
a Committee of Professors in London (London :
Budd & Calkin, 1818). The committee was
.

.

.

,

from among those who had attended the
examination on Nov. 17, and consisted of
twenty-nine of the most distinguished musicians
of the day
Sir George Smart, Drs. Carnaby,
Crotch, and Smith, Messrs. Attwood, Ayrton,
Beale, Burrows, Francois Cramer, Dance, Ferrari, Greatorex, Griffin, Hawes, William Horsle}^
Hullmandel, Knyvett, C. Knyvett, jun. Latour,
Mazzinghi, Neate, Vincent Novello, Potter, Ries,
Sherrington, Scheener, Walmisley, T. Welch,
eliosen

—

,

Williams.
Logier rejoined in a not very temperate tract
A Refutation of the Fallacies and Misreprc-

—

sentations, etc.

For some time after this, pamphlets in abundance made their appearance.
One of the most
bitter was an article written by Kollmann, organist to the German Chapel, St. James's, to the
AUgeineine musikalische Zeitung in Nov. 1821,
and published at the same time in English, in
whiclr the writer is candid enough to say that
he believes the principal secret of Logier's system
rob all other professors of their ]H]pi!s.
the other side, Spohr, in the letter already
quoted, says, There is no doul)t that the chirois to

On

'

plast fulfils its purpose of inducing a good position of the hands and arms, and is of great

Herr Logier, who has to look after
thirty or forty children playing at once.' And in
service to

1821 Franz Stoepel, who was sent to London by
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the Prussian government to examine intoLogier's
system, made so favourable a report that Logier
was invited to Berlin, where in 1822 he establislied a chiroplast school, which was so successful that the King proposed to liim to instruct
twenty professors in his niethoil, with tlie view
of spreading it over the whole of Prussia, Logier
accordingly remained three years in Berlin,
Meantime the
visiting London at intervals.
chiroplast was introduced into many of the
leading towns of Germany.
In Paris, Zimmerman, professor of the pianoforte at the Conservatoire, had classes on the system, but in England
it gradually died out, until it may be doubted
if a single professor remains who employs the
method, though the aptparatus is still occasionally to be met with at sales of second-hand
instruments.
The chief drawback to the chiroplast, apart
from the risk of the hands falling into bad positions when the sup)port was withdrawn, was the
fact that the thumb could not be passed under
the fingers, nor the fingers over the thumb, as in
scale-playing. Kalkbrenner, who joined Logierin
the establishment of a chiroplast class in 1818,
perceived this, and in consequence adopted his
so-called hand-guide, which consisted sini[)ly of
the lower rail or wrist-support of the cliiroplast,
without the finger-guides, in which simplified
form it continued to be manufactured and sold.
By another modification, patented by a Major
Hawker in 1821, the hand was placed in a
sliding wooden mould, made to fit the palm, and
secured by a small strap which passed over the
haclc of the hand, thus allowing free movement
ofthcliand alongthe keyboard, and of the tliumb
(See the Quarterly Musical
under the fingers.

In addition, there are attached to the sides of
the box certain appliances for stretching the
fingers, and a support for the wrist.
The idea of sparing the ears of pianoforte
students, and those who may he in their neighbourhood, by the use of dumb keyboards is by no
means new, either in England or abroad. Great
composers in boyhood, piractising under difficulties, have been reduced to muffling the wires
that they might practise unheard. It is difficult,
however, to say when the fiist 'dumb piano' was
manufactured.
In 1847 a long article appeared
in the AUgemcine Musikalisdie Zeitung, censuring the employment of the dumb piano and
Schumann in his Musikalische Hems- vnd Lehensrege/n says,
There have been invented socalled dumb keyboards
try them for a while,
that you may discover them to be of no value.
One cannot learn to speak fiom the dumb.'
Th ough this may be incontrovertible, thequestion
is worth consideration, whether the muscles of
the fingers may not be increased in speed and
endurance (two essential qualities in pianoforte

Mag. iii. p. 336.)
That Logier's proceedings were not free from
charlatanism may be inferred from the fact of the
establishment in Dublin of a Chiroplast Club,'
with a sjiecial button and that his pretensions
were extravagant may be gathered from his
remark to Mazzinghi, that he considered himself an instrument, in the hands of Providence,
for changing the whole system of musical inStill, the olject in view was good,
struction.'
and the attention drawn to the subject cannot
fail to have exercised a beneficial influence on
'

;

'

pianoforte teaching.

The next invention

in order of date seems to

be the Digitorium, an apparatus for exercising
and strengthening the fingers, intended especially
for the use of pianists, but claimed by itsinvcntor,

Myer Marks,

who

to be of great service to all

and well-trained fingers.
consists of a small box about six inches

require flexible
It

square,

provided with

five keys,^

fitted

with

strongly resisting springs, upon which keys such
exercises as the five-finger exercises to be found
in every Pianoforte School are to be practised.
I

Digitoriiiina ;a-e ocrasiou.illy

made

black and wljite kuya, the ordinary
keya.

uf ^'re;lter nninpafla,
tlifituriniji liaving only

with
white
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;

'

;

playing), by a suitable course of properly regulated gymnastic exercises, just as the otlier
muscles of the body are trained for running,
[From Schumann, whose pdanorowing, etc.
playing was stopped for ever by his use of an ap-

parently home-made contrivance worn with the
object of obtaining independence of the finger,
one would not perhaps expect a very favourable
verdict on mechanical appliances of any kind.]
That considerable muscular power was required in piianoforte playing in the latter piart
of the 19th century, will be seen from the following table of resistances, taken from grand
pianos of various dates made by Messrs. Broadwood & Sons.^
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his system of exercises not only from musicians,
but i'rom very eminent surgeons.
F. T.

series

In the last quarter of the 19th century, an
American iuvention obtained some considerable
success, under the name of the Technicon'.

of muscles of control in

(Brotlierhood's Patent.

)

Besides the keys,

made

on the patteru of the Digitorium above described,
there are various appliances for strengthening

the lifting power of the fingers, and thus helping in the acquirement of muscular control
all
the springs can be regulated so aa to offer
ditferent degrees of resistance.
See the Proceedings of the Hiis. Associalion, 1888-89, p. 1.
The invention of Christian Friedrich Seeber,
called the Fingerbildner, is in some sort an
improvement on the Chiroplast, its chief peculiarity being a small apparatus worn on each
finger in order to fix its joints in the right
;

position.

The ViRfiiL Practice Clavier is another
American invention, produced in a rudimentary
form in 1872, under the name of Techniphone.'
It was patented by Almon Kincaid Virgil in
1892, as the Practice Clavier,' and was brought
to England in 1895, when the inventor gave a
'

'

May 25, in the small
Queen's Hall. It is in the form of a small piano,
having nearly the full compass of the keyboard.
The keys are dumb (the pressure being regulated
as in tlie digitorium), but the special property
of the contrivance is that any inequality of touch
The
in legato playing can be easily corrected.
key can be made to produce a little click as it
descends, and another 'click' as it ascends (both
sets of clicks can be used, or caused to cease, at
discretion), so that a pjerfect legato touch can be
produced by almost mechanical means, for when
the click of the rising key coincides exactly with
that of the falling key it is manifest that on an
ordinary piano the passage from one note to the
other would he perfectly smooth. This attention
to the cessation of the notes is a most important
factor in the success of the appliance, the use
of which is taught at the Virgil Clavier School,
12 Princes Street, Hanover Square, London.
It is obvious that the aim of the modern
pianist is to obtain control rather than mere
brute strength, and a comparison of the resistance of the Broadwood keys at different periods
will show that the player's ideal has been
greatly modified since the 'seventies,' when
force was everything, and fulness of tone was
The perfection of tone in
almost disregarded.
pianoforte playing can hardly be acquired away
from the instrument itself, but a certain set of
gymnastic exercises invented by Mr. W. ]\Iacdonald Smith has been proved of remarkable
use since the publication of his pamphlet. From
practical demonstration, on

'

'

'

Brain

to

Keyboard

(see Proceedings of the

make the
some have

by others the

independent of each
development
the arms and wrists, and

fingers

for their object the

difficulty of quickly hitting a dis-

overcome with singular success. M.
GYROWETZ, AiiALBERT, prolific composer,
born Feb. 19, 1763, ^ at Budweis in Bohemia.
His father was a choirmaster, and taught him
music at an early age and on leaving school
he studied law at Prague, though still working
A long
hard at music and composing much.
illness left him destitute, and compelled him
tant note

is

;

to take the post of private secretary to

Count

The Count insisted
Franz von Fiinfkirchen.
on all his household being musical, so Gyrowetz
had abundant opportunity not only of composing, but of having his compositions performed.
The reception they met with induced him to
visit Italy, and complete his education there.
Passing through Vienna [abo\it 1786, see .lahn's
Mozart, iii. 306J he made the acquaintance of
Mozart, who hadoneofhissymphonies performed,
and himself led Gyrowetz before the

apipilauding

In Naples he studied for two years
under Sala, maintaining himself by his compositions, among which were a number of concerted
pieces for the lyre, written for the king, with
whom it was a favourite instrument. He next
went to Paris, and established his claim to the
authorship of several symphonies, hitherto perIn consequence the pubformed as Haydn's.
lishers bought his other compositions at high
prices.
The Revolution was rapidly approachaudience.

and Gyrowetz went on to London, arriving
His reception was an honourable
one
both the Prince of Wales and the Duke of
Cumberland paid him marked attention the
Professional Concerts and Salomon placed his
nameintheirprogrammes, and the latter engaged
him as composer at the same time ^\'ith Haydn. He
wrote industriously and met with liberal publishers
but he was most pleased by the arrival
of Haydn, whom he warmly welcomed. GjTowetz
was also engaged to write an opera, in which
Mme. Mara and Pacchierotti were to have sung
at the Pantheon, then recently turned into an

ing,

in Oct. 1789.
;

;

;

opera-house during the rebuilding of the King's
Theatre. After two or three rehearsals, however,
the Pantheon was burnt down (Jan. 13, 1792)
and the score of Semiramis perished in the
flames.
On Feb. 9 he gave a benefit concert
at the Hanover Square Piooms, which was
brilliantly attended
but the climate disagreed
with him, and he shortly after left London for
Vienna. On his return, after seven years, he received an appointment in the War Department.
In 1804 Baron Brann, Intendant of the two
court theatres, offered him thecapellmeistership,
'

'

;

Mus.

1887-88, p. 43, and 1894-95, p.
Only a very few of the exercises repeat
1 7).
movements made by the pianist
tlie actual
during his performance, but while some of the
Association,

other,

[Thi.^is the diite given in h ia antobiotrniphy in the QnrUetj-L''xikon Eitner givea as ;tlternative sngcestioiis th.it tliis must 1)6 five
years too early, or that he was more than eighteen years old when lie
made the acquaintance of Mozjirt and Ditt-eradorf. The latter ia, on
the face of it, the more prohable auppoaition, but still it mnat he
remembered that in extreme old age people are apt to over-estimate
1

their years.]

:
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which he retained

number

till

1S31, producing a great

and operettas, bemelodramas and ballets.
Gyro-

of operas, Singspiele,

music for
Avetz was wonderfully industrious in all branches
of composition, and his works, though now forgotten, were long popular. His symphonies and
quartets were successful imitations of Haydn's,
but still they were imitations, and were thereIn 1S43 his artist
fore bound to disappear.
friends, pitying tlie poverty to which he was
reduced
for liis pension atibrded him a bare
subsistence
arranged a concert for his benefit,
at which his Dorfschule was played by Staudigl
and tlie choristers. Tliis really comic cantata
was repeated with great success in the following
year at the last concert he himself ever arranged.
Shortly before liis death he published his autobiography, an interesting book in many respects
sides

—

—
'

'

(Vienna, 1847).

Gyrowetz composed about thirty operas large
and small [see the list in the QueUen-Zexil-mij,
operettas, and Singspiele
and more than forty
ballets.
His first opera was Selico (1804).
The most successful were Agnes Sorel (1806);
'Der Augenarzt' (1811); 'Robert, oder die
Priifung
approved by Beethoven
(1813),
himself;
Helene
(1816), and 'Felix und
Adele' (1831). Of his operettas and Singspiele,
generally in one act, 'Die Junggesellen Wirthsehaft' (1807), 'Der Sammtrock'(1809), Aladin'
;

'

'

'

'

'

'

'

'
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(1819), and Das Standchen (1823), were long
favourites
of the melodramas Mirina (1806)
was most liked.
Besides Seniii-amis, he wrote
four grand Italian operas for Vienna and Milan,
'

'

'

'

;

'

'

of which

(Vienna, 1812)
Federica e Adolfo
was especially well received.
Die Hochzeit der
Thetis' was his most successful ballet.
He compiosed cantatas, choruses for Avomen's and boys'
voices, Italian and German canzonets, and several
songs for one and more voices.
He wrote his
nineteenth mass at the age of eighty-four.
Of
his instrumental music there are over si.\ty
'

'

'

symphonies, a quantity of serenades, overtures,
marches, dance-music (for the Redoutensaal)
three quintets
and about si.xty string-quartets,
most of them piublished in Vienna, Augsburg,
Offenbach, Paris, or London. For the pianoforte
and violin he wrote about forty sonatas thirteen
books of trios, sixteen Xocturnes, for ^-arious
combinations of instruments with piano, much
dance-music, and niany smaller pieces of dill'erent
kinds.
It is sad to think of so much labour,
;

;

;

energy, and talent, and so little lasting fruit
but Gyrowetz possessed that fatal gift of facility
which so often implies the want of permanence.

;

None

of his works, either for the concert-room

have sur^'ived.
Der Augenarzt
kept the boards longer than the others.
He
died at Vienna, March 22, 1850, aged eightyor the stage,

seven,

'

c.

F.

I'.

H
TJ
B.

(pronounced Ha) is the German name for
B natural, B flat being called by the Germans
It was originally 'B quadratum,' or b, a

letter

or h.

which would easily

slip

[See Aociiientals, vol.

by degrees into i)
i. p. 196, and B,

i. p. 141«.]
In soll'aing it is Si.
Bach's great mass is the work which is suggested to musicians by the German name of its
key 'H moll' and in a sketch-book of 1816-16,
in the margin of a passage intended for the
finale of the Cello Sonata, op. 102, No. 2, Beethoven has written h moll schv>arze Tonart.
G.

vol.

;

'

'

HAAS,

Alm.a. {nee

Hollaender), was

less discriminating public, has won her the
m.
admiration oficultivated musicians.
HABANERA. A Spanish song and dance,
of an older origin than its name imjjlies, having
been introduced into Cuba from Africa by the
negroes, whence it was very naturally imported
into Spain. It is sometimes called contradanza
The rhythm,
crioUa (Creole country-dance).
which is distinctive, has been familiarised to the
rest of the world by Bizet, who wrote one in the
first act of Carmen,' but the following bars from
elsewhere will serve as a good example

and

'

'

'

:

—

born,

Jan. 31, 1847, in Ratibor, Silesia, the daughter
of a schoolmaster there, w^ho moved to Breslau
when she was four years old for his children's
education.
At the age of ten she went to the
music school of Herr Wandelt, whose system
was to teach six or eight pupils simultaneously
as many pianos, and who gave public performances to bring forward bis method. At fourteen
years old, Frl. Hollaender appeared, with orchestra, in Mendelssohn's G minor concerto
and
soon afterw^ards was sent to Berlin to study with
KuUak, who gave her gratuitous instruction from
1862 to 1868. On Deo. 3 of the latter year she
niade her tirst appearance at a Gewandhaus concert in Leipzig, and shortly afterwards appeared
with success in various German towns. In 1870
she came to London for the season, playing at one
of Arditi's concerts in Hanover Square Rooms.
In 1871 she again visited England, and on Jan.
1, 1872, was married to Dr. Ernst Haas, assistant in the Printed Book Department in the
British Museum, and Professor of Sanskrit at
University College, London. After his death in
1882, she took up her profession again, appearing at the Popular Concerts, at Franke's Chamber
Concerts, and with the Heckmann Quartet she
played with the latter party in many British
In 1886, at the first of
and foreign towns.
Henschel's London Symphony Concerts, she took
part with Gompertz and Piatti in Beethoven's
Besides many appearances in
triple concerto.
the provinces and London, with the Elderhorst

on

;

.

;

and other organisations, Mme. Haas gave interesting recitals and chamber concerts in 1889
and 1890, and has more recently been associated
with Mrs. Hutchinson in recitals for voice and
She taught at Bedford College in
piano.
1876-86 in 1887 she had an appointment at
the Royal College of Music, which she shortly
and in 1886 she began a
afterwards resigned
most useful work at the head of the musical department in King's College, London, where she
Her playing is distinguished by
still teaches.

An Habanera usually consists of a short
introduction and two parts of eight or sixteen
bars, of which the second, sliould the first be
in a minor key, will be in the major, and will
answer the purpose of a refrain but these rules
'

'

;

by no means

adhered to. There are
many forms of the melody, a marked feature
being that two triplets of semiquavers, or one
such triplet and two senriquavers, are often
written against the figure wdiich occupies one
whole bar in the bass of the above example.
The performers opposite to each other, one of
either sex, generally dance to the introduction,
are

and accompany

strictly

their .singing of several

'

cojJas

(stanzas) with gestures, and the whole of the

music is repeated for the final dance, which is
slow and stately, and of a decidedly Oriental
character, the feet being scarcely lifted from the
ground (though an occasional jiirouette is sometimes introduced), while the most voluptuous
movements of the arms, hips, head, and eyes
are employed to lure and fascinate each other
and
the spectator.
The dance, if well done,
can be extremely graceful
but even in its
most classic form is hound to be indecent,
vividly recalling the Dause du Ventre of the

—

;

'

Algerian Cafe.

'

h. v. h.

HABENECK, Francois Antoine, born at
Mezieres, Jan. 23, 1781, eldest of three brothers
(the others being named Joseph and Corentiu),

;

German musician in a French
regimental band.
He was a pupil of Baillot,
obtained the first violin prize at the Conservatoire
in 1804, and soon showed remarkable aptitude
as a conductor
his real vocation.
He Avas
successively appointed assistant professor at the
Conservatoire (1808-16), solo violin at the Opera
(1815), director of the Academic de Musique
(1821-24), conductor of the Theatre de I'Op^ra,
violinists, sons of a

;

—

it is as an intervery high artistic qualities
preter that she succeeds best, rather than in feats
of virtuosity and a certain 'intimacy' of style,
which may have stood in her way with the larger
;

;

08

HADDOCK

HABERBIER
conjointly with Valentino from 1824 to 1831,
and alone from 1831 to 1847. In 1825 aspecial
violin class was formed for him at the Conservatoire, which he retained till Oct. 1848.
Among
his pupils may he mentioned Cn^'illon, Alard,
Clapisson, and Leonaid.
Habeneck has the
merit of having founded (1828) and conducted
for twenty years the Societe des Concerts du
Conservatoire. He was also the Ih'st to introduce
Beethoven's symphonies in France, steadily persevering against all opposition, and at length executing tliemwithaforce, sentiment, and delicacy,
which were very remarkable.
As a conductor
he was exacting, and nnmerciful to singers ^vho
Out of respect to
did not keep strict time.
Cherubini he never exercised his office of Inspecteur general des classes du Conservatoire, 'hut
he was an energetic director of Louis Philijtpc's
He composed violin
concerts at the Tuileries.
music (two concertos, three duos, a nocturne,
caprices, and a polonaise), variations for string
quartet and for orchestra, several pieces for
Aladin (1822), and a ballet Le Page inconstant' (1823).
This distinguished musician
and conductor died in Paris, Feb. 8, 1849.
He received the Legion of Honour in 1822.
For many curious anecdotes of Habeneck, see
the Mt'moircs of Berlioz.
G. c.
HABERBIER, Ernst, born Oct. 5, 1813, at
Kbnigsberg, was taught the pianoforte by his
'

'

'

'

an organist, and in 1832 set up in St.
Petersburg as a pianist and teacher.
In 1847
he became court pianist, and in 18.50 undertook
extended concert-tours, playing in London M'ith
After perfecting a method of his own,
success.
which depended greatly on tile division of
passages between the two hands, he played at
Copenhagen, Kiel, and Hamburg, and created
He also appeared
a sensation in Paris in 1852.
in Russia and Germany, and settled at Bergen
He died suddenly while
in Norway in 1866.
father,

playing at a concert in Bergen, jNIarch 12, 1869.
His compositions are mostly ephemeral works
for piano, and include a set of Etudes poesies.'
[Baker's Biog. Diet, of lUiis.]
HABERE, Fit.^xz Xaver, was born April 12,
1840, at Ober EUenbach, Bavaria, where his
He was educated at
father was schoolmaster.
Passau, where, after his ordination (in 1862), he
was ajtjiointed capellmeisterof the Cathedral and
In 1867
Musical Director of lioth Seminaries.
he went to Rome, and for three years was choirmaster and organist at the church of S. j\Iaria
deir Anima. In 1871 he was appointed .successor
to Joseph Schrembs as choirmaster and Inspector
of the Dompriibends at Ratisbon, holding both
posts until 1882. Inl874he foundedat Ratisbon
the well-known school of Ecclesiastical Musie,
ofwhich he is still (1905) the Director. In 1879
Pius IX. appointed him Honorary Canon of the
In the same year he
Cathedral of Palestrina.
founded a Palestrina Society to carry on the
publication of the complete works of Palestrina
'

'

'
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which had been begun in 1862 by T. de "Witt,
The
J. N. Rauch, F. Espagne, and F. Conmier.
completion of this work in thirty-two volumes in
1894 was mainly o«'ing to his untiring energy, to
which is due the recovery of much nmsic by the
great Roman comjioser that had been previously
lost.
Dr. Haberl has contributed much valuable
matter to the Baasteine

zitr

Musikijeschuhte, the

Moiiatshcfiefilr Musikgeschichte,

and

especially to

theC'aci/!'«i-A'afeHc?er(piublished under this

name

from 1876 to 1885 and since carried on as the
Kirchcnvit(siA'alisches Jahrhucli).
His Alaglstcr
CharaUs, has passed through twelve editions since
its first issue in 1865, and has been translated
into Italian, French, Spanish, Polish, and Hungarian.
Alter the death of Joseph Schrembs,

Haberl completed the Musica Dir ina, and in 1868
he succeeded de Witt as editor of Mtisu'a Sacra
(now the Flicgende Blatter fur Kutholische Kirchnimasiky On the completion of his great
edition of Palestrina, he projected a similar issue
of the works of Orlando di Lasso, the publication
of Avhich, with the assistance of Professor Sandherger,

is still

proceeding.

He

is

also the editor

of the Catalogues of the Cacilien -Yerein

and

(in

conjunction with Hanisch) has published an organ
accompaniment to the Ordinar}^ of the Jlass, the
Gradual, and the Vesperale.
Among his other
publications may be mentioned LUdcr-Ilosai-

an edition of Bertalotti's Solfeggi
(1880), a selection of Frescobaldi's organ works
(1S89), the Ojficium Sebdomadece Sanclae {18S7),
and the I'salterium Vespertinmn (1888).
His
valuable thematic Catalogue of the Archives of
the Sistine Choirappeared in ILitwev'sMonaishefte^
Dr. Haberl received the Honorary
in 1888.
degree of Dr. Theol. from the L^niversity of
"Wnrzbnrg in 1889.
He was a member of the
Papal Commission appointed by Pius IX. for the
revision of the otlieial choral-books, is a member
of the Roman Academy of St. Cecilia and of the
Prussian Commission for the imblication of
kran:: (1866),

Denlmdler

JJeutseJter Tonl'iensf,

and since 1899

has been President of the Cacilien-A'erein of

w. B.
Germany, Austria, and Switzerland.
HACKBRETT. See Dtlcimek.
HADDOCK, a family of Leeds nnisicians.
Thomas Hadiku-k, born at Leeds in 1812
became a violoncellist of abilit}^ and settled in
Liverpool, where for a number of years he was
principal violoncellist of the Philharmonic Society
there.
Died Sept. 22, 1893.
George Hadixick, his brother, born at Kil.s.

;

lingbeck in theoutskirts of Leeds, July 24, 1824.
Studied under a clever violinist, Joseph Bywater
of Leeds.
Went to London in 1846 as pupil
of Yieuxtemps and Molique.
Attained skill on
the instrument was for a short time in P>radford
as teacherandorganiserof concerts. Established
a large teaching connection in Leeds which was
ultimately developed by his two sons into the
Leeds College of Music, one of the most important training establishments in the north of
;

HADDON HALL

HAESSLER

England. Anthorof Practical SchoolfortheVioUn,

Most of the above concerted pieces were written
for, and originally performed by one or other
of the Oxford Societies for chamber music.
Two albums of songs show the hand of a really
poetical musician, and his settings of some of
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and other technical works.
He made a
collection of old violins and violoncellos.

3 vols.,
line

Edgar

Hadduck,

A.

son of the above, a

and eminence, was born at
Leeds, Nov. 23, 1859, and studied under his
father.
In 1885 he commenced a series of
Musical Evenings
these, under his own and
his brother's management, have grown into highclass concerts, and become the most important
violinist of

skill

'

'

;

them, as for example, that of Stevenson's
Bright is the ring of words are surpassed in
beauty by very few modern English lyrics.
Mr. Hadow's principal claim to fame in the
musical world is chiefly based upon his writings
'

'

musical events of the district (with the exception of the Festival).
To this may be added a
reference to the Leeds orchestra established by
the two brothers in 1898.
The brothers were
directors and founders of the Leeds College of
Music, and the elder wrote a number of technical
studies, compositions, and arrangements for the

on the art and its history, in which rare
literary skill and finish are combined with
thorough knowledge, the fruits of deep research,
and a style that illuminates many branches of

violin.

Geokge Percy Haddock, brother of the
above, born at Leeds, Oct. 10, 1860. Associated
with him in management of the Leeds College
of Music, etc., and is a pianist, violoncellist,

Primer of Sonata Form was pub1894).
lished in 1896, and a small volume on Haydn,
Croatian Composer, in 1897.
under the title of
He is editor of the Oxford History of Music
(see Histories), and wrote the fifth volume

and

himself, on

organist.

Has composed

vocal and other

HADDON HALL. A romantic opera in three
by Sydney Grundy, music by

Sir

A. Sullivan
produced at the Savoy Theatre,
Sept. 24, 1892.
;

HADOW, William

Henry, born

ton, Gloucestershire, Dec.

at Ebring-

was educated at Malvern College, and Worcester College,
Oxford.
He was a scholar of that college in
1878 gained the Barnes Scholarship in 1879,
a first class in Moderations 1880, the same in
Litterae Huraaniores, 1882.
In that year he
took the degree of B.A.
that of M. A. followed
27, 1859,

;

;

when he was appointed

lecturer at

where he was elected a
fellow and tutor in 1888.
In 1890 he took
the Mus.B. degree, and in the same year
lectured on musical form, for the professor of
music. Sir John Stainer.
His lectures on
music were a feature of the musical life of
Oxford until 1899, when Sir John Stainer was
succeeded by Sir Hubert Parry.
In 1897 he
was appointed Proctor, and from 1899 till
1901 was University Examiner in Litt. Hum.
Mr. Hadow's practical education in music began
at Darmstadt in 1882, and was continued
under Dr. C. H. Lloyd in 1884-85.
His
Worcester College,

compositions include a cantata,
The Soul's
a hymn, 'Who
Pilgrimage' (published 1886)
are these V for soli, chorus, strings, and organ
'

;

;

anthem,

in

treated

generally

of his literary works

Modern Music

too

was a

1892

series,

(first

The

drily.

series of Studies
;

second,

'When

string quartet in

I

E

was

trouble' (1885);
flat (played by the Heckin

mann

Quartet at Cologne in 1887) trio, pf.
and str. in G minor (played at the Musical
Artists'
violin
Society in -London, 1900)
sonatas in A minor (1886) and F (the latter
played by L. Straus and the compioser at the
Musical Artists' Society in 1892)
sonata, B
minor, pf. and viola (1889)
andante and
allegro for violin and pf. and two piano sonatas.
;

;

;

;

A

The Viennese Period (1904).

M.

HANSEL UND GRETEL.

F. K.

acts, libretto

1885,

subject

first

A

music.

in

a

Fairy play in
three tableaux, words by Adelheid Wette,
music by Engelbert Humperdinck, produced at
Weimar, Dec. 23, 1893 in English (translated
by the late Miss Constance Bache) at Daly's
Theatre, London, Dec. 26, 1894
in German at
Drury Lane, June 24, 1895.
HAESEE, August Eerdixakd, born at Leipzig, Oct. 15, 1779
was educated at the Thomasschule, and in 1797 appointed professor and
cantor at Lemgo. rroml806 tol813 he travelled
in Italy in company with his sister, a singer, then
returned to Germany, and settled in 1817 at
Weimar, where he was music-master in the Duke's
family, and taught mathematics and Italian at
the gymnasium.
He was also chorus-master at
;

;

;

the theatre, and director of music at the principal

church (1829).
He composed an oratorio, Der
Glaube [translated by W. Ball as 'The Triumph
of Faith
and performed at the Birmingham
Festival of 1817 (according to Eiemann)]
masses, motets, and other church music
an
opera,
Die Mohren
overtures
pf. music for
two and four hands [a capriccio for pf. with
'

'

'

;

;

'

'

;

;

;

quartet]
and eighteen songs.
Two
motets, in plain counterpoint throughout, melodious and finely harmonised though somewhat
string

;

chromatic, are included in HuUah's Vocal Scores.
He jmblished Versuch einer systemaiischen Uebersicht der Gesanglehre (Brcitkopf & Hartel, 1820)
and Chorgesangschulc (Schott, 1831), translated
;

into French

by Jelensperger and contributed
musical periodicals.
He died at
Weimar, Nov. 1, 1844.
M. c. c.
HAESSLER, Johann Wilhelm, born March
29,^ 1747, at Erfurt, received his first musical
instruction from his uncle, the organist Kittel,
who had been' a pupil of Sebastian Bach's. At
to

;

various

1
He is stated to have dierl on hie aeventy-aixth birthd.Ty, but
authorities differ as to whether the date should he March 29 (Becker.
Mendel, Rieiuanii, etc.), ui- 27 (Eltner).

HAUSER

HAIL COLUMBIA

the age of fourteen he was appointed organist of
the Barfiisserkirche. His father, who was a capmaker, insisted on apprenticing liini to his own
trade, and on his conimeicial travels lie became
acquainted with the great musicians of his time,
besides giving lessons and concerts.
In 17sO he
started winter concerts in Erfurt, and at the
same time gave up his business. From 1790 to
1794 he spent his time in concert tours, being

He was taught music
Tadcaster, May 4, 1769.
In 1779 he
and the violin by an elder brother.
removed with his brother to Cambridge, where
he was placed under Maniui for the violin, and
Hellendaal, sen., for thorough-bass and compo-

London and St. Petersburg.
In the former he played a concerto of
Mozart's, on May 30, 1792.
In 1791 he took up
especially successful in

his residence in

Moscow, where he died, March

Many

29,1 1822.

compositions

for pianoforte

and organ, as well as songs, are mentioned by
Gerber in his Lexicon, and a complete list is given
in the QueUen-LcciJcon.
After having published
many works in Germany (sonatas for pf. 1776,
1779, 1780, 1786, 1790, etc., and pf. and vocal
pieces in 1782 and 1786) he began to use opusnumbers for the works published after he lived in
Moscow, and the list reaches to op. 49. The
work by which his name is best known to modern
pianists is a 'grande gigue
a piece

of remarkable

'

in

D minor,

power and

op. 31,

originality.

The

authorities for the composer's life are an
autobiographical notice prefixed to the Sonata of
1786 L. Meinardus's Aufsatze iiber Uaesslcr in
articles in the
the Allgan. Mas. Ztg. for 1865
dictionaries of Gerber, Mendel, Reimann, and
Eitner.
See also the New Quarterly Musical
Eevieit!, for May 1894.
M.
HAUSER, JoHANN Ernst, born at Dittchenroda near Quedlinburg, 1803, deserves mention
as author of a ihisikalisches Lexicon (Meissen,
1828 second edition enlarged, 1833), a useful
work in two small volumes. His other works
are Der viusilrdische GesellscJmfter (Meissen,
Neiie Piano1830), a collection of anecdotes
forte ScJiule (Halberstadt, 1832 second edition,
Quedlinburg, 1836) MusiJcalisches Jahrhuchlein
;

;

;

;

;

;

(Quedlinburg and Leipzig, 1833)
des
zig,

.

.

.

and

Oeschiclite

KirehcTU/esaiiges (Q.uedlinburg

and Leip-

;

1834), one vol. with examples.

M.

A name sometimes given to
Symphony in D (Kbchel, No. 385),

HAFNER.
Mozart's

Allegro

con spirito.

^-

On the death of Manini in 1785, Hague
removed to London and became a piupil of Salomon and Dr. Cooke. A few j'ears afterwards he
returned to Cambridge, and in 1794 took the
degree of Mus. Bac. composing as his exercise
an anthem with orchestral accompaniments, By
the waters of Babylon,' which he soon afterwards
published in score.
In 1799, on the death of
Dr. Randall, he was elected professor of music in
the University.
In 1801 he proceeded doctor
of music.
At the installation of the Duke of
Gloucester as Chancellor of the University, June
29, 1811, Hague produced an ode written by
Professor AVilliam Smyth, which was greatly
admired.
His other compositions were two
collections of glees, rounds, and canons, some
songs, andarraiigementsof Haydn's twelve grand
symphonies as quintets.
Dr. Hague died at
Cambridge, June 18, 1821. His eldest daughter,
Harriet, was an accomjlished pianist, and the
composer of a collection of Six Songs with an
Accompaniment lor the Pianoforte,' published
in 1814.
She died in 1816, aged twentyw. H. H.
three,
HAHN, Reynaldo, was born at Caracas in
Venezuela on August 9, 1874, and at a very
early age showed a decided taste for music.
His father, a business man, entered him at the
sition.

,

*

'

Conservatoire in Paris at the age of eleven.
Here he studied solfege with Grandjouy, jiiano
with Descombes, later, harmony with 'Theodore
Dubois and Lavignac, and composition with
Massenet, who took a particular interest in
Hahn. At fourteen he piublished his first comin March 1898 his lirst opera,
was given at the Opera Comique,
his symphonic poem, 'Nuit d'Amour Bcrgamesque having been given by Colonne's orchestra

position
'

•

;

and

L'lle de reve,'

'

a few

c. c.
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months

before.

He

has

]

published

many

charming songs (Chansons Crises, Chansons
Latinos, Chansons Espagnoles, etc.), and on
Dec. 16, 1902, his opera, 'La Carmelite,' was
given at the Opera Comique. In 1905 he wrote
some elaborate nmsic for the drama, Esther
w. K. c.
(Theatre Sarah -Bernhardt).
'

HAIGH, Thomas,

to distinguish it from his thirteen others in the
same key.
It was composed at the end of July

and beginning of August 17S2, for the wedding
of a daughter of the Hafners at Salzburg, one of
On
the great merchant families of Germany.
July 21, 1776, another daughter of the same
house had been married, and for that occasion
Mozart furnished a March and Serenade (Kochel,
Nos. 249, 250) for Orchestra, also in the key
o.

of D.

HAGUE,

Chaf.i.es,
1

Mus.Doc, was born

Ste nut« on p 270.

at

born in London in 1769,
and composer studied composition under Haydn in 1791 and 1792.
He
shortly afterwards went to reside at Manchester,
but returned to London in 1801 [and died
therein April 1808. {Brit. tlus. Biog.)].
His
violinist, pianist,

;

compositions comprise a concerto for the violin,
twelve sonatas for jiiano and violin, sonatas and
other pieces for the piano, and a few songs.
His

arrangements of Haydn's synipihonies, and music
by other composers, are verv mmierous. w. H. V
HAIL COLUMBIA. 'One of the national
Its melody was
patriotic songs of America.

HAINL

272

HALE

composed as a march in honour of the
Washington as President in 1789.
The credit of its composition lies between a
German musician named Johannes Roth and a
first

election of

Professor Phylo, both resident in Philadelphia at
that time.
Roth is stated to have the stronger
claim. The piece, intended purely as an instru-

ment

one,

was named 'The President's March,'

and superseded a previous composition named
'General Wasliington's March.'
In 1798 the
song
Hail Columbia was written by Judge
'

'

T/te Pn'sulait's

March

(^Hail Columbia).

la musiqne a Lyon depuis 1713 jusqu'd 1S53
G. c.
(published in 1852).

De

HAITZINGER, Aston,

March

born

14,

1796, at Wilfersdorf, Lichtenstein, Austria, was
sent at the age of fourteen to the college of
Cornenburg, whence he returned with the
and soon after found a
degree of licentiate
He continued to
professor's place at Vienna.
study music, and took lessons in harmony from
Wcilkert, while his tenor voice was daily developing and improving. Having received some
instructions from Mozzati, the master of Mme.
Schroder-Devrient, he decided to give up his
He was
profession for that of a public singer.
an der Wien in
first engaged at the Theatre
1821 as prirao tenore, and made triumphajit
debuts as Gianetto (' Gazza Ladra'), Don Ottavio
(' Don Giovanni '), and Lindoro (' L' Italiana in
Algieri ').
His studies were continued under
Salieri.
His reputation becoming general,
several new roles were written for him, among
and he
others that of Adolar in Euryanthe
paid successful visits to Prague, Presburg, Frank;

'

'

'

'

;

fort,

Carlsruhe,

became

The last-named

etc.

his headquarters until

place

his retirement

when he returned to Vienna.
In 1831 and 1832 he created a deep impression at Paris with Mme. Schroder-Devrient, in
Fidelio,' Oberon,' and Euryanthe.'
In 1 832
he appeared in London, with the German comHis voice,
pany conducted by M. Chelard.
described by Lord Mount-Edgeumbe as
very
beautiful, and almost etpial to Tramezzani's,'
seemed throaty and disagreeable to Chorley.
in 1860,

'

'

'

'

Joseph Hopkinson for an actor named Gilbert
Fox, who sang it, adapted to the tune, 'The
President's March,' at a benefit he held in that
year.
The song was written on political lines
in favour of a party named the Federals, who,
with President Adams at its head, did not favour
a suggested alliance with France against England.
The
It was spoken of by one of the papers as
most ridiculous bombast and adulation to the
Mr. Elson, in his History
monarchical party.'
'

of American Music, gives a reproduction of the
original music-sheet containing the song, and

some further

particulars of its history.

F. K.

HAINL, Georijes, born at Lssoire, Nov. 19,
entered the
1807, died in Paris, June 2, 1873
Paris Conservatoire in 1829, and gained the hrst
;

became in 1840 convioloncello prize in 1830
ductor of the large theatre at Lyons, where he
;

appointment in 1863 as conductor of the Academic de Musique, Paris.
From January 1864 to 1872 he also conducted
remained

till

his

the Societe des Concerts at the Conservatoire.
He was no great musician, but as a conductor
he had fire, a firm hand and a quick eye, and
possessed in an eminent degree the art of controUing large masses of performers. Hainl com-

posed some fantasias for the violoncello. Pie was
a generous man, and bequeathed an annual sum
of 1000 francs to the winner of the first violoncello prize at the Conservatoire.
He wrote

'

'

The

him

describes

latter

as

'

a

meritorious

musician with an ungainly presence an actor
whose strenuousness in reptresenting the himger
of the imprisoned captive in the dungeon
trenched closely on burlesque.' (See Moscheles'
Haitzinger sang here again
Life, i. 270, etc.)
in 1833 and also in 1841, and in 1835 at St.
Petersburg. He died in Vienna, Dec. 31, 1869.
Owing to the late beginning of his vocal
studies, he never quite succeeded in uniting the
registers of his voice
but his energy and intelligence atoned for some deficiency of this
kind.
There is a song by him, Vergiss mein
niolit, published by Fischer of Frankfort.
[He
pjublished ^ Lchrgang hci dcviGesang-unterricht
ill Musilcschulcn in 1843.]
He married Mme.
Neumann, an actress of reputation,' at Carlsruhe
and established a school of dramatic
singing there, from which some good pupils
came forth, including his daughter.
j. M.
HALE, Ad.\m de la {Le bossu or hoiteux
d' Arras), one of the most prominent figures in
the long line of Trouveres who contributed to
the formation of the French language in the
12th and 13th centuries, was born at Arras
about 1230.
Tradition asserts that he owed
his surname, Le Bossu, to a personal deformity
but he himself wTites,
On m'appelle bochu,
mais je ne le suis mie.
His father, Maitre
;

;

'

'

'

;

;

'

'

HALE

HALEAi'Y

Henri, a well-to-do burgher, sent him to tlie
Abbey of Vauxcelles, near Cambrai, to be educated for Holy Orders but, falling desperately
in love with a jeune demoiselle named Marie,
he evaded the tonsure and made her his wife.
At first the lady seemeii to him to unite all
but he soon regarded
the agremens of her sex
her with so great aversion that he eti'ected a
separation and retired, in 1263, to Douai,i \\'here
he appears to have resumed the ecclesiastical
After this, we hear little more of him,
habit.
nntil the year 1282, "when, by command of
Philippe le Hardi, Robert II. Comte d'Artois,
accompanied the Due d'Alen^on to I^aples, to
aid the Due d'Anjou in taking revenge for the
Adam de la Hale, having
Vepres Siciliennes.
entered Count Robert's service, accompanied
him on tliis expedition, and wrote some of his
most important works for the entertainment of
The
the French Court in the Two Sicilies.
story of his death at Naples, before 1288, is
told by his contemporary, Jean Bodel d'Arras,
in Le Gieus du Pelerin
the statement in the
3id. Hist, of Prudhomme, that he returned to
France and became a monk at Vauxcelles, is
;

'

'

'

'

;

'

'

;

therefore incorrect.

'

;

'

into scenes, and interspersed
of an opera-comique
with

—

— after the manner
airs,

couplets,

and

duos dialogues, or pieces in which two voices
sing alternately, but never together.
The work

was first printed by the Societe des Bibliophiles
de Paris, in 1822 (thirty copies only), from a
MS. in the Paris Bibliothcque Nationale and
one of the airs is given in Xieaewetter s Schkksal
;

Bcschaffenheit

des

iceUUchen

Gesanges

[In 1S72 the works of Adam
de la Hale were published by Coussemaker and
in June 1896 a performance of
Le jeu de

{Leipzig, 1841).

;

'

Robin

was given at Arras in connection with the fetes in honour of the composer.
et

Marion

'

A

detailed account of the performance is to be
found in the Tlevue dn Nurd for 1895, and was
also printed separately
the authentic text was
edited by M. Ernest Langlois in 1896, and M.
Julien Tiersot edited the complete work, adding
accompaniments to the songs, and wrote an essay
on it in 1897.]
Adam de la Hale was a distinguished master
of the Chanson, of which he usually wrote both
the words and the music.
A MS. of the 14th
;

century, in the Paris Library, contains sixteen
1

Chansons a

Ft-tis says to Paris.

3,

in

Rondeau form

and

;

six

Latin Motets, written on a Canto fermo, with
florid counterpoint in the other parts.
Fetis,
not knowing that the Reading Rota was composed twelve or fourteen years at least before
Adam de la Hale was born, erroneously describes
these Chansons as the oldest known secular
compositions in more than two parts.
Kiesewetter printed one of them, and also one of the
Motets a 3, in the work mentioned.
[See also
the Quell en- Lexilcon under Adam.]
"^v. s. R.

HALEVY,

Jacques Francois Feomextal

Elias, a Jew, whose real name was Lfevi, born in
Paris, May 27, 1799
entered the Conservatoire
1809, gained a prize in solfege 1810, and the
second prize for harmony 1811.
From Berton's
class he passed to that of Clierubini, who put him
through a severe course of counterpoint, fugue,
and composition.
In 1816 he competed for the
Grand Prix de Rome, and gained the second prize
for his cantata 'Les derniers moments du Tasse'
in the following year the second Grand Prix for
'La Mort dAdonis,' and in 1819 his 'Herminie*
carried off the Grand Prix itself
Before leaving for Rome, he composed a funeral march and
De Profundis in Hebrew, on the death of the
Due de Berry(Feb. 14, 1820), for three voices and
;

'

'

[The first of the compositions which are held
to have been the beginning of opera-comique
"was Le jeu de la feuillee,' performed at Arras
about 1262 it is a piece of considerable freedom,
not to say licence, and the author had to learn
a more seemly deportment before his most interesting work.
This was] a Dramatic Pastoral,
entitled,
Le jeu de Robin et Marion,' written
for the French Court at Naples, and first performed in 1285.
Eleven personages appear in
the piece, which is wi'itten in dialogue, divided

unci

of his
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orchestra, with an Italian translation

;

it

was

dedicated to Clierubini, and performed March 24,
1820, at the synagogue in the Rue St. Avoye,
and published. During his stay in Italy Halevy
studied hard, and in addition not only wrote
an opera, and some sacred works, still in MS.,
but found time to learn Italian.
On his return
to France he encountered the usual difliculties
in obtaining a hearing.
'Les Bohemieimes'
and Pygmalion, which he offered to the Grand
Opera, and Les deux Pavilions,' opera-comique,
'

'

'

remained on his hands in spite of all his efforts
but in 1827 L'Artisan,' which contains some
pretty couplets and an interesting chorus, was
produced at the Theatre Feydeau.
This was
followed in 1828 by Le Roi et le Biitelier,' a
little ^tece elc circonstanee, composed conjointly
with his friend Rifaut for the fete of Charles X.
A n"ionth later. Dee. 9, 1828, he produced
Clari, three acts, at the Theatre Italien, with
Malibran in the principtal part. It contains some
remarkable music.
Le Dilettante d'Avignon
(Nov. 7, 1829), a clever satire on the poverty of
Italian librettos, Avas very successful, and the
chorus 'Vive, vive I'ltalie' speedily became popular.
Attendre et courir, and an unperformed
ballet, 'Yelva,' date from 1830, and the ballet
Manon Lescaut (May 3, 1830) had a wellmerited success at the Opera, and was published
for the piano.
'La Langue nmsieale (1831)
was less well received, owing to its poor libretto.
La Tentation (June 20, 1832), a ballet-opera
in live acts, written conjointly with Casimir
Gide (1804-1868) contains two fine choruses,
which were well received. In spite of so many
proofs of talent, Halevy still accepted any work
;

'

'

'

'

'

'

'

'

'

'

'

'

T
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likely to bring

him into notice

and on March

;

4,

1833, brought out Les Souvenirs de Lafleur,' a
one -act comic opera written for the farewell
appearances of Martin the baritone and on May
16 of the same year Ludovic, a lyric drama in
two acts which had been begun by Herold. At
length, however, hisopportunityarrived. To produce successfully within the space of ten months
two works of such ability and in such opposite
styles as La Juive (Feb. 23), and L'Eclair
(Dec. 16, 1835), theonea grand opera in five acts,
and the other a musical comedy without choruses,
for two tenors and two sopranos only, was indeed
a marvellous feat, and one that betokened a
great master.
They procured him an entrance
into the Institut, where he succeeded Reicha
(1836), and were followed by a large number of
dramatic works, of which the following is a
complete list
'

;

'

'

'

'

'

:

Guido

(March 5, 1838).
Lea Treize,' 3 a«ta
Le SMrif.' 3 acts (Sept. 2. 18391.
Le Drapier,'
'Le Guitarrero, 3 acts (Jan. 21), and 'La Reine
Charles VI.,' 5 acts (March ]r,,
de Uhypre,' 5 acta (Dec. 22, 1841).
Lea Mousquetairea
1843).
Le LazzjLrone,' 2 acts (March 29, 18141.
Lea premiers pas' (with Adam,
de la Reine,' 3 acta (Feb. 3, 1816).
Le Val d'Andorre,' 3 acta (Nov. 11. 1,S48).
Anber, and Carafa, 1847).
Incident;il music for Promi^thee enchaini5' (March 18), a translation by lAon Haicvy of the tragedy of ^achylua and La F(ie anx
La Tempesta.' 3 acts, Italian opera,
Roaes,' 3 acta (Oct. 1, 1849).
produced at Her Majesty's Theatre, London. June 8, 18.TO, and in
La Dame de Pique,' .3 .acts (Dec. 28, 1850).
Paris, Feb. 2.5, 1851.
Le Nabab,' 3 acts (Sept. 1.
Le Jnil errant,' 5 acts (April '23, 1852).
L'lnconaolable
1853).
Jaguarita l'liidienue,'3 acta (May 14, 1855).
La Magicienne,'
Valentine d'Aubigny,' 3 acts (1856).
(1855).
[' Vaniua d'Omano
and Nod,' left un5 acts (March 17. 1858).
Lea Plages
finished at Hali5vy'a death, were completed by Bizet.]
Italic,' 1859
many
du Nil,' a cantat.a with orchestra and chorua
vocal piecea, and some piano music.
'

et Ginevra,' 5 acts

(April 1.5),
3 uots (Jan.

and
6.

'

*

'

I&IO).

'

'

'

'

'

put into the mouths of characters widely opposed
In spite, however, of such mistakes, and of much inexcusable negligence, even
in his most important works, his music as a
whole compels our admiration, and impresses
Everyus with a very high idea of his powers.
where we see traces of a superjor intellect, almost
in sentiment.

He excelled in stage
entrance of a cortege, or the
march of a procession ; and in the midst of
this stage pomp his characters are always
We are indebted to him for
sharply defined.
a perfect gallery of portraits, drawn to the life
oriental

'

;

'

'

'

'

'

'

'

*

'

'

'

'

:

;

By devoting his life to the production of such
varied and important works, Halevy proved his
versatility but the fact remains that throughout
his long and meritorious career he wrote nothing
La Juive or more charming than
finer than
He was, unfortunately, too easily
L'Eclair.'
influenced, and the immense success of ' Tlie
;

'

'

'

Huguenots (Feb. 29, 1836) had an undue effect
upon him. Instead of following in the direction
'

'of

Herold,

giving his imagination full play,

husbanding his resources, and accepting none but
interesting and poetic dramas, he over-exhausted
himself, took any libretto offered him, no matter
how melancholy and tedious, wrote in a hurry
and carelessly, and assimilated his style to that of
Meyerbeer. It must be acknowledged also that
in 'Guido et Ginevra,' 'La Eeine de Chypre,'
and 'Charles VI.,' side by side with scenes
of ideal beauty, there are passages so obscure
that they seem impenetrable to light or air. His
the abuse of tlie minor mode
chief defects are
the too frequent employment of sustained low
notes in the orchestra previous to a sudden
too constant
explosion on the upper registers
repetition of the contrast between darkness and

—

;

;

vague melodic strains instead of deand morceaux d'ensemble
finite rhythmical airs
rendered monotonous by the same phrase being
brilliance

;

;

1 The book of this opera was adapted by Scribe from Shakeapeare,
originally for Mendclanohn.
Its reception waa extraoi'dinarily
favourable, but it is said that the melody on which Hali?\'y was
most congratulated by the artists, and which everyhoriy waa to be
heard humming, waa that of Where the bee aucka,' by Arae, which
he had introduced into the part of Ariel.

character.

— the

Tlie man who
to be forgotten.
created such a variety of such typical characters, and succeeded in giving expression to such

and never

opposite sentiments, and portraying so many
shades of passion, must have been a true poet.
His countrymen have never done him justice,
but the many toucliing melodies he wrote bespeak
him a man of heart, and enlist our warmest
Besides all this, he is by turns
sympathies.
tender and persuasive, gi-and and solemn, grace-

'

'

in

pageantry

ful

and

refined, intellectual

and witty, and

in-

variably distinguished. We admit that his horror
of vulgarity sometimes prevented his being sufficiently spontaneous, but we can pardon a few
awkward or tedious phrases, a few spun-out passages, in one who possessed such a mastery of
melancholy, and had equally within his grasp
lofty and pathetic tragedy, and sparkling comedy

thoroughly in harmony with French taste.
Not content with supplying the repertoires
of three great lyric theatres, Halevy also found
time to become one of the first professors at
As early as 1816 he was
the Conservatoire.
teaching solfege, while completing his own
studies
and in 1827 Was appointed professor of
harmony, while filling at the same time the post
of Maestro al cembalo at the Italian Opera, a
post he left three years later in order to become
chef du chant at the Acadt'mie de Musique.
In 1833 he was appointed professor of counterpoint and fugue, and in 1840, professor of composition.
His lessons were learned and interesting, but he wanted method.
Among his pupils
may he mentioned Gounod, Victor Mass(5, Bazin,
Deldevez, Eugene Gautier, Delfes, Henri Duvernoy, Bazille, Ch. Delioux, A. Hignaid, Gastinel,
Mathias, Samuel David, and Georges Bizet, who
married his daughter.
With Cherubini he
maintained to tlie last an intimate and affec;

'

'

tionate friendshiii "which does credit to both,

though sometimes put rudely to tlie proof.
See
a good story in Killer's CheruMni (MacmiUan's
ifa/jazine,

July 1875).

Hal^vy's only didactic

work was an elementary book called Le<;o7is de
lecture musicah (Paris, Leon Escudier, 1857).
This book, revised and completed after his death,
is still the standard work for teaching solfege in
the primary scliools of Paris.

We liave mentioned Halevy

's

entrance into the

'

Institut in 1836

;

in 1854 he

was elected perma-
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nent secretary of the Academie des Beaux-Arts,
and in this capacity had to pronounce eulogiunis,
wliicli lie jiublished witli some musical criticjues
in a volume entitled Suui-enirs ct Portraits,
itiides stir Ics beaux-arts (1861).
[A second
series {I>€rnicrs Sottvc/tirs, etc.) appeared in
1S63.] These essays are pleasant reading they
secured Halevy reputation as a writer, "which,
however, he did not long cnjo}^, as he died of
consumption at Nice, ilarch 17, 1862.
His
remains were brought to Paris, and interred on
the 24tli of the same month.
[There is an interesting notice of
Le Val d'Andoire in H^^t;

'

'

Musique,'p. 159.] G. c.
HALF-CLOSE or Semi-cadexce. An equivalent term for Imperfect Cadence, and the better
(See Cadence. )
of the two.
g.
HALIE, Karl. See Joachim Quartet.
HALL, Henry, son of Capt. Henry Hall of
Windsor, where he was born about 1655, was a
chorister of the Chapel Royal under Capt. Cooke.
He is said to have studied under Dr. Blow, but
this is doubtful
In 1674 he succeeded Theodore Coleby as organist of Exeter Cathedral, an
appointment which he resigned on becoming
organist and vicar choral of Hereford Cathedral
in 1688.
It is said that in 1698 Hall took
deacon's orders to cpialify himself for some preferment in the gift of the Dean and Chapter of
Herefnrd.
He composed a Te Deum in E flat,
a Benedicite in C minor, and a Cantate Domino
and Deus ilisereatur in B flat, all which, together
with five anthems, are included in the Tudway
Collection (Harl. MSS. 7340 and 7342), and
The Te
other anthems of considerable merit.
Deum has been printed with a Jubilate by
William Hine, and an Evening Service by Dr.
lioz's L':s Jl'tsiciruset !a

Some songs and duets by Hall are included in TltesauTvs Musicus, 1693; and Dcliciae
Musicae, 1695 and some catches in The ilonOdy
Hall
MtLslcs of Vocal Music for 1704 and 1707.
commendacidtivated poetry as well as music
tory verses of some merit by him are prefixed
to both books of Purcell's Orpheus Britannicus,
AV. Hayes.

;

;

1698 and 1702, B.\\itoyi\o\,-'sAm2JhionAnglicv.s,
1700. He died ilarch 30, 1707, and was buried
in the cloister of the vicars' college at Hereford.
His son, Henry Hall, the younger, succeeded

and vicar choral of Heredoes not appear to have been a com-

his father as organist
ford.

He

but in poetical ability he excelled liis
Jlany of liis poems, among them a once
well-known ballad, 'AH in the land of cyder,' are
included in The Grore, 1721. He died Jan, 22,
1713, and was buried near his father, w. H. H.
HALL, Marie, violinist, born April 8, 1884,
poser,

father.

at Ncwcastle-on-Tyne. Received her first lesson
from her father, a harpist, then engaged in the

He
orchestra of the Carl Rosa Opera Company.
urged her to take up the harp, but her predilection for the violin was so great, that his wishes
fortunately o"\-cr- ridden, and with the
further help of a lo.val te.iclier, Jliss Hildegarde
w-ere
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her proficiency on the instrument of
her choice was already considerable by the time
she had arri^-ed at tlie age of nine, when Euiile
Sauret heard her play, and jiressed her parents
to send her to the Royal Academy of Music.
This was not done, but she received from time
to time instruction from many professors of
"Werner,

from Edward Elgar in Malvern
from Professor Wilhelmj in London in
1896 (for three months), from Max Mossel at
the Midland Institute in Birmingham in 1898,
and from Professor Kruse in 1900.
The year
before going to the last-mentioned teacher, she
won a scholarship at the Royal Academy of
JIusic against forty competitors, but was unable
to take it up for lack of means.
In 1901 she
played to Kubelik, and through his influence
and advice, went to Prague to study under

distinction

;

in 1894,

Professor

Sevcik.

Her

technic|ue,

which

is

very remarkable, and which surjiasses anything
hitherto achieved bj' a violinist of British birth,
she considers to he the outcome of Sevcik's
teaching, the advantage of which she enjoyed
at intervals between Sept. 1901 and the summer
of 1903, altogether about two years.
She
played for the first time at Prague in Kov.
1902, at Vienna in Jan. 1903, and at St.
James's Hall, London, on Feb. 16, 1903, scoring immediate success at all these nnisical
centres.
Apparently of frail jjhysique, she produces a powerful tone, and has given proofs of
great enclurance, sustaining a programme which
included three great concertos, one of them the
exceptionally trying one of Tchaikovsky, anil
by supiporting the fatigues of a tour in English
provincial towns, and in Bohemia.
In short,
Marie Hall has both talent and perseverance,
and promises well for the future.
w, "\v. c.
HALLE, Sir Charles (originally Carl
Halle), was born April 11, 1819, at Hageii in
Westphalia, wdiere his father, Friedrioh Halle,
was organist of the principal church.
His
musical talents were not long in showing themselves
at the age of four he pieriormed on the
piano in public, and from that time was allowi d
occasionally to appear at concerts, in order that
the townspeople might observe his progress
this plan, and the wisdom shown by his father
in not allo^\'ing him to appear too often, no
doubt did much to foster the developiment of
his genius.
In 1828, at a concert at Cassel, he
attracted the notice of Sjiohr, and, in 1835,
went to Darmstadt to study wdth Rinck and
Gottfried Weber.
In 1836 he settled in Paris,
taking some lessons of Kalkbrenner, but passing
most of his time in the company of such men
as Chopin, Liszt, Thalberg, Berlioz, and Cherubini.
In 1843 he came to England for the
first time, playing at a concert given bj' Sivori
in Hanover Square Rooms on June 16, and
giving one of his own a fortnight afterwards.
In 1846 he started a series of concerts in Palis
with Alard and Franchomnie, at which, during
;

;

HALLE
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the next few years, many masterpieces of chamber
In 1848, the dismusic were brought forward.
turbances caused by the Revolution of February
drove him, with many other Frenchmen, to
England, and within a very short time of his
arrival he made JIanchester his headfjuarters,
being made conductor of the Gentlemen's Concerts in 1849, founding tlie St. Cecilia Society
in 1850, and conducting operas in 1854-55.
The Manchester Orchestra, with which his name
is so closely identified, was formed in connection
with the Exhibition of 1857, and gave regular
concerts from January 1858 onwards.
In London Halle was always best known and most
warmly appreciated as a pianist. He played
the solo part of Beethoven's E flat concerto at
an orchestral concert at Covent Oarden, as early
and appeared in the same
as May 12, 1848
season at the Musical Union. His first appearance at the Philharmonic was on Jlarcli 15,
1852.
By that time he had established, in a
very modest way, at his own house, the form
of concert which afterwards became so popular
as 'Halle's Pianoforte Recitals,' such entertainments being at that time unknown in England.
For several years they were carried on in this
semi-private way, and in 1861 the first series
was given at St. James's Hall, with a performance of Beethoven's sonatas, occupying eight

College

Tlie undertaking was so successful
that the series of sonatas, as well as the analyses
in the programmes by J. W. Davison, were
In these early
repeated for two more seasons.
days of the Popular Concerts, and indeed throughout their career, Halle was a frequent performer.
He conducted a series of operatic performances
at Her Majesty's Theatre in the winter of 18601861, and fromlS68onwards conducted the Reid
From 1873 to 1893 he
Concert in Edinburgh.
was conductor of the Bristol Festival, in 1S821885 he conducted the Sacred Harmonic Society
in London, and the Liverpool Philharmonic
Society.
In 1880, when he received the degree
of LL. D. from the University of Edinburgh, lie
gave the first performance in England of Berlioz's
'
He did more than any
Faust at Manchester.
one else in England to encourage the taste for
Berlioz's music, and especially for this work,
which was long in taking hold of the British

He was a fine
the London public at large.
influence in nmsical education, and it is hardly
possible to exaggerate the importance of the
work he did in this way. His compilations, a

;

recitals.

'

jiublic.

On

several occasions, he brought

up

the Manchester Orchestra to London, with the
special object of performing important
Berlioz.

The

works of

last three series of these concerts,

beginning in the autumns of 1889, 1890, and
1891, were so ill- supported that the eminent
In
conductor was obliged to abandon them.
1888 he had received the honour of knighthood,
and in the same year married, as his second
wife, Mme. Norman Neruda, the distinguished
violinist, with whom he undertook two pro-

1890 and 1891
respectively.
In 1895 they went to give concerts in South Africa.
In 1893 the Royal
fessional visits to Australia in

of Music (Manchester) having been
founded mainly through Halle's energy, he was
He died at his
appointed its first Principal.
house, Greenheys Lane, ilanchester, on Oct. 25,
1895, and was buried in the Roman Catholic
cemetery at Salford.
Those who only knew him as a pianist, and
only heard him in public, generally received
the impression that he was a cold, not to say a
dry, player
his technique was always above
;

fair to

but it is only
public he did not always
criticism,

of temperament

proached with
ijy

who

those

say that in

let his individuality

He was often reof style
coldness
were not aware that a really
come

out.

classical

'

'

warmer than any other. In
humour of his nature, and the

classical style is

the

private,

vivacity of his character, which he preserved
all his life under a somewhat solemn aspect,
gave to his performances a life and intellectual
beauty which could not be forgotten by any

who heard him

In particular his per-

then.

formance of favourite things of Chopin was
most remarkable for its complete sympathy
As a conductor, Halle was in
with the music.
the first rank his beat was decisive, and though
his manner was free from exaggeration, he imposed his own readings on his players with an
amount of will-force that was unsuspected by
;

Pianoforte School (begun 1873), and Mvsical
Librarij (begun 1876) were carefully edited.
A very interesting memoir, partly autobio-

was published in 1896, by his son
and daughter, C. E. Halle, the well-known
It contains a repropainter, and Marie Halle.

graphical,

duction of the best portrait of Sir Charles Halle,
An
an oil-painting by Victor Mottez (1850).
excellent article appeared in the Did. of Nat.
Biog. (supplement, vol. ii.), from which, together
with the memoir, many of the above facts are
M.
taken.

HALLELUJAH.

A Hebrew

term (hoJIelu-

Jah, 'praise Jehovah ') which, like Amen, Selah,
Hosanna, etc., has been pireserved untranslated
in our Bibles. In the Latin Church the Alleluia
is sung in the ordinary service, except during
Lent. It is omitted from the Anglican Liturgy.
The Hallelujah Chorus in the 'Messiah' is
known to every one. Handel is reported to have
said that when he wrote it,
he thought he saw
Heaven opened, and the great God Himself.'
'

For the Lord God omnipotent
almost identical with that to I will
sing
unto the Lord in Israel in Egypt.'
He has written other Hallelujahs or AUelujahs
though none to compare vnth this in Judas

The phrase
reigneth'

'

is

'

'

.

.

'

.

—

Maccalireus,

'

the

'

'

Occasional Oratorio,' and the

—

Coronation Anthems one of which was afterDeborah.'
For the custom

wards employed in

'

HALLING

>i

of standing during the perforuiance of the Hallelujah Chorus, see Handel, p. 283.
The German accentuation of the word has led
many composers, from Bach to Mendelssohn, to
give it a rhj'thm ivhich sounds strange to ears

\.:\[£rMK

Summa super MiLsiccim Continuam ct Disurctavi,
preserved in the British Museum (Add. MS.
8866), and printed in Cousseniaker's Scripturuin de- 2Ji(siac Jledli Aefi. i. 416.
Ainjther
MS.

treatise,

Q//atuor pri/tcipalia

tfjti!'^

arfi^

contained in the same volume as the
above, of which there is another MS., in tlie
Bodleian Lifrai-y, lias been ascribed to Haiibo3"s. but is lieUe\ed to be the \\'ork of Simon
Tunstede,
\v. H. H.
The former treatise appears to be a conmientary on the works ol' Franco, or rather tlie two
Francos, and is chiefly interesting as giving
an account of the musical notation of the time.
Hanboys divides tlie notes into Larga, Duplex
Longa, Longa, Breads, Semibrevis, Minor, Semiminor, Minima
each of whicli is in its turn
subdivided into perl'ect and inipierfect notes, the
former being equal in value to three of the next
denomination below it, the latter to two. Considering the Larga as equivalent to the modern
breve, the minim would be equal in value to
Hanboys abolislies
our semi-demi-semiquaver.
This MS.
the name crotchets used by Franco.
cannot have been written much later than tlie
middle of the 15th century, though Holinshed
enumerates John Hanboys among the writers
of Edward IV. 's reign, describing him as 'an
excellent musician, and for his notable cunning
therein made Doctor of Music' He also appears
to have written a book Cantionum artificinliinn
Hanboys
diversi generis wdiioh has been lost.
was an ecclesiastic, if we may judge from the
epithet 'reverendns,' which is given to him at
A. h.-h.
the end of his treatise.
HAMERIK, AsGER, born AprQ 8, 1843, at
Copenhagen, displayed in early youth great
aptitude for music, and studied under Gade and
Haberbier.
In 1860 he was sent to Berlin to
perfect himself as a pianist under Billow, hut he
persisted in spending so much time on composition, that in despair of making a virtuoso oi'
him, the great pianist advised him to let his
studies take the direction he so evidently preferred.
He then went to Paris and learned
orchestration from Berlioz, with whom he remained nearl}^ seven years, and whose only pupil
Berlioz had such conhe claims to have been.
fidence in him, that he often sent him to direct
pierformances of his own works, when unable
riiastcae,

EH^^?E^d=^=S^^S
Hal

-

le

-

lu

-

jal

Hal

le

-

lu

jal

accustomed to the right quantity of the Hebrew
word.

o.

HALLING. The most characteristic

dance of
origin and name from the

Norway, deriving its
Hallingdal, between Christiania and Bergen.

It

thus described in Frederika Bremer's >Sirid o<j
Frid (' Strife and Peace ') as translated by JIary
Howitt
Perhaps there is no dance which expresses more than the Hailing the temper of the
is

'

:

people who originated it.
It begins, as it were,
upon the ground, amid jogging little hops, accompanied b}^ mo^'ements of the arms, in wliich, as
it were, a great strength plays negligently.
It
is somewhat bear-like, indolent, clumsy, haltdreaming.
But it wakes, it becomes earnest.
Then the dancers rise np and dance, and display
themselves in expressions of power, in wlrich
strengtli and dexterity seem to divert themselves
by pla^-ing with indolence and clumsiness, or
to overcome them.
The same person wlio just
before seemed fettered to the earth, springs alol't,
throws himself around in the air as though he
had wings. Then, after many breakneck movements and evolutions, before which the unaccustomed spectator grows dizzy, the dance suddenly
assumes again its first quiet, careless, somewhat
heavy character, closes as it began, sunk upon
the earth.'
The Hailing is generally danced by single
dancers, or at most by two or three dancing in
competition.
It is accompanied on the Hardanger fiddle (' Hardangerfelen '), a violin strung
with four stopped and four sympathetic strings.
The music is generally written in 2-4 time, in
a major key, and is played allegretto or allegro
moderate, hut a few examples are found in trijile
time.
Many of the most popular Hailing tunes
were composed by Maliser-Knud, a celebrated

performer on the Hardangerfelen who flourished
about 1840.
The following is a traditional and
characteristic examjile
Alleg ro m o/lr~ '"

:

n

;

From 1872 to 1898 he
America as head of the musical Section
of the Peabody Institute, as at Baltimore, where
he formed an excellent orchestra, and gave a
long series of synipihony concerts which were
remarkable for their progressiveness. His works
to attend personally.

resided in

^§Si^P^^^
W.

B. S.

HAMBOYS,

or HATTBOYS, John, Mus.D.,i
distinguished musician, flourished about
1470.
He was author of a Latin treatise,

a

1

[See C, F. A. Willlanifl, Dr^/rT.^ in Music, pp. 15

and

16.]

comprise

six

'tragique,'
'serieuse,'

3.

and

syinp)honies
'lyrique,'
6.

'

:

4.

poeticpie,'

2.

majestueuse,'

5.

1.
'

spirituelle,

'

'

the last

named

Further, two choral
being for strings only.
trilogies, one on Hebrew subjects, and one on
Christian, a Requiem, four operas
'

:

'Tovelille,'

Hjalmar and Ingeborg,' 'La Vendetta,' and
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Der Reisende';

chestra,

HAMMERSOHMIDT

five Northern Suites for orcharacteristic in style, and a

higlily

number of works of smaller dimensions.
Haraerik shares as a composer many of the
large

qualities

and defects

He

of his great teacher.

not always convincing in his grander manner,
and indeed ventures at times dangerously near
to bombast, but he is very attractive in the
lyrical vein, and possesses an unusually rich
fund of that rare attribute, genuine musical
humour, spontaneous and free from roughness
is

or vulgarity.

;

tion of

John

Elliott,

In 1815, on the resignahe was appointed master of

the choristers of Clirist Church Cathedral, and
in 1823 Gentleman of the Chapel Royal, Dublin.
In 1829 he resigned his appointments and went
to Calcutta, where he resided until his death.
Hamerton's compositions comprise some anthems

and chants; an

opera,

entitled

'St.

Alban,'

performed at Dublin in 1826, and a few songs
and duets. He was also author of an elementary
work published in 1824, entitled J'ocal Instructions, combined with tlie, Theory and Prattict
w. H. H.
of Pianoforte Accompaniment.
HAMILTON, James Alexander, born in
London in 1785, was the son of a dealer in old
books, and was self-educated. Music became his
particular study
the theory rather than the
practice.
He wrote many elementary works,
including a long series of useful catechisms on
musical instruments and subjects, many of which
have passed through numerous editions.
He

—

also translated and edited Cherubini's Counterpoint and Fugue, Baillot's Method for the Violin,
and other important treatises.
He died in
London, August 2, 1845.
w. h. h.
HAMLET. Grand opera in five acts words
by Barbier and Carre after Shakespeare music
;

;

by Am broise Thomas. Produced attheAcademie,
March 9, 1868 in London, in Italian, as Aui'

;

Covent Garden, June

1869 (Nilsson
and Santley). [Tchaikovsky's op. 67 is a symG.
phonic poem on the subject of Hamlet.]
HAMMER (Fr. Marteau Ital. MarteUo
Germ. Hammer). The sound of a pianoforte is
In this the pianoforte
produced by hammers.
resembles the dulcimer, from which we may
regard it as developed by contrivance of keys
and intermediate mechanism, rendering the
pianoforte a sensitive instrument of touch.
The
pianoforte hammer consists of head and shank
like any other hammer
the shank is either
leto,

'

at

19,

'

'

;

;

;

glued into a butt that forms its axis, or is
widened out and centred or hinged with the
same intention and the blow is given and con;

trolled

by leverage more or

less ingenious,

:

makers use mahogany

for the former,

and

on which

are glued thicknesses of sole or buffalo leather
and specially prepared felt. Of late years single

coverings of very thick felt have been successfully

Cedar was formerly used

employed.

hammer shanks

for

the woods now employed
are pear-tree, birch, or hickory.
The hammers
gradually diminish in size and weight from bass
the

;

A.

to treble.

E. E.

HAlIERTOIsr, William Henry, of Irish
parentage, born at Nottingham, 1795
was
placed as a chorister at Christ Church Cathedral,
Dublin, in 1805. In 1812 he came to London,
and studied singing under Thomas Vaughan.
In 1814 he returned to Dublin and established
himself as a teacher.

varying with the shape of the instrument and
the ideas of the makers.
Both head and shank must be elastic English

HAMMERKLAVIER,

i.e.

J.

Pianoforte.

H.

Beet-

hoven's Sonata, oji. 106, composed 1816-17 was
superscribed by him
Grosse Senate fiir das
Hammerklavier.
So is op. 101, only at that
time the German fit was not so strongly on
Beethoven, and he gives the Italian name as
well.
By op. 109 he has returned to the Italian
'

'

name

alone.

G.

HAMMERSOHMIDT,
Briix in

Bohemia

Akdeeas, was born at

in 1612.

His father was a

saddler in good circumstances, who, being a
Protestant, was obliged in 1626, on account of
the Thirty Years' War, to migrate from Briix to
Freiberg in Saxony.
It was at Freiberg that

Hammerschmidt

received his musical education

His

from Stephen Otto.

first

appointment was

that of organist in the service of the Count von
Btinau, at Sohloss Weesenstein, 1633, in which
capacity he pjublished his first known composition, a thanksgiving piece a 8 for the victory of
the Saxon army at Liegnitz, 1634.
In 1635
he became organist at Freiberg, and in 1639
exchanged that post for a similar one at Zittau,
where he remained till his death, Oct. 29 (Nov.
8 new style), 1675.
His epitaph describes him
as that noble swan who has ceased to sing here
below, but now increases the choir of angels
round God's throne the Amphion of Germany,
Zittau's Orpheus.
Though his outward life w'as
uneventful, his very numerous works made him
renowned as a musician over the wdiole of
Northern Germany, and he was on terms of intimacy with many of the most important men
of his day.
Of musicians he owed most to
Heinrich Schiitz, but he very early struck out a
line of his OAvn, which makes him of considerable
importance historically, in connection with the
development of the Lutheran Church Music up
to Sebastian Bach.
A general list of his works
in chronological order^ with brief notes on the
more important, will serve to illustrate his
position in musical history.
'

;

'

1. His first work, 1634, has already been mentioned.
2. In ]6;t9. appeared two sets of dance-pieces I' Erster Flei83,anerlland newer Paduanen, OaUi.arden, Balletteu, Mascharaden. Arien,

Concenten und Sarabanden') for viols a 5, Eitner remarks on the
indications of tempo and expression occurring in ttiia work nnu^ual
for the time.
3.

*

Musicalische Andachten

'

(Musical Devotions), part

i.

16.38,

with the sub-title Geistiiche Concerten,' indicating their ch.aracter
as written in the Italian concerted style for solo voices with ba^so
continno. This work contiiins twenty-one settings ofGermansacred
'

words for one

to four voices.
4. 'Musicalische Andachten,' part ii. 1641. with the sub-title,
Oeistliche Madrlgalien,' indicating their character as written in the
choral madrigal style, in which a b;usso continuo is unnecessary.
This work contains thirty. four pieces, 1'2 a 4, ly a 5, 4 (r6.
'
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5.

'

Musicalische AncJachten," part

iii..

with the sub-title 'Geiat-

Uche Syinphouien.' 1W2. containing thirty-one pieces for one and
,two voices, with obbliyjito parts for two viulina aiid riola besides
basso continuo. In these works Hammerschmidt takes Schlitz as
his iiiodel. Winterleld says of them, that if he is inferior to Scliiitz
in grandeur of conception, he stirpasses him in a certain elegance
and in the smoothness of his p;trt-writing.
6
Weltliehe Oden odcr Liebesgesiinge,' parts i. and ii., 16-1'2-J:j,
secular pieces for one to three voices, with instrumental accompan; lent.
7, anil 8.
Dialogi oder Gesprache zwischen Gott und einer
gliiuliigen Seele' (Dialogues between God and a faithful soul).
Two
parts. Dresden, 1645.

ajid la-ace.

'

This work opened a new vein in sacred comBible or chorale texts are so chosen
as to give occasion to a certain dramatic contrast
of the voices, thus for instance, texts of prayer
or complaint, sung by one or two voices, are
immediately followed or accompanied by answering texts of promise or comfort, sung by another
We are familiar with the later use of
voice,
this device in the Chnivb Cantatas of Sebastian
Bach,
It must be admitted that in Hammerschmidt tl^ere is little contrast of musical
expression, and the musical development is but
slight, but there is enough of quiet devotional
Some of the pieces are introduced
expression.
by short instrumental symphonies (two violins
with tronibone and basso continuo). The first
part of these Dialogues contains twentj'-two
pieces, 10 a 2, 10^3, and 2 a 4.; some with Latin
words.
It has recently been republished in
modern score in the Denlnnaler dcr Tonkunst
The second part
in Oestcrreich, Jahrgang viii.
consists of twelve settings of Opitz's verse translations from the Song of Solomon, for one and
two voices, with accompaniment of two violins
and bass, followed by three so-called arias, not
arias in the later sense, but in the sense in which
Bach uses the word as in his motet Komm,
position.

'

'

'

Jesu,

komm.'

9.
Musicaiische Andachten,' part iv. 1I546, with the sub-title.
'GeistlicheMotettenundConcerten.'ijaplying that the inatni merits
may be used for the most part ad libitHin. This work
contains forty pieces, 4 a 5, 8 a C, 5 a 7, 15 a 8. 3 a y, 2 a 10, 3 a 12.
10. In 1&49 appeared a third part of Odea and Madrigals, sacred
and secnlar, for one to five voices, with biLsso continuo.
11. Twenty Latin motets for one and two voices, with accompaniment. 1649.
iluaicalische Andachten,' part v. 16.^2-53, with the sub-title
12.
'Chor-muaik,' contains thirty-one pieces a 5 and 6 'in Madrigal'

indicitted

'

man ier.'
Musicalische Gesprache tiber die Sonntags- und Fest-Evan13.
Dresden, 1655-56. This work [.akes up again the fona of the
Dialogi of 16-15, and makes much use of the interweaving of Chorale
and Biblical texts. It is in two parts, and contiiins altogether
sixty-one pieces for four to seven voices, with an increased instrumental accompaniment (flutesand trumpets occasionally employed).
Thirty-two hymns for
14. Test- Buss- und Dank-Lieder,' 1658.
five voices and five instrumental parts aJ, libitum.
'

gelia,'

From this work come most of the simple
chorale-tnnes by Hammerschmidt, still in use
in the Lutheran Church, sucli as Meinen Jesum
lass ich nicht,' Hosianna David's Sohn,' Meine
Besides these he had
Seele Gott erhebet,' etc.
already ]>rovided thirty-eight tunes for Johann
Eist's Katechismus- Andachten,' and ten others
'

'

'
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work, 'Schaff in mir Gott ein reines Herz' (Make me a clean heart,
O GodI, has been reprinted in Schlesinger'.t .iJusica Hacra, No. 41.
Several uthera have been reprinted by F. Ci.immer,
18. Vopelius'sGesangbuch, 1682, contains seven four-pai"t settings
of hymn-tunes by Hammeruchmidt.

For many interesting remarks on Hammerand his influence on Michael and
Christiiph Bach, and on the development of the
later Church Cantata in (Germany, see Spitta's

schmidt,

Bach (English

translation), vol.

pjJ.

i.

49, 55,

For MS. works and
124, 302.
collections, sre the Qudkn-Lci-il'on.
J. K. M.
HANCOCK, organ-builder. [See Crang k
57-5S, 60,

t)9,

Hancock.]

HAND BELLS

for

purposes of tune-playing

or practising Change-Ringing can be obtained of

founders, tuned either chromatically or
simply in the diatonic scale.
There are many bands of tune- players on
hand bells in England, consisting of live or six
men, who manipulate between them as many as
sixty bells, and produce extremely pretty music.
Hand bells are also used by Change-Ringers for
practising the methods by which changes are
produced, before performing them on the tower
bells, much noise and annoyance being thus
prevented
they are almost indispensable for
all bell

;

this purpose.

c. a. "w.

HANDEL,^ George Frederick,

t-.

one of the

greatest composers the world has ever seen, was
born at Halle, ^ Lower Saxony, Feb. 23, 1685.

His

who was sixty-three years
was born, knew nothing of

father, a surgeon,

of age

when

this son

Art, and regarded

as a degrading pursuit, or,
amusement.
Determined to
raise his son in the social scale, he thought to
do so by making him a lawyer, and to this end
he strove in every way to stifle the alanning
symptoms of musical genius which appeared
it

at best, as an idle

almost in infancy, while he refused even to
send the child to school, lest there, among
other things, he should also learn his notes.
In spite of this, some friendly hand contrived
to convey into the house a clavichord which was
concealed in a garret, where, without being
discovered, the boy taught himself to play.
"When he was seven years old, his father set
ont on a journey to visit a son by a former
man-iage, who was valet-de-chamhre to the Duke
George begged to be
of Saxe "Weissenfels.
allowed to go too his request was denied, but,
with the persistence of purpose which cliaracterised him through life, he determined to follow
the carriage on foot, and actually did so for
a considerable distance, a proceeding which.
;

'

for Rist's

'

Himmlische

Lieder,' which, however,

never came into general use.
15. 'Kirchen- und Tafel-Mnsik' fChurch and Chamber - Music)
'darinneii 1,2, 3 V^cal und 4, 5, 6 instrumental- stimmeu enth.Tlten.'
Zittau. 1662. Contjiina twenty-two pieces, including three BO-called
sonatas, two of them on ch'irales, the third written for two alto
"voices in unison accomp.anied by two trumpets and four trombones.
16. "xvii. Miasae sacrae 5 ad 12 usque vocibus et instru mentis,'
Dresden, 1663. These masses consist only of the Kyrie and Gloria,
the so-called Missa Erevis of the Lutheran Church.
17.
Sechsstimmige Fest- und Zeit-Andachten.' Dresden, 1671.
Cnnt-T-ins thirty-eight settings o 6 in motet style, hut with comparative simplicity of contrapuntal treatment. One piece from this
'

The name is always spelt Handel by German writers. It was
first, in Encl^md, Ilendel. a form used, like ilnnlal, by the
compnger while in Italy. The family-name had been spelt Handt-l,
IJendcl. ffendi-lT, Hdndelcr. and Eendth-r, but most correctly
Hdndcl (Fdrstemann, G. F. Haendel's Stummbaum, fol, Leipzig,
1&44, very incorrectly quoted by Fi'tisK
^ A woodcvit <A the hou.-^e, No, 4 Grosser Schlamme. from a photograph by Klingem.inn. Mendelssohn'^ friend, was given in the llh'strated Lmid-->ii A'rim for June 25. 1859. and as a frontispiece to the
Book of Words of the Handel Festival. 1877. The actual house was
indeed repre.iented there, but the adjacent house was in so prominent a place in the phot-ograph that it might easily have been
mistaken for the true birthplace. Morerecentphotogrjiphs, showing
it in its richt proportion, are in the special Handel number of the
Jl'isical Tin^s. Vi'c. 14, 1893, and in C. F. Abdy WiUiama'a Bandcl.
I

spelt at
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resulted in his getting his way.
lie

was not long

in

making

HANUEL
At

Weissenfels

among

friends

the

tlie Duke's chapel, who gave liim
opportunities of tiying liis hand on tlie organ.
One day, after the service, he was lifted on to
the organ stool, and piayed in such a manner
as to surprise every one, and to attract tlie
attention of tlie Duke, wiio, on making inquiries,
found out the state of the case, and sent for
both father and son.
He spoke kindly to the
latter
to the former he represented that such
genius as that of his son should be encouraged.
The reluctant surgeon yielded to these arguments, and from that time the little Handel

musicians of

;

was emancipated.
He now became a pupil of Zachau, organist of
the cathedral at Halle, under whom he studied
composition, in the forms of canon, counterpoint,
and fugue, and practised on the organ, the
harpsichord, the violin, and the hautboy, for

which

last

instrument he had a special predilec-

After three years, during which time he
composed a sacred motet each week as an exercise,
his master confessed that the pupil knew more
than himself, and Handel was sent to Berlin
about 1696.
Here he made the acquaintance
of the two composers, Buononcini and Attilio
Ariosti, whom in after years he was to meet again
in London.
Ariosti received him kindly, and
warmly admired his talents but Buononcini,
whose disposition was sombre and harsh, treated
him at tirst with scorn and then with jealous
dislike.
Handel's wonderful powers of improvisation on both organ and harpsichord caused
him to be regarded here as a prodigy. The
Elector wished to attach him to his Court, and
but Handel's father
to send him to Italy
thought this undesirable, and the boy was,
therefore, brought back to Halle, where he set
copying and comto work again with Zachau,
and
posing large quantities of music
working constantly to acquire the most solid
knowledge of the science.' In 1697 he lost his
father, and it became necessary for him to work
for his own subsistence and the support of his
mother.
[He obtained the appointment of
oiganist to the Schloss- und Domkirche, Halle,
in 1702, and entered the university of his native
tion.

;

;

'

.

place in the

same

year.]

He went

.

[in

.

,

1703] to

Hamburg, where the German Opera-house, under
the direction of the famous composer, Reinhard
Young
Keiser, enjoyed a great reputation.
Handel entered the orchestra as violino di
ripieno,' and amused himself by affecting to
be an ignoramus, a man wlio could not count
five.'
But it happened that Keiser was involved
'

'

by his partner in some unsuccessful speculations,
and was forced to hide for a time from his
creditors.
During his absence, Handel took his
place at the harpsichord in the orchestra, and,
his real powers being made manifest, he remained
He made here the acquaintthere permanently.
anceofthe composerTelemann, andofMattheson,

young musician, a few years older
who also had been an 'infant
and was chiefly remarkable for the

a very clever

than

him.self,

prodigy,'

It is as a writer on
music and kindred subjects that he is best
remembered, and especially for his valuable
reminiscences of Handel.
Among other anecdotes, he tells us that in 170.3 he and Handel
went to Liibeck to compete for the vacant post
of organist.
They found, however, that it was
necessary that the successful candidate should
marry the daughter of the retiring organist.
This condition seemed to them pirohibitory, and
the two young men thought it best to return
to Hamburg.
The friendship between the two
young composers was, at one time, very nearly
brought to a sudden and tragical conclusion.
While Handel was acting as conductor at the
Opera-house, it haiijiened that there was given
Mattheson's opera of 'Cleopatra' (1704), in
which the composer himself played the part of
Antony.
After that pioint in the play where
the hero dies, it had been Mattheson's custom
to return to the harpsichord and to conduct the
To this Keiser seems
remainder of the opera.
not to have objected, but Handel was more
obstinate, and refused to abdicate his place in
Mattheson
favour of the resuscitated Antony.
was indignant, a dispute ensued, and a duel, in
which Handel's life was only saved, and the
loss to the world of this mighty master only
averted, by the accidental circumstance that
the point of Mattheson's sword was turned
aside by coming into contact with a brass button
on his antagonist's coat.
At Hamburg, in
Jan. 1705, was produced Handel's first opera,
Alniira,' followed in the same year by 'Nero.'
These were performed in the barbarous manner
versatility of his powers.

'

universal at that time, partly in German and
partly in Italian.
The success of Almira
seems, however, to have been great enough to
'

some jealousy in Keiser and other
Mattheson says that, when Handel
came to Hamburg, he composed long airs and
interminable cantatas,' more scholastic than
melodious or graceful and he claims to have
contributed not a little to the young composer's
improvement.
It is probable, at any rate, that
the genius of Keiser, whose numerous compositions are full of a melody and charm till then
unknown, went far to counteract the influence
of the crabbed teaching of Zachau.
In Almira
is a Sarabande, consisting of the same air which
Handel afterwards used for the beautiful song
in Rinaldo,
Lascia ch' io pianga.' His other
works at this time were the operas Daphne
and 'Florinda, and a German Cantata on the
excite

musicians.

'

;

'

'

'

'

'

'

Passion.

In 1706 he set off on a journey to Italy.

He

Rome, and Venice [where he
made the acquaintance of Prince Ernst August
of Hanover]
his time was spent between the
cities named, and Naples, and he produced both
went

to Florence,

;
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from his subsequent compositions of a similar

operas and sacred music, and always with the
Among these works may be
greatest success.
mentioned two Latin Psalms, Dixit Doniinus
two Operas
Rodrigo
and Laudate Pueri
and 'Agiippina' two Oratorios, Kesurrezione'
and the sereiiata
and II Triouib del Tempo
'
Aci, Galatea, e Polifemo,' produced at Najles,
and quite distinct from the subsecpient English

kind, and still strongly suggests the influence
of Keiser and of Steflani.
On Handel's return to England, he accepted

'

'

'

'

'

'

,

;

'

;

'

'

Tliis serenat^i is reof a similar name.
markable for an air, written for some bass singer
whose name has remained unknown, but whose
voice must have been extraordinary, for this
song requires a compass of no less than two
[B.iss.]
octaves and a sixth
In 1710 Handel returned to Germany, where
the Elector of Hanover (afterwards George I. of
England) offered him the post of capellmeister,
held till then by the Abbe Steffani, who himself
The latter
designated Handel as his successor.
had already received pressing invitations from
England, and he onlv accepted the capellnieistership on the condition that he sliould be allowed
to visit this country, whither lie came at the end
!

of 1710.

Here Handel remained
with an orchestra and singei's
at his disposal and produced the two Cliandos
Te Deums, the twelve 'Chandos' Anthems, the
of the younger master.
for three years,

'

;

English serenata'Acisand Galatea, 'and 'Esther,'
He also taught the
daughters of the Prince of A\'ales, for whom he
wrote his
Suites de pieces pour le Clavecin
(vol. i. ).
Besides all this, he, in 1720, undertook to direct the Italian Opera for the society
called the Roj'al Academy of Jlnsic. He engaged
acompany of Italian singers, including Durastanti
and the celebrated sopranist, Senesino and with
Railamisto.'
Tlie success
these he produced
but a party, jealous
of this opera was complete
of Handel's ascendancy, was forming in o]iposiBuononciui and Ariosti had also
tion to him.
been attracted to London by the Royal Academy
of Music, and each of these comjiosers had a
following among the supporters of the Opera.
It was, perhaps, with the object of reconciling
all parties, that it was arranged to produce
Muzio Scevola, an opera of which the first
act was written by Ariosti (or, according to
Chrysander, by a certain Mattel, alias Pippo),
the second by Buononciui, and the third by
Poor Ariosti had no chance in this
Handel.
formidable competition.
With Buononciui, a
man of distinguished talent, and able in some
measure to support the rivalry with Haudel, the
Handel's act, however, was
case was dift'erent.
but his
universally declared to be the best
victory only excited the enmity of his opponents
Plis stubborn pride and indemore than ever.
pendence of character were ill suited to conciliate
the nobility, in those days the chief sujiporters
and all those whoju he had perof the Opera
sonally olfended joined the Buononciui faction.
This fashionable excitement about the rival
claims of two comiiosers, like that winch raged
in Paris wdien the wdiolc of society was divided
into Gluckists and Piccinnists, gave rise to many
squibs and lampoons, the best of wliich, perhaps,
has been more often incorrectly quoted and
erroneously attributed than any similar jV»
d'esprU.
The epigram, usually ascribed to
Dean Swift, and actually printed in some collections of his works, is undoubtedly the work
of .lohn Byrom, the Lancashire poet, and inHe speaks in
ventor of a system of shorthand.
his diary,' under date .lune 5, 1725, of 'my
his first English oratorio.

'

'

;

Italian music

London

the postof chapel-master to the Dukeof Chandos.
This nobleman,
who from the magnificence of
hisstyltof livingwas sometimes called the Graml
Duke, had a palace named Cannons, near Edgeware, and a chapel furnished like the churches
of Italy. Hisfirstchapel-masterwasDr. Pepusch,
his countryman, wdio retired gracefully in favour

—

;

work

had recently become the fashion

operas 'on the Italian model,' that
with the dialogue in recitative, having been
first given in 1705, at Drury Lane, and afterThe opera of
wards at the Queen's Theatre.

in
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;

is,

'Rinaldo,' written by Handel in fourteen days,
It was
was first performed on Feb. 24, 1711.
mounted with a magnificence thenquiteunusual

anmng other innovations, the gardens of
Armida were filled with living birds, a piece of
The
realism hardly outdone in these days.
music was enthusiastically received, and it at

and,

He
once established its composer's reputation.
obliged, at the end of six months, to return

was

Hanover but he had found in
London a fitter field for the exercise of his genius
and in Jan. 1712 he was here again, nor had
he yet made up his mind to leave England for
to his post in

;

;

Hanover, when the Elector of that State sucIt was not to
ceeded to the English throne.
be expected that the new king should look with
favourable eyes on his truant ca]>ellmeister, who,
Peace
for his part, kept carefullj' out of the way.
was, however, brought about by the good offices
of the Hanoverian Baron Kielmannsegge, who
requested Handel to com]iose some music for the

occasion of an aquatic fete given by the king.
The result was the series of twentj'-five pieces,
known as the 'Water Music' These, performed

under Handel's direction by an orchestra in a
barge which followed the king's boat, had the
effect of softening the royal resentment, and
Handel's pardon was sealed not long after by a
grant to the composer of an annuity of £200.
In 1715 he accompanied the king to Hanover,
where he remained till 1716, producing while
there his one

German

oratorio, the

set to Brockes's words.

great beauties, but

it is

'Passion,'

This work contains
verj' different in style

'

;

'

'

;

;

I

PriQt^d fur the

Chatham

Society.

18i>4, vol.

L

p. 160.

t
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epigram upon Handel and Buononcini being
in the papers.

'

It runs, correctly, as published

in Byrom's Miscellaneous Poenis, as follows

Some

:

;

to hold a Candle
Strange all this Difference should be,
Is scarcely

tit

:

'Twixt Tweedle-dum and Tweedle-dee

the death of Queen Caroline.
was a failure so were also the
pasticcio Alexander Severus and the opera of
He
'Serse' performed in the spring of 1738.
had, however, a number of faithful friends who
'

for

Faramondo

'

;

'

'

say, compar'd to Bononcini,

That Mynheer Handel's but a Niimy
Others aver, that he to Handel

Anthem

!

They
remained loyal to him in his adversity.
persuaded him to give a concert lor his own beneIt shows
fit
and this was a complete success.
what, in spite of his unpopularity with the
great, was the public appreciation of his genius
and high character, that a statue of him, by
Roubilliac, was erected in Vauxhall Gardens
the only instance on record of such an honour
being paid to an artist during his lifetime. From
1 739 he did little in the way of opera-composing.
With the exception of Imeneo in 1740, and
of Deidamia in 1741, he thenceforward treated
He said that
only oratorio, or similar subjects.
sacred music was best suited to a man debut it was with
scending in the vale of years
regret, and only after reiterated failures, that he
quitted the stormy sea of operatic enterprise.
'The world has no reason to be sorry that he did
so, for there is no doubt that in Oratorio he
found his real field, for which Nature and education had equally and specially fitted him.
The series of works which have immortalised
Handel's name only began now, when he was
fifty-three years old.
In 1738 were composed
and in 1739 were performed Saul and Israel
Saul (says Chrysander) fulfils in
in Egypt.'
;

Handel worked on, unmoved, amid the general
stiife, and in 1729 entered into partnership
with Heidegger, proprietor of the King's Theatre.
He produced opera after opera but owing to
;

the ever-increasing opposition, his later pieces
met with less success than his earlier works.
On the other hand, the oratorio of Esther,' and
Acis and Galatea, composed at Cannons, wei'e
now given in public for the first time [both in
1720] they were performed on the stage, with
scenic effects, but without action, and were very
well received. Several of Handel's instrumental
works were written at this epoch. On the occasion
of the performance of Deborah,' an oratorio, in
17.33, the raised prices of seats at the theatre
added to the rancour of the composer's enemies
and, to crown all, he quarrelled with Senesino,
whose engagement was, therefore, broken olf.
Senesino was the sjjoiled child of the public
his cause was hotly espoused by all the partisans
of Buononcini, and even those influential person'

*

'

;

'

;

;

ages

who had remained

faithful

to

Handel

insisted that their favourite should be retained

Haudel thought this condition
incompatible with his dignity he refused, and
his friends deserted him for the enemy's camp.
[The incident which le<l to Buononcini's departure from England is referred to in Vol. i. pp.
In 1733 Handel betook himself
360, 361.
again to Italy to seek for singers to replace
those who had deserted him, and who had made
Senesino their rallying-point.]
Handel's partnership with Heidegger ended in
1734, and the King's Theatre was given up to
He now became an im[)rethe rival company.
sario on his own account, and first took the
theatre in Lincoln's- Inn-Fields, but soon left it
for Covent Garden, where, besiiies sevei'al operas,
he produced the music to Dryden's Ode Alex[In
ander's Feast, or the Power of Music'
1735 and 1736 he went to Timbridge for his
health.] His undertaking proved, commercially,
and in 1737 he became bankrupt.
a failui-e
It speaks volumes for the low state of musicar
taste at the [leriod, that at this time the rival
house was also forced to close its doors for want
although its company included,
of support
besides Cuzzoni and Senesino, the wonderful
Farinclli, who soon quitted England in disgust.
Handel's health succumbed to liis labours and
anxieties
he had an attack of paralysis, which
forcedhim togo to AixlaChapelle. Hereturned,
scarcely recovered, in November, and, between
the 1.5th of that month and the 24th of December,
wrote the opera of 'Faramondo' and the Funeral
at the theatre.

;

'

;

;

;

;

'

'

'

'

'

'

;

'

'

'

'

'

'

the highest degree every coridition of a perfect
picture
reflecting, as it does, the
historical object at once faithfully and in its
noblest aspect.'
It was successfuh
'Israel,'
Avhich contains some of the most colossal choruses
that Handel ever wrote, was so ill-received that,
at the second performance, it was thought neceSsai-y to lighten the work by the introduction of
operatic- songs between the choruses.
After the
third performance, it was withdiawn.
Israel
was followed by the music to Dryden's ' Ode on
St. Cecilia's Day,' and that to
L'Allegro and
II Penseroso
of Milton, and to II Moderate,'
which was a third part added by Charles Jennens,
of Gopsall, Leicestershire, who afterwards compiled the words of the 'Messiah.'
In 1741 Handel received from the Duke of
Devonshire, then Lord Lieutenant of Ireland, a
pressing invitation to visit that country. Accordhistorical

;

'

'

'

'

ingly, in the

'

'

month

and was warmly

of

November he went

there,

received, his principal works

(not operatic) being performed in Dublin and
enthusiastically applauded.
On April 13, 1742,
for the benefit of a charitable society, he
produced the Messiah, his greatest oratorio,
and that which has obtained the firmest and
most enduring hold on public favour.
Signora
'

'

Avoglio and

Gibber were the principal
first performance,
the male solo parts being taken by gentlemen
of the Cathedral choirs.
After a sojourn in
Ireland of nine months, during which he met
Mrs.

singers on the occasion of its
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with worthy appreciation, and also somewhat
repaired his broken fortunes, he returned to
London and the Messiah was performed for
It is
the first time tliere on Marcli 23, 1743.
related that, on this occasion, the audience
was exceedingly struck and affected by the music
in general, but that when that part of the
For tlie Lord God
Hallelujah Chorus began,
omnipotent reigneth,' they were so transported
that they all, with the king, who was present,
started at once to their feet, and remained
The custom of
standing till the chorus ended.
rising during the performance of the Hallelujah
Chorus originated with this incident.
The Messiah was followed by Samson
(composed 1741, performed 1743) and tlie
Tc Dcuin and anthem written to celebrate the
victory of Dettingcu in 1743; by 'Joseph'
(written 1743, performed 1 744), Semele '(1744),
Helshazzar, and 'Hercules' (composed 1744,
performed 1745).
But the hostility of the
aristocratic party which he had provoked by
refusing to compose music for Senesino, was still
They worked against him
as virulent as ever.
persistently, so that at the end of the season
1744-45 he was again baidcrupt, and seems to
have been, for tlie time, overwhelmed by his
failure, for during a year and a half he wrote
He began again in 1746
scarcely anything.
with the 'Occasional Oratorio,' and 'Judas
Maceabteus' (performed 1747) and these were
followed by 'Joshua' (composed 1747, performed 1748), Solomon (composed 1748, performed 1749) (which contains an imrivalled

increased during these last years, and much of
On
the old animosity against him died away.

Susanna' (composed 1748, performed 1749), 'Theodora'
(composed 1749, performed 1750), and the
Choice of Hercules' (1750). His last oratorio
was Jephtha,' com]X)sed in 1751, and performed
in February 1752.
It was while engaged on
it that he was first attacked by the disease
which finally deprived him of sight. Three
times he was couched for cataract, but without
success
and for the remainder of his life he
was almost, if not entirely blind. He was at first
but
profoundly depressed by his affliction
after a time, with indomitable strength, he rose
superior to it.
His energy, though lessened,
was not paralysed.
He actually continued to
preside at the organ during the jierformance of
his own oratorios, and even to play organ-concertos.
[For many years he conducted the
Messiah at the
annual performance of the
Foundling Hospital, for which he wrote an
anthem in 1749, the j'ear in which he first
See Foundt.inc Hospital.]
appeared there.
In 1757, one more work was produced at Covent
Garden, the 'Triumph of Time and Truth,' an

Grandeur and simplicity, the majestic scale on
which his compositions are conceived, the clear
definiteness of his ideas and the directness
of the means employed in carrying them out,

'

'

;

'

'

'

'

'

'

'

'

;

'

'

series of descriptive choruses),

'

'

'

;

,

;

'

'

augmented

version, in English,

of the Italian

oratorio of 1708, 'II Trionfo del

Disinganno.

'

later version

former works.

Tempo

e del

Of the numerous additions in the
were new, some taken from
His fame and popularity steadily

many
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April 6, 1759, he attended a performance of
the Messiah at Covent Garden
it was his
last ettbrt.
On Saturday the 14th of April,'
he died, at his house in Brook Street.^ He
was buried in the South Transept of "Westminster
Abbey, where a monument by Roubilliac was
erected to his memory in 1762. His gra^'cstone,
with his coat-of-arms, his name, and the two
dates 'Born y^ 23 February 1684, ^ Died y"
14th of April 1759,' is below the monument.
'

'

:

was engraved as a frontispiece to the Book
of the Handel Festival, 1862.
Haiidel has left behind him in his adopted
country a name and a popularity which never
has lieen, and }irobably never will be, rivalled
by that of any other composer.
He became a
naturalised British subject (in 1726)
but to
claim him as an Englishman is as gratuitous
as it would be to deny that the A^'hole tone of
his mind and genius were singularly attuned
It

of

Words

;

to the best features of the English character.

The stubborn independence, the
and loj^alty of that character, the

fearless truth
deep, genuine
feeling which, in its horror of pretence or lalse
sentiment, hides itself behind bluiitness of

expression,

derive

its

tlie practical mind which seeks to
ideas from facts, and not its facts

—

from

ideas,
these found tlieir aitistic expression in the works of Handel
besides which
he was, beyond all doubt, intimately acquainted,
;

as

many

of his choruses show, with the

of England's greatest composer,

Henry

works

Purcell,

pathetic feeling expressed with a grave seriousness equally removed from the sensuous and the
abstract,
these are the distinguishing qualities

—

of Handel's music.

Handel was a man of honour and integrity,
and of an uncompromising independence of
character.

'

when

In an age

artists

used to live

and powerful,
the dependant of any one, and

in a sort of domesticity to the rich

he refused to

lie

preserved his dignity with a jealous care.' This,
no doubt, irritated those great people whose
vanity was gratified when men of genius lived
by their patronage liut, on the other hand,
it must be admitted that his temper was natur;

ally irascilile

and even

violent,

and

his

fits

of

passion, while they lasted, quite ungovernable.

Even when he was conducting concerts

for

the

Tlii.'* rl.ate
aiipported by the entry in the Westminster Abbey
Fiini:ral IJ"ok, by the letter of Jarnes Smyth, the perfumer. Handel's
most intimate friend, by all the c.inteniporary journals and magazines, and by the date on the tombstone.
Dr. Eurney is alone in
stating, on quite insufficient evidence, the date as the 115th and it
is a pity that he should have altered the inscription of the tomb'

i.s

;

stone in copying it for his book, so aa to support his statement.
[For a summary of the discusaion as to the date, see Rockstro'a Life
0/ Handel, pp. Sfio-Cvl,]
2 Formerly No. 57. uo^y No. 25, on the .south aide, four doors from

New Bond
3 /.e.

Street.
1635, according to

modern numbering

of the year.
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Prince of Wales, if the ladies of the Court
talked instead of listening, his rage was un-

custom to play organ concertos between the acts
but these written
or the pieces of his oratorios
compositions were only of service to him when
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'

and sometimes carried him to the
length of swearing and calling names
whereupon the gentle Princess would say to the
offenders "Hush, hush
Handel is angry."
It
is to the credit of the prince and princess that
they respecteil the real worth of the master too
much to be seriously offended by his manners.
Handel never married, nor did he ever show
any inclination for the cares and joys of domestic
life.
He was a good son and a good brother
but he lived wholly for his art, his only other
taste being for pictures, of which he was a
connoisseur.
He sehlom left his house, except
to go to the theatre, or to some picture sale.
His tastes were simple, though he ate enormously having a large, if not an unhealthy,
appetite to satisfy.
His charitableness and
liberality were unbounded
he was one of the
founders of the Society for the benefit of distressed musicians, and one of the chief benefactors of the Foundling Hospital.
controllable,

.

.

.

'

!

;

;

;

He was

seventy-four years old when he died
the amount of work
he accomplished, his life seems short in comparison.
Nor did he live in seclusion, where
he could command all his time.
Gifted with
abnormal bodily strength, and with an industry
truly characteristic of that nation 'which' (as
says Chrysander) has laboured more than any
other to turn into a blessing the curse of Adam,
In the sweat of thy brow thou shalt eat bread,'
he excelled in every branch of his art but,
besides this, he was a teacher, a chapel-master,
He was,
an opera-director, and an impresario.
mth the exception of J. S. Bach, the greatest
organist and harpsichord player of his age. He
never devoted much time to the violin but,
when it suited him to play, his tone was such
that avowed professors of the instrument might
He had but little
have taken him as a model.
voice, yet he was an excellent singer of such songs
as required an expressive delivery rather than
but,

;

when we contemplate

'

;

;

With

florid execution.

his singers

lie

was some-

times tyrannical, and amusing stories are told
of his passages of arms with recalcitrant prime
donne but he knew how to conciliate tliem, and
how to preserve their respect he would take any
trouble, and go any distance, to teach them their
and all the principal artists resident iu
songs
London, whom he employed, remained pjermanently with him to the end of his life.
The rapidity with which he composed was as
wonderful as his industry he may be said to
have improvised many of his works on paper.
the
Rinaldo was written in fourteen days
'
From hfs earliest
Messiah in twenty-four
years he was remarkable for this great readiness
he was always teeming with
in extemporising
ideas, to which his pierfect command of all the
resources of counterpoint enabled him to give
It was his
instantaneous and fluent expression.
;

;

;

;

'

'

;

'

!

;

;

otherwise,
he felt that he was not in the vein
he gave himself up to the inspirations of his
This, indeed, was almost always the
genius.
case after he became blind, when all that was
given to the orchestra was a sort of riiornel,
between'the recurrences of which Handel impirovised away as long as it pleased him, the band
waiting until a jjause or a trill gave them the
His instrumental
signal for recommencement.
compositions have, in many respects, such as
their lucid simplicity and a certain unexpectedness in the modulations and the entries of the
;

various subjects, the cliaracter of improvisations.
He seems to have regarded these works as a storehouse for his ideas, on which he often drew for

more important compositions.
must not, however, be supposed that the
speed with which he worked argues any want of
care in the workmanship, nor that he was content
always to leave his ideas in the form in which
his

It

The shortness of
they first occurred to him.
time occupied in the completion of his great
masterpjieces is to be explained, not merely by
the ever-readiness of his inspiration, but also
by the laboriousness and wonderful power of
concentration wd\ich enabled him actually to
get through more work in a given time than is
Those original
accomplished by ordinary men.
sketches of his w^orks that are extant, while
bearing in their penmanship the traces of impietuous speed, yet abound in erasures, corrections, and
afterthoughts, showing that he brought sound
judgment and stem criticism to bear on his own
creations.

In gratitude for the pension allowed him by
the king after Handel's death. Smith, his amanu-

whom Handel had

MSS. preThey remain
still in the Musical Library of Buckingham Palace,
and are as follows
Operas, thirty-two vols. ;
ensis, to

sented

them aU

left his

,

to George III.

;

—

Oratorios, twenty-one vols.

;

Odes and Serenatas,

seven vols. Sacred Music, twelve vols. Cantatas
and Sketches, eleven vols.
and Instrumental
Music, five vols. Besides these, there is a collection of copies by Smith (the elder), forming a
continuation to the original MSS., in seventeen
vols.
There is also a collection of copies, partly
in the hand of Smith (the elder) and partly in
another hand, chiefly of the Oratorios, in twentyfour vols, large folio in the same Library.
Another, smaller collection of original MSS.,
is to be found in the Fitzwilliam Aluseum, Cambridge, consisting of seven vols, of the greatest
interest, containing rough draughts, notes, and
sketches for various works (carefully catalogued
and analysed bj'Dr. A. H. Mann, in the Catalogue
of Music in the FitzwiUiani Museum)^ and one of
tlie Chandos Anthems, entire,
Praise the Lord
with one consent.
[One of the sketches, headed
Der arme Irische .lunge is evidently a tune
;

;

;

'

'

'

'
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which Handel heard sung
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in Ireland in 1741.

It has been identified, since the publication of

285

bodied in the work.
"We give a facsimile of
Handel's signature at the end of this MS.^

the catalogue just mentioned, as an air

known

in

Ireland as
Speic Gailleanach
(communicated
'

^f'//^W.

'

by

AV.

Jlr.

Grattan

H.

I

Flood).
The Fitzwilliam
ilusenm has been enriched by the kindness of

'))^l 1

Francis Barrett Lennard, Esq., with a bookcase
once belonging to Handel, containing sixty-seven
vuhnnes of transcripts of Handel's works, nearly
all in the handwriting of Smith.
This valuable
collection "was given to the J\Iu3euni in May
1902.]
"Very few com])ositions in Handel's writing are
in private collections.

The

original ilS. score of the

work alluded

to above as achieved in twenty-four days, the
'

Messiah,'

— the

known

greatest,

and

also the

most uni-

of all Handel's oratorios,

—

has
been twice^ facsimiled in photo-lithography, and
so placed within the reach of all wliu uiay wish to
become faniiliar with Handel's mode of working.
Here it can be seen how mucli the work differed
in its first form from what it finally became,
the work as we know it.
Some alterations are
of comparati^'ely slight importance, such as
the substitution of one kind of choral voice for
another in the 'lead' of a fugue -subject,
the
alteration of the form of a violin- figure, and so
on.
But, in other cases there are actually two,
and sometimes even three, dilferent settings of
the same words, showing that Handel himself
failed occasionally in at once grasping the true
versally

—

of

realisation

ow^n

his

conceptions.

Among

manyinstances of change of purpose which might
be given, it will be sufficient to quote two.
In
the N'ativity music there are two settings of
the words And lo
the angel of the Lord came
upon them,' the first of which is that now used,
and the second an Andante in F major, which
bears the traces of a good deal of lal.iour, but
"which was finally rejected by the com])Oser.
The second case is tliat of the air How beautiful are the feet,' and the subsef|uent chorus
* Their sound is gone out.
At first the air was
written as it now stands, but afterwards its theme
was taken as a duet in F minor for Alto voices
(appendix), to which is added a chorus on the
words, 'Break forth into joy,' after which the
duet is resumed.
As to Their sound is gone
out/ these words were originally set as a second
strophe to 'How beautiful are the feet' (in its
they were then set as a
first form as an air)
tenor solo (ayipendix), which opens with the same
theme as that of the chorus which afterwards
took its place, and which was ultimately em'

'

'

!

'

'

'

;

[The -Sacred Harmonic Society brought out the first of these In
38t>8, but n comparison with the original proved, tKjyond doubt, that
the makers of the facsimile Ind arbitrarily interpreted words,
etc., scribbled by the composer, and thsit in inaiiy other details the
booi was unsat La factory. Dr. Chrysander had it done again in 1892.]
'

i /^tUnlff'lX
/

His orchestration sounds, of course, scanty to
ears.
The balance of the orchestra was
very different, in his time, from what it is now
some v.'ind instruments, such as the clarinet,
not being yet in use, while others were then
employed in greater numbers and some stringed
instruments were included that are now obsolete.
The wind instruments were certainl}' more prominent in the baud than they now are he used
the hautboys freely, seeming to have a particular
affection for them, and sometimes employed
them in large numbers, as a 'wind-band,' in
The Fireworks Music,' etc. He made, in fact,
abundant use of all the materials at his command, and, in his own day, was regarded as
noisy and even sensational.
He was said to

modern

;

;

;

'

sUjh for a ca/utoii (worthy, this, of Berlioz in

and there is extant a caricature
by Ooupy, representing him at the
organ, with a lioar's head and enormous tusks
(alluding to his passionate temper)
the room
is strewn with horns,
trumpets, and kettledrums farther off are visible a donkey braying,
and a battery of artillery, whi'ch is fired by the
Mozart reinblazing music of the organist !^
strumented much of the Messiah,' to suit the
condition of a concert-room \\'hcre there was no
organ
and he, as well as Mendelssohn and
later times)

;

of him,

;

;

'

;

other musicians, wrote similar additional accompaniments to several of the other Oratorios
and Cantatas. [See Additional Accompani-

ments.]
above all, as a choral
supreme.
No one ever
developed the resources of the chorus as he did
and his compositions of this class remain to this
day unapproachable. No one, before or since,
has so well understood how to extract from a
body of voices such grand results by such artAs an
fully simple means as those he used.
example of the union of broad eii'ect with science,
Envy
eldest born of hell
in
the chorus
On the unskilled
Saul may be mentioned.
hearer this produces the impression of a free
composition in the rondo-form, with a strongly
contrasted second strain, and a very remarkable
It is as a vocal and,

writer, that

Handel

is

;

!

'

'

!

*

'

" The
fiffore which immedi;itely precedes the date is the old
or chetnitid aicrii, for Saturn, denoting Siiturday.
H.indel was in the frequent habit of introducing these signs into his

nstrological
dates.

3 Cannons were used at the Crystal Palace, on one occasion, with
no bad effect, and also at the Festival at Boston, U.S.A. On one
occasion, Handel is said to have escl.aimed, during the performance
of one of his choruses, Oh that I had a cannon
Sheridan, in an
early burl etta, 'Jupiter,' makes one of his characters say, when a
pistol has been tired by way of effect, This hint I took from Handel
'

I

'

iTownsend).

'
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and

telling accompaniment.
Kach phrase seems
suggested by tiie words that are sung while,
in fact, the voices move, in strict canonic imitation, on a ground-bass whicli, itself one bar in
length, recurs, at the outset, sixteen times without intermission.
As sijecimens of descriptive
choral writing, the grand chains of choruses
;

Israel and in
Solomon are unmatched.
Handel's songs, though conventional in form,
are so varied in idea, so melodious, and so vocally
expressive, that it is hard to believe Mattheson's
statement, that in his early years, though unrivalled as a contrapuntist, he was deficient in
melody. The vein must always have been
present in him
but it is not unlikely that the

in

'

'

'

'

;

influence of Keiser and, subsequently, of Steffani,
gave a powerful and a happy impetus to his
genius in this direction.
It is nearly certain,

that his experience of Italian music and
and his long career as an operatic
composer, had the efl'eot of influencing his subsequent treatment of sacred subjects, leading
him to give to the words their natural dramatic
expression, and to overstep the bounds of stiS'
conventional formality.
We have remarked that he often drew themes
for his choruses from his instrumental pieces
besides this, he used portions of his earlier vocal
Thus,
compositions in writing his later works.
four choruses in the Messiah were taken from
Chamber Duets
and so was the second
the
in Acis.'
part of the chorus Wretched lovers
It is, however, an undeniable fact that, besides
repjcating himself, he drew largely and unhesitatingly on the resources of his predecessors
and contemporaries. And yet his own powers
of invention were such as must preclude the
supposition that he was driven by lack of ideas
In those days
to steal those of other people.
there were many forms of borrowing which
When we find,
were not regarded as thefts.
for instance, that the chorus just mentioned,
Wretched lovers, has for its first theme the
subject of a fugue of Bach's, that one of the
most charming of the Chamber Duets was
taken from a similar duet by Steffani, that the
subject of theclavier-fugue in Bb(afterwardsused
for the third movement of the second Hautboisconcerto) was borrowed note for note from a
canon by Turini, that, among the subjects which
too,

singers,

;

'

'

'

;

'

!

'

'

'

'

'

form the groundwork of many of his choruses,
themes are to be found, taken from the works
of Leo, Carissimi, Pergolesi, Graun, Muflat,
it can only be urged
Caldara, and others,'
that in an age of conventionality, when musical

—

training consisted solely of exercise in the contrapuntal treatment of given themes, originality
of idea did not hold the place it holds now.

regarded them as a preacher would regard a
text,
merely as a peg on which he or any other
man might hang a homily. But Handel did
not stop here.
He seems to have looked ujjon
his own work as the embodiment, as well as the
culmination, of all existing music, and therefore
to have employed without scruple all such
existing material as he thought worthy to serve
(to quote a dishis purpose.
It is certain
tinguished writer of our own day) that many
of the musical forms of expression which the
untechnical man hears and admires in a performance of one of the works of Handel, the
technical man may see in the written scores of
his predecessors and that innumerable subjects,
harmonic progi-essions, points of imitation,
sequences, etc. which the unlearned are accustomed to admire (and with reason) in Handel,
are no more the invention of that master than
In some cases,
they are of Auber or Rossini.'
passages of considerable length, and even entire
movements, were appropriated more or less unaltered by Handel.
Two compositions we may
quote especially, as having been largely laid
under contribution for some of his best-known
works. One is the Te Deum by Francesco Antonio
Uria or Urio.
No less than nine movements in
the Dettingen Te Deum and six in the oratorio
Saul are founded wholly or in part on themes,
and contain long passages, taken from this work.
The other is a very curious piece by Alessandro
Stradella, [now published as No. 3 of the Siipplemente to Chrysander's edition of Handel].
It is a serenade, in the dramatic form, for three
This
voices and a double orchestra (of strings).
has been largely used by Handel for more than
one of his works, but chiefly for
Israel in
Egypt, in which instances occur of large portions
(in one instance as much as twenty-seven bars)
Israel
being transferred bodily to his score.
in Egypt contains another still more flagrant
appropriation, the transfer of an Organ Canzona
by Johann Caspar Kerl to the Chorus ' Egypt
was glad,' the only change being due to the
The
adaptation of the syllables to the notes.
Canzona is printed by Sir John Hawkins (chap.
124), so that any reader may judge for himself.
[Among the Handel MSS. preserved in the Royal
Library at Buckingliam Palace is a 'Magnificat,'
in the great composer's own handwriting, for
eight voices, disposed in a double choir, with

—

'

'

'

;

,

'

'

'

'

'

'

'

'

accompaniments for t\vo violins, viola, basso,
two hautboys, and organ. The work is divided
into twelve movements, disposed in the following
order

:

.

'Magnificat .iDima mea.'
'

.
'
.

'
.

Such themes became common property some
them might even have been given to Handel
by Zaohau, in the days when his weekly exercise
consisted of a sacred motet, and he would have
;

of

See Dr. Crotch's Lectures, p. 122.

Fecit potentiam.' (Chorus.)
'Deposuit potentes.' (Alto Solo.)
Eaurientes.' (Duet. Aito and Tenor.)
'

.

,

.

'

SuBcepit Israel.' (Chorus.)
Sicut locutus est.' (Chorus.)
'Gloria P.atri.' (Tenor Solo.)
A Ritornello, for Stringed Instruments only,
Sicut erat.' (Chorus.)
'

.

'

.

.

.

'

(Chorus.)

Bt exultavit.' (Duet for two Treble*.
Quia respexit.' (Chorus.)
Quia fecit mihi magna.' (Duet for two Basses.)

.

'

,
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Unhappily the MS.

and

imperfect,

is

ter-

minates with the duet we liave indicated as
No. 7.
For the remaining movements, we are
indebted to another MS., preserved in the Royal
College of Music.
The existence of this second
copy a very incorrect one, evidently scored
from the separate parts by a copyist whose carelessness it would be difficult to exaggerate
has
given rise to grave doubts as to the authorship
Magnificat.
of the work.
It is headed
Del
and, on the strength of this
R'^. Sig''. Erba
title, Chrysander attributes the work to a certain
Don Dionigi Erba, who flourished at Milan at
the close of the 17th century.
M. Schadcher,
on the other hand, repudiates the superscription
and considers that, in introducing some six or
seven Movements of the Magnificat into the
Second Part of Israel in Egypt,' and one, the
Sicut looutus est,' into Susannah,' as Yet his
bolt,' Handel was only making a perfectly
justifiable use of his own property
and this
opinion was endorsed by Sir 6. A. Maofarren.
The reader will find the arguments on both
sides of the question stated, in e'.i:tcnso, in the
Appendix to Schcelcher's Life of Hmulel, and
in the first volume of that by Dr. Chrysander
and must form his own judgment as to their

—

—

'

'

:

;

'

'

'

'

'

'

;

;

M.

validity.

work

to the

'

Schcelcher errs in ascribing the
Italian period on the ground
'

written on thick Italian paper.
The
paper is of English maniifacture, bearing a
water-mark which, taken in conjunction with
the character of the hand^^'ritiug, proves the
MS. to have been written in England about
1735-40 and, as Israel was written in 1736,
nothing is more likely than that Handel should
have transferred passages from one work to
the other. iv. s. R.] [The Composition, whether
Handel's or not, is now available for comparison,
as it forms No. 1 of the Snqiplemente to ChrySee also Rockstro's Life
sander's edition.
of Handel, chap, xxvii. and The Age of Bach
and Handel (Oxford History of Music, pp.
that

it is

'

'

;

,

84-89).]

That such wholesale pilfering as this should
have been possible or even conceivable, is a fact
which points to a very dilferent standard of
artistic morality from that of the present day.
Might, in fact, was right. After acknowledging
this, it is, at first, hard to see why so great an
outcry shouldhave been made against Buononcini
for his theft.
The difference seems to be that the
latter thought it sufficient to copy another man's
works, without even attempting to set it in any
In Handel's case, the
framework of his own.
greater part of the music he adopted was, no
doubt, saved from oblirion by the fact of its in'

'

The only possible justificlusion in his works.
cation of the proceeding is afforded by success.
Among the minor instances of appropriation
of other men's themes,

it has been
popular air known as 'The
Harmonious Blacksmith,' which figures (with

by Handel

alleged that the
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Suites de Pieces,' was
the composition of Wagenseil [who was only five
years old when Handel's suites were published !],
or of some other composer.
There was republished at Paris aversion of it, adapted to words by
Clement Marot, which was said to be its original
form but no copy of the air, in any form, is
e.xtant of an earlier date than the set of Suites
de Pieces in which it ajipears
there is, therefore, absolutely nothing to show that it is not
the work of Handeh [See Harmonious Blackvariations) in Handel's

'

;

'

'

smith.]
In any

;

case,

musical plagiarism

The gamut

define.

thought

is

limited

is

hard to

similarity of

;

and coincidence of expressometimes inevitable between
composers of the same pieriod. Justification can
only be afibrded bj' success.
"We are irresistibly
reminded of the passage in which Heine speaks
of the philosopher Schelliug, who complained
that Hegel had stolen his ideas
He was like a
shoemaker accusing another shoemaker of having
taken his leather and made hoots irith it.
Nothing is more absurd than the assumed right
of property in ideas. Hegel certainly used many
of Schelling's ideas in his pihilosophy, but
Schelling himself never could have done anything with them.'
[In this connection it is
interesting to compare De Quincey's remarks
on a similar habit in Coleridge, in Masson's
edition, vol. ii. p. 142 ff.]
One man there was
J. S. Bach
whose
fertility was so inexhaustible that he invented
sion

is

frequent,

must be

:

'

.

.

.

—

—

a great majority of his o^vn fugal subjects, and
rarely drew on the common stock.
In this he

was

— with his severe science and seeming
— the true precursor of Beethoven and
all

formality

the modern romantic school of instrumental
while Handel in spiite of his breadth
and flow of melodj', and the jiicturesqueness of
his grand yet simjile conceptions, was the
glorified apotheosis of the purely contrapuntal,
vocal music.
No biographer of Bach or of Handel can refrain from drawing a parallel between these two
gigantic, contemporary masters, who never met,
but who, in their respective spiheres, united in
their own persons all the influences and tendencies of modern thought, which brought about
the revolution from the art of Palestrina to the
art of Beethoven.
Handel's influence over the men who were his
contemporaries was great yet he founded no
school.
All his works were performed as soon
and, thanks to the conas they were written
stant opportunity thus afforded to him of comparing his conceptions with their realisation,
his growth of mind was such that he surpassed
himself more rapidly than he influenced others.
That which is imitable in his work is simply the
result of certain forms of expression that he used
because he found them ready to his hand
that

music

;

;

;

;

which

is liis

own

is

inimitable.

His oratorios
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unapproached now as

hall,

he seems to have exhausted what art can
do in this direction hut he lias not swayed tlie
minds of modern composers as Bach has done.
Bach lived and wrote in retirement a small
proportion only of his works was published in
his lifetime, nor did he take into account their
eliect on the public mind, or feel the public
It is strange that he in
pulse, as Handel did.
his seclusion should have preserved a keen interest in the music of other men, whereas Handel's shell of artistic egotism seemed hardened
hy the rough contact of the world and society
music for him existed only in his own works.
Bach was very anxious to make the acquaintance of his famous contemporary
and, on two

lock,

are, in their

ever

style, as

;

;

;

;

;

occasions,

when

the latter visited Halle,

made

meet him, but without success. When
Handel went thither the third time. Bach was

elibrts to

and bought at his sale again by Mr. Polwhopresented it to theFoundlingHospital

another, a bust, formerly in the collection of the
late Mr. Alfred Morrison (sold at Christie's) ;
fourthly, the Vauxhall statue (1738), formerly

the projierty of the Sacred Harmonic Society,
and now in the possession of Mr. Alfred Littleton.
Roubilliac's tirst work, in which the association
of the commonplace dress of the figure with the
lyre

and naked Cupid

is

very ludicrous

;

and

statue in the monument in Westminster Abbey, which, in spite of the affectation of the pose, is one of the best portraits, the
lastly, the

head having been taken from a cast after death
Roubilliac, and said to have been afterwards
A
touclied upon by him, the eyes opened, etc.
reproduction of this occurs in The Mirror for
July 19, 1834, from which it is here engraved.

by

dead.
Bach's influence began to be felt some fifty
years after his death, when the treasures he had

behind him were first brought to light. He
was a thinker who traced ideas to tlieir source,
an idealist who worshipped abstract truth for
its own sake.
His works are close chains of
thought and reasoning, prompted by profound
from the varifeeling, and infinitel}' suggestive
ous starting-points which they offer, we go on
arguing to this day but they appeal chiefly to
Tliey are no less complete
the reflective mind.
left

;

;

as wholes than the works of Handel, hut they
and to perceive their
are far more complex
;

unity requires a broad scope of judgment, not
possessed by every hearer.
He was
Handel's works a[jpeal to all alike.
what he felt and what he saw
a man of action
The difference
he painted, but did not analyse.
is the same as that wdiich lies between a great
betw"een
philosopher and a great epic poet,
Who shall say whether is
Plato and Homer.
greater ?
For traces of the influence of the one
we must seek deeper and look farther, but the
power of the other is more consciously felt and
;

—

more universally recognised.
'The figure of Handel,' says Burney, who
knew him well, was large, and he wa^: somewhat unwieldy in his actions but his counteHis general
nance was full of fire and dignity.
look was somewhat heavy and sour, but when he
did smile it was the sun bursting out of a black
cloud. There was a sudden flash of intelligence,
wit, and good humour, beaming in his countenance which I hardly ever saw in any other.'
'His smile was like heaven.' To this Hawkins
adds that his gait was ever sauntering, with
somewhat of a rocking motion.'
Of jiortraits of Handel there is a multitude.
Several were executed in marlile by Roubilliac
'

;

'

;

one, a bust, presented to (leorge III., with the

MSS. and Handel's harpsichord, by
Smith another, also a bust (17.38), bought hy
Bartleman at the sale of the properties at Vaux-

original
;

A

marble medallion is in the private chapel of
Belton House, Lincolnshire. A statue, by Professor Heidel of Berlin, was unveiled at Halle

in Dec. 18.57.

Of pictures, the one by Denner, a very unsatisby Lady Rivers to
the Sacred Harmonic Society, and now belongs
to Mr. Littleton
another by Denner is at
Knowle another, hardlj' more trustworthy, by
factory portrait, was given

;

;

G. A. Wolfgang, formerly in the collection of
Mr. Snoxell, was solii to a purchaser named

Clark in 1879 at Puttick and Simpson's.
TSvo
by Huilson are in the possession of the Royal
Society of Musicians, while another, said to be
the original, was described by Fiirstemann(1844)
as belonging to the grand-daughters of Handel's
niece,
is

Johanna Fridcrica

doubtful

Hudson

is

if

Fllirchen, at Halle.

this latter exists.

It

[Another by

in the Bodleian, Oxford.

An

oval

by Hudson, in the possession of Dr.
W. H. Cummings, was reproduced in the special
Handel number of tlie Musical Times.~\ There is
an original by Hudson, signed 1756, at Gopsall,
the seat of Earl Howe, by whom it was lent
to the exhibition organised by the Musicians'
Compan}^ in Fishmongers' Flail, 1904, and a
small copy of it, slightly different, in Buckingportrait

ham

Palace.

National

[Another version

Portrait

Gallery.

A

is

now

in the

half-length
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by Ph. Mercier, belonging to Lord
Malmesbury, was exliibited at Soutli Kensington
A copy of this portrait was put up,
in 1867.
hut not sold, at Christie's, some years since.
Portraits by Reynolds, A'an der Mj'n, and Jlichael

portrait

In
Dahl, are in Dr. Cunimings's collection.
Dobson and Armstrong's U'iUinm Hogarth
(1902), pp. ISO, 233, is mentioned a painting of
Handel by Hogarth, measuring 17i x 21 in., as
being in 1S33 in the possession of Jlr. Peacock,
No description of the picture
of Marylebone.
A portrait, from an original painting
is given.
by Hogarth,' was engraved in mezzotint (April 4,
It is not clear whether
1821) by C. Turner.
it rejjresents
this is after Mr. Peacock's picture
'

;

youngish man, without a wig, but
A portrait bywith a soft cap on Ins head.
Van der Bank, formerly in the possession of the
Caecilian Society, was offered for sale by Mr.
A portrait, attributed
S. H. Nelson in 1899.
to Knellet, was offered for sale by Dimmock of
Norwich, in 1890, and a large painting (probably an old copy from Hudson), three-quarter

Handel

as a

length,

life

size,

is

now
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which Heath engraved an apotheosis for which
the portrait was taken from another picture
(said to be) by Hudson in Dr. Arnold 's possession.
The bust was copied by Chambers for Mainwaring's Life of Hamlel
and the monument,
by Delattre, for Burney's Co-mmeinoration.
Denner's picture was engraved by E. Harding
for the Aneaiotes of G. F. Handel and J. C.
Smith.
Hudson's portrait at Gopsall was copied
in mezzotint and very badly, for Dr. Arnold's
edition, and again engraved by Thomjtson, and
others
the picture belonging to the Royal
Society of Musicians was copied in mezzotint by
J. Faber in 1748, and again in 1749, the first
being now very rare.
This was copied by Miller
(of Dublin) and Hardy, and in line by W. Bromley, Sichling, and a host of minor artists.
An
engraved portrait published by Breitkopf &
Hartel is also scarce.
The picture by G. A.
"Wolfgang was engraved by J. G. Wolfgang at
;

;

Berlin, the

name being

spelled (in the

first

state)

HENDEL. A good profile, not improbably from

in the piossession of

It was formerly in
Dr. H. Davan Wetton.
possession of the Chitty family, and belonged
to Sir Thomas Chitty, Lord ilayor of London

It may possibly be the original
in 1750.
portrait presented to the Foundling Hospital

by Hudson

in 1750.]

A

capital little

head by

the Fitzwilliam Museum at Cambridge, to which it was presented by the Rev.
A. R. Ward. A portrait by Thornhill is also in
that Museum, representing Handel at the organ,
said to have been painted for the Duke of
Chandos.
A little picture, signed F. Kyte,
1742,' which belonged formerly to Mr. Keith
Grrisoni, is in

'

Milnes,

who gave

it

whose

to Mr. Rolfe, from

heirs it passed into the possession of the writer,

now in that of Dr. 'W. H. Cummings] was
the original of Houbraken's engraving, and probably also of that by Schmidt, which is very rare.
[it is

by Hawkins, who pronounces
are too prominent.
[A
by Tisclibein is mentioned in Forkel,
An oval, head and shoulders, is in the

Mr. Morrison's bust, was attached to the wordbooks of the Comniemoration of 1784, of which
the accompanying cut is a faithful copy, slightly

Music School Collection, Oxford. A miniature
by Zincke on enamel, a copy of the Gopsall
portrait, was lent by Baroness Burdett-Coutts
to the Guelph E.xhihition of 1891. A miniature
was sold at Puttick's in 1879, and one, possibly
the same, belongs to H. Barrett Lennard, Esq.

worthy lithograph was published at Vienna by
Kimike, representing Handel without a wig.
There is an unfinished jilate, supposed to bo
unique, which represents him holding a scroll
of music, and has a likeness to the pjortrait by
Denner and another, almost unique, Etch'd
by D. C. Read from a Picture by Hogarth in his
possession,' which is contemptible as a portrait
and as a work of art.
The best are the two prints by Faber and
Houbraken.
The complete list of his works is given
below, under the heading of Handel-Gesell-

It is reproduced

that

'

the

portrait
ii.

63.

Two more

features

A pastel
at "Windsor Castle.
Goupy is in the possession of Dr.

are

by
Cummings, and
caricature

'

is the original of one of the
Many of the
published in 1754.
above were exhibited at the Fishmongers' Hall
in 1904
an article on the portraits of Handel
appeared in vol. viii. of the Mago.zinc of Art, and
another in the Musical Times, special Handel
mimber, Dec. 14, 1893.]
The Vauxhall statue was copied liy Bartolozzi
for Dr. Arnold's edition of Handel's works, for

caricatures

;

A

reduced.

curious

but,

probably,

untrust-

'

;
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HANDEL FESTIVAL

in

1783 three musical amateurs, Viscount Fitzwilliam, Sir Watliin Williams Wynn, and Joah
Bates, conceived the idea of celebrating the

Handel in his last illness), that Handel died on
Good Friday, April 13, and not on Saturday,
April 14, 1759.
Assuming Burney to have be-

centenary of the birth of Handel (16S4-85) by
performing some of his works on a scale then
unprecedented in England,
The scheme l)eing
supported by the leading musical professors and
the Directors of the Concert of Ancient JIusic
(who undertook the arrangement of the peribrmances), and warmly entered into by the King, it
was determined to carry it into effect by giving
two performances in Westminster Abbey (where
Handel was buried), and one at the Pantheon.
The iirst performance was given in the Abbey
on Wednesday morning, May 26, 1784
it
consisted of 'The Dettingen Te Deum, one of
the Coronation Anthems, one of the Chandos
Anthems, part of the Funeral Anthem, and a
few other fragments.
The second was on
Thursday evening, May 27, at the Pantheon,
and comprised various songs and choruses, sacred
and secular, four concertos and an overture.
The third was at the Abbey on Saturday morning, May 29, when Messiah was given. These
performances were so attractive as to lead to a
repetition of the first day's music, with some
little variations, at the Abbey, on Thursday
morning, June 3, and of 'Messiah,' at the same
place, on Saturday morning, June 5.
The orchestra (erected at the west end of the nave, and
surmounted by an organ built for the occasion
by Green) contained 525 performers, viz. 59
sopranos, 48 altos, 83 tenors, and 84 basses
48
first and 47 second violins, 26 violas, 21 violoncellos, 15 double basses, 6 flutes, 26 oboes, 26
bassoons, 1 double bassoon, 12 trumpets, 12
horns, 6 trombones, 4 drums, and the conductor (at the organ), Joah Bates.
The principal vocalists, who are included in the above
enumeration, wereMadame Mara, Miss Harwood,
Miss Cantelo, Miss Abrams, Miss Theodosia
Rev. Mr. Clerk,
Abraras, and Signer Bartolini
Dyne, and Knyvett, altos Harrison, Norris,
and Corfe, tenors Bellamy, Champness, Reinhold, Matthews, andTasca, basses. Theorchestra
at the Pantheon consisted of 200 performers
selected from those atthe Abbey, and alsoincluded
Signer Pacchierotti among the principal sopranos.
The total receipts were £12,736 12 10, and
the total expenses £5450 6 4, leaving a
surplus of £7286 6 6, which, after retaining
£286 6 6, to meet subsequent demands, was
divided between the Royal Society of Musicians
(£6000),and the Westminster Hospital(£1000).
A mural tablet recording the event was placed
In
in the Abbey above Handel's monument.
1785 Dr. Burney published a quarto volume
containing an Account of the Commemoration,
with a Sketch of the Life of Handel, and plates,
In this
one of which represents his monument.
the inscription is altered to support the assertion
in the Life (made upon the alleged authority of
Dr. Warren, who is asserted to have attended

lieved the unsupported statement of Dr. Wanen,
made twenty-five years after the event, in pre-

;

'

'

'

;

;

;

;

:

:

;

:

;

:

:

:

ference to the

mony

unanimous contemporary

testi-

he could not but
have been conscious that in putting forth that
engraving of the monument he was circulatinLj
a misrepresentation.
The matter is important,
as Burney's date has been generally accepted,
but it is too lengthy to be further entered upon
here. The evidence proving Saturday, April 14,
to be the true date is fully dealt with in the
to the contrary,

still

Introduction to the Word-Book of the Handel
Festival, 1862, Notes and Queries, third series,
iii. 421, and in Rockstro's Life of Haiidel, pp.
362-364.
See also ante, p. 283.
The Commemoration of 1784 was followed by
similar meetings at the Abbey, with

more per-

In
1787, and 1791.
the latter year the performers are said to have
numbered 1068, but that number was probably
made up by inserting the names of persons
who performed alternately with others, so that
the numbers engaged in any one performance
did not much e.xceed those on the former
formers, in 1785, 1786,

occasions.

"w.

H. H.

HANDEL FESTIVAL.

In 1856 Mr. R. K.
Bowley conceived the idea of commemorating the
genius of Handel on the centenary (in 1859) of
his death by performing some of his works on a

unprecedented magnitude.
On Sept. 1,
1856, he communicated his idea to the Committee of the Sacred Harmonic Society, by
whom it was favourably received. No building
in London being large enough to contain the
necessary orchestra, the attention of the Society
was directed towards the Central Transept of
the Crystal Palace (of which they had already
had experience in the performance of the music
at the opening of the Palace, May 10, 1854) as
the most likely place to answer the desired
end.
The Directors of the Crystal Palace
Company entered warmly into the project, and
it was determined to hold a preliminary festival
in 1857.
A large orchestra was accordingly
scale of

with a grand organ, built by Gray &
Davison expressly for the occasion.
AVith the
chorus of the Society as a nucleus, a choir of
upwards of 1200 picked singers was formed in
London, which was supplemented by others
from the principal towns in the United Kingdom until the whole numbered 2000. The band,
erected,

constituted, numbered 396.
The
meeting, under the title of The Great Handel
Festival,' was held on Monday, Wednesday, and
Friday, 15th, 17th, and 19th June 1857,
with a public rehearsal on the preceding Saturday. The sole direction of the music was committed to the Society, the Company taking charge
of the other arrangements.
The oratorios of
'Messiah,' 'Judas Maceabeeus,' and 'Israel in
similarly

'

HANDEL-GESELLSCHAFT

HAXDEL-GESELLSCHAFT

Egypt,' were performed, the principal singers
including Clara Novello, Miss Dolhy, Sims
Reeves, and Formes, and the conductor being
Costa, as conductor of the Society.
This festival liaving establislied the fact tliat
the Central Transept of the Palace niiglit be
made a fitting locality for the Cominemoratiun
in 1S59, it took place under the same management, on the 20th, 22nd, and •24th June, 'Messiair
and Israel in Eygpt again occupying the first
and third days, the second being devoted to
The Dettingen Te Deum and a selection from
various works.
The band was augmented to
460, and the chorus to upwards of 2700
performers
Costa was conductor, and the
principal singers inclnded Clara Novello, Sims
Reeves, and Signer Belletti. Tlie orchestra was
improved by inclosing it with wooden screens,
and covering it in witli an enormous awning of
Tlie three performoiled and hardened canvas.
ances and the public rehearsal were remarkably

and signed b}^ the Dirccforium, viz. Rietz,
Hauptmann, Chrysander, Gervinus, Pjreitko]if
& Hartel. Dr. Friedricli Chrysander was sole
active editor from the commencement, having
had for some few years at the beginning the
little more than nominal co-operation from
Rietz, Hauptmann, and Gervinus.
The editor
paid frequent visits to England to consult
Handel's original manuscripts, upon which the
edition is based throughout
and acquired the

'

'

'

'

;

successful,

and attracted 81,319

visitors.

This success led to the determination that
similar festivals should be helrl periodically
under the name of the Triennial Handel Festival.
Fifteen have been held, viz. in 1862, 1865,
1868. 1871, 1874, 1877, 1880, 1883, 1885
(the festival of 1886 being anticipated so as to
celebrate the bi- centenary of the composer's
birth), 1888, 1891, 1894, 1897, 1900, and
1903.
The first and tliird days have invariably
been occupied by 'Messiah' and 'Israel,' the
intermediate days being devoted to varied selections, including The Dettingen Te Deum
in
1871; the Coronation Anthems, Zadok the
'

'

'

Priest' (1865),

and

'

The king

shall

rejoice'

and the First, Fourth, and Second
(1877)
Organ Concertos respectively in 1871, 1874, and
1877.
The singers Avho appieared at these
festivals were the most eminent then before the
public.
The Sacred Harmonic Society was solely
respionsible for the earlier pierformances, which
were conducted by Costa down to 1880.
From
1883 to 1900 Mr. (now Sir August) Manns was
the conductor, and for that of 1903, Jlr. (now
Dr.) F. H. Cowen was appointed. The band was
augmented in 1865 to 495 performers, and the
chorus in 1874 to nearly 3200.
The sonority
of the orchestra was increased by the erection
in 1862 of a boarded roof covering in the whole
space occupied by the performers, and e.xtending
w. h. h.
24 feet beyond the front.
;
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A society

for

the piublication of a critical and uniform edition
of the whole of Handel's works in full score,
with pianoforte arrangement and German translation of the text.
The Prospectus is dated
August 15, 1856, and has thirty-five names
appended to it, including those of Chrysander,
Dehn, Franz, Gervinus, Haupitmann, Hiller,
Jahn, Liszt, Meyerbeer, Moscheles, Renkomm,
and Rietz. A second Prospectus announcing the
first

year's issue is dated Leipzig,

June

1,

1859,
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;

the purpiose of conducting
by Handel's secretary J. C. Smith, wliich previously belonged to M. Schoeloher. Vols. 1-18
of this edition were issued by Breitkopf & Hiirtel
of Leipzig; but in the year 1864 the editor
terminated this arrangement, and engaged
engravers and printers to work under his immediate control on his own premises at Bergedorf near Hamburg.
All the volumes from
vol. 19 have been thus produced
and with vol.
20 an important improvement was made in the
use of zinc (as a harder metal) instead of pewter
for the engraved plates.
In the I'ollowing list, an asterisk is prefixed
to those works which were published for the
first time, at all events in compilete score.
A'ol.
97, in a ditt'erent form (the oblong shape of
Handel's manuscripit), contains a facsimile of
Jephtha," which is oi' especial interest as showing the composer's style of writing when blindness was rapidly coming on, and making evident
the parts of the
the order in which he wrote
score first written exhibiting his ordinary hand^
while those which were written in later, when
scores written

for

;

'

—

he was struggling with dimness of sight, can
be readily distinguished by their blotclied and
blurred aptpearance.
The English Oratorios, Anthems, and other
vocal works, are pirovided with a German version,
executed by Professor Gervinus, and after his
death by the editor and the few German vocal
works have an English translation added.
The
Italian Operas and other vocal works, and
the Latin Church JIusic, have no translation.
The Oratorios, Odes, Te Deums, Acis and Galatea,
Parnasso in Festa,' Italian duets and
terzets, and Anthems, have a PF. accompaniment added to tlie original score but not the
These acItalian Op'cras, nor vols. 24, 38, 39.
companiments are partly by the editor, partly
by Im. Faisst, J. Rietz, E. F. Richter, A. von
Dommer, and E. Prout.
Dr. Chrysander also published the following
articles on certain works of Handel's, which
should be combined with the information contained in the prefaces to make the edition conipilete
on vol, 13 ('Saul'), in Jalirbiicher fiir
inusikaJische U'issenschaft, vol. 1
on vol. 16
('Israel in Egypt'), ibid. vol. 2; on vol. 47
(Instrumental Music), in Vierteljahrsschrifl fiir
Musikxi'issenschaft for 1887.
After the completion of the edition, a series of Supplemente
was issued, consisting of certain works from
;

'

'

'

;

:

;

'
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which Ilaudel took

A

and whole

ideas

HANDEL SOCIETY

sections.
'72.

of

list

supplements

these

Chrysaxder, vol. i.
The account of this

is

given

under

535.

p.

would not be complete without mention of the munihcence of the
King of Hanover, who guaranteed its success
Jjy

edition

promising to provide funds to meet any

deficiency in those received from subscribers
as
well as of the liberality of the Prussian government, which took the same liability after the
;

absorption of the territory of Hanover.
Vol,

Oratorio: Susanna. 1748.
Pieces pour le cla,vecin.

(1.

Eight suites, 1720.

2.

Nine

suites,

first published 173:{.
3. Twelve pieces, some hitherto unpubliahed. 4. Six fugues, about 1720.)
Masque Acis and Galatea, about 1720.
Oratorio Hercules, 1744.
Do.
Athalia, 1733.
Do.
L' Allegro, il Pensieroso, ed il Moderato, 1740.
Do.
Seinele, 1743.
Do.
Theodora. 1749.
Do.
Paaaiou accordiug to St. John (German), 1704.
Do.
Samson. 1741.
Funeral Anthem for Queen Caroline, 1737.
Ode; Alejcander's Feast. 1736,
Oratorio Saul, 1733.
Coronation Anthems (Zadok the Priest The king ihall rejoice
My heart is inditing Let thy hand be strengthened), 1727.
Oraiorio Passion, by Brookes IGerman), 1716.
Do.
Israel in Egypt, 1738.
Do.
Joshua, 1747.
Musical Interlude Choice of Herculei, 1750.
-19. Oratorio Belahazzar, 1741.
Do.
Triumph of Time and Truth, 1757.
Concertos (6 Hautboia Concertos
Concerto ^rosso In C, 1736
4 Concertos, early works • Sonata in Bb. about 1710).
Oratorio: Judas Maccab.-eua, 1746.
:

:

:

;

;

:

;

:

'

;

'

;

"-as.

Ode

for St. Cecilia's

-»24. Oratorio;

II

Day. 1739.

Trionfo del

Tempo

e delta

VeriU

(Italian). 1708,

1737.

Dettinsen Te Deum, 1743.
Oratorio Solomon, 1748.
Sonate da camera (1.5 solo sonatas, first published abont 1724
6 sonatas for 2 oboes and bass, earliest compositions, 1696
;

;

9 sonatas for 2 violins, etc. and basa ; 6 aonataa for 2 violins,
etc. and bass, 1738).
Twelve Organ Concertos. 1738, etc.
Deborah, 1733.
2y. Oratorio
Qeo. Twelre Grand Concertos. 1739.
Utrecht Te Deum and Jubilate. 1713.
Duetti e Terzetti ('22 Italian vocal duets and 2 trios, 1707-8,
1741-45, six never before printed).
~3.1 Oratorio Alexander Balus, 1747.
-S4. Anthems, vol. 1. ('Ch-indos' with 3 voice-parts, with some
now first publUhed). 1716-18.
vol. 2.
CChandoa' with 4 voice-parts.)
Do.

—

:

:

.^6.

Do.

('0 praise the Lord'; •Wedding Anthems,
1734; Wedding Anthem, 1736; •Dettiugen
Anthem, 1743; •Foundling Hospital An-

vol. 3,

them,
Three Te Deums
perhaps 1727).
39. L;i.tiu

—39.

—

40,

(in

—

—
^

^

42,
-13.

44.
4.'i.

46.

;

in Bb. about 1718-20

;

in A,

1702, 1707, 1718. 1735-45.
(Itnlianl, 1708.

Oratorio; Eesurrezione
Esther. Ist version
Do.

about

^41.

1749.)

D. about 1714

Church Music, about

(

'Haman and Mordecal,' a masque)

1720.

Esther, 2nd version, 1732.
Joseph, 1743.
Ocatsional, 1746.

Do.
Do.
Do.
Do.
Do.

Jephtha. 1751.
Messiah, 1741.

Birthday Ode and Alceste.

-47. Instrumental Music for full orchestra (•Concerto In F. about
Water Music, 1715 'Concertos in F and D Firework
1715
•Double
Music, 1749 Double Concerto in Eb. 1740-50 (?)
Concerto in F, 1740-50 (?! ).
^-48. Organ and niiacellaneoua iiiatrumental music.
i:»9. German, Italian, and English songs and airs.
C50. Italian Cantatas, with bass, vol. 1.
vol, 2.
fSl.
Do.
Italian Cantatas, with instruments, vol. 1,
SS. Italian Caiitat-is, with instruments, vol. 2.
r52.
Serenatji.
11 Parnaaso in festa. 1734,
0|*era; Almira (German), 1704.
Rodrlgo, 1707.
Do.
Agrippina, 1709.
Do.
Do.
Rinaldo. 1711.
Do.
II Pa.stor Fldo, 1712.
Teaeo, 1712.
Do.
Sllla. 1714.
Do.
Amadigi, 171.5.
Do.
Eadamlsto, 1720.
Do.
Muzio Scevola. Act 3, 1721.
Do.
Floridante. 1721.
Do.
Do.
Ottone, 1722.
Flavio, 1723.
Do.
Do.
Giulio Cesare, 1723.
Do.
Tamerlano, 1724.
Do.
R.idelinda, 17'2.5.
Scipione, 1726.
Do.
;

;

;

:

;

;

*73.

Opera; Alessandro, 1726.

HANDL
and during

HANDLO

early years the practices for part

its

of each season were held in

liis

'

'

'

:

"Alexander Balus,' 'Atha.li.-ih,' Bt-lsh.izzar." Deborah,' "Hercules,'
Saul,' Semele,' Susanna,' Theodora,' The Water iluaic."
'

'

"

*

'

'

Ecee quoniodo
His well-known motet (a i)
moritur Justus (which Handel borrowed for his
Funeral Anthem), is contained in the collection
just named, and is also printed (with eighteen
'

house.

After the death of Sir Julius Benedict in
1885. Dr. (afterwards Sir John) Stainer became
President.
He retained the post till his death
in 1901, when he "was succeeded by Sir Hubert
Parry.
After Mr. Docker's retirement in 1892,
Mr. (now Sir) August Manns "was appointed to
the post of conductor, -wliich he retained till
1895.
He was succeeded by Mr. J. S. Liddle,
who held office till 1904. The present musical
director and conductor is Mr. S. Coleridge
Taylor.
The Society has performed all the principal
works of Handel except the
Messiah and
'Israel in Egypt."
Among the more important
of the less-known works of the composer which
the Society has revived are the following

Most
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works have been given, as far
as possible, with the original instrumentation,
the Ilccitativo Secco being freely accompanied
from the tigured bass on either the piano or
the organ.
Among the accompanists have
been Sir Walter Parratt, Professor Prout, Dr.
A. H. Mann, and Dr. AY. H. Cunimings.
Subjoined is a selection from the works of
other composers produced at the Society's Concerts.
Some of these works had never before
been performed in London, and others only
of these

others by

him

for five, six,

and eight

voices) in

Bodenschatz's Florilegium Portense.
Proske's
Musica divi'ita contains eleven motets, three
Responsoria, a iliserere, a Christus I'actus est,
and a Te Deuiu, all by him, [See the Lenhmiilcr
der Tonkunst in Oestcrreich, vol. vi. i. (1899)
which contains many of his motets and a careful biography.]
F. 0.
HANDLO, Robert de, the author of a
treatise entitled Ecgulae cum ma'ximis Magislri
Franconis, cum aclditionibits alioruni mvsicorwin,
printed in the first volume of Coussemaker's
Scriptores, and dated 1326.
It is an elementary
treatise, dealing only with notation, time-values
and the modes of rhythm, but is of interest as
sliowing the unsettled state of notation at this
period for notes of less value than the breve.
The author, following Johannes de Garlandia,
describes four kinds of semibreves.
The semibrevis major and minor are respectively twothirds and one -third of a perfect breve; the
semibrevis minorata and minima are resyiectively
two-thirds and one-third of a semibrevis minor.
Two signs,
and
serve to rejiiesent these

O

O

would seem, though the
was used
that the sign
for the major
for the minor and minima, and

four values,

matter

is

and

not

it

clear,

O

O

rarely

and minorata.
No note of less value than the
semibrevis minima, corresponding to the modern
minim, is recognised.
This throws some light
on the dark saying of Johannes de Garlandia
that any number of semibre^'es from three to

Beethoves".
Preia der Tonkunst.'
H. F. BIRCHREV>^ARDS0^'. "Are Caesar.
Brahms.
Geaang der Parzen.'
GozTZ. 'By the Waters oi Babylon.
'

"

'Isoenia.

I>o.

HuMPERDiNCK.
Do.
Do,

Mozart,
Do.
Do.

Daa GlUck von Edenhall,'
'Die Wallfahrt nach Kevkiar."
Huitioreske lor Orchestra.
Kyrie in D minor.
Litania de Veiierabili SncjaiDento in
'

'

'

The other
nine may be counted to the breve.
musicians' cited in the treatise are Petrus de
Cruce, Petrus le Viser, Johannes ile Garlandia,
Admetus de Aureliana and Jacobus de Naveiiiia.
Handlo always jjaces the name of the author
(Franco, or whoever it may be) before the
passages that he quotes from others, and
'

B

flat.

"Kiinig Thamoa."
Et^n Ode.

Pakry.

Do.
Song of Darkness and Light.'
Do.
'The Glories of our Blood and State.'
PuRCELL,
Dido and .Eueaa.
'

'

Rheesberger. 'Clarice of Eberstein.'
Schumann. "Song for the New Year.'
Arthur Somervell.
The Forsaken Merman.'
Stanford.
Phaudrig Crohoore.'
WoLFRUM.
Weihnachtsmysterium.' p (j T,
'

"

'

"W

HANDL, jACOB,al9oHAI^DLandHAHNEL,
an old German master "wliose name, after the
punning fashion of those days, was latinised
into Gallus,! horn about 1550, a native of
Krain (or Carniola) cajiellmeister about 1579
to Stanislas Pawlowski, Bishop of Olmiitz, and
afterwards cantor in the church of St. Johann
am Ufer in Prague, where he died much reIn 1580
spected and bewailed July 18, 1591.
four books of masses, sixteen in all, were pub;

lished

in

Prague,

aiid

Gallus

had a

6, 8, et plurium vociim (Prague, four
1586, 1587, 1590), a collection of the
greatest value.
[His Ejiicedion harmonicum
appeared in 1589, and 'Moralia' in 1596.]

4,

5,

vols.

'

'

^ The
sobriquet of 'Gallue'
Another of his name (see ante,

ia

a

pun on Hdndl,

p. 139)

as

was called Le Cocq.

o'\\'n

original contributions

;

name

before his

if

Hahn.

own

an arrangement which

has given rise to the erroneous assertion by
Hawkins, recently repeated by Ambros, that
the treatise is in dialogue form.
Thomas Morley includes Robert de Hanlo,
misspelt 'Haulo,' among the 'late writers' in
the list of authorities appended to his Introduction to Fracticall lihisicke (1597), and in
his Annotations he quotes the opening maxims
of the treatise itself, describing it as
an old
treatise of musicke written in vellim aboue an
hundred yeares ago.' The manuscript he refers
Tiberius B. ix.
to was undoubtedly
of the
Cottonian Library, which included, besides
Handle's treatise, the Qiiatvor Principalia and
se'i'eral other tracts on music.
It was 'burnt
to a crust' in the disastrous fire at Ashburnhain
House on Oct. 23, 1731, but fortunately a
'

special

from the Emperor to publish his great
Mdndl Jac. Musici operis, harmoniarum

pri"sdlege

work.

similarly places his

'

'
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transcript of the musical portions had previously
been made for Dr. Pepusch.
This afterwards

came into the possession
byAvhom it was presented

John Hawkins,
Museum.
copy (now Add. MS. 4909)
of Sir

to the British

was from tliis
that Couasemaker printed not only Handle's
treatise, but also tire three valuable anonymous
tracts (iv. v. and vi.) included in his first
It

volume.

The family

of De Handlo, with which our
was probably connected, produced several
distinguished men in the 13 th and 14th centuries.
They took their name from the manor of Handlo,
now Had low, near Tonbridge, Kent. Sir John
de Handlo, who died in 1344, was twice
summoned to Parliament as Knight of the
Shire, filled several offices of state, and owned
broad acres in Buckingliamshire and Leicester-

Butlior

shire as well as in Kent.

HANLEY
(North

f.

j.

FESTIVAL.

See

r.

s.

Festivals

Staftbrdshire).

'

:

Psalm Lxvii.
new Tune to the 14lHh Psalm of the New Version
and the 101th Psalm of the Old.
a 2 voc.

pS
pjES
i3=S

i

Plymouth

sold the freehold for

£5000

'

to Vis-

count AVenman, who on tlie same day conveyed
the whole to Giovanni Andrea Gallini,^ John
Christian Bach, and Charles Frederick Abel.
Gallini owned one-half, and the others each onefourth.
They erected on the site of the garden
and office, and joining on to the house, rooms for
the purposes of concerts, assemblies, etc. consisting of a principal room, 95 ft. by 35, on the
level of the first fioor
a small room on the north
side, originally used as a tea-room
and one on
the ground floor beneath the principal room.
,

;

;

The ceiling of the principal room was arclied,
and decorated with paintings by Cipriani. The
orchestra stood at the east end.
Tlie rooms were
opened on Feb. 1, 1775, with one of Bach and
Abel's Subscription Concerts, established by them
in 1763
later in the month Subscription Festinos were announced on May 4, Mr. Gallini's
Annual Ball,' and on May 22, the first Grand
On Nov. 12, 1776,
Subscription Masquerade.'
Gallini purchased the shares of Bach and Abel,
and became sole proprietor.
Bach and Abel's
'

This spirited tune has been
frequently ascribed to Handel, but cannot be by
him, as it is found in A Supplement to the
Kcw Version of the Psalms,' 6th ed. 1708, two
years before Handel arrived in England.
In
the Supplement it is given as follows

,

of

:

HANOVER.

A

ofiice, then in the occupation
Lord Dillon.
The freehold belonged to the
Earl of Plymouth.
On June 28, 1774, Lord

house, garden, and

^

:g:z:e=

:^=S=

EH

'

'

;

'

concerts continued to be held there until 1782,
when the withdrawal by Lord Abingdon of the
pecuniary aid he had tlieretofore given, led to
their discontinuance.

Thereupon some professors

of music established similar concerts under the
name of The Professional Concert,' which were
'

given in the room from 1783 to 1793.
In 1786
Salomon, the violinist, piqued at being left out
of tlie Professional Concert, established concerts

which in 1791 and 1792, and again in
1794 and 1795, Haydn directed the performance

here, at

V—f^ 4 e=:^- --&^^

of his twelve 'grand symphonies.

m^m^^

'

=t

g^f
S^iE^?E^^^§^^g

.p=ES^EiLig^E^S^^^

^

iE^l^ii§^i

At

tlie eiglith

concert in 1792, on May 5 'Master Hummel'
played a concerto by Mozart on the pianoforte,
and in 1796 John Braham was introduced to
the public as a tenor singer.
In 1804 the Concert of Ancient Music was removed to these
rooms, the Directors having taken a lease from
Gallini at a rental of £1000 per annum, and the
concerts continued to be held here until 1 848, the
last year of their existence.
The Directors made
considerable alterations
the orchestra was re;

ig=£fe=fe§i=i=ife^
not improbably
by Dr. Croft, the reputed editor of the 6th
G. A. c.
edition of the Supplement.
HANOVER SQUARE ROOMS. In 1773 a
piece of gi-ound on the east side of Hanover
Square at the north-west corner of Hanover Street,
London, formerly part of a field called the Mill
T)ie tune

is

anonymous, but

is

Kirkham Close, and described as
'containing in breadth from north to south in the
front next the Square as well as in the rear forty
Field, alias

feet of assize, more or less, and in depth from
west to east on tlie north side as well as on the
south, 135 feet more or less,' was occupied by a

moved

to tlie west end, three boxes were erected

across the east end for the royal family and their
attendants, and the rooms were newly fitted up
ill a splendid manner.
On the death of Gallini

(Jan. 5, 1805), the freehold passed to his two
nieces, who leased the rooms to Wallace &

& Son successively. In
December 1832 alterations were made in the
gi-eat room by the enlargement of the windows
so as to render it available for morning concerts
and many mirrors were introduced. The conMartin, and INlartin

;

1 Being at the rate of very nearly £1 per square foot of ground.
2 Gallini was a Swiss of Italian extraction, who h.ad taught the
children of George III. to dance, and anj.Tssed a fortune, became
manager of the Opera-house (177fil. was knighted as Sir John Gallini.
and married a daughter of the Earl of Abingdon.

HARE

HAXS HEILIXG
certs of the Vocal Society were given in these

and the Neuc freie

foundation in 1832 to its dissolution in 1837.
A new Vocal Society gave concerts here in 1838, but its existence was of very
brief duration. In 1833 the concerts of the Philharmonic Society were removed here from the
Concert Room of the King's Theatre, and continued here until their departure to St. James's
Both the Misses Gallini dying
Hall in 1869.
in 1845, the freehold was sold by auction to
Robert Cocks, the nmsic- publisher, under
whom the younger ^lartin held it by lease until
December 1861. E.\;tensive alterations and decorations were then made in the rooms, which were
re-opened Jan. 8, 1S62, by Mr. Henry Leslie's
Choir the concerts of the Royal Academy of
Music were also removed there.
The annual
performance of Handel's Messiah for the benefit
of the Royal Society of Musicians was given there
from 1785 to 1848. In 1874 the premises were
let on lease for the purpose of being converted
into a club-house.
The last concert was given
in the rooms on Saturday, Dec. 19, 1874, and
the building, after undergoing an entire transformation, was opened early in 1876 as 'The
Hanover Square Club.' [The premises are now
shops, with flats (' Hanover Court ') above.] It
must not be forgotten that the great room
was remarkable for its excellent acoustic pro-

lished the following books:

rooms from

its

;

'

'

w. H.

perties,

HANS HEILING.

H.

Opera in three acts and

a prologue
libretto by Eduard Devrient (originally intended for Mendelssohn), music by
;

"

Heinrich Marsclmer.
Produced at Hanover,
May 24, 1833.
HANSLICK, EDU.iRD, musical critic and
writer on esthetics, born at Pi'ague, Sept. 11,
1825, sonof a well-known bibliographer, studied
law and philosophy in Prague and in Vienna,
where he took the degree of Doctor in 1849.
In 1856 he was appointed tutor of aesthetics
and musical history at the university; in 1861
extraordinary, and in 1870 regular
professor.
His love of music had been fostered

jirofessor

and under Tomaschek he became an
pianist.
In Vienna he had ample
opfjortunities of becoming a critic of no ordinary
merit, and his keen insiglit and cogent logic,
and the elegance and versatility of his style,
at home,

e.xcellent

make
As

his literary productions of lasting value.

department of the
and 1878) and Vienna

a juror for tlie musical

Exhibitions of Paris (186 7
(1873 and 1892) he did everything in his jiower
to further the interests of the musical instrument
makers of Austria.
In 1876 he was a]ii)ointed
a member of tlie Imperial Council, having some
time before received the order of the Iron Crown.
[The title of K.K. Hofrath was conferred on
him in 1886.] During the years 1859-63 he
gave public lectures on tlie history of music in
Vienna, and occasionally in Prague, Cologne,
etc.
He was musical critic successively to the
Wiener Zcitung, 1S4S-49, the Presse, 1855-64,

Presse.

295
Hanslick

Vom

pub-

invsiJcaliscli-

Schonen (Leipzig, 1854, 9th ed. 1896), translated
into French (1877), Italian (1884), and English
Geschichte
( 1 8 9 1 ), a work which marks an epoch
des Concertwesens iti Wien (Vienna, 1869) Aus
;

;

dem

CoHcertsaal (Vienna, 1870)
Die moderne
Oper (Berlin, 1875, 2nd ed. 1876), with various
continuations:
\]ihisikal%sehe HtaMoiien, 1880;
;

Aus dem

Opernlehen der Gegenwart (3rd ed.
1885); Musikalisches Skizzenbuch, 1888 Musi;

Aus dem
1889
Tagehuche eines Musikers, 1892 (3rd ed. 1894,
as Aus meinem Leben)
Filvf Jahre Musik,
1896 Aus Eiule des Juhrhunderts, 1899 Aiis
neucr und neuester Zeil, 1900.
In 1895 he
edited Billroth's Wer ist musikalisch, and in
He
the same year he retired from active life.]
kalisches

und

Litterarisches,

;

;

;

;

wrote the text for the Galerie deutscher
Temdichter (Munich, 1873), and the Galerie
franz. und, Hal. Tondichter (Berlin, 1874).
In
music Hanslick was a Conservative.
His resistance to the Liszt- Wagner movement is well
known.
On the other hand he was an early
supporter of Schumann, and a strong adherent
[He died at Baden, near Vienna,
of Brahms.
August 6, 1904. An interesting article on him
appeared in the PdHsta Musicale Italiana, vol.
also

xi.

p.

819.]

c.

F.

p.

HARE, John and

Joseph, London musicpublisliers during the early portion of the 18th
century, father and son.
John Hare was established as early as 1696 in Freeman's Yard,
Cornhill, and 1697 (probably also in the previous
year) he had an additional place of business in
St. Paul's Churchyard at the sign of the Golden
This sign generally stood as the
Violin.'
Viall ').
Golden Viol (or more frequently
One of his earliest publications is a reprint, dated
1697, of Youth's Delight on the Flageolet, a small
engraved work originally issued by John Clarke,
also of the Golden Viol,' in St. Paul's Churchyard, and to whose business and stock-in-trade
Hare probably succeeded. Throughout the whole
business career of Hare and of his son, they were
associated with John Walsh, and a great number
of Walsh's publications bear their names in
conjunction with his own indeed, beyond the
flageolet hook above quoted I am unable to find
'

'

'

'

'

;

any separate work issued by Hare or his son.
About 1720 Joseph Hare's name first ajjpears
with that of liis father's on the impirints, and
John Hare's name disappears in 1725, in the
Joseph Hare
September of whicli year he died.
died in 1733, leaving his widow Elizabeth in posThere are indications
that shortly after this date the widow retired to
Islington to live, leaving her shop in the hands
of John Simpson, who, in or near the year 1734,
probably bought the stock-in-trade, and set up
forhimself in close proximity in Sweeting's Alley.
The 'Golden Viol' in St. Paul's Churchyard
does not appear in the im})riuts on any late
session of the business.

HARMONIC STOPS
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publications of the Hare family, and was, in all
likelihood, not held after 1706-7 Richard Meares
is at this sign in 1722.
It has been stated, but
lacks contirmation, that Walsh and Hare were
;

the first to stamp music on pewter plates to
supersede engra\'ing on copper.
The registers
of St. llichael's Church, Cornhill, give the dates
of burial of the Hare family who, living in Freeman's Yard, were in its parish.
Burials
,,

„
,,

New

1725, Sept. 9.
1728, April 28.

John Hare

1733, July 17,
1741, July 8.

Josejih Hare in the

ELIZ.A.BETH

in the

Vault.

John, son of Jos 'pii Hare and
Elizabeth his wife [apparently
an infant son].

New Vault.

Elizabeth Hare, widow, from
Islington, in the New Vault.

Hare, probably

a daughter of

Joseph Hare (as his wife hore the same Christian
name).
She had a music shop in or near Cornhill, but not on the old premises.
She issued
country dances for 1750 and 1751, and her shop
was opposite the Mansion House.
F. K.

HARINGTON,

or

HARRINGTON, Henry,
i

M.D., born Sept. 29, 1727, at Kelston, Somersetshire; in 1745 entered at Queen's College,
Oxford, with the view of taking orders.
He
used to pass his vacations with his uncle,
William, vicar of Kingston, Wilts, from whom
He
he imbibed a taste for music and poetry.
resided there during eight years, and wrote some
unimportant verses and music. In 1748 he took
his B.A. degree, abandoned his intention of
taking orders, and commenced the study of
medicine. He remained at Oxford until he took
Whilst there he
his JI.A. and JI. D. degrees.
joined an amateur musical society established
by Dr. W. Hayes, to which those only were
admitted who were able to play and sing at
On leaving Oxford he established himsight.
Bath, devoted his leisure

self as a physician at

was appointed com]ioser
and physician to the Harmonic Society of Bath
on its foundation by Sir John Danvers in 1784.
w, H. G. F. Two books, in folio, of Harington's
glees were issued by Longman & Broderip before
r. K.]
In
a third followed later.
1785
1797 he published a volume of glees, catches,
etc., and afterwards joined Edmund Broderip,
organist of Wells, and Rev. William Leeves,
compioser of 'Auld Robin Gray,' in the fmblicaIn 1800 he published
tion of a similar volume.
or. The Death of Christ, a sacred
'Eloi! Eloi
Harington was an
dirge for Passion Week.
alderman of Bath, and served the office of mayor
He died at Bath Jan 15, 1816,
with credit.
and was buried in Bath Abbey. His composito composition, [and

HARMONIC FLUTE,
4-foot pitch.

organ -stop

an

of

pipes of harmonic flue stops
speaking -length, the scale,

The

being of double
windage, and voicing are such as to cause the
pipe to overblow into the octave above.
A small hole (or sometimes two small holes
opposite to each other) is (or are) pjierced midway in the speaking-length of the pipe, which,
by weakening the wind at that point, assists in
the division of the vibrating wave or air-column
into two lengths, thereby eliminating uncertainty
of pitch or tone, and ensuring rapidity of speech.
If the lioles are temporarily covered by the
fingers, and tlie pipe is softly blown, it gives
speaking-length patch.
of the harmonic (or doublelength) portion of i;hi3 stop is usually middle c,
having a nominal length of 2 feet, but yielding
the pitch of the twelve-inch c". The tenor and
bass are carried down in (true length) metal, and
(half length) stopped wood pipes, a singular
sequence of pipe lengths in the same stop.
The Harmonic Piccolo is the corresponding
its full

The lowest note

stop in 2-foot pitch.
rhe tubes of the harmonic portions of reed
stops are likewise of double length, and generally
See Harmonic
have a hole pierced midway.

Stops, below.

T. E.

HARMONIC INSTITUTION.

See

Argyll

name

applied

Rooms.

HARilONIC MINOR

is

the

which contains
the minor sixth together with the major seventh,
and in which no alteration is made in ascending
and descending. Its introduction as a substitute
for the old-fashioned or 'Arbitrary' minor scale
was strongly advocated by Dr. Day and others
[see Day"], and in the latter half of the 19 th
century it was very generally adopted.
It is
to that version of the

true tliat

its

use

is

minor

scale

calculated to impress the

'

'

learner with a sense of the real characteristics
of the minor mode, but its merits are counterbalanced by the awkwardness arising from the
augmented second between the sixth and seventh
notes, while it is difficult to regard it as a

;

'

!

distinguished for originality, correct
harmony, and tenderness, and he was remarkably
tions are

'

successful in

monicon).
is
1

some humorous jjroductions (Har'

His round

'

How great is the pleasure

one of the prettiest of

its

kind.

"vv.

H.

name

is

;

issued under his own
is generally followed by contemporary publishers.

'

'

F.

k]

all,

in sjiite of its theoretical

correctness.

HARMONIC PICCOLO.

m.

See

Harmonic

Flute.

HARMONIC STOPS are organ -stops, the
upper pipes of which do not produce the sound
that would be expected, having regard to their
length, but the octave to that sound. They have
been known in Germany for nearly two hundred
The 'violoncello, 8-foot pitch' on the
Pedal organ at Weingarten, made in the iirst
half of the 18th century, is in reality 16 feet in
years.

length, of tin, and

.3i- inches in diameter.
stops have in recent years come
into great favour, in tlie first instance through

Harmonic

ii.

doubtfol in works apparently
direction, the form Harington is need, and

[The Bpelling of the

diatonic scale at

the careful and successful experiments of the
eminent French house of Cavaille-Coll, of Paris,
Guided by the fact that performers upon wind

HARMONIC UNION, THE

HARMONICA

instniments exercise a greater pressure of wind
for the production of the liiyher notes than
the lower, the above ingenious builders applied
the same princi]>le to some of their organ regisIn this
ters, with tlie most excellent result.
manner they produced the stops most of which
have been naturaliseil in England called Flute

instrument of his own invention
upon wliich
lie performs wliatever may be done on a ^iolill or
harpsichord. ^ This or some other circumstance
made the instrument fashionable, for, fifteenyears
later, in 1761, Goldsmith's fine ladies in the
Vicar of U'akcficld, who confined their conversa-

—
—

Harmonique,

8

picds,'

'

'

Octaviante,

Fliite

4

Tromjiette Harmonique, 8 pieds,' etc.
only a few experimental pipes were made
to test the soundness of the theory, for the resistance presented to the finger by tlie highly
compressed air was so excessive as to prevent
their adoption in practice but the invention of
pieds,'

At

'

tirst

;

the Pneumatic lever removed this objection, and
Harmonic Stopis and the Pneumatic attachment
were introduced together for the first time, in
Cavaille's fine organ in the abbey church of
Very
St. Denis, near Paris, finished in 1841.
effective Harmonic Flutes, though naturally
less powerful, are fre(;[uently voiced up)on a
wind of the ordinary strength when there
See Harmonic
is a copious supply of it.

Flute.

e. j. h.

HARMONIC UNION, THE. A society based
on subscriptions, 'for the performance of sacred
and secular music both of the Ancient and
Modern Schools,' and particularly of living comThe
posers, with Solos, Chorus, and Orchestra.
first proposal was issued in .July 18.52, Benedict
was chosen conductor, and Blagrove leader tlie
concerts took place at Exeter Hall, and tlic
;
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;

'

most fashionable topics, would talk
and high lived company
ptictures, taste, Shaks^ieare, and the musical
glasses.'
That they occupied the attention of
tion to the

'

of nothing but high life

.

.

.

is evident from the testimony of
Franklin.
He came to London in 1757, and
writing on July 13, 1762, to Padre Beccaria at
Turin, he tells him of the attempts of Mr.
Puckeridge (i.e. Pockrich) and of Mr. Delaval,
F. R.S. who fixed their glasses in order on a table,
tuned them by putting in more or less water,
and played them by ptassing the finger round the
brims.
Franklin's jiractical mind saw that this
might be greatly inip)roved, and he accordingly
constructed an instrument in which the bells or
basins of glass were ranged or strung on an
iron spindle, the largest and deepest-toned ones
on the left, and gradually mounting in pitch
according to the usual musical scale.
The lower
edge of the basins was dipped into a trough of
water.
The sjiindle was made to revolve by a
treadle.
It carried the basins round with it,
and on applying a finger to their wet edges the
sound w^as produced. The following cut is reduced from the engraving in Franklin's letter
(Sparks's ed. vi. 245).

better persons

'

'

,

was £3 3s. per head. The first was
held on Dec. 17, 1852, the programme being
Motet No. 6, .T. S. Bach, and the oratorio of
' Joseph
by C. E. Horsley. Otliers followed
at about a month's interval until Feb. 23, 1854,
which apipears to have been the date of the last
subscription

;

'

Many new works were brought forward,
such as Macfarren's 'Lenora'; Pierson's '.JeruFridolin
Symjiiony in
salem
F. Mori's
G minor by C. E. Stejjhens besides the
'Messiah,'
Acis and Galatea' (with Mozart's
accompaniments), 'Alexander's Feast, 'Ruins of
Athens,' '"Walpnrgisnight," 'Midsummer Night's
o.
Dream,' etc.
HARMONICA. Tlie power of producing
musical sounds from glass basins or drinkingglasses by the application of the moistened finger,
and of tuning them so as to obtain concords from
two at once, was know^n as eaily as the middle of
the 1 7tli century, since it is alluded to in Harsdfirfer's Malhanatische -iind pJiilosophif:i:Jie Erquiclcmigen, ii. 147 (Nuremberg, 1677).
[In
its more modem form, the credit of the invention appears to be due to an Irishman, one
Richard Pockrich, who pdayed the instrument
in Dublin in 1743, and throughout England in
Gluck, when in England,
"w. H. G. r.]
1744.
played at the Little Theatre in the Hayniarket,'
'a concerto on twenty-six
April 23, 1746
drinking glas,ses tuned with spring water, accompanied with the whole baud, being a new
concert.

'

'

'

;

;

—

'

'

'

—

The essential difference between this instrument and the former ones was (1) that the pitch
tone was p>roduced by the size of the
and not by their containing more or les3
water and (2) that chords could be produced
of as many notes as tlie fingers could reach at
once.
Franklin calls it the Armonica,' but it
seems to have been generally known as Harmonica.
The first great player on the new instrument was Miss Marianne Davies, who had a,
European fame, and played music composed for
her by Hasse. Another celebrated performer was
Marianna Kirchgessner, a blind musician.
She
of the

glasses,
;

'

'

'

-

1

See General Advertiser of this date,

M;.nri,

Marth

28.

ail<)

Walpole'a letter

to-

HARMONICA
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HARMONICON, THE

Vienna in 1791, and interested Mozart so
that he wrote an Adagio and Rondo in C
for harmonica, Hute, oboe, viola, and violoncello,
which she played at her concert on June 19
(Kochel, No. 617).
Sketches of his for another
Quintet in the same key are also in existence.
Kirchgessner was in London in 1794, and a new

visited

much

harmonica

is

said to have been built for her

by
In England

Frosohel, a German mechanician.
the instrument appears to liave been little if at
all used during the 19 th century.
In Saxony
and Thuringia, however, it was widely popular
at Dresden, Naumann played it, and wrote six
sonatas for it. At Darmstadt a harmonica formed
a part of the Court orchestra the Princess Louise,
afterwards Grand Duchess, was a proficient upon

{aushalten)

Doch wiichsen
an meinem
LeichenBteiu

(aushalten)
die Lilie und

Roa^

auf'a

neue.

:^^=,-4^
!f~

;

;

and C. F. Pohl, sen., the Princess's master,
was engaged exclusively for the instrument as
it,

late as 1818.

Attempts have been made to improve or
modify the harmonica by substituting a violin
bow for the hand, or by reducing the peculiarly penetrating and exciting tone which is
said to be so prejudicial to the nerves of
players
but without success.
An account of
these and of much more than can be included
in this short statement will be found in C. F.
Pohl'a
Zur Geschichte der Glasharmanica
(Vienna, 1862).
One Method only exists for

—

this instrument, that of J. C. Muller, Leipzig,

A

specimen of the harmonica, built by
Emanuel Pohl of Kreibitz, Bohemia, is in the
Victoria and Albert Museum, South Kensington.
178S.

The following little piece lor the Harmonica
was composed by Beethoven for the Leonora
Prohaska 'of his friend Duncker in 1814 or 1815.
'

The autograph

preserved in the Library of the
Vienna, and
appeared in print for the first time in the
original edition of this Dictionary.'
is

Gesellschaft der Mu.sikfreunde at

Feierlich dock nicht Bchleppend.

FfPP^

Du dem

aie

gewuiideu
-•-

-m^^-e^f-

-m-

i^l^^^^^^
Es

VjJiJheii drill

zwci BhimeiL fOr
Liebe uiid TreutJ

i

j

|

^

Jetzt kaiiTi ich
DurTodtL'Tibludir wcibii

meu

Tbis melodram,' as it is called, after it.s first appearanue In this
Dictionary, appenrcd. with other numbers written for the a;ime
plav. In the suppleuientarj' volume of Beethoven's works (Breitkopf
JiHUrtel, 1888).
'

'

The name Harmonica is also used for a toyinstrument of plates of glass hung on two tapes
G.
and struck with hammers.
HARMONICHORD. A keyed instrument
invented in 1810 by Friedrich Kaufmann, the
celebrated musical instrument maker of Dresden.
In its form it resembled a small square piano ;
but the sound was obtained not by striking the
wires with hammers, but by the friction against
them of a revolving cylinder (as in the ordinary
hurdy-gurdy), covered with leather, and rosined.
This cylinder, which in the effect it produced
somewhat resembled the bow of a violin, was
set in motion by a pedal worked bj' the foot of
the player.
All gradations of tone, as well as
the power of swelling or diminishing the sound
upon a sustained note, were produced by the
pressure of the finger.
For this instrument
Weber composed in the year 1811 a very interesting adagio and rondo, with orchestral
accompaniment, published by Peters, of Leipzig.
Weber wrote concerning this composition
It
was an infernal piece of work to write for an
instrument whose tone is so peculiar and strange
that one has to call to one's aid the liveliest
imagination to bring it suitably forward in combination w'ith other instruments.
It is a cousin
of the harmonica, and has this peculiarity, that
with every sustained note its octave is prominently heard.'
On the pirinted title-page it is
said to be 'for Harmonichord or Harmmnum.'
This, how^ever, is an addition of the publisher;
as not only are the two instruments totally distinct, but the pihysbarmonica, the predecessor
of the harmonium, was not invented till about
fifteen years later.
E. P.
HARMONICON", THE, a monthly musical
periodical edited by W. Ayrton, begun January
1823, and continued until September 1833.
It contained ably written memoirs of eminent
musicians, some of the earlier being accompanied

—

'

by engraved

portraits, essays, reviews of new
music, correspondence, criticisms of musical
performances of all kinds, foreign musical news,
information on all stibjects interesting to musicians,

and original and selected

vocal

and

instrumental music.
It was of quarto size, in
twenty-two 'I'ols. (counting the musical supple-
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ments

as separate volumes), and was one of
the best musical periodicals ever published in
England.
w. H. H.
HARMONICS, tones of higher pitch which
accompany every perfect musical sound in a
regular series.
As they ascend they diminish
in intensity, and ajiproximate in pitch.
If
the piano be opened and a bass note be struck
smartly and kept down, on listening attentively a succession of faint sounds will be
heard, apparently rising out of the principal

sound and floating round

it.
These are the
harmonics.
They are really constituents of the
main musical tone, and are produced by the
concurrent vibration of the aliquot 2>arts of the

Hence Helmholtz

string.

jiroposes to call

them

the open string
thirteen pflaces
:

produced by the vibraThe two G's next
above are produced by the vibration of the two
halves.
The three D's next above by the vibrais

tion of the three thirds

;

and

Thus the

so on.

diagram represents the whole of the notes produced by the vibrations of tlie whole string and
its

various

dissonant from tile jirime note and also from
each other, and thus become perceptibly inharmonic.
On the best musical instruments,
however, these high inharmonic tones are not
reached, the vibratory impulse being exhausted

and

on the prime note and the lower harmonics,
which are consonant both with the prime note
and among themselves. At the same time the
smaller the aliquot parts become in the ascending series, the less easily are they set in a state
of separate vibration.
Consequently these high
dissonant harmonics are distinctly audible only
on highly resonant metallic instruments, such

order

'

G

Here the bottom

tion of the whole string.

part.

partial tones

on the violoncello up to

—

IMimimilltmiMi^

{Partial time).
This term is no
doubt more appropriate, inasmuch as above the
tentli degree most of these notes form inter\'al3
'

G
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sections

up

to

its

one-fourteenth

In this scheme the first F (counting upwards),
the C a fifth above it, and the topmost notes E
F, are

more

or less faulty.

In practically

deducing the diatonic scale from this scheme,
these inter\'als have to be corrected by the ear.
By inspection of this scheme we discover the
intervals of the diatonic scale in the following
:

^*e
From this scale may obviously be deduced the
chords of the third, fifth, seventh, and ninth.
By combining and transposing these notes into
one octave we get the following scale
:

cymbals, bell, and triangle, and for
purposes the old term harmonic
answers as well as the term partial.'
A few instruments, such as the tuning-fork
and the wide stopped organ -pipe, practically
yield no harmonics.
The human voice, the
as

the

practical

^

'

harmonium, and all orchestral instruments, are
them the human voice probably the

rich in

—

richest of all

but

nature has so admirably
compounded them that it is very difficult to
analyse them scientifically.
Rameau distinguished harmonics in the human voice as early
as the beginning of the 18th century.
Harmonics naturally reinforce the fundamental sound, in which case their extent and
distribution largely influence the intensity and
the quality of the sound.
They may, however,
in many instances, be produced singly by
mechanically checking the vibration of the
fundamental note.
In this relation they constitute

;

an important practical department in

most orchestral instruments.

Law

of Harmiynics.

—A

sonorous body not

only vibrates as a whole but in each of

its

several fractions or aliquot parts, \, -J, \, i, i,
and so on at the same time and each of
-f,
these parts gives a separate note, the \ yield;

ing the octave, the i the fifth, the \ the double
octave, the i the third above the double octave,
and so on. The following scheme or diagram,
taken from Momigny, shows the harmonics of

-m=r:

r-i~^

"^^1

which is the scale of C major ascending from
dominant to dominant.
As the same thing
happens in other keys, we have thus proved the
law that the intervals of each scale are generated
by its dominant. The dominant, not the tonic,
is therefore the true root of the whole scale.
FiXd'fical eff'Xt of Harmonics heard simul-

—

taneously ivith the fundamental note.
The harmonics not only determine the diatonic intervals,
but to some extent the intensity and, as has

been lately proved by Helmholtz, the quality
of musical tones.
On applying the ear to the
sound-hole of a violin during a long crescendo
on one note, tlie reinforcement of the tone by
the gradual addition of the higher and more
piercing harmonics is distinctly perceptible.

The

principle and the ellect are precisely the
same in a crescendo produced by the addition
of the mixture stops on an organ.
The loudest

musical instruments, caeteris jmribus, are those
highest harmonics predominate,
e.g. the cymbals, triangle, bell, and gong.
The etlect of harmonics on the quality of
musical sounds is easily tested by carefully comparing the tones of an old and a new violin.
In the former the strong vibrations of the fundamental note and the lower harmonics leave but
in whicli the

HARMONICS
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expended on the higher and
in the latter the fundamental
note and lower harmonics are capable of absorbing less of the force, which is transmitted to the
upper harmonics, and produces a harsh quality
of sound.
When the fundamental note and
lowest harmonics predominate in the tone, the
quality is soft and flute-like
when the combination is well balanced by the addition of
the intermediate harmonics up to the sixth,
the quality is rich and sonorous
when the
highest harmonies, above the sixth and seventh,
predominate, the quality is harsh and screaming.
"When the high dissonant harmonics are produced in a tolerably even and continuous stream

monics by the slight pressure of the finger on
the open string is more useful. When produced
by pressing slightly on the various nodes of the
open strings they are called Natural harmonics.
In the following example the lower notes represent the fingering, the upper ones the eftect
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little

force to be

noisier harmonics

:

;

'

:

Ye Banks and

—

Braes.

Third Position.

;

of sound, the quality

;

Helmholtz's resonators.
Pipes conically narrowed at the upper end, such as compose the
stops called Gemshorn, Salioional, and Spitzflute,
yield strong intermediate harmonics,

which render the tone bright, though perceptibly
thin.

The
to

Rohr-flute

is

the

reinforce

so

constructed

fifth

harmonic

as
(2-J-

octaves above the prime note).
The nasal
quality of sound, such as is yielded by the softer
reed-stops,

by

violins of a certain build,

in their

^-1

I-

whole range.

Praclical use of single Harmonic tones on
Harmonics may be singly
stringed i-nslruments.

—

produced (1) by varying the point of contact
with the bow, or (2) by slightly pressing the
string at the nodes, or di'idsions of its aliquot
parts (i, ir, 1, etc.).
(1) In the first case, advancing the bow from the usual place where

the fundamental note is produced, towards the
bridge, the whole scale of harmonics may be
produced in succession, on an old and highly
The employment of this
resonant instrument.
means produces the effect called sul ponticello.
[See PoNTiCELi.o.] (2) The production of har*

Natural harmonics are occasionally employed
pi:ncato on the violin and violoncello, and are
Accurate
an important resource in harp music.
violinists are disinclined to use them, because
the player has no control over their exact intonation, which is rigidly determined by that
and the tones of the open
of the open string
;

strings,

which are tuned by perfect

fifths, are

in

In the key of
G, for instance, the harmonics of the first or E
string are slightly dissonant, though they are
perfect in the key of A.
Artificial harmonics are produced by stopping
the string with tlie first or second finger, and
thus making an artificial nut, 'and then slightly
pressing the node with the fourth finger.
By
this means harmonics in perfect intonation can
be produced in all scales.
Example
certain scales slightly dissonant.

'

and by

the clarinet, bassoon, etc., is produced by the
predominance of the uneven liarmonics (^, -J-, ^,
On the harmonium these uneven haretc.).
monics are stronger than the even ones.
The
peculiar tinkling tones of the zither arise from
the high uneven harmonics yielded by its comparatively thick metal strings.
If a singer produces a low note crescendo
against a reflecting surface, the harmonics become
distinctly audible. If the note is produced partly
through the nose, the uneven harmonics perThe number of upper
ceptibly predominate.
harmonics in the human voice is very great,
and they are, according to Helmholtz, distinct

and powerful

— —

-I

?P^^£^i

said to be 'metallic.'

is

If an instrument is ill-strung or out of order, the
harmonic scale is disturbed and the harsh,
uncertain, and irregular tones which it yields
consist of harmonics out of their true place.
Less varied comparisons may be obtained on
the stops of an organ.
Wide pipes, yielding a
dull, heavy tone, have virtually no harmonics.
In the tone of narrower open pipes the harmonics
up to the sixth can be detected by the aid of

greatly

Natural Harmonica.

Carnaval de Venisc.

^mr
ArtiUdal
4(;i

feik^iii^

Hammics,
string.

^

»•

B

''

C

^

'^

L^
"''

For the entire theory of artificial harmonics in
and double scales see L'Art de Jouer dii
Vlolon de Paganini by Guhr.
They can, however, only be produced by using thin strings, and
are little employed by the best writers.
In
modern music they are designated by an open
note of this
form.
(See the Andante of
Joachim's Hungarian Concerto, etc.)
Practical use of single harmmvic tones on wind
single

^

—

As in the case of stringed instruments, the harmonics of wind instruments
naturally reinforce the prime note, but are
separable from it by artificial means.
In wind
instruments this is done by varying the intensity
or the direction of the air -current from the
instruments.

mouth, which

sets in vibration the air-column in
the tube, so as to throw the air-column into
iTibrating portions of different lengths, as in the
case of the aliquot parts of a string. The falsetto
voice consists of harmonic octaves of the natural
voice. All the notes of the flute above the lowest
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octave are harmonicoctaves, twelfths, and double
Like the correoctaves of the lower notes.
sponding harmonics on the oboe and clarinet,
these tones are produced by overblowing. Brass
instruments are richest in the practical employment of harmonics. Any brass instrument, such
as the hunting-horn or military bugle, yielding
one fundamental note, yields the familiar har-

Although these lines might pass for one of
the extravagant love-songs of Clement Marot in
his earlier years, if we allow for their being
presented in a modernised form, yet no trace of
them is to be found in his published works, nor
of any song like them.
A thorough search has
been made through the long poenis as well as the
short pieces, lest these lines should prove to be

monic

an extract.
The name of Clement Marot is
The air itself is not
therefore an assumed one.
When,
at all like music of the 15th century.
therefore, Professor J. Ella informed his readers
in the Supplement to Programme of Musical
Union, June 6, 1865, that this melody 'was first
published in a collection of French Chansons
printed by Ballard in 1565 to words of Clement
Marot, who died in 1545,' there was some
misunderstanding between his informant, i\[.
Weckerlin, and himself. On writing to M. Weckerlin to inquire whether there was such a book
in his custody, he being Librarian to the Conservatoire de Musique, in Paris, the writer was
informed that nothing was known of such a
work, and that tlie earliest French edition known
to him was in the above-named Anthologie
Professor
Fran(;aAse, not of 1565, but of 1765.
Ella thought also that he had seen the melody
in a French collection, a copy of which was
sold in the library of "Wm. Ayrton, F.R.S.
On tracing it through the sale catalogue to its

scale

^^Ml

^^^^=

Violinists are well aware that the longer the
string in proportion to its thickness, the greater

the number of upper harmonics it can be made
to yield. Similarly, the longer the tube of a brass
instrument, the higher does the series of its
The old
practicable harmonic tones ascend.
French horn consists simply of a conical tube of
great length, which readily yields the scale of
harmonic intervals. They are produced by gently
varying the degree and direction of the current

™

The dissonant notes (J, A, tV> 'it)
air.
the scale are to some extent corrected, and some
of the missing tones are supplied by introducing
Mechanical appliances
the hand into the bell.
On
have been contrived for the same purjioses.
the trumpet the tube is extended for the same
purposes by means of a slide.
[See Honx,
of

p.
Tkumpet, Wind Instruments, etc.] e.
HARMONIE, the French and German word
for the wind instruments of the orchestra.
Musique d'hannonie or Harmoniemusik is music
.j.

written for wind-band alone, such as Mendelssohn's overture in C, op. 24, Meyerbeer's Fackel-
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Handel's variations on the air known in England
as 'The Harmonious Blacksmith were originally
printed in No. 5 of his first setof Suites de Pieces
pour le Clavecin,' in Nov. 1720. As no name is
there given to the air, and even down to the time
of the late Roljcrt Birchall it was still published
only as Handel's Fifth favourite Lesson from
his first Suite de Pieces,' it has been generally
assumed to be Handel's composition as well as
the variations. Upon this point, however, doubts
have arisen since Handel's death, and various
claims have been put forth, of which at least one
The first claim was in
still remains undecided.
Anthologie Frmirawe, ou Chansons eh oisies dcpuis
le treizieme siirle jusqv'a present (Paris, three
'The editor of that work
vols. 8vo, 1765).
oe
was J. Monnet, and, according to Fetis,
In the first volume are the
recueil est estime.
following eight lines, printed to the air, and
'

'

'

'

'

ascribed to Clement Marot

:

Plus ne suis que j'ai etc,
Et plus ne saurais jamais I'^tre
Mon beau printem.s et mon ete,
Ont fait le saut par la fenetre

;

:

tu as ete mon maitre.
servi sur tons les dieux
je pouvais deux fois naitre,
Conibieu je te servirais mieux

Amour
Je

Ah

!

!

t'ai

:

ai

!

present resting-place in the British Museum, it
Ballard (J. B. Clir.)
proved to be
Lot 38.
LaClefdes Chansmimiers, ouEecueildes Vaude'

villes dejniis cent a7is ct plus, notez et recueillis

pour lapremiire fois' {two \o\s,. 8vo, Paris, 1717).
Here we find the name of Ballai-d, suggested by
Professor Ella, but not the melody in question.
The next claim is for G. C. Wagenseil, an
eminent clavecinist of Vienna, Avho was ibrmeiiy
supposed to have been born three years after
Handel.
The late Dr. V'ni. Crotch, Professor
of Music at the University of Oxford, informed
the present writer that he had seen the air in
a piece of music for the clavecin composed by
As the true date of Wagenseil's
birth is now known to have been 1715, and
Handel's Suites were published in 1720, there
is no need to discuss this claim at length.

Wagenseil.

The story of Handel's having heard the air
sung by a blacksmith at Edgware, wdiile beating
time to it upon his anvil, and that Handel therefore entitled it 'The Harmonious Blacksmith,'
is refuted by the fact that it was never so
Richard Clark
named during Handel's life.
was the propagator, if not also the inventor, of
In Clark's edition of the lesson he
this fable.
has gone so far as to print an accompaniment for
the anvil, as he imagined Handel to have heard
the beats.
He states that the blacksmith was
A few
also the parish clerk at Whitchurch.
months after Clark's publication the writer saw
J. W. Winsor, Esq., of Bath, a gi-eat admirer
of Handel, and one who knew all his published
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works.
He told the writer that the story of
the Blacksmith at Edgware was pure imagination, that the original publisher of Handel's
lesson under that name was a music-seller at
Bath, named Lintern, whom he knew personally
from buying music at his shop, that he had
asked Lintern the reason for this new name,
and he had told him that it was a nickname
given to fdmself because he had been brought
up as a blacksmith, although he had afterwards
turned to music, and that this was the piece he
was constantly asked to play.
He printed the
movement in a detached form, because he could
sell a sufficient number of copies to make a profit,
and the whole set was too expensive. [It is
worth mentioning that Beethoven has taken the
theme, whether consciously or unconsciously, for
the subject of a two-part organ fugue published
in the supplementary volume of his works issued
in 1888.]
w. c.
(French,
also Orgue exprcssif).
A well-known popular keyed instrument, the tones of which are produced by thin
tongues of brass or steel, set in periodic motion

HARMONIUM

by pressure
are

known

of air,
also as

and called

vibrators.'

'

free reeds

'

'

;

They

reeds, because

is that of the shepherd's pipe
because they do not entirely close the
openings in which they vibrate at any period
of their movement, while those generally used
in the organ, known as
beating or striking
reeds,' close the orifice at each pulsation.
It
is not, however, the vibration of the tongue
itself that we hear as the tone
according to
Helmholtz this is due to the escape of the air
in puffs near its point, the rapidity of alternation
of the putfs determining the pitch. The timbre
of the note is conditioned in the first place by
this opening, and then by the size and form of
the channel above the tongue and its pallet
hole, through which the air immediately passes.
The Harmonium is the most modern of keyed
instruments, if we include the nearly related
American Organ, in which the vibrator is
set in motion by reverse power, that is by
drawing in the air for if we go back to the
earliest attempts to make instruments of the
kind we are still within the 19th century.
The usefulness and convenience of the harmonium have gone far to establish it, almost
as a rival, in a commercial sense, to the pianoforte.
It has been too much the practice to
regard the harmonium only as a handy substitute for the organ, and this has been fostered
by interested persons to the detriment of its
individuality and the loss of the perception
that it has reason to exist from its own merits
It is true that like
as a musical instrument.
the organ the tones of the harmonium may be
sustained at one power so long as the keys are
kept down, and variety of timbre is obtained
by using the stops but when the Expression
stop is used, by which the air reservoir is cut

their principle

;

free,

'

:

;

;

off and the pressure made to depend entirely
upon the management of the bellows, the harmonium gains the jiower of increase and decrease
of tone under the control of the player, who by

the treadles can graduate the condensation of the

wind almost as a violin player manages his tone
by the bow. To use this power artistically the
harmonium player must have skill and few
;

take to this instrument with anything like the
high technical aim with which the pianoforte
and violin are studied. There is, however, no
reason that there should not be a school of composers and players competent to realise and
develop the individual character of the instru-

ment.

The history of the harmonium is intimately
connected with that of the different wind harmonicas which, from the musical fruit and baby
trumpets of Nuremberg, to accordions and concertinas, have during the past seventy years had
such extensive popularity. Unlike as the whole
tribe of reed organs have been to any notion of
music that pertained to ancient Greece, it is
not a little surprising that a large vocabulary
of Greek names should have been adopted to
describe them.
The first name, and one still
in use, that of Orgue expressif, was due to a
Frenchman, Grenie, who, according to Fetis
(Fabrication des Instru'nients de Mu^iquCy Paris,
1855), very early in the 19th century imagined
the construction of a keyboard instrument,
which, by tongues of metal vibrating under
variable pressures of atmosphere, should give
nuances, or varying intensities of sound.
His
tongues were not
beating but
free
reeds
having an alternative movement, the energy
depending upon the density of the air-cuiTent
affecting them.
It was not a novel principle,
for the Chinese cJieng might have suggested the
'

employment of

'

'

'

it
but be this as it may, Fetia
informs us that Grenie never assumed that he
was the inventor of it. The experiments of
Sebastian Erard with free reeds, of which
Gretry thought so much, were already known.
A few years later than these, about 1814 some
say, and quite independently, Esohenbach of
Koenigshoven in Bavaria invented a keyboard
instrument mth vibrators, which he named
;

Then began the Greek era.
1816 Schlimbach of Ohrdruff, improving
upon Eschenbach, produced the .ffioline. The
next step was an apparatus for continuous wind,
by Voitof Schweinfurt, who called his instrument
.ffiolodicon.
In 1818 Anton Hiickel of Vienna
constructed a diminutive teoline as an instrument)
to be used with a pianoforte, bringing it out as
Physharmonica.i This bellows-harmonica Professor Payer took with him to Paris in 1823, and
several imitations were made of it, one of which,
the Aerophone of Christian Dietz, was described
by him in the sixth volume of the Revue Mnsicale
'

Organo-violine.

'

In

This name is stiUretaiued for a free-reed atop in tbeorgan, with
tremolo and Bwell box of its own, by Walcker of Ludwigaburg and
1

others.
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and knocked oflf at will by a little
The melody-attachment of

(Paris, 1S29).

Returning to Germany, Reich of
near Nuremberg, produced at ^lunich
in 1820 timbre registers imitating the clarinet
and bassoon. The 16-l'oot or octave-deeper

by a

Fiirth,

heel movement.

Fourneaux pere of
The Melophone came out at the
Paris, 1836.
Paris Exhibition of 1834, and was probably
made by Jacquet, whom the same authority
quotes as the only maker of melophonesin 1855.
Elsewhere we read of an jEolodicon with bent
tongues, and of a Terpodion with tongues of
wood
of an .lEolophone, an Adelphone, an
Adiaphonon, an Harmonikon, and a Harnionine
of the
of Jlelodiums, yEolians, and Panorgues
In EngPoikilorgue of M. Cavaille-Coll, etc.
land keyboard harinonicas with bellows were
known by the name of Serapihine, which was
not a harmonium, for it had no channels for the

when

register Fetis attributes to

;

;

;

The

tongues.

phine
1839.

is

oldest English piatent for a sera-

that of Myers and Storer, dated July 20,

It must be remembered that nearly all these
instruments had but one complete setof vibrators
to a keyboard. Tlie Organino, a tentative instrument of Alexandre Debain (born 1809, died
1877), had two notes an octave aptart on each
To this remarkable mechanician was due
key.
the gathering up the work of all his predecessors
and uniting four stopis on one keyboard to produce the Harmonium.
His first patent for this
instrument, in Paris, is dated August 9, 1840
(Notability de la Fadure Tiistruraentale Paris,
Inventor or improver, Debain had the
1857).
great merit of opening the path to contrasts in
,

colour of free-reed tone,

by means of various

sized

channels to the vibrators, submitted in different
registers, to one keyboard.
It was, however, unfortunate that in the defence of his rights he was
induced to secure to himself the sole privilege
of using the name Harmonium in France, thus
forcing other makers to use the name Organ,
and thus to add another stone to the cairn of
confusion in musical instrument nomenclature.
More recently, the name Reed-organ has been
used to express both the harmonium and the
American organ, and is, perhaps, the best way
out of a difficulty. The next great invention after
Debain attributed by Fetis to the Alexandres,
father and son
was the Expression, already
mentioned, the creation of a new and ;esthetically
more valuable harmonium. Another major invention was that of Martin, who gave the harmonium, touse a technical term, 'quicker speech,'
i,c. made the sound more quickly follow the
descent of the key. The invention is known as
percussion,' and is an adaptation of the piianoforte escapement, bywhichalittle hammerstrikes
the tongue at the same moment that it receives
Another invention
the impact of the wind.
of Martin's termed prolongement, enables the
player to prolong certain notes after the fingers
have quitted the keys.
Martin governed tins
by knee pedals, but it is now usually effected

—

—

'

'

'

stop,
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'

'

William Dawes, patented

in

London, 1864, has

the effect of making the melody-note, or air,
in the highest P'art, predoininate, b}' a
contrivance that shuts off all notes below the
highest in certain registers of a combination.
In the 'pedal-substitute' of Dawes and Ramsden
this is reversed, and the lowest notes can be
made to predominate over the other notes of a
left-hand chord. An imjiortant invention, and
curious as bringing the pianoforte touch to a
certain extent upon the harmonium keyboard,
is the 'double touch,' invented by an English
musician, Augustus L. Tamplin, before 1855,
and introduced systematically in the famous

harmoniums

of Mustel of Paris, and producing
emphasised or strengthened tones by a greater
depression of the key.
Another important

invention of the greatest delicacy is Mustel's
'pneumatic balance' (French Double Expression)
valves of delicate construction acting in the
wind reservoir, and keeping the pTcssure of air
in it practically equal, so that it cannot possibly
be overblown.
Proceeding now to the structure of the harmonium it is sufficient to notice externally the

—

keyboard and treadles as prominent features
(see Fig. 1).

The

latter (a),

moved by the

of the filayer, feed the bellows (h)

them

feet

the air is by
into the wind-

;

up the wind-trunk (</)
and from thence, while the expressionstop is not drawn, into the reservoir (/), in a
continuous and equal stream, excess in which is
obviated by a discharge pallet (c) acting as a
safety valve.
But when the exptression-stop is
drawn and the expression-hole (A) to the reservoir
is consequently closed, the air acts directly upon
forced

cliest (j),

the vibrators or tongues (?«), from the feeders
(e).
The entire apparatus for the wind is
covered by the bellows-board (A-), containing
the valves (j) that admit the wind to the
different rows of vibrators or reed compartments,
as the stops {t) maj' be drawn.
Above the
bellows-board is the pan (/), sometimes erroneouslycalled thesound-board, aboard of graduated
thickness in which are the ohannels(«)
separate
chambers of air to each vibrator, determining,
as said before, the different timbres.
The proportions of the channels and size of the pallet'

'

—

holes are

found empiricalh'.

The

air

within

the channels, set in vibration by the tongues,
Sometimes, to gain
is highly compressed.
space and a different quality, the channels with
their tongues are placed upright.
A stop (f)
being drawn and a key (j) depressed, wind
is admitted by the action to the tongue or
vibrator, and escapes by the pallet -hole (o)
at a comparatively even pressure if it
comes from the reservoir, or at a varying
pressure if, as already explained, the expression-stop is drawn and the wind comes from
the feeders direct.

—
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We give a cut of the percussion action already
alluded to (see Fig.

2).

Here q

is

the

hammer and assisted

the key, which

the wind

to

move

moment

at the

admitted.

is

,

< c

„

of five
The harmonium has a keyboard
The bass stops
octaves at 8-ft. pitch.
ranr'e up to and include
g!:g^^— the°«' on the first line of
the
the treble stave and

^
=

;

from
treble stops range
twenty-nine and thirty-

the /' upwards—
In an ordinary
two notes respectively.
rows ol
harmonium the registers or
number, divided
vibrators are four in
bass and treble, and
as lust stated, into
organs as they
again into front and back
front organ
The
called.
technically
are
toned
fuller
and
foundation
the
has
imitation and
the
organ
back
the
stops,
Thus, addmg the
more reedy stops.
names as they are frequently to

French

be met with
No.
Front

Diapason bass and
1.
and FlMe.
Diapason treble— Cor Anglais
8-ft. pitch.

No 2 Bourdon bass and Double
Clarinette.
Diapason treble—Smn-rfo™ and
16-ft. pitch.

Back.

No.

cipal treble

3.

—

Clarion bass and Prin-

CTariOTi

and

4 -ft.

Fifre.

pitcli.

,

treble—
No. 4. Bassoon bass and Oboe
8-ft. pitch.
BassoH and Hauthois.
arrangement
M. Mustel retains this
in all harof the foundation stops
large
moniums. (SeeMrsTEL.) In the
of great
Mustel instruments other stops
introbeauty are added, the indisputable

down

a

plunger

on beint' depressed sends
escapement
which acts upon a Uttle
'

action,

(a),
'

with

duction of their ingenious maker—
Bass. 2 -ft. pitch.
Harpe Eollmne.
Two ranks of vibrators, out of tune, the
beat flat, producone a beat sharp, the other a
ing a tremulous effect.
asal quality
MusetU. Treble. 16-ft. pitch. N
Two
16-ft. pitch.
Treble.
Voix Celeste..
ranks with soft quality.
quahty
Baryton. Treble. 32-ft. pitch. Nasal
like the Musette, but broader.
drawstop
The full organ {qrand jeu) is a
the harraonmni
givincr instantly the full power of
percussion
without the out-of-tune ranks. The
and not w'lth
has to do with the diapason only,
Martin.
as originally applied by
'

'

'

rows,

all four

mechanical stops— the Tremolo, which
reaches the vibrathe wind in motion before it

seta

Two
tors

portion
and the Sourdine, which shuts oft' a
be
wind that would reach them, may

of the

regarded

now

as discarded in all

harmonmms

The Swell (recit) is
manufacture.
It is
the organ.
like the Venetian swell in
and is conusually placed over the back organ,
of" good

by the

by knee

hammer

lever

(i),

reed,

which by

m

is the
and set-oflf (^
arrangement is struck by

(c),

this

;

m

motion
Pneumatic Fortes,' set
which open the louvres by extra
pneumatic levera.
pressure of wind acting upon

trolled

The

'

pedals,

front organ in foreign

harmoniums

is

usually
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subdued by a thin board the under surface of
which is covered with swansdown or other soft
this is replaced in England by a
material
covering of brown sheepskin or basil, also lined
The tongues are not made
with swansdown.
but of a metal
of ordinary sheet rolled brass
prepared expressly, and with some secrecy. The
best is believed to be from hanmiered wire reduced by continued hanrmering to the thickness
A broader tongue is found to give a
required.
bolder tone, but sacrifices quickness of speech
The tongues are
a narrower tongue is shriller.

making invention which served to mark the
rhythms or divisions in dancing or singing and

bent in various ways, longitudinally and laterally, to gain sweetness, but the speech suffers.
Tuning is elfected by scraping near the shoulder
to flatten the tongue, or near the point to sharpen
The air pressure some^'hat afl'ects the tuning
it.
of the larger vibrators, but it is a merit in the
harmonium that it alters little in comparison
with the pianoforte or flue-work of an organ.
Double touch is produced by causing the back
organ to speak first, and is divided technically
The harinto the upper and deep touches.
monium has been combined in construction with
the pianoforte byDebain and other makers. The
timbres and nature of the two instruments are
so dissimilar, not to say antagonistic, that no
real benefit is to be gained by yoking them

and gradual modification

;

as this

;

to enter here into the question of the construction
of the scales.
It must
point out that the ecclesiastical scales
are tolerably well represented by the white notes
of our keyed instruments, the dittereut ones
commencing upon each white note successively.
In these scales there were only two which had a
leading note or major seventh from the tonic.
Of these the one beginning on F (the ecclesiastical

suffice to

Lydian) was vitiated by having an augmented
fourth from the Tonic, and the one commencing
on C (the ecclesiastical Ionic, or Greek L^^dian)
was looked upjon with disfavour as the modus
lascivus.
These circumstances afl'ected very

.1.

'

'

practice

H.

of

This retiuse of them in musical performance.
cence probably arose from the nature of their
scales, which were well adapted for the development of the effective resources of melody, but
were evidently inadequate for the purposes of
In looking back over the history of
harmony.
music it becomes clear that a scale adapted for
any kind of elaboration of harmonj' could only
be arrived at by centuries of labour and thought.
In the search after such a scale experiment has
succeeded experiment, those which were successful serving as the basis for further

by

fresh generations of musicians

experiments
the scale

till

The ecclesiastical
use was arrived at.
out of which our modern system was
gradually developed, were the descendants of
the Greek scales, and like them only adapted for
melody, which in the dark ages was of a suffiThe people's songs of
ciently rude description.

we now
scales,

various nations also indicate characteristic scales,
hut these were equally unfit for purposes of
combination, unless it were with a drone bass,
which must have been a very early discovery. In

point of fact the drone bass can hardly be taken
as representing any idea of harmony proper
it is very likely that it originated in the instruments of percussion or any other form of noise;

TOL.

II

and it
materially the early ideas of harmony
will be seen that, conversely, the gradual growth
of the perception of harmonic relations modified
these ecclesiastical scales by very slow degrees,
by the introduction of accidentals, so that the
various modes were by degrees fused into our
;

combining
sounds of difterent pjitch, which is called Harmony, belongs exclusively to the music of the
most civilised nations of modern times. It seems
to be sufliciently proved that the ancient Greeks,
though they knew the combinations which we
call chords, and categorised them, did not make

The

(especially in barbar-

for harmony,
though the principle had certa,in issues in the
development of harmonic combinations, which
will presently be noticed. It would be impossible

'

A.

HARMONY.

most cases

;

'

together.

in

not necessarily imply a feeling

;

'

would

ous ages) be only one note, repeated at whatever
pitch the melody might be, the idea of using a
continuous note in place of a rhythndc one
would seem naturally to follow but this does

;

'

305

modern major and minor scales.
The earliest attempts at harmony of which
there are any examples or any description, was
the Diaphony or Organum which is described
by Hucbald, a Flemish monk of the 10th
century, in a book called EiKhiridion Musicae.
for the most part of successions
Burney gives
of fourths or fifths, and octaves.

These consist

an example from the work, and translates
follows

Ta

it

as

m

:

pa

-

tri3

semp

-

ter

-

nus

es

piractice of adding extra pjarts to a Canto
fermo at the distance of a fourth or fifth, with
an octave to make it complete, seems to have
been common for some time, and was expressed

The

by such terms
'

quintoier.

'

as

'

or in French
was not the only

diatessaronare,

This, however,

'

combination known to Hucbald, for in
another example which consists chiefly of successions of fifths and octaves the parallelism is
interrupted at the close, and the last chord but
one contains a major sixth. Further than this,
Burney gives an example in which the influence
of a drone bass or holding note is apparent,
whereby the origin of passing notes is indicated, as will be observed in the use of a
ninth transitionally between the combinations
of the octave and the tenth in the following
style of

example at *
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use of tenths in this example

eto.

r^

^^

is

remarkable,

Guido of Arezzo, who
lived full a century later, speaks of the symphonia vocum in his Antiphonarium, and mentions only fourths, fifths, and octaves.
This
might be through Huobald's notions of combination being more vague than those of Guido,
and his attempts at harmony more experimental
for, as far as can be gathered from the documents,
the time which elapsed between them was a

and evidently unusual,

for

'

'

period of gradual realisation of the qualities of
intervals, and not of progress towards the use of
fresh ones.
Guide's description of the Organum
is essentially the same as the succession of fourths
and fifths given by Hucbald he does not, however, consider it very satisfactory, and gives an
example of what was more musical according to
his notions
but as this is not in any degree
superior to the second example quoted from
Hucbald above, it is clear that Guide's views
on the subject of Harmony do not demand
lengthy consideration here.
[See Diaphoma.]
It is only necessary to point out that he
seems to have more defined notions as to what
is desirable and what not, and ho is remarkable
also for having proposed a definition of Harmony in his Antiphonarium in the following
Armonia est diversarum vocum apta
terms
;

;

—

imperfectconsonances, the first being the octaves,
the second the fourths and fifths, and the third
the major and minor thirds. He puts the sixths
among the discords, but admits of their use in
Discant as less disagreeable than flat seconds or
He is also
shavji fourths, fifths, and sevenths.
renjarkable for giving the first indication of a
revulsion of leeling against the system of Or'

ganising

'

in fifths

and fourths, and a tendency

towards the modern dogma against consecutive
fifths and octaves, as he says that it is best to
mix imperfect concords with perfect concords
instead of having successions of imperfect or
pierfect.
[See Discant.]
It is unfortunate that there is a deficiency of
examples of the secular music of these early
times, as it must inevitably have been among
the unsophisticated geniuses of the laity that the
most daring experiments at innovation were
made and it would be very interesting to trace
the process of selection which must have unconsciously played an important part in the survival
of what was fit in these experiments, and the
;

An indication
non-survival of what was unfit.
of this progress is given in a work by Marclietto
of Padua, who lived in the 13th century, in
which it appears that secular music was much
cultivated in Italy in his time, and examples of
the chromatic progressions which were used are
given

as for instance

;

'

coadunatio.

The Diaphony or Organum above described
was succeeded, perhaps about Guide's time, by
the more elaljorate system called Discantus.
This consisted at first of manipulation of two
different tunes so as to make them tolerably
endurable when sung together. Helmholtz suggests that
such examples could scarcely have
been intended for more than musical tricks to
It was a new and
amuse social meetings.
amusing discovery that two totally independent
melodies might be sung together and yet soimd
well.' The principle was, however, early adopted
for ecclesiastical purposes, and is described under
'

the

name Discantus by Franco

of Cologne,

who

lived but little after Guido in the 11th
From this Discantus sprang countercentury.

point and that whole genus of polyphonic music,
which was developed to such a high pitch of
perfection between the 14th and the 17th
centuries
a period in which the minds of successive generations of musicians were becoming
unconsciously habituated to harmonic combinations of greater and greater complexity, ready for
the final realisation of harmony in and for itself,
;

which, as will be seen presently, appears to have
Franco of
been achieved about the year 1600.
Cologne, who, as above stated, describes the first
forms of this Discant, is also somewhat in
advance of Guido in his views of harmony. He
classifies concords into perfect, middle, and

Marchetto speaks also of the resolutions of Disamong which he classes fourths, and

cords,

explains that the part which oH'ends the ear by
one of these discords must make amends by
passing to a concord, while the other part stands

This classification of the fourth among
which here appears for the first time,
marks a decided advance in refinement of feeling
for harmony, and a boldness in accepting that
feeling as a guide in preference to theory.
As
far as the ratios of the vibrational numbers of
the limiting sounds aie concerned, the fourth
stands next to the fifth in excellence, and above
the third
and theoretically this was all that
the mediaeval musicians had to guide them.
But they were instinctively choosing those consonances which are represented in the compound
tone of the lower note, that is in the series of
harmonics of which it is the prime tone, or
'generator,' and among these the fourth does not
occur
and they had not yet learnt to feel the
significance of inversions of given intervals and
therefore the development of their perception of
harmonies, dealing as yet onlywith combinations
still,

discords,

;

;

;

two different notes at a time, would lead them
and put it in the category of
discordant intervals, in which it has ever since
remained as far as contrapuntal musis is concerned, while even in harmonic music it cannot
of

to reject the fourth,
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all
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on an equality with other

The next writer on music of any prominent
importance after Marchetto was Jean de Muris,
who lived in the 14th century. In liis 'Ars
Contrapuncti he systematises concords, as the
previous writers had done, into perfect and imperfect
but his distribution is different from
He calls the
Franco's, and indicates advance.
octave and the fifth the perfect, and the major
and minor thirds and major sixths the imperfect
concords.
The minor sixth he still excludes.
Similarly to Franco he gives directions for intermingling the perfect and imperfect concords, and
further states that parts should not ascend or
descend in perfect concords, but that they may
in imperfect.
It is clear that individual caprice
'

;

was plaj'ing a considerable part in the develop-

ment

of musical resources in de Muris's time, as
he sfieaks with great bitterness of extempore descanters. He says of this new mode of descanting,
in which they professed to use new consonances,
magnus abusus, magna ruditas, magna bestialitas, ut asinus sumatur pro homine, capra pro
leone,' and so on, concluding, 'sic enim concordiae confunduntur cum discordiis ut nullatenus
una distinguatur ab alia.' Such wildness may
be aggravating to a theorist, but in early stages
of art it must be looked upon with satisfaction
by the student who sees therein the elements of
progress.
Fortunately, after de Muris's time,
original exampiles begin to multiply, and it
becomes less necessary to refer to reporters for
evidence, as the facts remain to speak for
themselves.
Kiesewetter gives an example of
four-part counterpoint by Dufay, a Netherlander,
who was born before 1400. This is supposed to
be the earliest example of its kind extant, and
is a very considerable advance on anything of
which there is any previous account or existing
exampJes, as there appears in it a frequent use
of what we call the complete common chord
with the third in it, and also its first inversion ;
and in technical construction especially it shows
great advance in comparison with previous
examples, and approaches much nearer to what
we should call real music. It requires to he
noted, moreover, that this improvement in technical construction is the most striking feature of
the progress of music in the next two centuries,
rather than any large extension of the actual
harmonic combinations.
The works of Okeghem, who lived in the next
century to Dufay, do not seem to present much
that is worthy of remark as compared with him.
He occasionally uses suspended discords in chords
'

of

in those of his great pupil Josqniu des Pres.

more than two

parts, as

A

first

examples of such discords in the whole eightyeight bars, and it is probable that this was a
liberal supply for the time when it was written.
Ambros says that Josquin was the first to use
accidentals to indicate the modifications of notes,

which we are tolerably certain must have been
modified according to fixed rules before his time
without actual indication in the copies.
Josquin certainly made use of them also to obtain
effects which could not have been derived from
the ordinary princip)les of rendering the music,
and thus took an important step in the direction
of assimilating the ecclesiastical scales in the
manner which gradually resulted in the musical
system we now use.
A remarkable instance of
this is his use more than once of a concluding
chord with a major third in it, the major third
being indicated by an accidental. Prior to him
the concluding chord had contained only a bare
fifth at most, and of this there are examples in
his

works

also, as

i=r =*==

^m
=l=t^:

'^E^l

1

from the Benedictus of the Mass Fay sans regrets' quoted by Burne}' (ii. 500)
in which progression the use of the Et> is worthy of notice
but his use of the major third shows a remarkalile
'

—

;

advance, espiecially in the direction of feeling for
tonality, which is one of the essential features of
modern music.
This use of the major third in the final chord
of a piece in a minor key (the Tierce de Picardie ')
became at a later time almost universal, the only
alternative being a bare fifth, as in the last
example and the practice was continued far on
'

;

into

modern music

;

as

by Bach and Handel,

'

'

'

'

;

and

origin depended on the same
which caused them to put the

its

feeling as that

fourth in the category of the discords
for like
the fourth, the minor third does not exist as a
part of the compound tone of the lower note,
;

from a canon quoted by Burney but discords are
of rare occurrence in his works, as they are also
;

in

the former of Avhose works it is very common
even in instrumental music. And still later we
find it in Mozart, as at the end of the Quam
On the
olim Ahrahae in the Requiem Mass.
other hand, at the conclusion of the Chorus
Dies Irae of the same mass the final chord
appears, as far as the voices are concerned, with
only a fifth in it, as in the example from Josquin
above. However with composers of the harmonic
jieriod such as these it has not been at all a
recognised rule to avoid the minor third in the
final chord, its employment or avoidance being
rather the result of characteristic qualities of
But with comthe piece which it concludes.
piosers of the preharraonic period it was clearly
a rule

^^g^g=^E^

For

part of tlie 'Stabat Mater' by
the latter (in the liar.colta Gcncrale dellc Opyre
Classkhc, edited by Choron), there are only ten
instance, in the

consonances.
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and its quality is veiled and undefined and it
was not till a totally new way of looking at
music came into force that it could stand on its
;

own

for among other considerathe very vagueness of tonality wliich
characterised the old polyphonic school necessitated absolute freedom from anything apjiroaching to ambiguity or vagueness in the

basis as final

;

tions,

concluding combination of sounds.
In modern
music the passage preceding the final cadence is
likely to be all so consistently and clearly in
one key, that the conclusion could hardly sutt'er
in definition by the use of the veiled third but
if the following beautiful passage from the conclusion of Josqnin's
Deploration de Jehan
Okenheira be attempted with a minor third
instead of his major third for the conclusion,
the truth of these views will be more strongly
felt than after any possible argument
;

'

'

:
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But the actual and vital difference between
the two systems lay in the fact that the old
musicians regarded music as it were horizontally,
whereas the moderns regard it perpendicularly.
The former looked upon it and taught it in the
sense of combined voice piarts, the harmonic
which was more or

result of

a matter of

less

the latter regard the series of
harmonies as primary, and base whole movements
upon their interdependent connection, obtaining
unity chiefly by the distribution of the keys
which throws those harmonies into groups.
In the entire absence of any idea of such principles of construction, the meditevalists had to
seek elsewhere their bond of connection, and
found it in Canonic imitation, or Fugue, though
it must be remembered that their idea of Fugue
was not of the elaborate nature denoted by the
term at the present day.
As an example of this
Canonic form, the famous secular song, Sumer
is icumen in,' will serve very well
and as it is
printed in score in both Burney's and Hawkins's
Histories and in this Dictionary (see Sumee
IS ICUMEN" in), it will be unnecessary to dwell
upon it here, since its harmonic construction
does not demand special notice.
In all such
devices of Canon and Fugue the great early
masters "n-ere proficients, but the greatest of
them were not merely proficient in such technicalities, l.Hit were feeling forward towards things
which were of greater importance, namely, pure
harmonic effects. This is noticeable even as early
as Josquiu, but by Palestrina's time it becomes
clear and indubitable.
On the one hand, the
use of note against note counterpoint, which so
frequently occurs in Palestrina's works, brings
forward prominently the qualities of chords
and on the other, even in his polyphony it is
inference

;

liut

'

;

In this case it is quite clear that a minor
third would not seem like any conclusion at
even the bare fifth would be better, since
all
at least the harmonic major third of the three
A's would sound unembarrassed by a contiguous semitone, for each of the A's in the
chord would have a tolerably strong harBronic Cj, with which the presence of a C5
But the major third has in
would conflict.
;

this

place

a

remarkable

finality,

"without

which the preceding progressions, so entirely
alien to modern theories of tonality, would
be incomplete, and, as it were, wanting a
boundary-line to define them.
This vagueness of tonality, as it is called,
which is so happily exemplified in the above
example, osjiecially in the Amen,' is one of the

;

'

strongest jioints of external difference between
the mediicval and modern musical systems. The
vagueness is to a great extent owing to the construction of the ecclesiastical scales, which gives
rise to such peculiarities as the use of a common
chord on the minor seventh of the key, as in the

Bow
following example from Byrd's Anthem,
thine ear,' where at* there is a common chord
on Eb in a passage which in other resjiects is all
in the key of F major.

uncommon to meet with passages which
are as clearly founded on a simple succession of
not

chords as anything in modern music could be.
Thus the following example from the motet,
Haec dies quam fecit Dominus ''

f^^^
A

'
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harmonic.
Palestrina, the hero of the old
died in 159li, and in 1600 the first
modern opera, the Euridice of Giacomo Peri,
was performed at Florence.
It is impossible to
point definitely to any particular time and say
Here the old order ended and the new began,'
for in point of fact tlie jteriods overlap) one
another.
A species of theatrical performance
accompanied by music had been attempted
long before this, and secular music had long
dispilayed very Iree use of chromaticisms similar
to the modern style of writing
and, on the
other hand, fine examples of polyphony may be
found later but nevertheless the appearance
of this ojiera is a very good typical landmark,
since features of the modei'n school are so clearly
disyilayed in it, such as arias and recitatives
accomp)anied harmonically after the modern
manner moreover in these the harmonies are
indicated by figures, which is a matter of conorder,

'

'

l^-

m^='---is
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'

simply an elaboration of the progression
-
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the attempt to
revivify Church Music lay chiefly in the recog-

In

fact, Palestrina's success in

nition of harmonic principiles

recognition

cases this
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;

amounts

and

in

many

to the use of

simple successions of chords in note against
note counterpoint, as a contrast to the portion
His success
of the work which is polyphonic.
also depended to a great degree on a very
highly developed sense for qualities of tone in
chords arising from the distribution of the
notes of which they are composed.
He uses
discords more frequently than his predecessors,
but still with far greater reticence than a modern
would do and in order to obtain the necessary
effects of contrast, he uses chords in various
positions, such as give a variety of qualities of
softness or roughness.
This question, which
shows to what a high degree of pierfection the
art was carried, is unfortunately too complicated
to be discussed here, and the reader must be referred to part ii. chap. xii. of Helmholtz's work
on the Sensations of Tone as a Physiologieal
Basis for the TJuory of Jhfsie, where it is completely investigated.
As an example of the
freedom with which accidentals were used in
secular music in Palestrina's time may be taken
the following passage from a madrigal by Cipriano
Eore, wdiich is quoted by Burney (Hist. iii.
;

;

;

;

siderable impiortance, as

it

implies a total change

of position relative to the construction of the

music.
As long as harmony was the accidental
resultofthc combination ofdifferent melodies, the
idea of using abbreviations for a factor which was
hardly a recognised part of the ertect would not
have occurred to any one, but as soon as harmony
came to be recognised as a prominent fact, the
use of signs to indicate the grouping of notes
into these chords would naturally suggest itself,
especially as in the infancy of these views the
chords were of a simjile descripition.
That the
system of figuring a bass was after\^ards largely
employed in works founded exclusively on the old
theor^'of counterpoint is no argument against this
view, as no one can fail to see how entirely inadequate the figuring is to su})ply any idea whatever
With Peri
of the effects of contrapuntal music.

names of Cavaliere, Viadana,
and Monteverde,
To Caccini the invention of recitative is attributed, to Viadana
that of the 'basso continue,' and to Monteverde
and
the boldest new experiments in harmony

are associated the

319):—

Caccini,

have been remarked from the above
survey that from the dawn of any ideas of combination of notes, musicians were constantly
First pierfect
accepiting fresh facts of harmony.
consonances, then imperfect, and then suspended
discords, which amounted to the delaying of
one note in passing from one concord to another
then modifications of the scales were made by
the use of accidentals, and approaches were by
that means made tow-ards a scale which should
admit of much more complex harmonic combina-

to the present question the last of these

;

It will

;

But before

could be further modified,
it was necessary that a new standpoint should
The great musicians of the 16th
be gained.
tions.

it

century had carried the art to as high a pitch
of perfection in the pure polyphonic style as
seems to us jiossible, and men being accustomed
to hear in their works the chords which were
the result of their polyphony were ready for the
first steps of transition from that style to the

the
been remarked
that during the previous century progress had
been rather in technical expression and perfec-

most important.

is

It has already

tion of detail than in newharmonies. Palestrina's
fame does not rest upon elaborate discords, but

upon

perfect

difl'erent

management of a limited number

of

Monteverde evidently
refinement, and sought for

combinations.

abandoned this ideal
harsher and more violent forms of contrast.
Thus in a madrigal Straccia me pur,' quoted in
'

Buruey's i/'isi'o/-;/ (iii. 239), the following double
suspensions occur
;

But a

far

more important innovation, which
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there need be no hesitation in attributing to him,
as he was personally blamed for it by the dogmatists of his time, was the use of the minor
seventh, which we call the Dominant seventh,

without preparation.
There is more than one
example of this in his works, but one which
occurs in a madrigal, Cruda Aniarilli,' is specially remarkable, as it is preceded by a ninth
used evidently as a grace-note in a manner
which for his time must have been very daring.
'

It is as follows

:

^

XT

-m-

T

^^^
This independent manner of using the Dominant seventh shows an appreciation of the principle of the relation of chords

tonic

:

that

is to

through a

say, the connection

tive importance of chords founded

common

and

rela-

on different

root notes of a scale according to the

modern

and not the

old ecclesiastical jirinciple.
It is
true that the very idea of roots of chords did
not suggest itself as a realisable conception till

but as is usual in these
was feeling its way slowly
and surely, and scientific demonstration had
nothing to do with the discovery till it came
in to explain the results when it was all accomplished.
The development of this principle
is the most important fact to trace in this period
nearly a century later

of taking the chords wherever they lay, according
to the old teaching of Discant,

retarded con-

siderably the recognition of the Dominant and
Tonic as the two poles of the harmonic circle of
the key
but Monteverde's use of the seventh,
;

above quoted, shows a decided approach to it.
Moreover, in works of this time the universality
of the harmonic Cadence as distinguished from
the cadences of the ecclesiastical modes becomes
apparent.
The ecclesiastical cadences were
nominally defined by the progressions of the individual voices, and the fact of their collectively
giving the ordinary Dominant Cadence in a large
jiroportion of instances was not the result of
principle, but in point of fact an accident.
The
modern Dominant Harmonic Cadence is the
passage of the mass of the harmony of the Dominant into the mass of the Tonic, and defines the
key absolutely by giving successively the harmonies which represent the comjpound tone of
the two most important roots in the scale, the
most important of all coming last.
The following examples will serve to illustrate
the character of the transition.
The conclusion
of Palestrina's Motet, '0 bone Jesu,' is as
follows

;

;

tases, artistic instinct

In this a
of masses of

modem,

regarding

it

in the light

harmony with a fundamental

bass,

Under the ecclesiastical
system one chord was not more important than
another, and the very existence of a Dominant
seventh according to the modefu accejjtation of
the term was precluded in most scales by the
absence of a leading note which would give the
indispensable major third. The note immediately

would find difficulty in recognising any piarticular key which would be essential to a modern
Cadence but the melodic progressions of the
voices according with the laws of Cadence in
Discant are from that pioint of view sufficient.

below the Tonic was almost invariably sharpened
by an accidental in the cadence in spite of the
prohibition of Pope John XXII., and musicians
were thereby gradually realising the sense of the
dominant harmony but apart from the cadence
this note was extremely variable, and many
chords occur, as in the example already quoted
from Byrd, which could not occur in that manner
in the moilern scales, where the Dominant has
Even considerably later
always a major third.
than the period at present under consideration
as in Carissimi and his contemporaries, who

been written within

of the history of music.

;

On
of a

the other hand, the following conclusion

Canzona by Frescobaldi, which must have
fifty

years after the death

modern idea,
marking first the Dominant with great clearness, and passing thence firmly to the chord of
of Palestrina, fully illustrates the

the Tonic

;

F :—

—

represent very distinctly the first definite harmonic period the habits of the old ecclesiastical
stjde reappear in the use of notes and chords
which wouhl not occur in the same tonal relations
and the etiect of confusion
in modern music
which results is all the more remarkable because
they had lost the nobility and richness wdiich
characterised the last and greatest period of the
piolyphonic style.
The deeply ingrained habits

—

;

It

is

clear that the recognition of this relation

between the Dominant and Tonic harmony was
indispensable to the perfect establishment of
the modern system.
Composers might wake to
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the appreciation of the effects of various chords
and ot" successions of full chords (as in the tirst
cliorus of Carissimi's .Tonali '), but inasmuch as
the Dominant is indispensable for tlie definition of
a key (hence called der herrschende Ton '), the
principle of modulation, which is the most important secondary feature of modern music, could not
be systematically and clearly carried out till that
means of detining the transition from one key to
another had been attained. Under the old system
The imthere was practically no modnlation.
pression of change of key is not unfrequently
produced, and sustained for some time by the
since a single
very scarceness of accidentals
accidental, such as Fg in the progress of a passage
in C, is enough to give to a modern musician the
impression of change to G, and the number of
'

'

;

chords which are

common

sustain the illusion.

G and C would

to

Sufficient

examples have

already been given to show that these impiressions
are illusory, and reference may be made further
Stabat
to the commencement of Palestrina's
Mater in eight parts, and his Motet Hodie
Christus natus est, 'and Gibbons's JIadrigal Ah,
dear heart,' which will also further show that
even the use of accidentals was not the fruit of
any idea of modulation. The frequent use of the
perfect Dominant Cadence or full Close, must
hai'e tended to accustom composers to this important point in modern harmony, and it is
inevitable that musicians of such delicate artistic
sensibility as the great composers of the latter
part of the 16th century should have approached
nearer andnearer to a definite feeling fortonality,
otherwise it would be impossible to account for
the strides which had been made in that direction
by the time of Carissimi. For in his works the
principle of tonality, or in other words the fact
that a piece of music can be written in a certain
key and can pass from that to others and back,
is certainly displayed, though the succession of
these keys is to modern ideas irregular and their
indiWduality is not well sustained, owing partly
no doubt to the lingering sense of a possible
minor third to the Dominant.
The supporters of the new kind of music as
opposed to the old polyphonic style had a great
number of representative composers at this time,
as may be seen from the examples in the fourth
volume of Burnej^'s History and among them a
revolutionary spirit was evidently jiowerful, which
makes them more important as innovators than as
great musicians. The discoveryof harmony seems
to have acted in their music for a time unfavourably to its quality which is immensely inferior to
that of the works of the polyphonic school they
Their harmonic successions
were supplanting.
are poor, and often disagreeable, and in a large
number of cases purely tentative. The tendency
was for some time in favour of the development
'

'

'

'

'

'

;

of tunes, to which thenewconceptionsof harmony
Tunes in the first
supplied a fresh interest.
that is, absoinstance had been homophonic

—
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lutely devoid of any sense of relation to

harmony

;

discovery that a new and varied
character could be given to melody by supplying
a harmonic basis naturally gave impetus to its
cultivation.
This also was unfavourable to the
development of a high order of art, and it was
only by the re-establishment of polyphony upon
the basis of harmony, as we see it displayed to
perfection in the works of Bach, that the art
could regain a lofty standard comparable to that
of Palestrina, Lasso, Byrd, Gibbons, and the
many great representatives of the art at the
end of the 16th and the beginning of the 17th
centuries.
In point of fact harmonic nmsio
cannot be considered apart from the parts or
voices of wdrich it is composed.
It consists of
an alternation of discord and concord, and the
passage of one to the other cannot be conceived
except through the ptrogression of the j'larts. As
has been pointed out with respect to the discovery of harmonic or tonal form in musical
composition in the article Form, the effect of
the new discovery was at first to make composers
lose sight of the important element of progression
of parts, and to look upon harmony as preeminent consequently the progressions of parts
in the works of the middle of the 17th century
seem to be dull and uninteresting. Many composers still went on working in the light of the
old system, but they must be regarded in relation to that system, and not as representatives
of the new
it was only when men strong enough
to combine the principles of both schools appeared
that modern nmsio sprang into full vigour. The
way was prepared for the two great masters who
were to achieve this at the beginning of the 18th
century by the constant labours and experiments
of the composers of the 17th.
It would be
impossible to trace the appearance of fresh harmonic material, as the composers were so numerous, and many of their works, especially in the
early period, are either lost or unattainable. But
in surveying the general aspect of the works wdiich
are available, a gradual advance is to be remarked
in all departments, and from the mass of experi-

and

the

;

;

ments certain

facts are established.

ness of modulation

is

Thus

clear-

early arrived at in occasional

for example,
in an opera called
Orontea by Cesti, which was performed at
Venice as early as 1649, there is a sort of short
Aria, quoted by Burney (iv. 67), which is as
clearly defined in this respect as any work of the
present day would be. It commences in E minor,
and modulates in a perfectly natural and modern
way to the relative major G, and makes a full

instances
'

;

'

From thence it proceeds to
minor, the subdominant of the original key,
and makes another full close, and then, just
touching G on the way, it passes back to E minor,
and closes fully in that key. This is all so clear
and regular according to modern ideas that it
is difficult to realise that Cesti wrote within
half a century of Palestrina, and of the first
close in that key.

A
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recognition of the elements of modern

by Caooini, Monteverde, and their

harmony
The

fellows.

and the
which the different keys are rendered
distinct from one another, both by the use of
appropriate Dominant harmony, and by avoiding
clearness of each individual modulation,

way

in

the obscurity wliich results from the introduction
of foreign chords, is important to note, as it
indicates aostrongly the feelingfor tonality which
by constant attention and cultivation culminated
in the definite principles which we now use. That
the instance was tentative, and that Cesti was
guided by feeling and not rule, is sufficiently
proved by the fact that not only contemporary
musicians, but successive generations up to the
end of the century, and even later, frequently
fell into the old habits, presenting examples of
successions of harmony which are obscure and
confused in key.
It is not possible to discover precisely when
the use of the seventh in the Dominant Cadence
came into vogue. It has been already pointed out
that Monteverde hazarded experimentally the
use of the Dominantseventhwithoutpreparation,
but nevertheless it does not seem to have been
used with any obvious frequency by musicians in
the early part of the 17th century but by the
middle and latter part it is found almost as a
matter of course, as in the works of the distinguished French instrumental composers Dumont, Jacques de Chambonnieres, and Couperin.
The following is an example from the second of
;

these

:

I

might have been

in-

troduced in the first instance as a passing note
between the root of the first chord and the third
of the next, and its true significance have been
seen afterwards.
This use of the seventh in the Dominant chord
in the Cadence makes the whole effect of the
Cadence softer and less vigorous, but for the

purpose of defining the key
and
as strong as possible
;

it

makes the Cadence

this, in

consideration

of the great latitude of modulation and the
great richness and variety of harmony in modern

music, becomes of great imjjortance. It does this
First, by simply adding another
in three ways.
note to the positive representative notes of the
key which are heard in the Cadence, in which in
this form the submediant (as A in the key of C)
will be the only note of the scale which will not
be heard. Secondly, by giving a very complete
representation of the compound tone of the rootnotes ascontainedin the Diatonic scale since the
seventh harmonic, though not absolutely exact
;

The softness which characterises this
form of the Cadence has led to its avoidance
indicates.

in a noticeable

degree in

many

great works,

—

as in
notwithstanding its defining properties
both the first anil last movements of Beethoven's
C minor Sympliony, the first movement of liis
Symphony in A, and the Scherzo of the Ninth
Sj'mphony.
In such cases the definition of key
is obtained by other means, as for example in the
last movement of the C minor Sympjhony by the
remarkable reiteration both of the simple conIn the
cordant cadence and of the Tonic chord.
first mo^'ement of the A Symphony and the
Scherzo of the Ninth, the note which representsthe seventh, although omitted in the actual
harmony of the Cadence, appears elsewhere in
In respect of definition
the passage preceding.
of key it will be apposite here to notice another
form of Cadence, namely that commonly called
Plagal, in wliicli the chord of the subdominant (as
F in the key of C) precedes the final Tonic chord.
This Cadence is chiefiy associated with ecclesi-

which it was more appropriate
more elaborate modern music. On
the one hand it avoided the difficulty of the
Dominant chord whicli resulted from the nature
of most of the ecclesiastical scales, while its want
of capacity for enforcing the key was less observable in relation to the simpler harmonies and

^
it

so near that

than

T^r
easily

is

astical music, to

-^•s^

which shows how

is used in harmony,
they can hardly be distinguished
from one another, as is admitted by Helmholtz.
And thirdly, by presenting a kind of additional
downward-tending leading-note to the third in
the Tonic chord, to which it thereby directs the
more attention.
In relation to which it is also
to be noted that the combination of leading note
and subdominant is decisive as regards the key,
since they cannot occur in combination witli the
Dominant as an essential Diatonic chord in
any other key than that which the Cadence

withtheminor seventh which

it is

in

absence of modulation of the older style.
This
deficiency arises from the fact that the chord of
the Subdominant already contains the Tonic to
which it is finally to pass, and its compound tone
which also contains it does not represent a
position so conii)letely in the opposite phase to
the Tonic as the Dominant does
whence the
progression is not strongly characteristic.
It
also omits the characteristic progression of the
leading note up to tlie Tonic, and does not represent so many positive notes of the scale as the
Dominant Cadence. For these various reasons,
though not totally banished from modern music,
it is rare, and when used appears more as supplementary to the Dominant Cadence, and serving
to enforce the Tonic ?tnte, than as standing on its
own basis. Moreover, as supplementary to the
Dominant Cadence it offers the advantage of
giving tlie extra note in the scale which, as has
been remarked, is almost inevitably omitted in
the Dominant Cadence.
Hence an extended
type of Cadence is given by some theorists as the
;
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most complete, which, as it were, combines
properties of tlie two Cadences in this form

tlie

m E-£

r

a proceeding which conveys to the mind of a
modern musician a feeling of weakness
and inconsequence, which the softness and refinecultivated

FBEgZ^gHJl^i
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ment

of style and a certain sense of languor in
the works of the early Italian masters rather
tend to aggravate.
TThus in the first part of

^

Carissimi's Cantata

'Deh

contentatevi,'

which

only seventy-four bars in length, there are no
less than ten jierfect Dominant Cadences with
the chords in their first positions, besides interrupted Cadences and imperfect Cadences such
as are sometimes called half-closes.
This is, nO'
doubt, rather an excessive instance, but it serves
to illustrate the effect which tlie discovery of
the Cadence had on music
and its effect on
English ecclesiastical music of a slightly later
period, as for instance in the works of Rogers,
will be remembered by musicians acquainted
with that branch of the art as a p)roof that the
case is not over-stated.
It was, no doubt, necessary for the development of Form in musical
works that this phase should be gone through,
and the part it pilayed in that development is
considered under that head, and therefore must
not be further dwelt upon here.
The use of
imperfect and interrup)ted Cadences, as above
alluded to, af)pears in works carlj' in the l7th
century, being used relatively to perfect Cadences
as commas and semicolons are used in literature
in relation to full stops.
The form of the imperfect Cadence or half-close is generally a progression towards a pause on the Dominant of
the key.
The two following examples from
Carissimi will illustrate his method of using
is

In this the suhdominant chord of the weaker
Cadence comes first, and a cliord of 6-4, as it is
called, is inserted to connect it with tlie Dominant cliord (as otherwise tliey would have no
notes in common, and the connection between
them harmonically would not be ostensible), and
then the Dominant cliord passes into the Tonic
after the usual fashion. Otherinethods of joining
the Subdominaiit chord to the Dominant chord
are plentifully scattered in musical works, as for
instance the use of a suspended fourth in the
place of tlie 6-4 but as a typ^e the above answers
very well, and it must not be taken as more
than a type, since a bare theoretical fact in such
a form is not music, but only lifeless theory. As
an example of the theory vitalised in a modern
form may be given the conclusion of Scliumann's
Toccata in C i'or pianoforte (op. 7), as follows
;

:

In this the weak progression of tlie 6-4 is happily
obviated by connecting tlie Subdominant and

;

them

:

Dominant chords by the minor tliird of the former
becomingtheminorninthof thelatter andat tlie
same time the n ovelty of using this inversion of the
Dominant minor ninth as the penultimate chord,
and its having also a slight flavour of the old
plagal Cadence, gives an additional vitality and
interest to the whole.
Composers of the early
harmonic period also saw the necessity of putting
recognised facts in some fomi which presented
novelty and individuality, and their efforts in that
direction will be shortly taken notice of.
Meanwhile, it must be observed that the discovery
of the harmonic Cadence as a means of taking
;

breath or expressing a conclusion of a phrase
and binding it into a definite thought, affected

music

time unfavourably in respect of its
In Polyphonic times,
if it was desirable to make a break in the firogress of a movement, the composers had to devise
their own means to that end, and consequently
a great variety is observed in the devices used
for that purpose, which being individual and
various have most of the elements of vitality in
them. But the hannonic Cadence became everybody's property
and whenever a composer's
ideas failed him
or his imagination became
feeble, he heljied himself out by using the
Cadence as a full stop and beginning again
for a

continuity and breadth.

;

;

=lt

ii
in

which

tlie

key

is

C,

and-

mm^^:

~-w^-

m^

az2z

which the key is Et>. The form of the Interrupted Cadence which is usually quoted as
typical is that where the pirogression which
seems to tend through the Dominant chord to
the concluding Tonic chord is made to diverge
to some other position, such as a chord on the
submediant of the key, as on A in the key of C.
This form also appears in Carissimi, but not
in

with any apparent definiteness of purjiose.
In
fact, as a predetermined effect the Interrupted
Cadence belongs to a more advanced condition
of ideas in music than that illustrated by Carissimi and his followers and contemporaries, and
only demands a passing notice here from the fact
that it does occur, though rarely.
Composers in
those times were more in the habit of concluding
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with the Cadence, and repeating part of what
they had said before over again with another
Cadence which answers the same requirements
of form as most of the uses of Interrupted
Cadences by Bach and Handel, but in a much
less refined and artistically intelligent manner.

device in the

In order to see the bearings of many of tfie
experiments which were made by the early
representatives of harmonic nmsic it will be

instinctively at a single stroke

necessary to return for a short space to their
predecessors.
The basis wliich the old contrapuntists had worked upon
which we express,
for brevity's sake, in the language which is consistently only applicable to harmonic music, as
concords and their first inversions and simple
discords of suspension
had been varied and
enriched by them by the use of passing notes.
In the use of these a great deal of ingenuity was
exercised, and the devices which resulted were
in some instances looked upon as everybody's
property, and became quite characteristic of the
particular form of art.
As a type of these may
be taken the following from Dufay, who lived in
the 14th century, and has already been spoken
of as being quoted by Kiesewetter

given above stands this test, but the latter,
judged by the light of the rules of Discant,
does not hence we must regard it as an arbitraryuse of a well-known figure which is justifiable

;

—

—

:

^
s

E is interpolated before the legitimate
passage of the passing note is concluded.
This
particular figure reappears with astonishing frequency all through the polyphonic period, as in
Josquin's Stabat Mater,' in Palestrina's Missa
Papae Marcelli,' in Gibbons's Hosanna,' and in
Byrd's Mass.
But what is particularly noticeable about it is that it gets so thoroughly fixed
as a figure in the minds of musicians that ulti'

sometimes lost
actually appears in a form in

true significance

passing note

example of

and we estimate

The

lectual analysis to the result.

first

intel-

example

;

only because it is well known and the principle
will be found to apply to several peculiar features
which presently will be observed as making
The early
their appearance in harmonic music.
harmonists proceeded in a similar direction in
their attempt to give richness to the bare outline
of the harmonic substructure by the use of
grace-notes, appoggiaturas, anticipatory notes
and the like, and bycertain processes of condensation or prolongation which they devised to vary
;

monotony of uniform resolution of discords.
Of these some seem as arbitrary as the use of the
the

which guided or seem to have guided them in
that which seems to us sound.
As an example
of insertion between a discord and its resolution,
the following passage from a Canzona by Frescobaldi

may

made by the
resolution.
As an

its

this (which, however, is rare)

may

be taken the following passage from the Credo
in Byrd's Mass

be taken:
(a)

ii)

-tn^-J ^*' J

P

:

^

is

of the seventh

shorn of

is

;

soundness or unsoundness by applying

its

'

of, and it
which the discord

—

;

'

sight

—

assume in analysing the progression but
merely of artistic feeling and in point of fact
such artistic feeling, when it is sound, is to all
appearances a complex intellectual feat done
to

quoted from Byrd, and others were the fruit of
that kind of spontaneous generalisation which we
recognise as sound.
It is chiefly important to
the present question to notice the principles

y^

of the

its

instance was not the result of
such as we are forced

characteristic figure of the polyphonic times just

"3==

In this the F is clearly taken as a passing note
between G and E, and a note on the other side

mately

first

intellectual calculation

^
I

etc.

which the seventh (a)

is not actually resolved
the principle of the device being the
same as in the early example quoted above from

in

till (b)

Dufay.

;

Bach carried

this principle to a remark-

able pitch, as for instance

:

f
from the Fugue in

B

minor. No. 24 in the

Jl'ohUemperirtes Clavier.
The simple form of anticipation which appears

much frequency in Handel's works in
the following form
with so

In this the seventh in the treble and its counterpart in the bass never arrive at the Bb on which
they should naturally resolve, and musicians were
probably so accustomed to the phrase that they
did not notice anything anomalous in the progression.

It

is

probable, moreover, that the

HARMONY
ia found commonly in the works of the Italian
composers of the early part of the 17th century.'
Several other forma also are of frequent occurrence, but it is likely that some of them were not
actually performed as they stand on paper, since
it is clear that there were accepted principles
of modification by which singers and accompanists were guided in such things just as they
are now in rendering old recitatives in the traditional manner, and had been previously in
sharpening the leading note of the ecclesiastical
Hence it is difficult to estimate the real
modes.
value of some of the anticipations as they appear
in the worksthemselves, since the traditions have
in many instances been lost.
An anticipation
relative melodically to the general composition

of the tonic chord, wliich is also characteristic
of modern music, occurs even as early as Peri,
from whose 'Eurydice the following example
'

'

is

taken

:

Fph^
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This particular feature seems to have
been accepted as a musical fact by composers,
and appears constantly, from Monteverde till the
end of the century, among French and Italians
alike
and it is invested with the more interest
because it is found in Lully in an improved form,
which again renewed its vitality. It stands as
follows in a Sarabande by him
passage.

;

;

and

this form

was adopted by Handel, and will be
by those acquainted

easily recognised as familiar

with his works.
Corelli indicates the firm
hold which this particular seventh had obtained
on the minds of musicians by using it in immediate succession to a Dominant seventh, so that
the two intervals succeed each other in the
following manner
:

in the Sonata II. of the Opera 2nda, published

Rome, 1685. These methods of using passing notes, anticipations, and like devices, are
extremely important, as it is on the lines thereby
indicated that progress in the harmonic department of music is made. Many of the most prolific
sources of variety of these kinds had descended
from the contrapuntal school, and of these tlieir
immediate successors took chief advantage at
first with moderation, but with ever-gi-adually
increasing complexity as more insight was gained
Some deinto the opportunities they offered.
vices do not appear till somewhat later in the
century, and of this kind were the condensation
in

;

of the resolution of suspensions, which became
very fruitful in variety as music progressed. The

old-fashioned suspensions were merely temporary
retardations in the progression of the parts which,
taken together in their simplicity, constituted a
series of concords.

.^J-

Thus the succession

=J=J=

^-f=T=r
evidently only a sophisticated version of the
succession of sixths

is
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the analogue of a pedal in an upper part
to obtain a new harmonic eti'ect

is

used

:

About

which is extremely
modern music makes its ap-

this time also a chord

characteristic of

pearance, namely, the chord of the diminislred
seventh.
This appears, for example, unpre-

pared in Corelli's Sonata X, of the Opera Terza,'
published in 1689, as follows:
'

—5

'f'^

't^=^
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according to their roots or fundamental basses
has been since generally adopted.
By the beginning of the 18th century the
practice of grouping the harmonic elements of
music or chonls according to the keys to which
they belong, which is called observing the laws
of tonality,

was tolerably universal.

Composers

had for the most part moved sufficiently far
away from the influence of the old ecclesiastical
system to be able to

new

realise the first principles

These principles are
and it is chiefly
in relation to that large department of the
modern art that they must be considered. Under
the conditions of modern harmony the harmonic
basis of any passage is not intellectually appreof the

secular school.

essential to instrumental music,

ciable unless the principle of the relations of

the chords composing it to one another through
a common tonic be observed.
Thus if in the
middle of a succession of chords in C a chord
appears which cannot be referred to that key,
the passage is inconsistent and obscure but if
this chord is followed by others which can with
it be referred to a different key, modulation has
been efl'ected, and the succession is rendered intelligible by its relation to a fresh tonic in the
place of C.
The range of chords which were
recognised as characteristic of any given key
was at first very limited, and it was soon perceived that some notes of the scale served as the
bass to a larger number and a more important
class of them, the Dominant appearing as the
most important, as the generator of the larger
number of diatonic chords and since it also contains in its compound tone the notes which are
most remote from the chord of the tonic, the
artistic sense of musicians led them to regard
the Dominant and the Tonic as the opposite
poles of the harmonic circle of the key, and no
progression was sufficiently definable to stand in
a position of tonal importance in a movement
unless the two poles were somehow indicated.
That is to say, if a movement is to be cast upon
certain prominent successions of keys to which
other keys are to be subsidiary, those which are
to stand prominently forward must be defined
by some sort of contrast based on the alterna;

;

It is
tion of Tonic and Dominant harmony.
probably for this reason that the key of the
Subdominant is unsatisfactory as a balance or

of a movement, since in proDominant to verify the tonality,

complementary key
gressing to

its

the mind of an intelligent listener recognises the
original Tonic again, and thus the force of the
This, as has
intended contrast is weakened.
been above indicated, is frequently found in
works of the early harmonic period, while composers were still searching for the scale which

should give them a major Dominant chord, and
the effect of such movements is curiously wanThe use of the Dominant
dering and vague.
as the complementary key becomes frequent in
works of the latter portion of the 17th century,

as in Corelli

and Handel,

;

in the next, as in Bach
recognised as a matter of

and early
it

is

Haydn and Mozart so
was put upon it as a centre, that
it began to assume the character of a convenBeethoven contionalism and to lose its force.
sequently began very early to enlarge the range
of harmonic bases of the key by the use of chords
which properly belonged to other nearly related
keys, and on his lines composers have since
continued to work.
The Tonic and Dominant
course

much

in the time of

;

strain

apparently inevitable, but they
by an enlarged range of harmonic roots giving chrojnaticcombinationswhich
are affiliated on the original Tonic through their
relations to the more important notes of the
scale which that Tonic represents, and can be
therefore used without obscuring the tonality.
As examples of this may be taken the minor
seventh on the tonic, which properly belongs
to the nearly allied key of the subdominant
a major concord on the supertonie, with the
minor seventh superimposed, which properly
belong to the Dominant key the major chord
on the mediant, which properly belongs to the
key of the relative minor represented by the
chord of the submediant, and so on.
Bach's use of harmony was a perfect adaptaHe
tion to it of the principles of polyphony.
resumed the principle of making the harmony
ostensibly the sum of the independent parts,
but with this difference from the old style,
that the harmoniesreally formed the substratum,
and that their progressions were as intelligible
as tlie melodies of which they seemed to be the
result.
From such a principle sprang an immense extension of the range of harmonic combinations.
The essential fundamental chords
are but few, and must remain so, but the combinations which can be made to represent them
on the polyphonic principle are almost infinite.
By the use of chromatic passing and preliminary
notes, by retardations, and by simple chromatic
alterations of the notes of chords according
to their melodic significance, combinations are
arrived at such as puzzled and do continue to
puzzle theorists who regard harmony as so many
unchangeable lumps of chords which cannot be
admitted in music unless a fundamental bass
can be found for them.
Thus the chord of the
augmented sixth is probably nothing more than
the modification of a melodic progression of one
or two parts at the point where naturally they
would be either a major or minor sixth from
one another, the downward tendency of the
one and the upward tendency of the other
causing them to be respectively flattened and
sharpened to make them approach nearer to
the notes to wljich they are moving.
In the
case of the augmented sixth on the flat second
of the key, there is only one note to be
altered
and as that note is constantly altered
in this fashion in other combinations
namely
centres are

still

are supplemented

;

;

—
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by substituting the

flattened note for the natural
in the key of C, by
diatonic note, as Dt> for
Carissimi, Bach, Beethoven, Chopin, in all ages
it seems superfluous to conof harmonic music

D

—

sider

whether or no

it is

a chord with a double

root as theorists propose, in which one note is
the minor ninth of one root, and the other

The way in which
by constant recurrence has

the major third of anotlier.
ideas

become

fixed

already been indicated in the case of a figure
which was very characteristic of tlie polyphonic

subdominant seventh
harmonists
in like manner
modifications, s\ioh as the augmented sixth, and
the sharp fifth (whicli is merely the straining
upwards of the upper note of a concord in its
melodic progression to the next diatonic note),
become so familiar by constant recurrence, that
they are accepted as facts, or rather as representatives, by association, of the unmodified intervals,
and are used to all intents as essential chords
and moreover being so recognised, they are
made liable to resolutions and combinations
with other notes which would not have been
possible wliile they were in the unaltered conwliich is not really more to be wondered
dition
at than the fact that Bach and his contempor-

and

school,

major ninth and its sister the minor ninth,
both of which Hclniholtz acknowdedges may bo
taken as representatives of the lower note or
and it cannot be denied that they are
both used with remarkable freedom, both in
their preparation and resolution, by the great
masters.
Haydn, for instance, who is not
usually held to be guilty of harmonic extravagance, uses the major nintli on the Dominant
thus in his Quartet in G, op. 76
root

;

:

U

in that of the

with the early
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.
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1

;

and the minor ninth similarly, and with as
great

freedom, as follows, in
(Trautwein, No. 3):

a

Quartet

in

F minor

;

;

aries

and immediate predecessors

associated

tunes

originally

cast

in

habitually
the old

modes with harmonics which would
have been impossible if those modes had not
been superseded by the modern system of scales.
The inversion of the above-mentioned augmented
ecclesiastical

sixth as a diminished third

is

remarkable

for

two reasons.
In the first place, because when
used with artistic purpose it is one of the most
striking chords in modern music, owing to the
gradual contraction towards the resolution
as is felt in the employment of it by both
Bach and Beethoven to the words et sepultus
Crucifixus
of their masses in
est
in the
B minor and D respectively and in the second,
'

'

'

'

;

because a distinguished

work

is

in

many

modern

theorist (whose

respects very valuable) having

discovered that the augmented sixth is a doublerooted chord, says that it should not be inverted, because the upper note, being a secondary
'

harmonic, and capable of belonging only to the
secondary root, should not be beneath the
lower, which can only belong to the primary
root.'
It must not be forgotten, however, in
considering the opinions of theorists on the
origin of chords such as these, that their explanations are not unfrequently given merely
for the purpose of classifying the chords, and of
expounding the laws of their resolutions for the
benefit of composers who might not be able
otherwise to employ them correctly.
The actual number of essential chords has
remained the same as it was wlien Jlonteverde
indicated the nature of the Dominant seventh
by using it without preparation, unless a single
exception be made in favour of the chord of the

It is

not possible to enter here into discussion

of particular questions, such as the nature of

the chord frequently called the 'Added Sixth,'
to which theorists have proposed almost as
many roots as the chord has notes Rameau
originally suggesting the Subdominant, German
theorists the Supertonic as an inversion of a
seventh, Alfred Day the Dominant, as an inversion of a chord of the eleventh, and Helmholtz returning to the Subdominant again in
support of Rameau.
Neither is it necessary to
enter into particulars on the subject of the
diminished seventh, which modern composers
have found so useful for purposes of modulation,,
or into the devices of enharmonic changes,
which are so fruitful in novel and beautiful
efi'ects, or into the discordance or non-discordance of the fourth.
It is necessary for the
sake of brevity to restrict ourselves as far as
possible to things which illustrate general
;

and of these none are much more
remarkable than the complicated use of suspensions and passing notes, which follow from
principles

;

the principles of Bach in polyphony as applied
to harmony, and were remarked on above as
laying the foundations of all the advance that

has been made in Harmony since his time.
Suspensions are now- taken in any form and
position which can in the first place be possibly
prepared even by passing notes, or in the
second place be possibly resolved even by causing a fresh discord, so long as the ultimate
resolution into concord is feasible in an intellig-

manner.
Thus Wagner's
opens with the phrase
ible

'

Jleistersinger

'
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B

in which
treble,

which

a suspended passing note rea fresh discord with the

is

solving so as to

make

in reality

resolved into another

is

discord made by the appearance of a chromatic
passing note, and does not find its way into an
essential concord

till three chords farther on
but the example is sufficient to show the application of both principles as above expressed.

One

of

existence

the
is

Toccata in

D

;

most powerful suspensions in
the following from Bach's Organ
minor

;

In the latter part of the last act of the same
are some extremely remarkable examples
of the adaptation of the polyphonic principle to
harmony, entailing very close modulations, for

work

which there

is not space here.
principle of persistence was early recognised in the use of what were called Diatonic sucThey are defined by Prof.
cessions or sequences.

The

Macfarren as

'

the repetition of a progression of

harmony, upon other notes of the scale, when
all the parts proceed by the same degrees in
each repetition as in the original progression,"
irrespective of augmented or diminished intervals,
or doublings of notes which in other cases it is
And this may be exnot desirable to double.
panded into the more general proposition that
when a figure has been established, and the

Of strongly accented passing notes the following
are good examples
;

U

S5

jU

*i

«

*i-,

principle

and manner of

accompaniment

Sh^ J.=^
-r-

its

repetition, it

may

be repeated analogously without any consideraThus
tion of the resulting circumstances.
Beethoven having established the form of his

— ^

goes tlirough with
fifths

which

it in

^~~^~'— ^~
despite of the consecutive

result

cqI. Sii.

from the Overture to the

'

Messiah

'

;

and

from Brahms's Ballade in D, which is practically
the same passing note as that in the example
from Handel, but passing in the opposite direction.

A

good example of a succession of combina-

tions resulting from the principles above enumerated with regard to the modification of diatonic
notes, and the use of chromatic passing notes,

occurs in Bach's Cantata,
<p.

'

Christ unser Herr

208):S=^r=

'

'

and two of the preliminary
•chromatic notes (*) are sustained as a suspension
into the next chord

of

tlie

C minor Symphony

of Beet-

hoven, a fine example in the Fugue which
stands as Finale to Brahms's set of Variations
on a Theme by Handel, and in the example
quoted from Purcell's Service above.
Beethoven even makes more than one note persist,
as in the first variation on the Diabelli Valse

121)-

rE3E

of the second act of Tristan
combination given theoretically

:and Isolde tlie
above actually occurs,

movement

(op.

fe^
^£^
In the second scene

Again, a single note whose stationary character
has been established in harmony of which it
actually forms a part, can persist through harmonies which are otherwise alien to it, and
irrespective of any degree of dissonance which
results.
This was early seen in the use of a
Pedal, and as that was its earliest form (being
the immediate descendant of the Drone bass
mentioned at the beginning of the Article) the
singular name of an inverted Pedal was applied
to it when the persistent note was in the treble,
as in an often-quoted instance from the slow

-e — «— h^-« — «— P@—«

m— P«
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(compare "with the example from Die Jlcisterabove).
Another familiar examjile of
siiiger
'

'

persistence

persistence of direction, as

is

it is

a

well-known device to make parts which are progressing in opposite directions persist in doing
so irrespective of the combinations wliich result.
For the limitations which may be put on these

must be made to the regular
many of them principles
expediency and custom, and many of them

devices reference

text-books, as they are

of

depend on laws of melodic progression, the consideration of wliich

own

it is

necessary to leave to

its

particular head.

It appears then, iinally, that the actual basis

of harmonic music is extremely limited, consisting
of concords and their inversions, and at best not
more than a few minor sevenths and major and
minor ninths and on this basis the art of
modern music is constructed by devices and
principles which are either intellectually con;

ceived or are the fruit of highly developed nuisical
instinct, which is, according to vulgar phrase,
inspired,' and thereby discovers truths at a
'

which the rest of the world recognise
evidently the result of so complex a generalisation that they are unable to imagine how
single leap

as

was done, and therefore apply to it the useful
term 'inspiration.' But ineverycase,if anovelty
is sound, it must answer to veritication, and the
verification is to be obtained only by intellectual
analysis, which in fact may not at first be able
Finally, everything is adto cope with it.
missible which is intellectually verifiable, and
what is inadmissible is so relatively only. For
it

in the large majority of cases,

the
simultaneous occurrence of all the diatonic notes
of the scale would be quite inadmissible, but
composers have shown how it can be done, and
there is no reason why some other composer
should not show how all the chromatic notes can
be added also and if the principles by which he
arrived at the combination stand the ultimate
instance,

;

musicians must bow and acthe combination.
The
history of harmony is the history of ever-increasing richness of combination, from the use, first,
of simple consonances, then of consonances sujierimposed on one another, which we call common
chords, and of a few simple discords simply
contrived
then of a system of classification of
these concords and discords by key-relationship,
which enables some of them to be used with
greater freedom than formerly
then of the use
of combinations which were specially familiar as
analogues to essential chords then of enlargement
of the bounds of the keys, so that a greater number
and variety of chords could be used in relation to
one another, and finally of the recognition of the
principle that harmony is the result of combined
melodies, tlirongh the treatment of the progressions of which the limits of combination
become practically co-extensive with the number
of notes in the musical system.
c. H. H. P.
test of analysis,

knowledge his

riglit to

;

;

;

TOL.

II
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pur-

pose of re[)rcsenting in a concise manner, and
apart from the signs of musical notation, the
various facts about chords, both as to their
special nature and derivation, and also their
relationship to adjacent chords, various methods
have from time to time been employed by
writers upon Harmony.
Such methods of
analysis, even when they have been based upon
the same dominant principle, have necessarily
dirt'ered in detail according to the system or
theory of Harmony to which they have been
applied, and the derivation and classification
of the several chords which is adopted by each
particular author.
The earliest method of
indicating chords by non-musical signs was by
the employment of figures (see Figured Bass),
but figures, alone, dissociated from musical
notation, can convey very little definite knowledge as to the nature of a chord.
The first
successful attempt to formulate non- musical
signs into a complete and comprehensive system
for the purpose of indicating definite facts aliout
the nature and function of chords was made by
Gottfried Weber in his Theory of Musical Composition (1817-21, Eng. trans. 1846).
In this
treatise, AVeber, fu'st of all, deals with musical
intervals, the difi'erent kinds of which he indicates by means of dots placed either before or
after the figure representing the numerical value
of the interval, thus, a large (or major) third is
indicated by 3 •, and a superfluous (oraugmented)
third by 3
a small (or minor) third by '3,
and a diminished third by '3. The indication
of the other intervals is on similar lines, except
that his large Iburth, indicated by 4 ", corresjionds to what is now called the augmented
fourth,' while his
large fifth,' indicated by 5 ',
corresponds to what is now called a
perfect
This system of indicating the nature of
fifth.'
intervals, did not, however, come into general
use, in the same manner as his system of
indicating the nature of chords, and so i'ar as
we know it has not been employed in later
treatises.
The code of signs, based upon Roman
numerals, which he formulated for employment
in connection with chords was immediatel3'made
use of by theorists, and it has formed the basis
of nearly every method of analysis which has
With such rapidity,
appeared since that time.
in fact, did contemporary theorists proceed to
make use of Weber's ideas that, in the preface to the third (and final) volume of his
work he complains that immediately after
the appearance of his first volume other
writers adopted his methods and appropriated
them to themselves, without any acknowledgment as to the source from whence they were
•

•

;

•

'

'

'

'

'

derived.

In this treatise two methods of indicating
In the first, capital and
chords are shown.
small German letters are employed as the basis
of the method, to indicate the root of the
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chord, with supiilenientary signs to indicate its
exact nature.
In the English translation of
this work old English black letters (capital and

small) have been substituted for the German
letters, but it is shown below in connection
with the ordinary English letters, capitals and
small.

Thus

C, indicates the

major triad

the minor triad
°c, the diminished triad
all having C as the root.
c,

;

;

;

Weber supplies no special

sign for the

augmented

triad.

Chords of the seventh are shown by the
^ being placed after the letter indicating
the root and the nature of the triad, thus

figure

G', indicates the major triad with the

minor

seventh
g', the minor triad with the minor seventh
"g^,
the diminished triad with the minor
seventh
G' or G', the major triad with the major
;

;

;

seventh,
all,

G

of course, having

as the root.

Weber admits

the limitations of this method,
as it leaves undecided both the key, and the
degree of the scale upon which the chord
stands in its root position.
It has, however,

been employed by some modern theorists in
connection with the harmonisation of melodies.
In the second method which Weber formulates,
instead of a letter to denote the name of the
root of a chord, he makes use of Roman numerals,

and by them indicates the degree of the scale
upon which the chord in its original position
is

found.

fications

In this method, which, with modiand additions, has been employed by

the majority of theorists since that time, large
numerals and small numerals take the place,
respectively, of the capita,l and small letters of
the previous method, the other supplementary
An
signs being the same in both methods.
important feature of this second method is the
This is
indication of the key of a passage.
done by prefixing either a capital letter for a
major key, or a small letter for a minor key,
before the numeral indicating the root of the
The following will illustrate Weber's
chord.
method in connection with major, minor, and

diminished triads
',CV.

:

Maj.
(^

Dim.
1
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make

use of

'

a

'

by the root

figure stand-

ing alone.
The application of AA^eber's method of anal3'sis
to diatonic harmony leaves little or no room for
exhibiting diHerenees of individual opinion as to
the derivation of chords, and the method of
analysing such.
It is in its apiplication to tlie
analysis of chromatic harmony that these are
English theorists explain clironiatic
revealed.
harmony in a diHerent manner from that which is
adopted by the leading German theorists. Weber
describes chromatic chords as 'leading chorfls,"
and in his analysis of them refers each to the
key in which it would appear as a diatonic chord.
In the following passage from Mozart, which is
cj^uoted, with the analysis, from his treatise, it
will be seen that he indicates nearly every chord
Richter and
as being in a diflerent key.
Jadassohn describe such chords as chromatically
changed or altered chords, but empiloy a similar
Most English theorists
method of analj'sis.
regard the employment of chromatic harmony
as an extension of the boundaries of the key,
and describe such chords as chromatic chords
while
in the kev in which they are empiloyed
;

Professor Prout in his above-mentioned treatise
further explains such chords as being borrowed
from other keys, and gives a double analysis

both in the key in which they
which they arc
The following passage with the
is,

are diatonic, as well as in that in

chromatic.

C

for the root position of a chord,

this being indicated

of them, that
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=1=:

V,

I

A method

vi

"mm
IV

I

d G,
=1=

ii

V,

of indicating the nature

I

and func-

of chords, but which ditl'ers essentially
from the above-mentioned ones, is that employed by Dr. Eieniann in his Harmony

tion

Sliliplificd.

Riemann bases his system of harmony
upon clangs of two kinds, the overclang
correspionding to the major triad and whose
pirime (or j)rincipal note) is its loiceat note, and
the underclang, corresponding to the minor
triad, whose prime is its hii/hcst note
and (2)
upon the tliree tonal functions, repiresented
respectively by the Tonic, Dominant, and SubDr.

(1)

'

'

;

dominant.
He has formulated an elaborate
system of signs to indicate the dill'erent facts
about these, and also for the pairpose of connecting them with the signs of musical notation.

The three tonal functions, when the triads are
major, are re})resented respectively by the capital
letters T, D, S, to which may be added a +,
thus T + to avoid any doubt as to the exact
When the triads are
nature of the chord.
minor, a small cypher is prefixed to the repreThe oversentative letter, thus
"T, "D, "S.
clang (or major triad) is indicated by its
prime (lowest note), shown as a small letter, to
which may be added a -f
The underclang
(or minor triad) is indicated by its prime
,

:

.
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HARP

the employment of some of these
and their interpretation in connection
with a simple melody

so thatwhetheritbe Egyptian, Persian, Medieeval,

324
illustrates

signs

:

m

-^E^EFE^

sl

F. G. S.

Opera in four acts, libretto by
Sir Edward Malet, music by F. H. Cowen
produced at Covent Garden, June 8, 1895.
;

The fourth of Berlioz's
Humbert

five symphonies, op. 16, dedicated to

Eerrand

;

with solo viola in
Harold aux montagnes.
de bonheur et de joie.

for full orchestra

movements

—

(1)

'

Scenes de nielancolie,

Adagio and Allegro

in G.
Piderins chantant la priere du
in E.
Serenade d'un
(3)
;

'

;

'

(2)
soir.

'

IVIarche

de

Allegretto

;

Montagnard des

Abbruzes a sa niaitresse.
Allegro assai
in C.
Orgie de Brigands.
Souvenirs des Scenes
(4)
Allegro frenetico
precedentes.
in G.
It was
composed in 1834, and originated in a request
'

;

'

'

;

of Paganini's that Berlioz should write a solo
in which he could display the qualities of his
Stradivarius viola.
It is needless to say that it
The idea of the
did not fulfil that intention.
"work is based on Childe Harold. (See Berlioz's
Mimoires, chap. xlv. ) It was first performed at
tlie Conservatoire, Nov. 23, 1834, but was much
Score and parts are pubaltered afterwards.
It was played for the
lislied by Schlesinger.
first time in England at a concert given by
Berlioz in Drury Lane Theatre on Feb. 7, 1848,
•when the composer conducted and Hill played
the viola part.
It was afterwards given at the
New Philharmonic Concert, July 4, 1855, when
Berlioz conducted and Ernst played the viola
G.

part.

HARP (Fr. Harpe

;

Ital.

Arpa Germ.

A

;

Ea,rfe).

musical instrument of great antiquity in its
of the ingenious
distinguished as
the only instrument with fixed tones not formed
by the ear and touch of the player, that has
;

modern development, by means
mechanism of the double action,

separate notes for sharps, flats, and naturals,
thus approaching written music more nearly

than any

other.

The harp presents a triangular form of singular
beauty, the graceful curve of the neck adding
Although
to the elegance of its appearance.
the outline has varied at different epochs and in
dilferent countries, the relation of its proportions
to the musical scale
a condition of symmetry in
musical instruments is in the harp very close

—
—

is

always fashioned in beauty of

and often characteristically adorned.

which forms an acute angle with the upright
pillar.
Both support the neck, a curved bracket
between which and the sound-board the strings
are stretched.
In modern harps the neck includes the 'comb' containing the meclianism
for raising the pitch of the strings one half tone
by the single action, or two half tones by the

HAROLD.

four

line,

In looking at a harp we recognise at once the
The resonant
varied functions of its structure.
instrument is the sound-board next the player,

—s-

HAROLD EN ITALIE.

or Keltic, it

;

double action. The pillar is hollow in order to
contain the rods working the mechanism. The
pedestal, where pillar and sound - board unite,
is the frame for the pedals, levers acted upon by
the feet and moving the rods in the pillar.
The wood used in a harp is chiefly sycamore,
but the sound-board is of deal, and in old harps
was frequently ornamented with painted devices.
Thedimensions of sound-board and bodyincrease
downwards. Along the centre of the sound-board
is glued a strip of beech, or other hard wood, in
which are inserted the pegs that hold the lower
ends of the strings, the upper ends being wound
round tuning- pins piercing the wrest-plank which
The soundforms the upper part of the neck.
board is ribbed underneath by two narrow bars,
crossing the grain of the deal, their duty lieing
to drive the sound-board into nodes and figures
of vibration. The strings are of catgut, coloured
to facilitate the recognition of the notes by the
player, the lowest eight being spun over, wire
npon silk or wire upon wire. The compass of
an Erard double-action harp is 6^ octaves.
The app)arently slight resistance offered by the
bridge to the tension of the strings, inadequate
if their drawing power were perpendicular, is
sufficient because they are pjlaced at an angle.
There is also a lateral angle in the position of
the neck and strings, to allow for the strain on
the side to which the strings are attached.
The origin of the harp must lie put back
before the earliest records of civilisation.

It

was possibly suggested by the stretched string
of the bow.
The addition of several strings
would be analogous to binding several reeds or
whistles together to form a syrinx, both contrivances apparently preceding the shortening
to different lengths by the finger of a single vibrating string, as in a lute, or the shortening of

the vibrating column of air in a pipe by means of
holes perforated in it to be stopped also by the

The oldest monuments of the harp are
Egyptian.
Those first seen by Bruce, painted
on the wall of a burying-place at Thebes, are
supposed to be as old as the 13th century B.C.
These are very large harps, richly ornamented,
and standing, to judge from the players, more
than six feet high.
These instruments, which
have been often described, having no front
pillar, could have had no great tension, and were
fingers.

HARP
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probably of a low and sweet tone.
But while
all Egyptian harps wanted this important member for snpport, they were not limited to one
There seems to have been a great variety
size.
in dimensions, number of strings, and amount of
ornament. Some, like Brnce's, were placed upon
others "vvere upon rests or stools,
the ground
Those held
to admit of the player's standing.
by seated players were more like the Greek
;

trigonon, a link between the harp and lyre.
The Assyrian harps resembled the Egyptian in
having no I'ront pillar, but diti'ered in the sound-

board being uppermost, the lower angle being
a simple bar for the attachment of the strings.
Carl Engel (Jfusif: of (he most Aticunt A'ations,
London, 1S64) regards the absence or presence of
the front pillar as distinguishing the Eastern
harp from the Western, but it may he that the
distinction is rather that of ancient

and modern,

very earliest Western harp of which a
representation exists, that in Bunting's Aiicicnt
Music of Ireland, attributed by him to an earlier
date than .i.D. 830, has no front pillar.
The
beautiful form of the more modern Irish harp is
well known from its representation in the royal
Two specimens are to be seen in
coat-of-arms.
the Victoria and Albert Jluseum one is a cast of
the ancient harp in Trinity College, Dublin, said
to have belonged to Brian Boiroinihe, but now
attributed to the King of Thomond {eir. 1221),
who sent it as a pledge to Scotland, from whence
it was removed by Edward I. to 'Westminster.
In the reign of Henry A^III. it reverted to the
then Earl of Clanrickard.
In these the body
is perpendicular, or nearly so, instead of slantthe front pillar being
ing, as in modern harps
curved to admit of this, and the neck
in the
deIrish harp called the Harmonic Curve
This form gives a
scending rather to meet it.
more acute angle to the strings, which were of
brass, two to each note, the sounds being produced by the pointed hnger-nails of the player.
The number of strings is uncertain, but the
fragments of the Dalway harp, shown in the
Special Exhibition at South Kensington in
1872, inscribed Ego sum Regina Cithararum,'
and dated .\.ii. 1621, justify our assuming the
large scale of fifty-two for this instrument.
[This har[i was made by Donal O'Dermody for
Sir John FitzGerald of Cloyne, Co. Cork, and
is still in the possession of the Dalway family
The soundat Ballahill near Carrickfergus.
board is missing, hut the harmonic curve and
for the

;

;

'

—

—

'

'

w. h. g. f.]
harp must have been the
According to Gunn
Scotch Gaelic one also.
{Historical Inquiry, etc., Edinburgh, 1807) a
lady of the elan Lamont in Argyle took a harp
with her on her marriage in 1640 to Kobertson
of Lude, whicli had for several centuries been
the harp of a succession of Highland bards.
Gunn described it as then existing, thirty-eight
inches high and sixteen broad, with thirty-two
forearm are in good preservation,

The

Irish Gaelic

strings.

to the

[It

3i!5

was lent by Mr.

Loan Exhibition

W. Moir Bryce

of the Musicians'

Com-

pany in Fishmongers' Hall, 1904. w. H. a. v.]
Another, also then exiting and in excellent
preservation, he stated to have been the gift of
Queen Mary of Lorraine to Miss Gardyn of
Banchory. It was smaller tlian the Lude harp,
and had originally twenty -nine strings, increased later to thirty.
[It was sold by auction
in Edinburgh on March 12, 1904, for S.'iO
guineas, and purchased for the Antiquarian

Museum

of that city.

The Welsh Harp has

"W.

H. G. F.

1

likewise a jierpendicular

body, but is larger than the Irish, increasing
considerably downwards. The neck ascends, the
front pillar being longer.
The "Welsh harp has
three rows of gut strings, the outer rows being
unisons in diatonic series, the inner the chromatic
semitones.

The earliest representation of the portable
mediieval harp, which so many painters loved
to delineate along with lutes and viols, is perhaps
that in Gerbert's Le Cantu et Musica Sacra,
copied from a MS. of the 9th century in the
jMonastery of St. Blaise in the Black Forest,
destroyed by fire in 1768.
The form of this
instrument is preserved in the modern harp, the
front pillar only differing in being straight instead of slightly curving, to admit of the movement of the rods for working the pedals.
That the Western harp belongs to Northern
Europe in its origin there seems to be no doubt.
Jlax Mtiller claims the name as Teutonic, aiul has
contributed these historic and dialectic forms
Old High GeTma.n, Sarapfia Middle do. .i/oj-jijA'
:

—

;

Moderndo., Harfe OldNorse, Harpa. From the
last were derived the Spanish and Italian Arpa,
the Portuguese Harpa, and the French Harpe
the aspirate showing the Teutonic origin.
The Anglo-Saxon form was Hearpe. The Basque
and Sclavonian, as well as the Romance, tuuk
the name with the instrument, but there is a
remarkable exception in the fact of the Keltic
peoples having their own names, and these
again divided according to the Gaelic, and
Cymric branches. Prince Louis Lucien Bonaparte
;

—

—

has supplied the following illustration
Irish
Gaelic, Cidirseach Scotch do., Oidrsach; Manx,
C/aasagh
Welsh, Telyn
Cornish,
Telcin
:

;

;

;

;

Breton, Telcn.

The Medieval harp, a simple diatonic instrument, was sufficient in its time, but when modern
instrumental music arose, its limits were found
too narrow, and notwithstanding its charm of
tone it would have fallen into oblivion.
It had
but one scale, and to obtain an accidental seniitone the only resource was to shorten the string
as much as was needed by firmly pressing it with
the finger.
But this was a poor exjjedient, as it
robbed the harpist for the time of the use of
Chromatic harps were attempted by
one hand.
Gei-man makers in the ISth century, but it
was found impracticable, through difficulty of

HARP
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execution, to give tlie harp thirteen strings in
each octave, by which each would have been

wdiose merit it was to leave this instrument as
complete as the Cremona school of luthiers left
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a sliarp to its next lower and a flat to ita
next higher string.
The first step towards the
reconstruction of the harp ^vas due to a Tyrolese,
who came upon the idea of screwing little crooks
of metal {crotchets) into the neck, which when
turned against the string would cause the
shortening necessary for a chromatic interval.
Still the harpist lost the use of one hand while
placing or releasing a crook, and one string only
was modified, not its octaves.
About the year
1720, one Hochbrucker, a native of Donauworth
in Bavaria, conceived and executed the first
pedal mechanism, and rendered the harp fit for
modulation, by using the foot to raise each open

1.

Cb.

2.

3.

Ci).

CS.

and instantaneously, half a tone
and leaving the player's hands free.

string, at will

higher,

This brought about a very remarkable revolution
giving the instrument eight
major scales and five minor complete, besides
three minor scales descending only.
Hochin harp-playing,

brucker's mechanism acted upon crooks which
pressed the strings above nuts projecting from

But there were inconveniences

the neck.

from

arising

each string acted upon
by a crook was removed from the plane of the
open strings, an impediment to the fingering,
and frequent cause of jarring, and the stopped
strings were less good in tone than the open.
A fault no less serious was due to the mechanism
being adjusted to the w^ooden neck, which was
intractable for the curving required if too much
bent it was liable to break, and if not bent enough
the middle strings would break when tuned up
from being too long.
The first to make harps without crooks, and yet
to stop halftones, were Frenchmen
the Cousineaus, father and son.
They passed each string
between two small pieces of metal (JjeqiiiHes)
placed beneath the bridge-pin.
Then by the
pedal action these metal pieces were made to grasp
the string, and shorten it the distance required.
The Cousineaus also introduced a slide to raise
or lower the bridge-pin regulating the length
of the string, and placed each system of levers
belonging to strings of the same name between
metal plates which were bevelled to make them
lighter.
Thus the neck could be curved at
pleasure, and its solidity being assured, the
proportions of the strings could be more accurately
established. About 1782 they doubled the pedals
and connected mechanism, and thus constructed
The pedals were
the first double-action harp.
arranged in two rows, and the tuning of the
open strings was changed to the scale of Cb
instead of Eb, as in the single-action harps.
But it does not appear that the Cousineaus made
many double-action harps they were still too
imperfect
and the Revolution must have closed
their business, for we hear no more of them.
AVe now arrive at the perfecting of the harp
by that great mechanician Sebastian Erard,
this construction

;

;

—

;

;

the violin.
His earliest essays to improve the
harp date about 1786, and were confined to the
single action.

He worked upon

a

new

principle,

the fork mechanism, and in his harps which
were finished about 1789, the arrangement of
it was chiefly internal
the studs that shorten
the strings alone performing their functions externally.
He patented in London in 1794 a
fork mechanism external to the plate. He made
a double-action harp in 1801, patenting it in
1809 [in his early specimens the double movement only artected the notes A and D], and it
was not until 1810 that he introduced the double
action throughout in the culmination of his
beautiful contrivance, which has since been the
model for all harp-makers.
In this harp, as in
the single-action one, Erard maintained seven
pedals only, and simply augmented the extent
of movement of the cranks and tringles (or
levers) acted upon by the pillar-rods, to give
;

a portion of revolution to the
disks from which the studs project
the first
movement of the pedal serving to shorten
successively

;

strings of the same name, to produce the first
half tone, the second movement of the pedal
for the second half tone, the contrivance being

HARP

HARP-LUTE

ingenious that tlie position of the upper
the second to move but the first to act
is not
changed when the
upon the strings
lower disk completes its movement of revolution and acts upon the strings also.
Tlie drawing represents three sections of the
neck of Erard's double-action harp, and shows
the position of the forks and external levers, (1)
when the strings are open, (2) when stopped for
the first half tone, and (3) when stopped for the
Two strings are shown for each pitch.
second.
It is not necessary to keep the foot upon a
pedal, as it may be fixed in a notch and set free
when not required spiral springs with two arms
fixed beneath the pedestal accelerate the return
Unlike the weighty expedient of
of the pedals.
the Cousineaus, there are but two brass plates
which form the comb concealing the greater part
Lastly, Erard made the convex
of the action.
body bearing the sound-board of one piece, doing
away with the old lute-like plan of building it

In describing the Double - action Harp of
Sebastian Erard, the writer has been much
helped by a report, read before the French

so

disk

—

—

;

np with staves.
As already stated, the double-action harp

is

By taking successively

the seven
pedals for the half-tone transposition, it can be
played in Gb, Do, Ab, Eo, Bt>, F, and Cj. By
tlie next action of the pedals, completing the rise
of the wdrole tone, the liarp is set successively

tuned in Cb.

Institute in 1815,

and

lent to
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him by M. George

Bruzaud.

A. J. H.

[Quite recently, since 1897, a chromatic harp
It
has been manufactured by the Pleyel firm.
was patented in 1894, and perfected in 1903
by M. Gustavo Lyon, chief director of the firm
it

has no pedals, and the strings are arranged to

cross each other, so that the strings representing

the white notes of the pianoforte keyboard are
fastened to the left side of the console and the
right of the sound-board, whilst those representing the black notes of the keyboard are fixed to
the right side of the console and the left of the

There are ingenious details to
sound-board.
facilitate tuning, and the full compass of the
ordinary harp is available. It has already come
into general use in many of the orchestras,
theatrical and otherwise, in France, and is in
gi'eat favour in the Brussels Conservatoire.]
HARP-LUTE or DITAL HARP, one of the
attempts made about the beginning of the

in G, D, A, E, B, Fj, and Cj. The minor scales
can only be set in their descending form, the

ascending requiring change of pedals. Changes
a formidable difficulty
in playing keyed instruments through the altered
On the harp passages may
fingering recpiired.
be repeated in any key with fingering absolutely
The complication of scale fingering,
the same.
so troublesome to pianoforte playing, is with the

by transposition constitute

har[t practically

unknown.

The

difficulties at-

tending performance on the harp, the constant
tuning necessitated by the use of catgut strings,
and tire absence of any means of damping the
sounds, have induced M. Dietz, of Brussels, to
invent a harp-like instrument with a chromatic
keyboard, which he has named the Claviharp.
It was introduced into England through the
advocacy of Dr. ^V. H. Cummings, but it can
hardly be said to have succeeded as it was expected to do, and it has certainly not expelled
It is
the ordinary harp from our orchestras.
sufficient to say that the action of the Claviharp
is highly ingenious, the strings being excited
mechanically much in the same way as the
strings of the harp are excited
fingers.

Tliere are

two pedals

by the

player's

— one being

like

the pianoforte damper pedal and the other
The
jiroducing the harmonics of the octave.
Claviliarp is of pleasing appearance.
The harmonics of the harp are frequently used

by

solo-players,

and the

'

sonorousness of these

when used in combination with
flutes and clarinets in the medium called forth
the admiration of Berlioz {Modem Instriimentamysterious notes

'

tion,

Novello, 1S58).

19tli

century to replace the guitar.

Edward

HARPER

HARPSICHORD

Light appears to have invented this form of
stringed instrument about the year 1798. The

Jan. 20, 1853.
He was author of an Instruction
Book for the Trumpet. Harper left three sons,
the eldest of whom, Thomas John, born in
London, Oct. 4, 1816, succeeded his father in
all his appointments as principal trumpet, a
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harp-lute had originally twelve catgut strings

many years he retired in
the second,
1885, and died August 27, 1898
Chakles Abkahah, long filled the place of
he died
principal horn in the best orchestras
Jan. 5, 1893
and the youngest, Edmund, also
a horn player, settled at Hillsborough, Ireland,
as pianist and organist, and died there. May
position he held for

;

;

but this notation was a major sixth higlier in
pitch than the actual sounds. In 1816 tlie same
Edward Light took out a patent for an improvement in this instrument, which he now denominated The British harp-lute.
The patent was
'

'

for the application of certain pieces of

mechanism

thumb-kej'S, in distinction
from 'pedals' or 'foot-keys'; each dital producing by piressure the depression of a stop -ring
or eye to draw the string down upon a fret and
thus shorten its effective length, and render the
pitch more acute. The most completeinstrument
of this construction he named the Dital harp.
In this each string, as will be seen in the woodcut, has a
dital
to raise it a semitone at
called 'ditals' or

;

;

HARPSICHORD

'

'

'

'

pleasure.

A.

j.

h.

HARPER, Thomas,

an early London musicprinter, who worked between 1631 (at least)
and 1653. He printed Ravenscroft's Psalms
1633, and several of the earliest publications
'

'

issued by John Playford, including the first
edition of The English Dancing Master, 1650-

1651, and H. Lawes's Ayres and Dialogues,
1653.
r. K.
HARPER, Thomas, son of Richard Harper,
of the parish of St. Nicholas, Worcester, was
born at Worcester, May 3, 1787 when about
ten years of age came to London and learnt the
horn and trumpet under Eley, then master of
the East India Brigade Band.
He soon afterwards became a member of the band and a great
proficient on the trumpet.
He continued in
the band till its dispersion in 1814
during
the first years of this office, he also performed
in the orchestras of some of the minor theatres.
About 1806 he was appointed principal trumpet
at Drury Lane, and the English Opera House,
Lyceum.
He was a member of the Royal
Society of Musicians in 1814.
In 1820 he was
engaged as principal trumpeter at the Birmingham Musical Festival, and in the following year
succeeded the elder Hyde at the Concert of
Ancient Music, the Italian Opera, and all the
principal concerts and festivals, a position which
he retained for upwards of a quarter of a century.

The East India Company nominated him

in-

spector of the musical instruments supplied to
their bands, an appointment which he held

Harper played on the slide
trumpet, and produced a pure, brilliant, and
even tone, with a command of execution which
enabled him to surmount the greatest difficulties
on his most difficult instrument.
He was
stricken with mortal sickness at a rehearsal in
Exeter Hall for a concert of the Harmonic
Union, and died a few hours afterwards, on
until his death.

(Fr. Clavecin

;

Ital. Clavi-

cembalo, Gramceiiihalo, not unfrequently Cenibalo
Germ. Clavicymhel, K'ielonly, also Arpicordo
The most important of the group
fliigel, Fliigel).
of keyed instruments that preceded the piano;

holding during the 16th, 17th, and 18th
a position analogous to that now
accorded to the grand pianoforte. It had a place
in the orchestra as an accompanying instrument
when the first opera and the first oratorio were
performed (Florence and Rome, aboutA.D. 1600),
and during the time of Handel and Bach was
the constant support to the recitativo secco, its
weak bass notes being reinforced by large lutes
and viols, and ultimately by Woloncellos and
Towards the end of the 18th
double basses.
century the instrument was withdrawn,^ and
the big fiddles were left by themselves to accompany the ordinary recitative in a fashion more
forte,

centuries

peculiar than satisfactory.

The name harpsichord

;

;

w. h. h.

18, 1869.

'

is

the English variant

of the original arpicordo, which, like clavicembalo, clavicordo, spinetta,
its

Italian origin.

The

and pianoforte, betrays
spinetta was a table-

shaped, five-cornered arpicordo. rectangular, like
the German clavichord, but otherwise (juite different from that instrument, which was made to
sound by 'tangents,' or simple brass uprights
from the keys.
All instruments of the harpsichord, clavicembalo, or spinet family were on
the plectrum principle, and therefore were incapable of dynamic modification of tone by
difference of touch.
The strings were set in
vibration by points of quill or hard leather,
elevated on wooden uprights, known as jacks, and
twitching or plucking them as the depression
of the keys caused the points to pass upwards.
[Jack.] The Correr upright spinet or clavicythenium, which was in the Music Loan Collection
of 1885, and was presented liy Mr. (now Sir G.)
Donaldson to the Royal College of Music, is
perhaps the oldest instrument of this kind in
existence.
It preserves traces of brass plectra,
not leather.
Leather points were proliably used
before quills, since

lived

1484-1550

we

learn from Scaliger,

{Poetices, lib.

i.

who

cap. 48), that

crowquills were introduced in keyed instruments
subsequent to his boyhood, and he informs us
The King's Birthday Orie was accompanijd by the harpsichnrd
June 4. 1795. when a grand piano was substituted, a harpsichord having been used at the rehearsal.
'

until

HARPSICHORD
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that through

them the name

32!)

but whether leather, as has been said, pireceded
the use of quills cannot be affirmed. The jilectra
in harpsichords and spinets were so often renewed, that it is impossible to assert that we have

effective jack and tangent contrivances ?
The
chasm untraversable by all forgotten Cristoforis
and Schrciters was the gap between wrest-plank
and sound-board, for the passage of the hammers,
which weakened the frame and prohibited the
inti-oduction of thicker strings strong enough to
withstand the impact of hammers. It took more
than three hundred years to bridge this chasm
by stronger framing, and thus render hammers

direct evidence of the use of either substance in

possible.

any existing instrument. The use of leather is
shown in a harpsichoi-d by Baffo, dated A.i».
and in
1574, and presently to be referred to
one by the elder Andreas Ruekers of Antwerp,

and the
upright, there were as many varieties of the
jack instruments
to wit, the harpsichord proper

spine, a thorn or point)

had been known
'

harpichord.'

Pavia,

is

the

as

'

spinet

became applied
'

(from

'

what
clavicymbal
and
to

'

The Canon Paul

Belisonius,

said to have introduced

of

pk^tra,

<iuill

;

dated a.d. 161-1,
Hopkinson.

now

in the possession of Col.

in three quite

—

(clavicembalo, clavecin, or fliigel), of trapeze
form the spinetta, of oblong or pentangular
form, frequently called spinet or virginal
and
the upright harpsichord, or clavicytherium.
It
;

the principle of the plectrum that derives
the descent of the harpsichord from the psaltery,
just as the pianoforte is derived, by analogy at
It

As pianofortes have been made

different shapes, the grand, the scpiare,

is

from the dulcimer, and the clavichord from
the movable-bridged monochord
the model for
the shape of the long hai-psichord being that
kind of pisaltery which the conmion people called
'istromcnto di porco
from a supposed resemblance between the trajieze form and a pig's
head. [See Psaltery.] There is an interesting
suggestion of this connection of the harpsichord
with the psaltery preserved in the church of the
Certosa of Pavia, built about a.d. 1475.
King
David, who in the Middle Ages always played
a psaltery, is there shown holding an 'istromento
least,

;

'

—

The body of the psaltery is open, and
shows eight keys, lying parallel with the eight
strings.
David touches the keys with his right
di porco.'

hand, and uses the left to damp the strings.
All this may be the sculptor's fancy, but Dr.
Ambros (Gt'schichte dcr Miisil', 1864) regards it
as a recollection of a real, though obsolete, instrument somewhere seen by him.
The earliest mention of the harpsichord is
under the name of clavicymlialum, in the rules
of the Minnesingers, by Eberhard Cersne, a.d.
1404.
"With it occur the clavichord, the monochord, and other musical instruments in use at
that time.
The absence
[See Clavichord.]
of any prior mention or illustration of keyed
stringed instruments is negative evidence only,
but it may be assumed to prove their invention
to have been shortly before that date
say in
the latter half of the 14th century, especially as
Jean de Muris, writing in a.d. 1.323 (Muskn
spccuhdiva), and enumerating musical instruments, makes no reference to either clavicembalo or clavichord, but describes the monochord
(recommending four strings, however) as in use
for measuring intervals at that time.
Moreover,
before this epoch, hammered music wire could
not have been extensively used, if it existed

—

before the earliest record of wire-drawing, a.d.
1351, at Augsburg.
It may occur to the reader

— why were hammers not sooner introduced

after

the natural suggestion of the Dulcimer, instead
of the field being so long occupied by the less

;

must be remembered that the long harpsichords
were often described as spinet or virginal, from
their plectra or their use by young ladies
but
the table-shaped ones known commonly by the
latter names were never called harpsichords.
A few S2"iecimens of the upright harpsichords still
exist
one decorated with paintings was sho"\\n
in the collections of Musical Instruments at
South Kensington in 1872 another was sold
in the Duke of Hamilton's sale in 1883, Init
was unfortunately broken uji for the sake of the
paintings
and the Conservatoire of Brussels
and the Kraus collection of Florence, contain
specimens.
Another splendid specimen, of
Italian origin, dating circa 1600, has been acquired b}' Mrs. J. Crosby Brown of New York,
and forms part of her nuiuifieent donation to
the Metropolitan Museum of that city.
An
interesting bill-head and receipt for an upright
harpsichord, dated 1753, and signed by the
maker, Samuel Blumer,
Harpsichord and
Spinet Maker in Great Poultney Street, near
Golden Square, London.
N.B. Late foreman
to Mr. Shudi,' is in the possession of Mes.srs.
;

;

;

:

'

Broadwood.

We are spared the necessity of reconstructing
the older harjisichords from the obscure and
often inaccurate allusions of the older writers,
such as Yirdung and Kircher, by the valuable
now in the Victoria and Albert
(South Kensington) Museum, that includes
instruments of this family dating from A.D.
1521 to Pascal Taskin, A.D. 1786.
In private
hands, but accessible to the inquirer, are large
harpsichords by Tschudi and Kirkman, and by
Tabel, to whom these makers had in turn been
foremen. The oldest harpsichord in theMuseum,
and so far as is known, anywhere, is a Roman
clavicembalo, inscribed and dated Hieronymus
Romae, MDXXL'
Bononiensis Faciebat.
It
has one ke3^board, and two unison strings to
each note, boxwood natural keys, with an apparent compass of near four octaves, E to d'",
which, M'ith a short octave in the bass, would
This instrument, like many
be C to d'".
collection

'

'

'

y
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Italian harpsichords and spinets, is removable
from its elaborate case.
There was no change
of power or pitch in this instrument by stops,
nor in the later clavicembali the Italians were
always conservative in structural features.

Raising the top and looking inside, we observe
the harp-like disposition of the strings as in a

materials which united with constructive ingenuity equalling that of the best Italian artists,
culminated in the Double Harpsichords of the
Ruckers family of Antwerp.' [See Euckers.]
Of this family there were four members living
and working between 1579 and 1651 or later,
who achieved great reputation. Their instru-

modern grand

ments
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;

piano, which led Galilei, the
father of the astronomer Galileo, to infer the
direct derivation of the harpsichord from the
harp.
In front, immediately over the keys, is
the wrest-plank, with the tuning-pins inserted,
round which are wound the nearer ends of the

—

in this instrument two to each note
the further ends being attached to hitch-pins.

strings

driven into the sound -board itself, and following
the angle of the bent side of the case to the narrow end, where the longest strings are stretched.
There is a straight bridge along the edge of the
wrest - plank, and a curved bridge upon the
sound-board. The strings pass over these bridges,
between which they vibrate, and the impulse of
their vibrations is communicated by the curved
bridge to the sound-board. The plectra or jacks
[See
are the same as in later instruments.
J-4CK.]
The raised blocks on each side the
kej's, by which the instrument was drawn out
of the case, survived long after, when there
was no outer case.
Reference to the oblong clavicordi, in which
the Victoria and Albert Museum is rich, will
be found under Spinet.
The actual workmanship of all these Italian keyed instruments was
indifferent
we must turn to the Netherlands
for that care in manipulation and choice of
'

'

;

the

and by
are known by their signatures
monograms forming the ornamental rosette
;

—

orsound-holeinthesound-board asurvivalfrom
the psaltery.
The founder of the reputation of
this family, Hans Ruckers the elder, brought
the Antwerp manufacture to that importance
and perfection that have become historical. But
the gi'cat change of construction that was to

become normal was brought about by a grandson of the elder Ruckers, Jan Couchet, a pupil
of Hans or Jean Ruckers the younger.
It was
long believed that the elder Hans Ruckers had
added the second keyboard, the octave string,
and stops for the control of the registers or
slides of jacks acting upon the strings analogously
to the stops of the organ, but it was not so, as
the octave string has been found in older Italian
clavicembali.
"We find in the Privy Purse expenses of Henry VIII.
1530 (April) item the
v] daye paied to William Lewes for ii payres of
'

:

virgiualls in one cotfcr with
to

Greenwiche

virginalls

iii li

.

.

in one cotter

.

iiii

stoppes brought

and for ii payres of
brought to the more

The first, evidently a double keyboard harpsichord with four stops, ])robably
brought from Antwerp or Cologne, a still earlier
other

iii li.

'

1 The
oldest trace in the NetherUlnda of the harpsichord or
claveciu is that a houee ill Antwerp, in the parish of Notre Dame,
tore ill irys2. the name of de Clavizimbeie.'
'
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of harpsichord making
the second, a
double harpsichord, no stops being named but
probably existing, landed at the more or marsh
adjoining Whitehall, afterwards known as Scotland Yard.
Hans Euckers the elder was not
His merit,
born in 1530, hardly before 1550.
and that of his sons Jean and Andre, was rather
that of the great violin -maker Stradivari, to
make perfect an existing model. The tension
of harpsichords being comparatively small, they
lasted longer than our modern pianos.
They
were sometimes expensively decorated a hundred
years after they had been made.
James Shudi
Broadwood (Xotcs, 1838) states that many
Kuckers harpsichords were in existence and
good condition until nearly the end of the 18th
century, and fetched high prices
one having
sold in 1770 for 3000 francs (£120).
To Jan Couchet we may attribute the addition of the unison string and limitation of the
octave string
the little octave, as Van Blankenberg called it to the lower keyboard. ^ It was
Couchet who, about 1640, changed the double
keyboard harpsichord from a mere transposing
instrument, contrived to accommodate the
authentic and plagal church modes with the
singer's capabilities, to a forte and piano instrument, with three strings (reducible to two
and one) upon the lower keyboard, and one
string always for the upper.
Of Couchet's instruments, which are rare, one is in Edinburgh,
and the other in Mrs. J. Crosby Brown's splen-

seat

-

;

;

—
—

did collection.
When the Ruckers family passed away we
hear no more of Antwerp as the city of harpisichord makers London and Paris took up the
'-^

;

tale.

But

all these

Antwerp workmen belonged

of right to the Guild of St.

Luke, the

artists'

which they were in the first instance introduced by the practice of ornamenting their instruments with painting and carving.
In 1557 ten of the Antwerp harpsichord makers
petitioned the deans and masters of the guild to
corporation, to

be admitted without submitting masterpieces,
and the chiefs of the commune consenting, in
The responthe next year they were received.
sibility of signing their work was perhaps the
foundation of the great rep)utation afterwards
enjoyed by Antwerp for harpsichords and similar
(Secherches, etc., Leon
musical instruments.
de Biirbure, Brussels, 1863.)
The earliest historical mention of the harpsichord in England occurs under the name of
The late Dr. RimClaricymball, A.D. 1502.
bault (The Pianoforte, London, 1860) collected
this and other references to old keyed instruments from records of Privj' Pui-se expenses and
from contemporary jioets. The house-proverbs
of Leckingfield, the residence of Algernon Percy
in the timeofHenry VII., preserved(forthehouse
A. J. Hipkina. Histnry of the Piannforte (1897). p. &).
" O:\talncue, Metropolitan Museum, New York.
Muaic-il Iiistrumeutf i>f \\\ Nations (Mrs. J. Crosby Blown, igoU). Preface by
1

A.

J.

Hipkims.

was burnt) in

named

a

MS.

in the
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British

Museum,

For a long while
after this, if the instrument existed, it was
known under a general name, as virginalls.
It was the school of Ruckers, transferred to
England by a Fleming named Tabel, that
was the real basis of harpsichord-making as a
it

'

clarisynibalis.

'

'

distinct business in this country, sej)arating it

from organ -building with which it had been, as
in Flanders, often combined.
A Tabel harpsichord with two keyboards is in the possession
of Helena, Countess of Radnor.
It is inscribed
'Hermanus Tabel Fecit Londini, 1721,' and is
Harpsichords
very like an early Kirkman.
had, however, been made in London in the
17 th century, by the spinet-makers, the HitchThe spinets by
cocks, Hayward, and Keene.
the first and last of these have been preserved
here and there, but only one harpisichord, by
Tabel's jiupils,
John Hitchcock, is known.
Burkhard Tschudi (anylice, Shudi) and Jacob
Kirchmann (a-nglice, Kirkman), became famous
in the 18th century, developing the harpsichord
in the direction of power and majesty of tone
to the farthest limit.

The

difference in length

between a Ruckers and a Shudi or Kirkman
harpsichord,
viz. from 6 or 7i feet to nearly

—

9 feet,

is

in direct proportion to this increase of

power.
Stronger framing and thicker stringing
helped in the production of their pompous,
rushing-sounding instruments. Perhaps Shudi's
were the longest, as he carried his later instruments down to CC in the bass, while Kirkman
remained at FF; but the latter set up one row
of jacks with leather instead of quills, and with
Shudi,
due increase in the forte combination.
in his last years (A.D. 1769), patented a Venetian Swell, on the principle of the Venetian
blind, but the invention was in use some years
before, as it is described in the Sahhurger
Zeitung of August 6, 1765, together with his
use of the machine stoji, which, from a London

report concerning the child Mozart's last concert there, it also attributes to him, and wdiich
Kirkman added a
was invented about 1750.

pedal to raise a portion of the top or cover.
Both used two pedals the one for the swell,
the other by an external lever apparatus to shut
off the octave and one of the unison registers
leaving the player with both hands free, an
inventionof John Hayward's, described in Mace's
There
Musielc's Moninnent, A.D. 1676, p. 235.
is a Silbcrmann harpsichord in the de Wit collection at Leipzig, of wonderful tone, far finer
;

than that of any Shudi or Kirkman, in which
all

the strings are overspun.

In these 18th-century harpsichords, the
Flemish practice of ornamenting with painting
often the cause of an instrument being broken
up when no longer efficient was done away
also the laudable old custom of mottoes
Viith.
to remind the player of the analogous brevity
of life and sound, of the divine nature of the

—

—

;

HARPSICHORD

HARRIS

dead wood reviving as living
was wlien the instrument went
out altogether that this enrichment of picture
galleries by the demolition of harpsichords was
most elfected. The number of Ruckers, however, known to exist has been extended by research to seventy.
There was great care in
artistic choice of wood and in the cabinet-work

the tuning of these minute intervals. Thus early
were attempts made to arrive at purity of intona-
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gift of music, or of

tone.

But

it

of Tsclindi's beautiful instruments.

One,

for-

merly in the possession of Queen Victoria, and
long preserved in

Kew

quite a masterIt bears Tschudi's name,

Palace,

piece in these respects.
spelt, as

was usual, Shudi

;

is

the date 1740 and

maker's number 94 are inside.
The compass
is, as in the South Kensington Ruckers, Gj to /'",
witliout the lowest G(. Two, dated 1 766, are in
the New Palace at Potsdam, and were Frederick
the Great's. (See Shudi.)
Messrs. Broadwood
have one dated 1771, with five and a half octaves,
Cj to/'", Venetian Swell and five stops, comprising the two unisons and octave of the Ruckers,
with a slide of jacks striking the strings much
nearer to the bridge (also a Ruckers contrivance),
and producing a more twanging quality of tone,
the so-called 'lute '-stop and a 'buff '-stop of
small pieces of leather, brought into contact
with the strings, damping the tone and thus
giving a kind of pizzicato etfect.
This fine instrument was used by Moscheles in his Historical Concerts in 1837, and by Pauer in similar
performances in 1862, 1863, and 1867.
There
13 also one in tlie Musik Verein at Vienna of
similar construction,
et

made by

Johannes Broadwood, and
'

'

Bnrkat Shudi
which

(lated 1775,

belonged to Joseph Haydn.
The latest harpsichord by the Shudi & Broadwood firm is dated
1790.
A Kirkman harpsichord dated 1798 is
in the possession of the editor, and

is

described

in Dannreuther's Ornamentation.

The variety of stops and combinations introduced by different makers here and abroad at
last became legion, and were as worthless as
Pascal Taskin, a native
they were numerous.
of Theux in Liege an*! a famous Parisian harpsichord maker, is credited with the reintroduction
of leather as an alternative to quills

made

;

his clavecin

1768 was pronounced
superior to the pianoforte (De la Borde, Essai
Taskin's were smaller
sur la musique, 1773).
scale harpsichords than those in vogue in England, and had ebony naturals and ivory sharps,
and a Japanese fashion of external ornamentaThere is one in the Victoria and Albert
tion.
Museum, dated 1786. In the Liceo Conmiunale
di Musiea at Bologna there is a harpsichord with
Archicembalo.'
four rows of keys, called an
This instrument, according to Carl Engel, was
made by a Venetian, Vito Trasuntino, after the
'en peau de bufle

'

in

'

invention of Nicolo Vicentino, who described it
in his wov^ L' Anlica ifasica ridotta alia moderna
prattica {Rome, 1555).
The compass comprises
only four octaves, but in each octave are thirty-

one keys.

A

'tetracordo' was

made

to facilitate

by multiplying the number of keys within
Another archithe bounds of the octave.
cembalo, made by Cristofori in 1726, is in the
Mnseo Kraus at Florence. It has a double keyboard, but is not enharmonic
it was intended
to be used in an orchestra, the player standing.
tion

;

Another of the curiosities of harpsichord-making was the
Transponielavicymbel described
by Praetorius (1614-18).
By shifting the keyboard the player could transpose two tones
higher or lower, passing at j)leasure through the
Arnold Schlick, howintermediate half tones.
ever, had achieved a similar transposition with
the organ as early as 1512 (Monatshe/te fiir
Musik-Ge.schichte, Berlin, 1869).
A harpsichord
according to Dr.
pedalier
Clavicymbelfiedal
Oscar Paul, an independent instrument with
two octaves of pedals, was used by J. S. Bach,
notably in his Trios and the famous Passa'

'

—

—

'

caille

'

;

and

Concertos.

in his transcriptions of Vivaldi's

Some

large

German harpsichords

had not only the two unison

registers

and an

octave one equivalent to 8- and 4-foot stops,
but also a bourdon, answering to 16-foot pitch.
John Sebastian Bach had one of this calibre ;
it formed one of the interesting objects in
Herr Paul de Wit's collection in Leipzig, and
has been transferred to the museum attached
to the Hochschule fiir Musik in Berlin.^
In
1901 harpsichords came to light containing
three keyboards, of Italian make and similarly
contrived, the octave being on the highest
bank, octava and cymbalum on the middle,
and unisons on the lowest bank. A fine specimen by Sodi is in the Metropolitan Museum,
New York. Lastly a Lautenwerke must be
noticed, a gut -strung harpsichord, an instru'

'

ment not worth remembering had not Bach
himself directed the making of one by Zacharias
Hildebrand of Leipzig.

It

was shorter than

the usual harpsichord, had two unisons of gutstrings, and an octave register of brass wire,
and was praised as being so like the lute in
tone, as to he capable, if heard concealed, of deceiving a lute-player by profession (Paul, Gesch.
des Claritrs, Leipzig, 1868). Since 1888 harpsichords have been made in Paris by the pianoforte
makers, Pleyel, Wolff & C«-, and S. & P. Erard.
The former firm have introduced original
features, one being the substitution of pedals
for hand-stops, the gradual depression of which
produces a crescendo, Messrs. Erard have been
content to reproduce a clavecin by Taskin, said
to have been made for ilarie Antoinette.
[See
Clavichoei), Ruckees, Shitdi, Spinet, VmGINAL,]
A. J. H.
HARRIS, Siu Augustus Henky Glossop,
was born in Paris in 1852.
He was in business
for a short time, and gained theatrical experience

from 1873 in Liverpool, JIanchester, and
1

A.

J.

Hipkins.

Piano/orfe Primer, 1897, p.

91.

else-

HAERIS

HARRISON

before becoming assistant stage-manager
under Mapleson in London. He acted in various
pieces in London, and in 1S79 became lessee of
Drury Lane, producing the annual melodramas
and pantomimes which revived the vogue of
that tlieatre.
The annual visits of the Carl
Kosa Company to Drury Lane, in 1883-87, gave
Harris his first experience in operatic management, and in the latter year he started on his
own account as an impresario, giving Aida with
an amount of care in the production -which
surpassed everything hitherto seen on the
T\'here,

'

'

English operatic stage.
He introduced ilanciEnglish audiences, and the revivals of
Lohengrin and Les Huguenots were among
his great successes
the brothers de Reszke
(Jean making his first appearance in England
as a tenor) were the great attractions of the cast,
and lime. Nordica, JlUe. lUnnie Hank, Maurel,
and others, were members of the company.
In the following season, Harris began the enterprise at Co vent Garden which brought back the
fashionable world to the opera as a regular
amusement.
It is not necessary in this place to
enumerate all the distinguished singers whom
he brought forward, from Mme. Melba downwards.
His qualities as a manager were very
remarkable, he had all the astuteness of a keen
man of business, and did not scruple to profit
by the discoveries of other managers, whether
iu the matter of singers or of operas.
He had a
certain amount of musical taste, and his artistic
conscience led him to present operas as far as
possible in accordance with their composers'
nelli to

'

'

'

'

;

intentions.

He

also realised

what seemed

a

hopelessly impracticable ideal of giving operas
in different languages in the

same

season, pre-

senting every 0[iera in the tongue for which it
was written.
More than all this, he liad the
wisdom to see that it is wise to give the public,
not the kind of entertainment tliat thej' are just
beginning to get tired of, but that which is a
little in

advance of their

taste.

He knew what

the public woidd like iu a few weeks' time, and
therefore secured its success, instead of struggling
to preserve the popularity of what had begun to
get unfashionable.
He did much for the cause
of 'Wagner's music in England, and the careful

mounting which was characteristic of his management throughout, had something to say to the
lasting popularity even of the later "Wagnerian
music -dramas with the fashionable audience.

On

managed a set of German perDrury Lane during the season of

occasions he

formances at

polyglot opera at Covent Garden.
He revived
the fashion of public fancy-dress balls, and the
patronage of tlie wealthy classes was retained
for the opera until his death, which took place
at Folkestone on June 22, 1896.
His career as
a theatrical manager apart from opera does not
concern a musical ilictionary.
He was knighted
in 1891, having been sheriff of London in that
vear.
M.

HARRIS, Joseph John, born
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in

London

in

1799, was chorister in the Chapel Royal under
John Stafford Smith. In 1823 he was apjiointed
organist of St. Olave's Church, Southwark.
In
1827 he published 'A Selection of Psalm and
Hymn Tunes, adapted to the psalms and hymns
used in the Church of St. Olave, Southwark.'
In Feb. 182S he quitted Southwark to become
organist of Blackburn, Lancashire
in 1831
was made 'lay precentor,' or choir master at
the collegiate church (now the catliedral) at
Jlanchester, deputy organist, and on March 25,
1848, organist. Harris composed sonre cathedral
nmsic and a few glees, songs, etc.
He died at
Manchester, Feb. 10, 1869.
vv. H. H.
HARRIS, Joseph M.vciionald, was born in
1789, and at an early age became a chorister of
"Westminster Abbey under Richard Guise.
On
quitting the choir on the breaking of his voice,
he became a pupil of Robert Cooke, tlien organist of the Aljbey.
Harris was eniplo3'ed as a
teacher, and occasional conductor at minor concerts.
His compositions are songs, duets, trios,
and pianoforte ])ieces.
He died insane in May
1860, aged seventy-one.
w. H. H.
HARRIS, Rene, or Ren'Atu.s, is the most
celebrated member of tliis famil}' of English
organ-builders.
His grandfather had built an
organ for iilagdalen College, Oxford
but his
father, Thomas, appears to have emigrated to
France, for Dr. Burney says that Renatus came
to England with his father a few montlis after
Father Smith's arrival (1660). To Smith, Renatus Harris became a formidable rival, especially
in the competition for building an organ in the
Temple Church. [Smith, Father.]
;

;

Thomas Harris of New Sarum in 1666 contracted to build an organ for Worcester Cathedral.
in 1690 agreed to imjirove and
enlarge his grandfather's organ in Magdalen
College, Oxford. Rimbault gives a list of thirty-

Renatus Harris

nine organs built liy this eminent artist. He had
two sons Renatus, jun., who built an organ
for St. Dionis Backchurch, London, in 1724, and
John, who built most of Ids organs in conjunction

with his son-in law, John Byfield.
The firm of Harkis (John) & Byfield(Johx)
carried on business in Red Lion Street, Holborn.
In 1729 they built an organ for Shrewsbury,
and irr 1740 one for Doncaster, wdiich cost
v. pe p.
£52S, besides several others.

HARRISON,

J.,

a

London music-publisher,

originally a bookseller in Fleet Street, where he
J. "Wenman and published plays,
and essays. About the year 1779 he
removed to 1 8 Paternoster Row and commenced

succeeded

novels,

the issue of musical works from engraved plates,
including the ballad operas of the day and reprints of works by Handel, Arne, and Boyce, and
others.
In 1784 the imprints give 'Harrison
& Co.,' and in 1788 they are in possession of an
additional warehouse named Dr. Arne's Head
In 1796 they are issuing
at 141 Cheapside.
'

'

HARRISON
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HART & SONS

an octavo publication, consisting of operas and
pianoforte pieces, named The Pianoforte Magazine, which ultimately extended to about thirty
volumes.
This was issued at half- a- crown a
part
and by an advertisement in the Times
;

we
number

of the year ijuoted
titled, after a

find purchasers were enof payments, to a piano-

This is perhaps the earliest record of a
kind of purchase now in some evidence.
About
1798 the firm is styled Harrison, Cluse& Co.,'
and it is at 78 Fleet Street. In 1802 it is at 108
Newgate Street, and probably did not exist much
later than that date.
Their publications are
always exceedingly well engraved, and comprise
many useful reprints of earlier standard works.
They commenced the issue of what promised to
be a very excellent dictionary of music, but it
did not reach beyond a few numbers.
It was
printed in a rather unwieldy oblong folio. F. K.
HARRISON, Samuel, born at Helper, Derbyshire, Sei't. 8, 1760.
He received his musical
education from Burton, a well-known bass chorus
singer, probably the same whose nervous system
was so powerfully affected by the music on the
first day of the Commemoration of Handel, in
1784, as to occasion his death in the course of
a few hours.
On the establisliment of the Concert of Ancient Music in 1776, Harrison appeared as a solo soprano singer, and continued
so for two years afterwards.
But in 1778, being
engaged to sing at Gloucester, his voice suddenly
After an interval of six years,
failed him.
during which he most assiduously cultivated his
voice and style, George III. heard him sing at
one of Queen Charlotte's musical parties, and
caused him to be engaged for the Commemoration
of Handel in 1784, at which he sang 'Rend' il
sereno al ciglio from Sosarme, and the opening
recitative and air in
Messiah.
He was next
engaged as principal tenor at the Concert of
Ancient Music, and from that time took his
place at the head of his profession as a concert
Harrison's voice had a compass of two
singer.
It was remarkably sweet,
octaves (A to a).
pure and even in tone, but deficient in power.
His taste and judgment were of a high order,
and in the cantabile style he had no equal.
Compelled by the exigencies of his engagements
to sing songs which demanded gi-eater physical
power than he possessed, he always sang them
reluctantly. On Dec. 6, 1790, Harrison married
Miss Cantelo, for some years principal second
In 1791
soprano at all the best concerts, etc.
he and Knyvett established the Vocal Concerts,
which were carried on to the end of 1794, and
Harrison's last appearance in
revived in 1801.
forte.

'

'

'

'

'

'

public was at his benefit concert, May 8, 1812,
when he sang Pepusch's Alexis, and Handel's
Gentle airs.
On June 25 following, a sudden
He was buried in
inflammation carried him off.
the graveyard of the old church of St. Pancras.
'

'

'

The

'

inscription on his tombstone includes an ex-

tract from an elegiac ode on Harrison, written

by

Thomas Beaumont, and set to music by
William Horsley, but the lines are so inaccurately

the Rev.

given as completely to mar the allusion to the
song, 'Gentle airs.' Mrs. Harrison survived her
w. H. H.
husband nineteen years.
HARRISON, William, born in Marylebone
parish, June 15, 1813. Being gifted with a tenor
voice of remarkable purity and sweetness, he
appeared in public as an amateur concert singer
early in 1836.
He then entered as a pupil
at the Royal Academy of Music, and in
1837 appeared as a professional singer at the
concerts of the Academy, and subsequently at
On Thursday,
the Sacred Harmonic Society.
May 2, 1839, he made his first appearance on
the stage at Co vent Garden, in Rooke's opera,
Henrique.
A few years later he was engaged
at Drury Lane, where he sustained the principal
tenor parts in Balfe's Bohemian Girl,' Wallace's
Brides of Venice,'
Maritana,' and Benedict's
and 'Crusaders,' on their first production.
In
1851 he performed at the Haymarket Theatre,
in Mendelssohn's 'Son and Stranger,' and other
operas.
In 1856, in conjunction with Miss
Louisa Pyne, he established an English Opera
Company, and for several years gave performances at the Lyceum, Drury Lane, and Covent
Garden Theatres. During their management the
foUomng new operas were produced
Balfe's
Rose of Castille (1857), Satanella (1858),
Bianca, the Bravo's Bride' (1860), 'Puritan's
'

'

'

'

'

:

'

'

—
'

'

'

Daughter' (1861), and 'Armourer of Nantes'
(1863) Wallace's 'Lurlino' (1860), and Love's
Triumph' (1862); Benedict's 'Lily of KiUarney,'
1862; Mellon's 'Victorine' (1859) andHoward
Glover's Ruy Bias (1861).
In the winter of
1864 Harrison opened Her Majesty's Theatre
for the performance of English operas.
He
translated Masse's op)eretta, Les Noces de Jeannette,' and produced it at Covent Garden Theatre
in Nov. 1860, under the title of 'Georgette's
Wedding.' Harrison, in addition to his vocal
'

;

;

'

'

'

qualifications,

at

his

was an excellent

residence

in

1868.

actor.

He

died

Kentish Town, Nov.
w. H. H.

9,

HART, Andeo, an

early Edinburgh printer
printed with musical notation some
editions of the Scottish Psalter as The CL.
Psalmes of David in Prose and Meeter
.
Edinburgh, printed by Andro Hart, 1611, 8vo.
One by his 'heires' is dated 1635.
F. K.
& SONS, an eminent firm of violin
of note,

who

.

.

HART

makers and experts, was founded at 28 Wardour
Street,

London

(the present premises of the firm,

though the name of the street has been altered),
by John Hart about 1825. This John Hart,
grandfather of the present (1905) head of the
firm was an expert not only in all matters connected with the violin, but with the shot-gun
also.
He opened business with a collection of
guns and violins, and for a considerable time it
was doubtful which of these two would prove
the fitter, and survive.
In the end violins

HARTMANN

HART

He
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John Thomas Hart was born on Dec.
died Jan. 1, lS7i.
He was
articled in May 1820 to Samuel Gilkes, who
had learnt his business under William Foster,
a very famous English maker of violins and
violoncellos.
As an articled jmiiil he had many
opportunities for copying, repairing, and stud}'ing the peculiarities of Cremoiiese and other
violins of Italian make, and so laid the foundation of his extensive knowledge of instruments.
He began business at a time when amateur

w. H. H.
HAPiT, James, born at York in 1647, was
bass singer in York Jliiister until 1670, when
he was appointed a trcntleman of the Chapel
Royal and lay vicar of Westminster Abbey. He
was the composer of several songs published in
Choice Ay res, songs and dialogues,' 1676-84
'The Theater of Musick,' 1685-87; The Banquet of Musick,' 1688-92, and other collections.

famous Italian violiiis,

born in London in

prevailed.

1S05, and

17,

violinists were longing for

and as his re]nitation for unerring accuracy of
judgment grew rapidly he became the channel
through which most of the greatest instruments
came to England. He it was who formed
James Coding's collection, that of Mr. Charles
Plowden, most of Mr. Josejih Gillott's collection,
and of the famous Adam group.
His son and
successor,

George Hakt, was born

He was

23, 1839.

London, March

in

a violinist and writer,

and

studied at the Royal Academy of JIusic under
Macfarren and Sainton.
Though an excellent
player on the violin, it is by his literary ability
and by his wide knowledge of what may be called
the literary side of the violin that he is best
known.
In 1875 he published his well-known

famous Makers and thrir
which has passed through many ediin England.
Of it a French edition was

book The

]'toliii: its

Imitators^
tions

Next he published a

Issued in 1386.

descrip-

tion of Count Cozio de Salabue's purchase of the
stock of violins remaining with Paul Stradivarius,
and the tools and drawings of Antonius.
In

1872 he

classified

the Gillott collection, a labour

requiring the most accurate and cert-ain knowledge, and in 1881 appeared his book on The
Violin and its Music.
He married a daughter

Euphonicon
and Albert JIuseuni.

of Dr. Steward, the inventor of the

piano,

now

in the Victoria

Hart died near Newhaven, April 25, 1891. He,
again, was succeeded by his son,
Geokoe Hart, junior, the present head of the
firm(1905), who was born near Warwick, Jan. 4,
1860.

and
and
of

After

in Paris,
is

being educated

Hart entered his

esteemed as a

wood

fine

at

Hampstead

father's business,

expert in the selection

for violins, while his firm is particularly

noted for its exact reproductions of the work of
Guarnerius, Stradivarius, and others.
K. H. L.
HART, Charles, horn May 19, 1797, pupil
of the Royal Academy of Music under Crotch.
From 1829 to 1833 organist to St. Dunstan's,
Stepney, and subsequently to the church in
Tredegar Square, Mile End, and St. George's,
Beckenham.
In 1830 he published Three An'

Te Deum and Jubilate,'
the latter of which had gained the Gresham
Prize Medal inl831. InAprill839he produced
He was
an oratorio entitled 'Omnipotence.'
author of a motet which gained a premium at
Crosby Hall, 'Sacred Harmony,' and other
thems.' and in 1832 a

'

compositions.
1859.

died in London, March 29,

'

;

'

He

died May 8, 1718.
HART, Joseph Binns,

w. H. H.

1794, became in 1801 a chorister of St. Paul's
under John Sale.
Whilst in the choir he was
taught the organ by Samuel Wesley and Matthew
Cooke, and the piano by J. B. Cramer. At eleven
he acted as deputy for Attwpod at St. Paul's.
He remained in the choir nearly nine years, and
on quitting it became organist of Walthanistow,
and private organist to the Earl of Uxbridge.
Pie left Walthamstow to become organist of
Tottenham.
At the termination of the war in
1815, when quadrille dancing came into vogue.
Hart became an arranger of dance music, and
the Lancers' Quadrille has continued in use
ever since.
Hart is credited with its invention,
but there is evidence that it was danced in
Dublin in 1817, two years before Hart's editions
appeared.
From 1818 to 1820 he was chorus
master and pianist at the English Opera House,
Lyceum. He composed the music for Amateurs and Actors '(1818), 'A Walk for a Wager,
and 'The Bull's Head' (1819), all musical farces
and 'The A'ampire,' melodrama, 1820. In 1829
he removed to Hastings, commenced business
as a music-seller, and was appointed organist of
Hart produced forty-eight
St. Mary's Chapel.
'

'

'

;

and galopades, and
Mode of teaching Thorovgk-hass and

sets of quadrilles, waltzes,

An

easy

He

Composition.

died at Hastings, Dec. 10,

w. H. H.

1844.

HART,

Philip, conjectured by Hawkins to
be the son of James Hart (see above), was
organist of St. Andrew Undershaft, and St.
Michael, Cornhill.
In 1703 he composed the
music for Huglies's 'Ode in Praise of Musick,'
performed at Stationer's Hall on St. Cecilia's
Day, 1703. On May 28, 1724, he was appointed
the first organist of St. Dionis Backchurch, at
a salary of £30.
In 1729 he published his
music to The Morning Hymn from the Fifth
Book of Milton's Paradise Lost.' He also published a Collection of Fugues for the Organ. Two
Anthems by him are included in the Tudway
'

Collection (Harl.

MS. 7341).

From Hawkins's

account of him (chap. 175) he appears to have
been a sound and very conservative musician,
Sir John elseand a highly respectable man.
where mentions his excessive use of the shake
Hart died in London at
in his organ playing.
a very advanced age, in or about 1749. w. H. H.
HARTMANN. A family of German origin
established

in

Copenhagen

for

some

four

HARTVIGSON

HARTVIGSON

Johaxn Ernst (1726-1793) was
and composer, who, after liolding
several musical posts at Breslau and Rudolstadt,
became capellnieister to tlie Duke of Ploen, and
went witli him to Coi»enhagen. Here he was
leader of tlie royal baud from 1768, and wrote

Liszt's A major Concerto and Hungarian Fantasia,
arranged for two pianos. He next played Rubinstein's third Concerto at the Gewandhaus Concerts
in 1861, and Schumann's Concerto at CopenOn the death of
hagen under Gade in 1863.
his father in the Prusso-Danish war, he came to
England and played with great success Mendelsat the
sohn's Serenade and Allegro giojoso
From that time
Philharmonic, June 27, 1864.
until the present ih. Hartvigson has lived in
England, with the exception of two years between
1873 and 1875, when he resided at St. Petersburg.
He played at the JIusical Union, and
introduced there Scliumann's Trio in F, April
He introduced Liszt's music at the
24, 1866.
Philharmonic, where he played that composer's
first Concerto on June 10, 1872,
At the Crystal
Palace he introduced Schubert's Fantasia, op.
15 (arranged by Liszt for piano and orchestra),
also Rubinstein's fourth Conon Oct. 6, 1866

336
generations.

a

violinist

music, now completely forgotten, witli the
exception of the song 'Kong Christian,' which
first appeared in an opera
Die Fisclier, and
has since been adopted as tlie Danish National
Hymn. He died in 1793. His second son,
AuGU.ST WiLHELM, born 1775, held the post
of organist to the Garrison Church in Copenhagen from 1800 to 1850, and was the father of
JoHANN Peter Emilius, born May 14, 1805,
who for many years held a high place among
Danish composers.
His opera Ravnen (The
Raven), to words by H. C. Andersen, was produced Oct. 29, : 832.
It was followed by Die
goldnen Horner' in 1834, and 'Die Corsaren
on April 23, 1835, and Liden Kirsten (' Little
Cliristie'), on May 12, 1846.
Besides these
he wrote much for the theatre in tlie way of
incidental music, etc., as well as choral works
(among tliem a cantata on tlie death of Thorwaldsen, 1848), songs, a symphony in G minor,
dedicated to Spohr, and performed at Cassel in
1838, and many piano pieces. See the SamnwlIdnde of the Int. Miis. Ges. vol. ii. p. 455.
He
was made director of the Copenhagen Conservatoriura in 1840.
He died March 10, 1900.

much

'

'

'

'

'

'

'

His son,
Emil, born Feb. 21, 1836, studied with his
father and with N. W. Gaile, his brother-in-law,
held between 1861 and 1873 various appointments as organist, but on account of weak health
subsequently devoted liimself almost entirely
to composition.
In 1891 he succeeded Gade
as director of the ilusical Society of CopenAmong his works, which have obtained
hagen.
great success both in Denmark and Germany,
Die Erlenmadmay be mentioned the operas
chen' (1867), 'Die Ni.xe,' 'Die Korsikaner
:

—

'

FjeldRunenzauber (1896); a ballet
Nordische Volkstiinze (op. 18), three
symphonies, in E flat, A minor, and D, an overture
Ein nordische Heerfahrt (op. 25), a
choral cantata 'Winter and Spring' (op. 13),
concertos for violin and violoncello, a serenade
for piano, clarinet, and violoncello (op. 24), and
many songs. He died at Copenhagen, July 18,

and

'

'

'

stuen

'

'

'

;

'

'

M.

1898.

HARTVIGSON,

Frit.s,

born

May

31, 1841,

Grenaae, Jutland, Denmark, received instruction in music and on the piano from his
at

mother, and at Copenhagen from Gade, Gebauer,
and Anton Ree. At the age of fourteen he
played in concerts in Copenhagen, and made
a tour through Norway in 1858, at Christiania
By
being personally complimented by Kjerulf.
assistance from the Danish Government he
studied at Berlin from 1859 to 1862 under Yon
Billow, with whom he played there at a concert

'

'

:

certo,

Nov.

Sept.

30,

16,

1872

1876.

;

and Bronsart's Concerto,

He was

officially

appointed

Pianist to Queen Alexandra (when Princess of
Wales) in 1873, and Professor of Music at the

College for the Blind at Norwood in
1875.
In 1879, and for several years afterwards,
Mr. Hartvigson was prevented from appearing in
public owing to an injury to his left arm.
He
happily recovered its use, and appeared at W.
Bache's concert, Feb. 21, 1887, playing Liszt's
'Mazeppa' and 'Hungaria, arranged by the
composer for two pianos.
He also played at the
London Symphony Concerts on Jan. 10, 1888
(and subsequently at a Rieliter concert) Liszt's
Todtentanz, which he had introduced to the
English public in 1878 under Billow's direction.
Mr. Hartvigson has played abroad, at Copenhagen
in 1872 and 1889, at Munich (under Biilow), in
aid of the Bayreuth Building Fund, August 24,
1872, and in concerts at St. Petersburg, Moscow,
and in Finland.
In 1888 he was appointed
Professor at the Royal Academy of Music, and
in 1894 an honorary member of the institution.
In 1895 he was an examiner for the associateship
of the Royal College of Music, and in the same
year the King of Denmark made him a knight
of the order of the Dannebrog. In 1905 he was
appointed professor at the Royal College of Music.
His brother, Anton, born Oct. 16, 1845, at
Aarhus, Jylland, received instruction in music
from his mother, Tausig, and Edmund Neupert.
He first played in concerts at Copenhagen,
and came to England in 1873, where he finally
settled in 1882, when he was appointed a
Professor at the Normal College.
With the
exception of his yearly recitals he rarely played
in public.
In 1893 he settted at Copenhagen
as a teacher of his instrument.
He has made
a speciality there of giving yearly courses of
lectures in which he analyses the principal
pianoforte compositions of the great masters,
besides performing them in their entirety.
In
1900 the King of Denmark conferred on him

Normal

'

'

'

HARWOOD
the

of

title

Professor

'

'

HASLINGER

(equivalent to a decora-

tion or order).

HARWOOD,

Basil, son of Edward Harwood,
Esq., J. P., born at AVoodhouse, Olvestoa, Gloucestershire, on April 11, 1859.
He was educated at Charterhouse and Trinity College,

and took the degree of JIus. B. in
18S0, that of B.A. (honours in classics and
modern historj') in 1881, M.A. in 1884, and
ilus.D. 1896.
He studied the pianoforte "with
J. L. Roeckel at Clifton, the organ with G.
Kiseley at Bristol, theory with Dr. C. W. Corfe
at 0-"vford, and composition for a short time at
the Leipzig Conservatoriuni under Reinecke and
Jadassohn.
He was organist of St. Barnabas,
Pimlico, from 1883 to 1887, of Ely Cathedral
from 18S7 to 1S92, and has been organist of
Christ Church Cathedral, Oxford, from 1892
to the present time.
He was pirecentor of Keble
College, O-Kford, from 1892 to 1903, and conductor of the Oxford Orcliestral Association
from 1892 to 1S9S.
On the foundation of the
Oxford Bach Choir in 1896 he was ajiiiointed
its conductor, a p>ost he held with distinction
till 1900, in which year he became choragus of
the university.
He conducted the Orpheus
Society in 1894.
His works are few in nuniTjer, only reaching up to op. 16
but all are
0-\ford,

'

'

;

careful w'orkmanship

and

fas-

Tliey include a f)salm, Inclina,
soprano solo, chorus, and orchestra,
pierformed \\"ith great success at the Gloucester

tidious taste.
Doiiiine,

'

them back

to Liver[iool.

Some

in connection with the story

dithculties occur

which need not be

Harwood died

in 1787.
H. P.
well-known music firm in
Vienna, originally the Bureau des arts et d'iudustrie,' next S. A. Steiner k Co., and since
1826 Tobias Haslinger. Tobias, born March 1,
1787, at Zell, in Upjier Austria, came to Vienna
in 1810, was an energetic, intelligent man of
business, on intimate terms with the best
musicians of Vienna.
Beethoven and he were
in constant communication, and the numerous
letters to him fronr the great composer, which
have been preserved (probably only a small
proportion of those which were written), each
with its queer joke or nickname, show the footing they were on
Adjutant, or Adjutanterl,
specified.

A

HASLINGER.

'

—

or

Bestes kleines Kerlchen,

or

Tobiasserl

or

Tobias Peter Pliilipp, or jMonsieur de Haslinger,
General Musicien et General Lieutenant such
are the various queer modes in wdiich Beethoven
addresses him. In a letter to Schott (Nohl, No.
328) he sketclies a comic biograph}' of his friend,

—

canons.
Another canon
Itomiuus Haslinger,' occurs in a letter
of Sept. 10, 1821 and one of his very last notes
contains a flourish on his name, added, with the
signature, by the hand of the master
witli

illustrative

'

Tuliias

;

:

for

'

Sahitaris,
an Agnus Dei, and
and organ a ser\'ice in A flat, opt. 6
a comnrunion service in D, op. 14
several
anthems a vocal trio, songs, etc. Among his
various pieces for organ may be mentioned a
sonata in C sharp minor, op. 5
'Dithyramb,'
op. 7
Psan (played by Sir W. Parratt at

Festival of 1898

;

for clioir

;

;

;

'

'

;

the reopening of the organ in York JMinster)
and preludes on Old English Psalm Tunes. M.

;

HARWOOD, Edward,

of Liverjiool,

at Hoddleson, near Blackbm-n, 1707.

was born
He was

author of many songs, among wl^ich may be
named 'Absence,' 'The Cliain of Love,' 'Hapless Collin,'
To ease my heart,' all published

—

'

at Liverpool.

He

The

two sets of original
without date, the second

also issued

tunes, the first

in 1786.

first

\'olume contains the metrical

anthem, 'Vital sjiark of heavenly flame, formerly
so popular in country churches. The trarlitional
'

—

account of its origiri is as follows:
Harwood
had been staying in London, in com})any with
Alexander Reed, of Lii'crpool
but ^^l^en tlie
time for tlreir return arrived, they found tlieniselves ^\ithout the means of discharging the
reckoning at the inn.
In this emergency it was
resolved to compose some piiece of music, andraisc
money upon it. Vhat Reed attemjited in that
direction is not told, but Harwood, taking up a
collection of poetry which lay in the coilee-room,
came across Pope's Ode, which he immediately
set to music, and taking it to a publisher, sold
;

VOL.

II

Better

To

;

;

hymn

This relieved the
and brought

friends from tlieir embarrassment,

A. c.

marked by most

the copyright forforty pounds.
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Haslinger prepared a complete copy of Beethoven's compositions in full score, beautifully
written by a single copyist. This was purchased

by the Archduke Rudolph, and bequeatlied by
liim to the Gesellschaft der Musikfreunde, in

whose library it now

is.

six torch-bearers wdro

He was one of the thirtysurrounded the bier of liis

and it fell to his lot to hand the
three laurel wreaths to Hummel, by whom they
wore placed on the coffin before the closing of
the grave.
He died at ^'ienna, June 18, 1842,

great friend,

and the business

can^e into the hands of his son
K.ARL(born Junell, 1816), a pupil of Czernyand
Seyfried, a remarkable pianoforte player, and
an industrious composer. His soirees were well

known and much frequented, and many a
yoimg musician made his first apipearance there.
He died Dee. 26, 1S68, leaving as many as
100 published works of all classes and dimenThe concern was carried on by his widow
till Jan. 1875, when it was bought by the firm
of Schlcsinger of Berlin, by whom it was maintained under the st3'le of 'Carl Haslinger, qtiondam Tobias.' It passed in 1875 into the hands
Among the works published by
of Schlesinger.
sions.

may

be nanred Schubert's
Beethoven's Symphonies 2, 3, 4, 7, 8, Overtures
to 'Coriolan,' 'Ruins of Athens,' op. 115, 'King
this
'

establishment

^\^interreise

'

and

'

Schwanengesang

'

;

z
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Stephen,

'

Leonora No.

HASSE

,

Violin Concerto, Battle
1, 3, 4, 5, Trio in
Bb, Sonatas and Variations, Liederkreis, etc. ;
Spohr's Symplionies 4 (Weihe der Tone) and 5
Liszt's Concerto in Er> Moscheles' Concertos, 2,3,
Hummel's Concertos in C, G, A minor,
5, 6, 7
and Ab, 4 Sonatas, etc. The dance music of Lanner and the Strausses forms an important part of
the repertory of the firm, which under the later
proprietor has received a great impulse,
c. r. p.
'

Symphony, PF.

1

'

Concertos,

;

;

;

HASSE, Faustina Bordoni,

the

wife

of

A. Hasse (see below), was born at Venice in
1693, of a noble family, formerly one of the
governing families of the Republic.
Her first
instruction was derived from Gasparini, who
helped her to develop a beautiful and flexible
voice to the greatest advantage.
In 1716
Bordoni made her debut in ' Ariodante by C.
T. PoUarolo, achieved at once a reputation as a
great singer, and was soon known as the New
Syren.
In 1 7 1 9 she sang again at Venice with
Cuzzoni and Bernacchi, whose florid style her
own resembled. In 1722 she sang at Naples,
and at Florence a medal was struck in her
honour.
She visited Vienna in 1724, and was
engaged for the Court Theatre at a salary of
15,000 florins. Here she was found by Handel,
Avho immediately secured her for London, where
she made her debut May 5, 1726, in his
J.

Europe (Stef. Arteaga). In London
she divided the popular favour with Cuzzoni.
When the admirers of the one began to aj upland,
on wliich
those of the other were sure to hiss
singers in

'

;

'

account operas ceased for some time in London
Admeto, Lady
(Quantz).
In a libretto of
Cowper, the original possessor, has WTitten
she is the devil
opposite to Faustina's name,
'

'

'

of a singer.'

Hawkins's Hisbut he seems not to have known the fine
print engraved by L. Zucchi after S. Torelli,
Fetis mentions her portrait in

tory

'

'

Her

Alessandro.'

salary was fixed at £2000.

'She, in a manner,' says Burney, 'invented a
new kind of singing, by running divisions with
a neatness and velocity which astonished all

who heard

her.
She had the art of sustaining
a note longer, in the opinion of the public, than
any other singer, by taking her breath imperceptibly.
Her beats and trills were strong and
rapid her intonation perfect
and her professional perfections were enhanced by a beautiful
face, a symmetric figure, though of small stature,
and a countenance and gesture on the stage
which indicated an entire intelligence of her
Apostolo Zeno, in speaking of her depart.'
parture from Vienna, says
But, whatever good
fortune she meets with, she merits it all by her
courteous and polite manners, as well as talents,
mth which she has enchanted and gained the
esteem and afl'ection of the whole Court.'
In London she stayed but two seasons, and
then returned to Venice, where she was married
to Hasse in 1730. In 1731 she went to Dresden,
and remained there till her dismissal in 1763,
when she and her husband went to Vienna, and
resided there until 1775. They then retired to
Venice, where they ended their days, she in
1783 at the age of ninety, and Hasse in the
;

;

:

same

'

year.

is

uncommon.

'

;

;

shake,

new and

brilliant passages

of

embellishment, and a thousand other qualities
contributed to inscribe her name among the first

J.

HASSE, JoHANX Adolph, who

M.

for a third

part of the 18th century was the most popular

dramatic composer in Europe, was born on March
25,1699, atBergedorf, Hamburg, where his father

was organist and schoolmaster. At eighteen
years of age he went to Hamburg, where his
musical talent and fine tenor voice attracted the
notice of Ulrich Kunig, a German poet attached
through whose recommendawas engaged as tenor singer by Keiser,
director of the Hamburg Opera, and the most
famous dramatic composer of the day.
At the
end of four years Konig procured for Hasse a like
engagement at the Brunswick theatre, where,
in 1721, his first opera,
Antigonus (the title
to the Polish court,

tion he

'

•

given in the Que/len-Lexikon as Antiochus ')
was produced. This (the only opera he ever
composed to a German libretto) was very well
received, but as, while evincing great natural
facility in composition, it also betrayed a profound ignorance of the grammar of his art, it
was decided that he must go to Italy, then the
musical centre of Europe, for the purjiose of
serious study.
Accordingly, in 1724, he repaired to Naples, and became the pupil of Porpora, for whom, however, he had neither liking
nor sympathy, and whom he soon deserted for
the veteran Alessandro Scarlatti.
In 1725 he
received the commission to compose a serenade
for two voices.
In this work, which had the
advantage of being performed by two great
singers, Farinelli and Signora Tesi, Hasse acquitted himself so well that he was entrusted
with the composition of the new opera for the
next year. This was Sesostrato, performed at
Naples in 1726, and which extended its comjioser's fame over the whole of Italy.
In 1727
he went to Venice, where he was appointed
professor at the Seuoladegl' Incurabili, for which
he "\\-rote a Miserere for two soprani and two
contralti, with accompaniment of stringed instruments, a piece which long enjoyed a great
celebrity.
He was now the most popular composer of the day.
His fine person and agreeable manners, his beautiful voice and great proficiency on the harpsichord caused him to be
is

'

'

'

'

Faustina has seldom been equalled in agility
of voice
a matchless facility and rajddity in
her e.xecuticn
dexterity in taking breath, exquisite

;

which is a companion to that of Hasse by the
same engraver, and represents Faustina as an
elderly person, handsomely dressed, and with a
sweet and intelligent countenance. This portrait

'

'

'

'

HASSE

HASSE
after in society, and he was known
throughout Italy by the name of 11 caro Sassone.
In 1728 he produced, at Naples, anotlier opera,

much sought

'

Attalo, re di Bitinia,' as successful as its preIn 1729 he returned to Venice, where

decessor.

he met with the famous eantatrice, Faustina
Bordoni (see above), then at tlie zenith of her
powers and her charms, who shortly afterwards
became his wife. For her he composed the
operas 'Dalisa'and'Artaserse' (No. 1), the latter
of which is one of his best works.
In 1731 this celebrated couple were sunnnoned
to Dresden, where August II. reigned over a
Hasse was appointed capellbrilliant court.
His first
meister and director of tlie Opera.
Alessandro nell'
opera produced in Dresden,
Indie,' had an unjirecedented success, owing not
only to its own merits, but to the spilendid
performance by Faustina of the principal part.
Hasse's position, however, as the husband of tlie
most fascinating prima donna of the day, was,
His
at this time, far from being an easy one.
life, too, was embittered by his enmity to liis old
master, Porpora, whom he found establislied in
Dresden, and who was patronised by some members
Up to 17-10 he absented
of the royal family.
In
himself as much as he could from Dresden.
company with Faustina he revisited Venice,
Milan, and Naples, and he also went to London,
where he was pressed to undertake the direction
of the opera established in opjtosition to Handel.
His Artaserse met with a brilliant reception,
but he had no wish to support the rivalry with
Handel besides which he disliked England, and
It does not seem
he soon quitted the country.
that Faustina accompanied him on this expedition.
"When, in 1739, he returned to Dresden,
he was no longer vexed by the presence of
Porpora, but he found a fresh grievance in the
'

'

'

;

great success of Porpiora's pupil, Regina Mingotti.
This excellent singer was a formidable rival to

Faustina, and Hasse's jealousy and spite were
It is even said that in his
openly manifested.
opera of Demofoonte he introduced into her
part an air written entirely in what he thought
the weakest part other voice, the accompaniment
being so contrived as to hamper, instead of
Mingotti was obliged to sing it,
helping her.
but, like the great artist tliat slie was, she acquitted herself in such a manner as to disappoint
Hasse, and she made one of her greatest successes
This story has been widely
with this very air.
repeated and generally believed, but tliere seems
If such an
good reason for doubting its truth.
air was really written Hasse did not allow it to
survive in the opera, but replaced it by another.
Except for a short stay in Venice in 1740
'

'

Hasse and Faustina remained at Dresden till
1763. In 1745, on the very evening of Frederick
the Great's entry into Dresden after the battle
of Kesselsdorf,

Hasse's opera

'

Arminio

'

was

command of the conqueror, who
graciously commended the work and its performperformed by
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During

ance, especially tlie part of Faustina.

Frederick's nine days' stay in tlie Saxon capital
Hasse had to attend at court every evening and

superintend the musical performances, and waa
by the jiresent of a magnificent
diamond ring and lOOOthalers for distribution
among the musicians of the orcliestra. In 1760
occurred the siege of Dresden, in wliich Hasse lost
most of his property, and during which his
collected ^ISS. jirepared for a complete edition
of his works, to be published at tJie expense of
the King of Poland, were nearly all destroyed.
At the end of tlie war the king was obliged,
from motives of economy, to suppjress both opera
and chamber music. Thecapellmeister and his
wife were dismissed, and retired to Vienna, where
Hasse, in conjunction with the poet Metastasio,
was soon engaged in active opposition to a more
formidable rival than Porp)ora, viz. Christopih
Gluck. Although he was seventy-four years old,
His last
he now conipiosed several new operas.
dramatic work, 'Ruggiero,' was produced at
Milan in 1771 for the marriage of the Archduke
Ferdinand. On this same occasion was performed
Ascanio in Alba,' by Wolfgang
a serenade,
Mozart, then thirteen years of age.
After hearing it, old Hasse is said to have exclaimed, This
boy will throw us all into the shade, a prediction
which was verified within a few years of its
The remainder of Hasse's life was
utterance.
passedat Venice, where he died iiihis eighty-fifth
year, on Dec. 16, 1783.
Owing to the destruction of Hasse's works at
Dresden, his autograph scores are exceedingly
scarcely a MS. or even a letter of his being
rare
found in any collection, public or private though
The
contemporary copies are common enough.
following comjiositions of Hasse's are the chief of
those which are published, and accessible at the
present day

rewarded

,

'

'

;

;

:

1.
2.

'

berfeld,
3.
4.

—

"Miserere' for two Sopr.ini and two Alti (Berlin. Trautwein).
for B;i89 polo and Chorus, with orchestra [ElllSth PAahn
'

;

Arnold!

Aioide al Bivio,' opera, PF. score (Leipzig, Breitkopf).
Te Deum in D for Soli and Chorua, with Orchestra and Organ
•

(Leipzig, Peteral.

'Die Pilerinime auf Golgatha' (" Pellegrini al Sepolcro,' Gertranslation). Oratorio. PF. score (Leipzig, Schwicliertl.
Quintet, from the above, two Soprani, two Alti, and Bass
(Berlin, Damlcohler Bresiau, Leuckard).
Die Bekehrung dea beiligen
7. Air for Alto, from Oratorio
AuguBtins' (Berlin, Dainkijhler & Schlesinger).
8. Portions of a Te Deuiii and a Miserere, and two other piece? in
vol.
iv.
Kochlitz'8 Sammtung,
'Chriete,' No. 19 in the Atiswahl vorzugl,
9. A vocal fugue,
MusiJiicerke (TrauWein).
10. A Sonata in D. in Pauer's Alte Ciavienuusik.'
5.

man
6.

;

'

'

There is a fine portrait of Hasse, oval, in
folio, engraved by L. Zucchi at Dresden from
a picture by C. P. Rotari, representing him as
a middle-aged man, with pleasing features and
expression. [An interesting article on the composer appeared in the Sammclhande of the Int.
Mus. Ges. vol. v. p. 230.]
Hasse's facility in composition was astonishing.
He wrote more than a hundred operas,
besides

oratorios,

masses,

cantatas,

psalms,

symphonies, sonatas, concertos, and a host of
smaller compositions.

[A

full

catalogue of

Ms
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extant works

is

HASSLER

given in the Monatshe/te f.

Musikgcschichte, 11, 82

and

ff,

in the Quellen-

He set to music tlie whole of MetaLexikoH.I
dramatic works, several of them three
His career was one long
or four times over.
success
few composers have enjoyed during
their lifetime such world-wide celehrity as he
of those few none are more completely forgotten
now.
Great as was his pei-sonal popularity, it
is insufficient to account for the universal acceptance of his music.
The secret probably lay
in the receptivity of his nature, which, joined
to the gift of facile expression, caused some of
the most genial, though not the deepest, influences of his time to find in him a faithful echo.
First among these was the spreading fascination
of modern Italian melody. It is as an Italian, not
a German composer that Hasse must take rank,
although, innocent as he was of contrapuntal
science, he has nothing in common with the
majesty, profound in its simplicity, of the early
stasio's

:

;

He

began life as a singer, in an
age of great singers, and must be classed among
the first representatives of that modern Italian
school which was called into existence by the
worship of vocal art for its own sake.
His harmonies, though always agreeable, sound poor to
ears accustomed to the richer combinations of
the German composers wdio were his contemporaries and immediate successors.
Yet even as
a harmonist he is linked to modern times by
his fond and frequent use of the diminished
seventh and its inversion, as an interval both
while his smooth
of melody and of harmony
and somewhat cloying successions of thirds and
Italian writers.

;

may have afforded delight to hearers
unused to the stern severities of counterpoint.
He had an inexhaustible flow of pleasing melody,

sixths

which, if it is never grand or sublime, is never
Many of his best airs are
crabbed or ugly.
charming even now, and, if in some respects
they appear trite, it should be remembered that
we have become familiar with the type of which
they are examples through the medium of compositions which, in virtue of other qualities
than his, are longer-lived than Hasse's, though
A few have been rewritten at a later date.
published in our own day, among which we may
quote Ritornerai fra poco, from a Cantata (to
'

'

befound in the seriescalled 'Gemmed' Antichita,'
published by Lonsdale), which has real beauty.
As a fair specimen of his style, exhibiting all
the qualities which made him popular, we will
mention the opening symphony and the first air
in the oratorio

'

I

Pellegrini al Sepolcro,' written

Chapel at Dresden. To appreciate the deficiencies which have caused him to
be forgotten, we have only to proceed a little
for the Electoral

They
farther in this or any other of his works.
In the matter
are inexpressiljly monotonous.
All his airs
of form he attempted nothing new.
are in two parts, with the inevitable Da Capo,
All his operas
or repetition of the first strain.

by occasional duets,
more rarely a trio, or a simple chorus, all cast
in the same mould.
His orchestra consists
merely of the string quartet, sometimes of a
string trio only if now and then he adds hautconsist of such airs, varied

;

boys, flutes, bassoons, or horns, there is nothing
distinctive in his writing for these wind instruments, and their part might equally well be

played by the violins.
Nor is there anything
distinctive in his writing of Church music,
which presents in all respects the same characterHis Symphonies are for
istics as his operas.
The
three, or at the most four, instruments.
harmonic basis of his airs is of the very slightest,
his modulations the most simple and obvious,
and these are repeated with little variety in all
The charm of these songs consists
his songs.
in the elegance of the melodic supei-structure and
its sympathetic adaptation to the requirements
Singers found in them the most
of the voice.
congenial exercise for their powers, and the most
perfect vehicle for expression and display.
For
ten years Farinelli charmed away the melancholy
of Philip V. of Spain by singing to him every
evening the same two airs of Hasse (from a
Pallido e il sole
second opera,
Artaserse '),
and Per questo dolce amplesso.
Hasse was no prophet, but in his works his
contemporaries found fluent utterance given to
'

'

'

own feelings. Such men please all, while
they oHend none but when the spirit and the
time of which they are at once the embodiment
and the reflection pass away, they and their work
must also pass away and be forgotten. F. A. M.
HASSLER or HASLER, Hans Leo, eldest
of the three sons of Isaac Hassler
a musician
of the Joachimsthal who settled in Nuremberg
and the ablest of the three.
Of his life little
is known.
He is said to have been born in
1564 he received his instruction from his father
and from A. Gabrieli, with whom he remained in
Venice for a year, after which (about 1585) he
found a home in the house of the Fuggers at
Augsburg, There he composed his famous xxiv
Canzonetti a 4 vooi (Norimberga, 1590) and
his
Cantiones sacrae de festis ]iraecipuis totius
anni 4, 5, 8 etplurium vocum (Augsburg, 1591)
twenty-eight Latin motets.
These were
followed by his Concentus ecclesiastici (Augsburg, 1596)
Neue teutsche Gesaeng (1696)
Madrigali (ibid.), and Cantiones novae '(1597).
[He was appointed musical director in Augsburg in 1600 and in Nov. 1601 became organist
of the Frauenkirche in Nuremberg.
QuellenLexiko7i.'\
The statement so often repeated by
the Lexicons that Hassler entered the Imperial
Chapel at Vienna in 1601 is inaccurate, and
arises from the fact that a certain Jacob Hasler
was appointed court organist at Prague on July
(SeeKochel, Kais. HofJcapdh, p. 53.)
1, 1602.
On Oct. 28, 1608, Hassler entered the service
of Christian II. of Saxony, and died at Frankfort on June 8, 1612.
their

;

—

—

:

'

'

'

'

—

'

'

'

'

;

'

'

'

;

HASTREITEK
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Besides the works already named there exist
eightMassesof his(1599) 'Liistgartendeutscher
Gesange, 1601 (reprinted in the publications of
the Gcs. f. Mnsikforsehung); Sacri Concentus,
for five to twelve voices (Augsburg, 1601); fourpart Fsahns and Gesange (Nuremberg. 1607
and
republished by Breitkopf in score, 1777)
five collections of German and Latin secular
Many single pieces are given in Bodensongs.
schatz's Florilegium and in Schadaeus's Prouiptuarium Jlusicum.' (See Eitner's bibliography
in the MonatshefU f. Muslkgi'schichte^ 1S71, and
Proske (Musica
list in the Qnellen-Lexikon.)
Dicina) gives three Masses and seven other
pieces of his. and says of his style that it unites
all the greatest beauty and dignity that can be
found in both the Italian and German art of
Rochlitz includes a Pater Noster
that day.'

the pseudonym of 'Oza])ek,' several songs which
met ^\ith considerable success. In 1848 he
visited America.
Hatton was for some years
director of the music at the Princess's Theatre
under Chas. Kean, and whilst there composed
music for Macbeth and Sardanapalus,' 1853
Faust and Marguerite,' overture and entr'actes,
1854; 'King Henry VIII.' 1855; Pizarro,'

;

'

'

;

;

'

'

'

'

seven

for

voices

in

Sainm.Iung,

his

vol.

iii.

The well-known chorale Herzlich thut mich
verlangen or Befiehl du deine AVege, so much
used by Bach in the Passion, was originally a
'

'

'

'

love song,

'

Mein G'muth

is

mir verwirret,'

in

Lustgarten deutscher Gesange' (1601).
His younger brother, Jacob, a meritorious
church composer, is prohabh' the Hasler already
mentioned ashaving joined the Chapiel at Vienna
it is at least certain that he was organist to Graf

his

'

von HohenzoUern Hechingen in
1601 [and that he was appointed court organist
He pirobably died
at Prague on July 1, 1602.
in 1611, as his successor was appointed in that
year. JIadrigals by him were published at Nuremberg in 1600, and a vohmie of church music in
The third brother, Caspar, born prob160"l.]
ably 1570 [died in 1618, an organist in NuremEitel Friedrich

acquired a reputation for playing the
organ and clavier. Some of his vocal pieces are
(Nuremberg,
Symphoniae sacrae
found in
F. G.
1598-1600).
HASTREITEE, Helene, born at Louisville,
U.S.A., Nov. 14, 1858, was a pupil of Lampierti
in Milan, and sjieedily took an important pilace
on the Continent as a dramatic contralto of
great power, both vocally and histrionically.
She has sung chiefly in Italy, but has also
been heard in France (never in England). She
identified herself with the part of Orfeo, wdiile
Dalila and Ortrud were among her finest impersonations.
She retired from public life on
her marriage with Dr. Burgunzio, and now lives
at Genoa.
(Baker's ZHclionary.)
HATTON, John Liptrot, horn in Liverpool,
Oct. 12, 1809, received in his youth a small
rudimentary instruction in music, but ^^as

berg],

'

'

He settled in
otherwise entirely self-taught.
London in 1832, and soon became known as a
composer.
In 1842 he was engaged at Drury
Lane Theatre, at which house, in 1844, he proThe Queen of the
duced an operetta called
Thames.'
In the same year he went to Vienna
and brought out his opera, 'Pascal Bruno.'
On his return to England he published, under
'

'

'
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'

;

'

'

1856; 'King Richard
'The Merchant

1857; and 'King
and 'Much
Ado about Nothing,' 1858.
He also composed two Cathedral services eiglit anthems
and a mass
Rose, or. Love's Ransom, opera,
Covent Garden, 1864
'Robin Hood,' cantata,
Bradford Musical Festival, 1856
several books
of part songs, and upwards of 150 songs ('Goodbye,
sweetheart,' etc.).
One of his latest
achievements was the sacred drama of HezeLear,'

II.'

of Venice,'

;

'

;

'

;

;

'

'

'

produced at the Crystal Palace, Dec.
[He died at Margate, Sept. 20,
15, 1877.
1886, and was buried in
Kensal Green
Cemetery.]
w. H. H.
HAUK, Minnie, born of a German father,
Nov. 19, 1851 {N. B. Musik-Zeituiig) or 1852
(Riemann), was first taught singing by M. Curto
at New Orleans, and appeared there in a concert
about 1865.
She was then placed under the
care of Signer Errani in New York, and for a
short time under Signer Albites.
On Oct. 13,
1866, as Amalia JI. Hauck (sii-'), she made her
debut in Italian Opera at Brooklyn as Amiiia
Sonnambula.'
'The appearance excited
in
much interest from the fact of her being native
and exceedingly pretty.
born
She
gave undoubted promise of future eminence.' ^
On Nov. 30, she made her debut in New York
LEtoile du Nord.'
as Prascovia in
In 1867
and 1868 she sang there and in other American
cities, hai-ing received further instruction from
Her voice is a mezzoMaurice Strakosch.
soprano of great force and richness.
Her parts
included, Nov. 15. 1867, Juliet in Gounod's
opera, on its production in New York Margaret,
Norina, Inez in L'Africaine' Annetta in CrisOn Oct. 26, 1868, she made her
pino. etc.
debut at Covent Garden with great success as

kiah,'

'

.

.

.

.

.

'

;

'

'

;

'

Aniina, later as Lucia, Zerlina, Margaret, etc.
In 1869 and 1870 she sang in Italian in Paris,
In May 1870 she
Moscow, and St. Petersburg.

made her debuts

in

Gernuan at Vienna with such

success that she obtained a three years' engagement and became a very great favourite, in the

Blonde, Despina, Susanna,
in 'Abu Hassan,' Countess
Hausliche Krieg,' Anna in
in Schubert's
Marschner's Hans Heiling, Marie in Lortzing's
'Waft'ensehmied,' and in operas translated from
the French and Italian, mostly fi'om the usual
In 1874 she was the
opera-coniique repertory.
principal singer at the first season of the new
Komische Oper (later the Ring-Theater), and
made a great success, April 20, as Javotte in
lighter parts,

viz.

and Zerlina, Fatima
'

'

'

'

'

'

1

Xew rork

Tribtnu\ Oct.

15, 1866.
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the production in Vienna of Delibes' Roi I'a
dit' and as Carlo Broschi in Part du Diable.'
At Pesth, in the summer, she sang in Hungarian
at the 200th performance of Erkel's Hunyadi
'

'

'

From 1874

1877 Minnie Hauk was
engaged at Berlin, and was a great favourite
there, making a notable appiearance on Deo. 11,
1876 as Katharine in Goetz's 'Taming of the
Slirew
on its production in Berlin.
(See
GoETZ.)
She was next engaged at Brussels,
where, in 1878, she played Carmen two years
after its production at Brussels.
Mapleson saw
lier in the part, and promptly engaged her to
play it at Her Majesty's. She appeared there
April 27, 1878, as Violetta, and after playing
Eosina, Alice, etc., and singing (June 1) in
a selection from Berlioz's Faust, she made a
great hit as Carmen on the production of the
opera in England on June 22.
The piece had
not pleased in Paris, atd her dramatic powers
no doubt did much to establish its success
in this country.
She reappeared every season,
until 18S1 at the same theatre, and in the
early part of 1880 made a success in English
under Carl Rosa as Katharine (Goetz) and Aida,
iaving in the meantime reappeared in her native
country.
In 1881 she married Baron Ernest
V. Hesse-AVartegg, the well-known traveller and
Laszlo.'

to

'

'

'

author, correspondent of the Neue Freie Presse.
she has made three trips round the
She fulfilled
world, everywhere well received.
several engagements in America, making a great

With him

success as Carmen, Selika, Elsa,

and Santuzza in Cavalleria, these last
on the production of tne operas in America.

senet),
tvvo

Manon (Mas-

'

'

She reappeared in this country at intervals, viz.
1885 at the Crystal Palace and Philharmonic
Concerts, 1887 and 1888 in opera at Covent
Garden and Drury Lane, and other years, herfinal
appearances being in 1894-95 in the Carl Rosa
Opera at Liverpool and at the Ballad Concerts.
She also sang in the various cities of Germany
and Italy. Her repertory was enormous, about
100 parts Carmen alone she sang 500 times
She
in French, English, German, and Italian.
;

—

Chamber
has received various decorations
Singer to the Court of Prussia, Officer of the
French Academy, the Order of St. Cecilia at
Rome, etc. In 1896, on the death of her mother,
Mme. von Hesse- Wartegg retired from the stage,
but sings occasionally in concerts for charitable
She and her husband are now living
purposes.
A. c.
at a villa near Lucerne.
HAUPT, C.iRL August, a very distinguished
German organist, born August 25, 1810, at
Kuhnau in Sile.sia pupil of A. ^Y. Bach, Klein,
and Delin, and at a later date of the two
Schneiders.
In 1832 he obtained his iirst post
;

at the French convent in Berlin, from which he
gradually rose to the parish church of the city,
where he succeeded Thiele in 1849. His reputation spread far beyond his native country,
and in 1854 lie was consulted by Professors

Donaldson, Ouseley, and 'Willis, the committee
appointed to draw up a scheme for a gigantic
In 1869 he sucorgan at the Crystal Palace.
ceeded his old master Bach as Director of the
Konigliche Kirchenmusik Institut at Berlin
[a post he filled until shortly before his death,
which took place in Berlin, July 4, 1891].
Haupt was remarkable for his fine extempore

—

close and
variations in the style of J. S. Bach
and increasing in elaboration with

scientific,

and in that
each fresh treatment of the theme
master's organ music he was probably unsur;

G.

piassed.

HAUPTMANN",

Moritz, Doctor of Philosophy, German composer and eminent theorist,
and Cantor of the Thomasschule at Leipzig,
born at Dresden, Oct. 13, 1792. His education
was conducted mainly with a view to his father's
but he was also well
profession of architecture
grounded in music at an early age. He studied
the violin under Scholz, and harmony and composition under Grosse, and subsequently under
Morlacchi.
As Hauptmann grew up he determined to adopt music as a profession. To perfect
himself in the violin and composition he went in
1811 to Goth a, where Spohrwas concertmeister,
and the two then contracted alifelong friendship.
He was for a short time violinist in the court
band at Dresden (1812), and soon afterwards
entered the household of Prince Repnin, Russian
Governor of Dresden, with whom he went to
;

Russia for four years in 1815.

Germany he became

On

his return to

violinist (1822) in Spohr's

band at Cassel, and here gave the

first

indications

of his remarkable faculty for teaching the theory

David, Curschmann, Burgmiiller,
Kiel, are among the long list of
his pupils at that time.
In 1842, on Mendelssohn's recommendation, he W'as appointed Cantor
and Musik- director of the Thomasschule, and
professor of counterpoint and composition at the
new Conservatorium at Leipzig, where he thenceforward resided.
Here he became the most celebrated theorist and most valued teacher of his
day.
Not only are there very few of the foremost musicians in Germany at the present
moment who do not look back with gratitude to
his instructions, but pupils flocked to him from
England, America, and Russia. Among his pupils
will be found such names as Joachim, Von Biilow,
Cossmann, the Baches, Sullivan, Cowen, etc. etc.
(See the list at the end of his letters to Hauser.)
He died at Leipzig, Jan. 3, 1868, loaded with
decorations and diplomas.
In teaching, Hauptmann laid great stress on
the two fundamental sesthetical requirements in
all works of art, unity of idea and symmetry of
form, and his compositions are admirable examples of both.
"With such views he naturally
had little sympathy with the new destructive
school, but he w'as always courteous to those
who differed from him. His respect for classical
forms never trammelled him
and this very
of music.

KufiTerath,

F.

and

;

HAUSMANN

HAUPTMANN
independence kept him

free

from party

spirit

and personal animosity. Altogether he otters a
beautiful example of a life and work the value
of which was acknowledged even by his bitterest
controversial opponents.
Nothing but a life of
single devotion to the cause of art could have
exacted such universal liomage.
His works are
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and three-part canons

(op. 50).
Op. 33,
were published in English by
Ewer & Co. Early in life he composed an opera,
'Mathilde,' which was repeatedly performed at
Cassel, where it was produced in 1826. His partsongs are eminently vocal, and widely popular,

46)

;

six sacred songs,

applies Hegel's dialectic

and are stock-pieces \\\t\\ all the associations
and church choirs throughout Germany. A. M.
HAUSEK, Feanz, boru Jan. 12, 1794, at
Krasowitz, near Prague, was a pupil of Tomaczek,
and for many years a successful baritone singer
in the operas of Prague, Cassel, Dresden, and
Vienna, at the last of which he sang in 1828.
In 1832 he was in the London company which
included Schrcider-Devrient, and in the same
year sang at Leipzig, going to Berlin in 1835 and

of music.

to Breslau in 1836.

characterised by deep thought, philosophic treatment, imagination, and much sense of humour.
His chief work is Die Natur der Harmonik und

Meirik (1S53, 2nd ed. 1873).

English transla-

Xature of Harmony ami Metre by
AV. E. Heathcote, London, 1888. His mathematical and philosophical studies had gi^-en a strictly
logical turn to his mind, and in this hook he

tion as The

method to the study
Gifted with an ear of unusual delicacy,
he speculated deeply on the nature of sound,
applying to the subject Hegel's fornmlas of proposition, counter-proposition,

The book

unit}' of the two.

and the ultimate

not intended for
indeed placed beyond
the reach of ordinary musicians by its difficult
terminology.
But by those who have mastered
it is highly appreciated, and its influence
it,
practical instruction,

and

is

is

later theoretical works is undeniable.
The
obvious endeavour of recent authors to treat
the theory of music on a really scientific basis is
mainly to be attributed to the impetus given by
Hauptmann. His other works are an Erldutenoig zn der Kiinst der Fuge van J. S. Bach
various articles on acoustics in Chrysander's Jalirbikfier
Die Lehre von der Harmonik, a posthumous supplement to the Harmonik und 3[etrik,
edited by his pupil. Dr. Oscar Paul, in 1868;
Opuscula, a small collection of articles musical
and philosophical, edited by his son in 1 874 and
\as Letters, of which two vols. (1871) are addressed
to Hauser, the director of the Munich Conservatoriura, and the third, edited by Hiller (1876),

on

—

;

;

;

and others.

to Spohr

A

large selection from

by A. D.

Coleridge, was puba Leipzig Cantor, in 1892.
Hauptmann published some sixty compositions,
mainly interesting from the characteristic harmony between the whole and its parts, which
pervades them.
Idea and execution are alike
complete the thought is clear, the style correct
while their symmetry of form and purity of
expression make them true works of art and
these, translated

lished as Letters of

;

perfect reflections of the harmonious, graceful

In early life he wrote
music Sonatas for pf. and
violin (opp. 5, 6, 23); Duos for two violins (opp.
2, 16, 17), quartets, etc., which betray the influence of Spohr. During the latterhalf of his life he
nature of their author.

—

chiefly instrumental

wrote exclusively for the voice. Among his vocal
compositions
more important as well as more
original than the instrumental
may be named
his well-known motets and pisalms
a Mass (op.
Choruses for
a Mass w-ith orch. (op. 43)
18)

—

—

;

;

;

mixed voices (opp.

25, 32, 47), perfect examples
of this style of writing
two-part songs (op.
;

He retired from the stage in
1S37, and settled in Vienna as a singing teacher
in 1846 he was appointed director of the Munich
Conservatorium, on the re-organisation of which,
in 1865, he was pensioned ott' and lived successively at Carlsruhe and Freiburg in Breisgau.
At the latter place he died on Aug. 14, 1870.
His Gesanglehre (published in 1886) had a wide
circulation, but to modern musicians his name
is best know'n as the recipient of the interesting
series of letters

from Hauptmann.

(Riemann's

Lexikon.^

HAUSER,

MisKA, a famous Hungarian
boru 1822 in Presburg, received his
musical education in Vienna under Btihm and
When only twelve years of age he
Mayseder.
made a tour through the world. In 1840 he
travelled through Germany, Sweden, Norway,
and Russia he visited London in 1850, and
California, South America, and Australia iu
1853-58.
In 1860 he was feted by King Victor
Emanuel of Italy and the Sultan of Turkey.
Of his compositions, his little Lieder ohne
Worte for the riolin will no doubt survive him
[He wrote a set of letters
for many years.
violinist,

;

'

'

describing his American tours, in the OstdeiUscTie
Post of Vienna, which was published as U'ander^
hiich eines osterreiehischen Virtuosen in 1858-59.]

Hauser retired into private

life

died, practically forgotten, in
9,

about 1878 and
Vienna on Dec.

1887.

E. P".

HAUSMANN,

Robert, a distinguished
violoncellist, was born August 13, 1852, at
Rottleberode in the Harz, and at the age of eight
went to school at Brunswick, where for some
years he studied his instrument under Theodor
MuUer, the ^-ioloncellist of the well-known
"When the
quartet of the brothers Miiller.
Hochschule for nmsic was opened at Berlin in
1869, he entered as a pupil, and worked under
Joachim's guidance with Wilhelm Miiller. Being
anxious to profit by the instruction of Signor
Piatti, he was introduced by Joachim to that
celebrated artist,

who treated him with great
him lessons for some time

kindness, and gave

both in London and

upon

his

Italy.

p>rofessional

career,

He

then entered

commencing as

HAUSSMAN
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Graf Hochberg.
This post lie retained from 1 8 7 2 to 1 8 7 6 and was
then appointed second professor of liis instrument at the Hochschule. He succeeded to the
principal placeupon theretirement of Muller, and
from 1879 he has been violoncellist of Joachim's

Tioloncellist in the quartet of

,

(See

quartet.

Joachtm Quartet.)

He

is

well

known

in London, where he has introduced
important new works by Brahms and other composers.
He has all the qualities which combine
to make an accomplished artist.
With great

command

over the technical difficulties of the
instrument, he possesses an unusually powerful
tone.
He is a kinsman of Georg Hausrnann,
the violoncellist, upon whose fine Stradivarius

he plays.

T. p. h.

HAUSSMAN", Valen'tin,

audRathsherr of Gerbstadt near Merseburg in Saxony,
was one of the most industrious and prolific
composers of histime.
Hisworks appeared from
1588 to 1611, and mainly consist of collections
of

German

after

the

organist,

secular songs for four to eight voices,

manner

of

Italian

Canzonets

and

Villanelle.
His Venusgarten of 1602 consists of
ahundred, mostly Polish, dances a5, the melodies
of which he tells ns he had collected during his
travels in Prussia and Poland, fifty of which he
had now provided with German texts written
by himself (' feine hofliche amorosische Texte '),
From 1606
the other fifty he left without text.
to 1610 he edited with German texts fifty-one
of Marenzio's Villanelle, also four volumes of
Vecchi's Canzonets for three and four voices,
Gastoldi's Tricinia and Morley's First Book of
Ballets. His other works consist of Instrumental
Dances a 4 and 5 (Intradas, Paduans, Galliards),

—a

selection occupies vol. xvi. of the Dcnkriidh:r

detdscher Tonkwiist,

—and a few sacred composi-

tions.

-J.

HAUTBOY.

The English

of

the French Raut-bois, i.e. a wooden instrument
with a high tone. The word is used by Shakespeare.
In Handel's time it was phoneticised
The Italians spell it Oboe, which
into Hoboy.
form (occasionally, as by Schumann, Holioe) is
now adopted in Germany and England. Under
that head the instrumentis described. [Oboe.] g.
HAVERGAL, Kev. "VVilltam Henry, was
born Jan. 18, 1793, at High Wycombe, BuckHe was educated at Jlerchant
inghamshire.
Taylors' School and St. Edmund Hall, Oxford,
where he graduated B.A. in 181.5, and M.A. in
He was ordained by Bishop Ryder, and
1819.
in 1829 was presented to the Rectory of Astley,
Having met with a severe accinear Bewdley.
dent he was obliged to relinquish his clerical
duties for several years, during which time he
His
devoted him.self to the study of music.
first published composition was a setting of
Heber's hymn,
tains,

many

'

as

'

From

35),

Other anthems and services followed, and in
1844 he commenced his labours towards the
of Psalmody by the publication
of a reprint of Ravenscroft's Psalter (published

improvement
1847).
In
Rectory of

1845

Greenland's icy mounprofits of which, as of

an anthem, the

other of his compositions, he devoted to
In 1836 he published an
charitable objects.

he was presented to

the

Nicholas, Worcester, and to an
In 1849
Honorary Canonry in the Cathedral.
St.

he published The Old Chnixh Psahnody (op.
43), and in 1854 an excellent History of the
In 1859 he brought out
Old Hundredth Tune.

Psalm and Hymn Tunes (op. 48),
own composition. From 1860 to 1868 he

A Hundred
of his

was rector of Shareshill, near Wolverhampton.
Besides the works enumerated above, Mr. Havergal wrote a number of songs and rounds for
the young, besides many hymns, sacred songs,
and carols for the periodical entitled Our Own
Fireside.
These were afterwards collected and

As the pioneer
published as Firesiele Musie.
of a movement to improve the musical portions
of the Anglican Services, ilr. Havergal's labours
deserve more general recognition than they have
hitherto met with.
At the time when church
music was at its lowest ebb, the pmblication of
his Old Church I'salnioely drew attention to the
classical school of English ecclesiastical music,
and paved the way for the numerous excellent
collections of hymns and chants which the
Mr. Havergal
Anglican Church now possesses.
After
died at Leamington on Ajiril 19, 1870.
his death his works were edited by his youngest
daughter. Miss Frances Ridley Havergal (18361879), whose religious poetry was remarkably
w.

jiopular.

E. s.

HAWDON, Matthias, apopular organist and
composer of the

B. M.

transference

E, and 100 antiphonal chants
obtaining the Gresham Prize Medal
in 1837 for his Evening Service in A (op. 37).

Evening Service in

(op.

late

18th century, was organist

Beverley Minster, and of St. Nicholas,
Newcastle, being af)pointed to the latter post
He died in 1787, and was buried on
in 1776.
March 22, in St. Nicholas' Church. He wrote
an Ode on the King of Prussia, and some songs ;
two organ concertos, in B flat and F
The
Opening of an Organ, a Choice Set of Voluntaries ;' and First Sett of six sonatas spirituale
or voluntarys, for the harpsichord, organ or pfte.'
One of his Six Conversation Sonatas for the
harpsichord or pianoforte, with accompaniment
for two violins and violoncello (published 1785),
was played at a concert of old chamber music in
1904, and pleased by its artless if rather insipid
of

'

;

'

'

'

tuneiulness.

HAWES, William, born in London,

M.

June 21,

1785, was from 1793 to 1801 a chorister of the
ChapelRoyal. In 1802hewas engaged as aviolinist in the band of Covent Garden, and about the
same time began to teach singing.
In 1803 he
ofiiciated as deputy lay vicar at Westminster
Abbey.
On July 15, 1805, he was appointed
gentleman of the Chapel Royal, and on the formation of the Philharmonic Society in 1813 was

HAWKINS

HAWKINS

In 1812 he was appointed
elected an associate.
almoner, master of the choristers and vicar-choral
of St. Paul's, and in 1817 master of the cliildrcn
In the sanie
and lutenist of the Chapel Royal.
year he became lay vic<ir of Westminster Abbey,
He was
but resigned his appointment in 1820.
the first jiromoter of the Harmonic Institution
[see Argyll HticiMs], and after the breaking up
of that establishment carried on for some years
the business of a nnisic-publisher in the Strand.
He was lor several years director of the music
and it was at
at the English Opera, Lyceum
his instance that Weber's Der Freischiitz was
first performed in England, July 23, 1824, an
event which forms an era in the history of
Hawes did not at
the opera in this country.
first venture to fierform the entire work, the
finale being omitted and ballads for tire soprano
and tenor interpolated, but he had soon tlie
satisfaction of discovering that the opera would
The great
be accepted without curtailment.
success of the work induced him subseiiuently
to adapt the following operas to the English
stage:
Salieri's 'Tarare,' 1825; Winter's 'Das

Cambridge, was a chorister of St. John's College,
Cambridge, and afterwards organist of Ely
Cathedral from 1682 until his death in 1729.
He was a voluminous composer of church music,
and seventeen services and seventy- five antliems
by him are preserved (more or less comjilete)
Two
in j\IS. in the library of Ely Cathedral.

;

'

'

—

Unterbrochene Opferfest' ('The Oracle,

Tlie

or,

Interrupted Sacrifice'), 1826
Paer's 'I Fuorusciti
('The Freebooters'), 1827; Mozart's
'Cos! fan tutte' ('Tit for Tat'), 1828
Ries's
Die Rauberbraut (' The Robber's Bride '), and
Marschner's Der Vam})yr,' 1829.
Hawes composed or compiled music for the following pieces
Broken Promises (compiled), 1825; 'The
;

'

;

*

'

'

—

:

'

'

Sister of Charity,'

1829

'The Irish

;

Girl,'

1830

;

'Comfortable Lodgings,' 'The Dilsk Gatherer,'
and 'The Climbing Boy,' 1832 'TheMummy,'
The Quartette,' The Yeoman's Daughter,' and
'Convent Belles (with J. A. Wade), 1833 and
The Muleteer's Vow' (partly selected), 1835.
He was the composer of A Collection of five
Glees and one Madrigal,' and 'Six Glees for
three and four voices
and the arranger of
His
'Six Scotch Songs, harmonised as Glees.'
glee,
The bee, the golden daughter of the
spring,' gained the prize given by the Glee
Club on its 50th anniversary in Apiril 1836.
He edited the publication in score of The
Triumphs of Oriana of a collection of madrigals
by composers of the 16th and 17th centuries
a collection of the then nnpmblished glees of
Reginald Spolforth
and a collection of Chants,
Sanctuses, and Responses to the Commandments.
In 1830 he gave oratorio performances in Lent
at both the patent theatres, but with heavy loss.
He was for many years conductor of the Madrigal
Society, and organist of the German Lutheran
Hawes died in London,
Church in the Savoy.
reh.18,1846. His daughter, Maria Billinoton
Hawes, born in London, Apiril 1816, afterwards
Mrs. Merest, for some years occupied a high posi;

'

'

'

;

'

'

'

;

'

'

'

;

;

;

tion as a contralto singer,
of several pleasing ballads.

and was the composer

[She died at Ryde,
w. H. H.
Wight, April 24, 1886.]
HAWKINS, James, Mus.Bac, born at

Isle of

services

and nine anthems
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(piart

of those) are

Tudway collection (Harl.
MSS. 7341, 7342). Hawkins transcribed and
presented to the library of Ely Cathedral many

also included in the

volumes of cathedral music.
He took his degi'ec at Cambridge in 1719.
He was a nonjuror,
as apjpiears by an autograpth copiy of one of hisanthems in the library of the Royal College of
Music, the words of which are applicable to
piarty purptoses, and which has a manuscript
dedication 'to the vcr}' Rev'"* Mr. Tomkinson
and the rest of the Great, Good, and Just Nonjurors of St. John's College in Cambridge.'

James Hawkins,

his son,

was organist of

Peterborough Cathedral from 1714 (when he

was apipointed at a salary of £20 per annum) to
1759. He composed some church music. One
of his anthems is included in the Tudway collecw. h. h.
Sir Johx, Knight, born in
London, March 30, 1719, originally intended
for the firofession of his father, an architect and
surveyor, hut eventually articled to an attorney.
He was duly admitted to the ptractice of his
jirofession, devoting his leisure hours to the
cultivation of literature and music. About 1740
he became a member of the Academy of Antient
Music.
He wrote the words of Six Cantatas,
which were set to music for a voice and instruments by John Stanley, and published at their
These succeeded so well
joint risk in 1742.
that the authors were induced to publish, a few
tion (Harl. JISS. 7342).

HAWKINS,

months afterwards, a similar set, which met
witlr ec^ual success. Hawkins was also a frequent
contributor to the GcntJeman's Magazine and
In 1749 he was invited by
other periodicals.
Samuel Johnson to be one of the nine members
who formed his Thursday evening club in Ivy
Lane. [In 1752 he was elected a member of tire
Madrigal Society.] In 1763 he married Miss
Sidney Storer, with

whom

he received a con-

which was gi'eatly increased
on the death other brother in 1759. Hawkins
then purchased a house at Twickenliam, to which
he retired. In 1760 he published an edition of
Walton and Cotton's Complcat Angler, with a
life of Walton and notes by himself, and a life
The publication
of Cotton by William Oldys.
involved him in a dispute with Moses Browne,
who had shortly before pait forth an edition of
Hawkins's edition was thrice rethe book.
produced by him in his lifetime, and again by
his son, John Sidney Hawkins, after his death.
He was an active magistrate, and in 1765 became
Chairman of the Jliddlesex Quarter Sessions.
siderable fortune,

In 1770, with a view of assisting the Academ)-,

HAWKIXS

HAYDEN

he wrote and published anonymously a pamphlet
entitled, An Account of the Institution mid Pro-

Banister, J. 'Hedgelane,' App.26. 'Johnny, cock thy beaver,' App.
Bateson. 'Yourshiniiigeyea,' 103.
Johnson. ' Defyled is my name,'
Bdlaniira,' App, 23.
Bell tune, 160.
App. 1.
King's Canon, /O.
Beiinet, J. Yereatlesathoughta,' Joaquin.
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gress of the Academy of Ancient Micsi^, In 1772,
on Oct. 23, he was knighted. In 1776 he gave

which his fame rests
his General History of tJie SciencAi and Practice
of Music, in 5 vols. 4to, on which he had been
engaged for sixteen years.
In the same year Dr.
Burney published the first volume of his General
History of Music the other three appearing at
intervals between that date and 1789.
Contemporary judgment awarded the palm of
superiority to Burney and neglected Hawkins.
Evidence of the feeling is found in a catcli which
was formerly better known than it is now
to the world thcAvork on

;

:

'

'

Do.

105.

Bevln. Canon, 103.
Black Sanctua." App. 2,
Blitheraan. A Mesne. App. 9.
Boiioncini. 'Invain iadeiay.' 172.
Do. 'Ueh laacia.' J8H.
Bradley. R. Smokhiguatch. 159.
Bull.
Canons, 67.
Eyrd. W. Canon, '0 Lux.* 66.
Do. Miserere, 66.
Do. Canon, 67,
Do. 'Venite,' 96.
Do. 'Diliges,' 96.
Do. The eagle's force, App. 3.
'

Birds. Bontfs of, 1.
Canon, 5 in 2. 103.
Canons, various. 119.

Canto

'

O Jedu

tili,"

72.

Kerl, J. C, Urgan canzona, 124.
'O d'amarissime,' 74.
Lasso, O.

Quand mon mary.' 88.
Do.
Sweet echo,' 1'21.
Lawes, H.
Tu eroia,' 1S3.
Louis Xlll.
'

'

'

'Roland,' 136.
Mace, Lesson, 151.
Marbeck. 'A virgine and mother,'
Lully.

94.

Do. Our Father, etc.. 112. 113.
Dal Tribunal,' 180.
Marenzio.L. 'Dia3ial'amata,'89.
Milton.
O bad I wings,' 102.
Miaerere, canon, 119.
Miserere nostri,' Tallis, 95.
L)a bei rami.' 74.
Monte, F. de,
Perch' a' (Orfeo),
Monteverde.
Marcello.

'

'

'

'

figurato, 51.

'

108.
CariBsimi.
Dite o cieli,' 154,
Do. Moresca (do.) 108.
Cebell. the old. App. 22.
Beside a fountain,*
Morley. T,
Cesti, M. A.
'Cara, cara,' 124.
Clayton, Thos. Overture to Rosa100.
Salve mater,' 74Mouton,
mond, 171.
'

'

Have you Sir John Hawkins' History
Some folks think it quite a mystery.
Musick

?

'

Clemens non

his wondrous brain.
like liim? is it plain?
Both I've read and must agree,
Tliat Burney's liistory pleases me.
till'd

How d'ye

Pap>i.

Canon.

66.

Musica Acta.

GS.

Okegbem. Fuga in Epidiapente,
'Cock Lorre].' App. .'JO.
'Cold and raw." App. 20.
73.
'Old Simon the king,' App. 16.
Come follow me.' Canon. 67.
O my fearful dreams.' canon. 67.
'Conditor ahne.' 57.
Contrapunctus.
Simplex and Ora et labora,' canon, 119.
Sicut oervua," 88.
Palestrina.
Diminutua,' 5].
Do. 'Credo gentil.' 88.
Corelli.
Solo in A, 196.
Cornyahe, W.
Ah beahrew you,' 'Parthenia,' 152.
'

'

'

'

'

Which

in performance

is

made

to sound

:

'

John Hawkins
Burn his history
How d'ye like him?
Burn his history
Sir

'Paul's steeple,' App. 15.
78.
Phillips, Peter.
Vol volete,' 98.
Do. 'Hoyday,' 78,
Couperin. Lea Gouts riJunis,' 162. Porta, Coat., 8.
' ^olas,' 15.5.
Croft, Dr. 'My time, O ye muses,' Purcell, H.
Do. 'Golden aonata,'156.
167.
Quicquid,' canon, 119.
Dorian, motet in, 70.
Draghi. The old Cebell, App. 22. Raveuscroft. Hornpipe. 194.

!

'

!

!

Burney's history pleases me.

'

Posterity, however, has reversed the decision of
the wits
Hawkins's -^isior?/ has been reprinted
;

1853, 2 vols. 8vo), but Burney's
never reached a second edition.
The truth lies
between the extremes.
Burney, possessed of far
greater musical knowledge than Hawkins, better
(Novello,

judgment, and a better style, frequently "WTote
about things which he had not sufficiently examined
Hawkins, on the other hand, more
industrious and painstaking than Burney, was
;

and often inaccurate.
In 1784 Dr. Johnson appointed Sir John
Hawkins one of his executors, and left to him
Sir John fulfilled this
the care of his fame.
trust by writing a life of Johnson, and publishing
an edition of his works in 11 vols. 8vo in 1787.
Whilst he was engaged on the work, his library,
in Queen Square, Westminster, was destroyed
deficient in technical skill,

Fortunately he had, soon after the
publication of his Histoiy, presented the fine
collection of theoretical treatises and other
works formed by Dr. Pepusch, and acquired
from him, to the British Museum, so that the
loss, although severe, was much less than it
might have been. On May 14, 1789, Hawkins
was attacked by paralysis, from the ettects of
which he died on the 2 1 st of the same month. He
was buried in the north cloister of Westminster
Abbey, under a stone on which was inscribed,
pursuant to his own wish, only the initials of
his name, the date of his death, and his age.
His portrait is in the Music School collection
at Oxford.

by

fire.

The following
in his History.
in the

Appendix

pieces are printed

The

reference

to the

is

by Hawkins

to the chapter,

Number.

Drum, voluntary and march,

Redford.

Dunstable.

'

Dygon.

J.

'

'

51,
Xeaciens virgo,' 61.
lapidis,' 76.

Ad

Eccles, J, 'A soldier

and

'

App.

AVoluntary. App.

Arutlnus, Guido.

Caatileua,

11.

55.

IBach, J.
iBaltzar.

Aria, 382.
AlIemaQile, 1-12.

8.

App.

8.

aaailor,'

12.

Eore.Cipriano. 'Ancorchecol.'74Roaai, Emilio, Canon, 67.
Vobia datum est.' 123.
Scacchi.
Sellenger'a Round,' 96.
'Shaking of the sheets,' App. 13.
grief,' App. 4.
Edwards, R. By painted words.' Shephard, J. 'Stev'n first,' 76.
Do. A point, App, 10.
App. 5.
Sloth, cry of the, 1.
Do. In going to." App. 7.
Steffani, 'Forniaunmare,' 140.1
'Exaudi,' canon, 119.
Sternhold & Hopkins. 5 Psalma,
Fa-burden, 57.
164.

A rope dance, App. 34.

Eccles, J.
Eccles, Sol.

Edwards,

'Eellaiiiira,'App.23.

E,

Wbere

'

griping

'

'

'

'

Fandango, App.
'

'

Goes, D.

a.

117.

33.

FarineVs ground, App. 24.
Youprettyliowera.'lOS.
Fayrfax, Dr.
Ave aumme,' 75,
Frescobaldi. Canzona, 130.
Galliard. 'Ye that in waters,' 177.
Geminiani. Solo. 181.

Farmer,

'Ne

Striggio, A.

'

AU' acqua.'

64.

Subligny'a minuet, App. 27.

Sumer

is icumen in, 45.
Sympson. Chr. Division,

149.

'Absterge.' 95.

Taliis.

Do. Miserere,' 95,
Do. 'Likeasthedoleful,'App.6.
'

laeteris,' 71.

Tavernfir, J.
'Green sleeves.' App. 21.
splendor,' 75.
Greene, Dr. 'BytheBtreama,*191. Theobald of Navarre. Song, 41.
Gregorian Tones, 27, 28.
'There lies a pudding,' 119.
Harrington.
Black Sanctua,' Thome, J.
Stella cceli," 77.
App. 2.
Toilet's ground,' App. 17.
Haym. 'Too lonely,' 174.
Tye.
It chanced inIconium,'95.
Hedge Lane,' App. '26.
'Uxor mea,' App. 29.
Henry Vlll. 'Quam pulcra,' 77, Valentini, Canon, 67.
Hey boys,' App. 31,
Venoaa, Priiiceof, 'Bacisoavi,'90.
Hold thy peace,' canon, 67,
Vlcentino. 'Alleluia,' Madrigals,
How should we sing?' canon, 67.
etc., 8.
Humfrey, P. 'Ipassallmyhoura,' We be soldiers three,' 119.
Weelkes, 'Aye me!' 102.
App. 32.
In te,' canon, 119.
Weldon. 'Fromgraveles3on3,'144.
Whitelocke. Coranto. 121.
Isaac, H.
'Conceptio,' 70.
Isham. J. 'Bury delights,' 168. Wilbye.
Lady, when I behold,"
'John, coiue kiss me,' App. IB.
104.
John Dory,' App. 28.
Willaert, A. Quem dicunt, 73.
'

'

'

'

'

'

'

'

'

'

'

'

'

HAYDEE, OU LE SECRET.

Opera-comique
words by Scribe, music by Auber.
Produced at the Opera Coniique, Dec. 28, 1847.
It was produced in English (same title) at the
Strand Theatre, April 3, 1848, and at Covent
Garden (Bunn), Nov. 4, 1848 (first appearance
of Miss Luoombe).
G.
HAYDEN, George, organist of St. Mary
Magdalen, Bermondsey, in the earlier part of the
18th century.
About 1723 he published three
Cantatas, which displayed considerable ability.
He also composed a song called New Mad Tom,
commenciug In my triumphant chariot hurl'd,'

in three acts

;

'

Allwoorle.

Rejoice,'

Roger of Coverley.' App. 19.
Eogera, B. 'Te Deum patrom,'

'

HAYDN
which

HAYDN

tacked on to the former

M-a3 afterwards

part of the older song Forth from my dark and
dismal cell,' instead of the latter verses beginning 'Last night I heard the dog-star bark,'
His two-part song,
and was often sung with it.
'

'As

I

saw

fair

Clora walk alone,' was long a

w.

favourite.

ii.

H.

HAYDN, JoHANN MiCH.\EL, born, like his
brother Joseph, at Rohrau, Sept. 14, 1737; was
grounded in music by the i-illage sclioolmaster,
and from 1745 to 1755 was a chorister at St.
Stephen's, Vienna. His voice was a pure soprano
of great compass, and his style so good that, as
soon as Joseph's voice began to cliange, Michael

took

all

the principial parts.

He

played the

and organ, and Avas soon able to act as
deputy organist at St. Stephen's. He was fond
In
of history, geography, and the classics.
music he aimed at originality from the first, and
violin

formed a sort of society among his schoolfellows
Like his brother he
for detecting plagiarisms.
had no regular instruction in composition, but
taught himself from Fux's Gradiis, which he
His first known mass
copied 1 entire in 1757.
other works were
is dated Temesvar, 1754
but how
coniposed at Warasdin and Belenyes
In
he came to be in Hungary is not known.
1757 he was capellmeister at Grosswardein to
the bishop Count Firmian, whose uncle Archbishop Sigismund of Salzburg appointed him,
In
in 1762, his director and concertmeister.
1777 he also became organist at the churches
;

;

of

Holy Trinity and

St. Peter.

On August

17,

he married Maria Magdalena Lipp,
daughter of the cathedral organist, and a
singer at the archbishop's court, who took tlie
1768,

principal parts in several of Jlozart's juvenile
operas, and is mentioned by him as leading a

Their one cliild, a
strict
life.
daughter, born 1770, died the following year.
The wife lived to be eiglity-two, and died in
June 1827.
Michael's salary, at first 300
florins
(£24) with board and lodging, was
afterwards doubled
and this modest pittance
was sufficient to retain him for the whole of his
peculiarly

;

at Salzburg.
His attachment to tlie place
was extraordinary, one attraction being tlreproximity of his great friend, a clergyman named
Rettensteiner.
In 1783 the then archbishopi,
Hieronymus Count Colloredo, commissioned him
to compose some vocal pieces to be used instead
of the instrumental music between the Gloria and
Michael selected words
Credo at high mass.
from the Roman Missal, and his first Gradual
firstof 114
was performed on Dec. 24. Inl798
he visited Vienna, and was cordiallj- received by
his brother, and by Eybler, Siissmayer, Henneberg, Hummel, and von Reich the amateur,
who pressed him to settle among them, but in
vain.
In Dec. 1 800 he lost his property through
the taking of Salzburg by the French, but his
life

—

1
His MS. copy, like the .tutograpb of his
Hofbibiiothelt at Vieuna.

first

mass, 1754.

ij

in the
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brother and friends came liberally to his assistance.
The Empress Maria Theresa - hearing of
his losses connnissioncd him to compose a mass,
ivhich he presented to her in person.
The performance took place at Laxcnburg, Oct. 4, 1801,
under his own direction the Empress sang the
soprano solos, re«'arded him munificently, and
commanded another mass for the Emperor and a
requiem.
Acconqianied by his friend Rettensteiner he visited Eisenstadt, where for the first
and only time in their lives tlie three Haydns
spent some happy days together. Michael much
enjo3'ed the canons wliicli decorated the walls of
Joseph's studyin Vienna, and asked leave to copy
some of them, but Josejili replied, 'Get away with
your copies you can compose much better for
yourself. Michael, however, carried his point, and
even added a fourth part to Die Mutter an ihr
Kind.
Prince Esterhazy commissioned Michael
to compose a mass and vespers, and oft'ered him
the vice-capellmeistership of his chapel, but he
twice refused, in the hope that the chapel at
Salzburg would be reorganised and his salary
raised.
His hopes were deceived, but meantime the post at Eisenstadt had been filled up,
and he wrote to his brother complaining bitterly
of thedisappointinent.' Joseph thought Michael
too straightforward for Eisenstadt
Ours is a
court life,' said he, 'but a very difTerent one
from yours at Salzburg it is uncommonly hard
to do what you want.'
At this time Miclrael
was elected a member of the Academy at Stockholm, and sent in exchange for his diploma a
Missa Hispanica for two choirs (compt. 1786),
and other church works.
In Dec. 1805 he
finished his last mass, for two sopranos and
He made some
alto, written for his clioristers.
progress with the requiem for the Empress, but
While on his deathbed
was unable to finisli it.
his beautiful Lauda Sion was sung at his request in the next room, and soon after, on August
Tlie requiem was com10, 1806, he expired.
pleted by portions from liis earlier one in G
He lies
minor, and performed at his funeral.
A wellin a side cliapel of St. Peter's Church.
designed monument was erected in 1821, and
In the
over it is an urn containing his skull.
tavern of St. Peter's monastery is still shown the
Haydn-Stiibchen, his almost daily resort. His
widow received from the Empress 600 florins for
from Prince Esterhazy
the score of the requiem
Andromeda and
thirty ducats for the opera
Perseus,' and an annuity of thirty-six gold
ducats forall his MS. compositions. His brother
several times sent him money, and in his first
will (1801) left 4000 florins to him, and in his
second (1809) 1000 to the widow. His likeness,
with regular, steady I'eatures, exists in many
engravings,
lithogTaphs,
oil -portraits,
and
drawings.
;

;

'

'

'

:

'

;

'

'

'

'

;

'

Francis

2

Second wife

3

The vice-capellnieiatership waa bestowed on Johann Fuchs.
and afterwards Havdn'a successor. Ho died

of

violinist in the cbai>el.
Oct, 29, 1S;19.

II.
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In character Michael was upright, good-temand modest a little rough in manners,
and in later life given to drink.
His letters
show him to have been a \\'arni-hearted friend,
and that he was devout may be inferred from
his habit of initialling all his MSS. with 0. a.
M. D. Gl.' {Omnia ad Majorem Dei Gloriam).
As a composer he was overshadowed by the fame
of his brother.
His own words, 'Give me good
librettos, and the same }iatronage as my brother,
and I should not be beliind him,' could scarcely
have been fulfilled, since he failed in the very
qualities which ensured his brother's success. On
the other hand, Joseph professed that Michael's
church compositions were superior to his own
pered,

;

'

and sustained
however, unequal many are
anti([uated from the monotony of the accompaniment, while others the Mass in D minor, the
Gradual Tres sunt,' the Lauda Sion,' the wellknown Teuebrae in Eh, etc. are still higlily
esteemed.
Leopold Mozart, a man who disliked
his manners, wrote to his son,
Herr Haydn ia
a man whose merit you will be forced to acknowledge.
Tins refers to his sacred works, several
of which Wolfgang scored for practice
he also
sent for them to Vienna, and endeavoured to
make tliem better known, especially introducing
in earnestness, severity of style,

They

power.

are,

;

—

'

'

—

'

'

'

'

;

theratoVanSwieten. Inl783, when Michaelwas
laid aside by illness, Jtozart compiosed two string
duets for him. ^ Franz Schubert visited Micliael's
grave in 1825, and thus records his imjiressions
The good Haydn
It almost seemed as if liis
clear calm spirit were hovering over me.
I may
be neither calm nor clear, but no man living
reverences him more than I do.
My eyes
filled with tears as we came away.'
Ferdinand
Schubert composed a striking chorus to words in
Among his numerous
praise of Michael Haydn.
;

'

!

we may mention

von Weber,
There exists a
Biographisohe Skizze,' a very warm-hearted
pamphlet written by Schinn and Otter (Salzpupils

Neukomm,

C.

Jl.

Woelfl, and Reicha.

'

burg, 1808).
Of his compositions comparatively few have

His modesty was excessive, and
been printed.
prevented his ever availing himself of the offers
The following list of his
of Breitkopf & Hartel.
works is complete. [In the Hof- and Staatsbibl.
and a deat Munich is a thematic catalogue
;

tailed list is in the Quellen-Lexikon.'\

—

InstruTnental 50 short orgnn
pieces <or btginnera. consisting of
preludes, etc, in ali tile 8 Churcli
tones (pubiisheii at Linz) 30 symphonies, and Partiten,2 1 sextet, .1
quintets, y serenades, inarclies, i2
minuets for full orchestrji (Augsburg. Gomhart),! viol in concerto,
;

etc.

—

Vocal about 360 corapositiona
Church, including 2 requiems.* 24 masses. 4 German
for the

masses.-^ 114 graduales.^ 67 ofTertoires, 8 litanies. 7 1] vespers, 5
Salve Eegina, 8 itesponsorieu. 3

Tenebnie. Regina Coeli/etc. etc,
and several German sacred songs,
A great many oratorios. s can tatjis.

;

1 Afterwards published in Mozart's name (Kijchel's Catalogue,
^ Artaria published three.
Nos. 423 and 424).
3 One in C was printed under .Toseph's name as op, 88,
* The second, in Bsj, is unflniahed.
(KUhnel,)
5 His first High Mass (German),
Hier liegt vor deiner Majestat,'
in C (Haslinger), is very popular,
6 Forty-two in score (1-20 and 41-62) in the 'Ecclesiasticon,'
'

(Spina,)
'
8

Litaniae de venerabili Sacramento,' (Breitlcopf & Hartel.)
The oratorios performed in Lent were generally joiut-composi'

operas (including Andromeda e canons in 4 and
Peraeo,' 17761, njythological oper-| Meyer. 1800).
Theoretical—
ettas, a pastoral" 'Die Hochzeit
aof der Aim,' 2 collections of 4-iInent,' edited
part songs (Vienna. Eder, 1799; scbofareiter,!'^
Salzburg, Hacker, 18001 sevenil Library is an
single ones, Karl der Held, Erz- ronianum with
herzog von Oesterreich.' etc,
6 ished in 1792,
'

5 parts (Salzburg,

'

Partitur-Fundaby Martin BiIn the Imperial

'

Antiphonarium

;

'

figured bass, fin-

;

q^

p.

p_

HAYDX, Fraxz

Jo.seph, was born in the
night between March 31 and April 1, 1732, at
Rohrau, a small Austrian village on the Leitha,

which there divides Lower Austria and Hungary.
He was the second cliild of Mathias Haydn, a
master wheelwright, by his marriage (Nov. 24,
1728) with Maria KoUer, daughter of the
Marktrichter and cook in Count Harraeh's
household.
Haydn's ancestors came originally
from Hainburg, a town close to the Danube,
His greatabout four leagues from Rohrau.
grandfather Kaspar was a servant in the hillcastle there, one of the few who escaped massacrewhen it was stormed by the Turks on July 11,
1683.
Kaspar's son Thomas, a master wheelwright and member of the town council, had
seven sons, of whom Mathias, the father of our
Haydn, born Jan. 31, 1699, was youngest but
one.
Thomas's widow married a journeyman
wheelwright, Mathias Seefranz (died May 2,
1762, aged eighty -nine), who thus became
and one of their
Haydn's step-grandfather
children, Julie Rosine, married a schoolmaster
named Frankh, afterwards Haydn's first teacher.
'

'

;

The sons nearly
and then
which Mathias
trade,

all

learnt the wheelwright's
on their travels after

set out

;

and built
himself the little house at the end of the marketplace, where Haj'dn was born, and which, though
settled

in Rohrau,

is still standing in its original form.
Maria Haydn (born Nov. 10, 1707) bore her

twice rebuilt,

husband twelve children, of whom the sixth was
Johann Michael, the church composer and the
eleventh Johann Evangelist, an unimportant
tenor singer, who was admitted to the chapel of
;

Prince Esterhazy on his brother Joseph's recommendation. After Maria's death (Feb. 23,

1754) Mathias married again, and had five
children, who died young.
He himself

more

departed Sept. 12, 1763.
[The researches of Dr. Kuhac have gathered
a large amount of cumulative evidence in support of the contention that Haydn was by
race not a Teuton but a Slav, not a German but
a Croatian.
His name, of which the original
form apipears to have been Hajden, is a wellknown Croatian patronymic, and has no precise
parallel among Teutonic forms.
His native
village was originally called Trstnik (of which
Rohrau is the official German translation), and
is situated in the heart of a colony of Croatian
immigrants who, in the 15th and 16th centuries,
occupied the country from Pressburg to the
Neusiedler See.
Even at the present day the
by various authors for instance, Hie Schuldigkeit des erstett
Gebotes (1766) of which Mozart (aged ten) wrote the first part,
Michael Haydn the second, and Adlgasser, Court-organist, the third.
s Vocal score, Falter & Son, Munich, 1862; oftenascribed to Joseph.
i" Reprinted by Ober of Salzburg, 1833,
The score ia among the
MSS, of the Gesellschaft der Muaikfreunde.
tlons

'

:

'
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contains a large

village

Croatian

of

names, and in the ISth century, so far as we
have record, the Slav population appears to
have been in a considerable majority.
All of
Haydn's ancestors who can be traced were born
-and lived in this district

;

and the name of his
rox n ih Hi in German,

mother's family, -which is a
is most probably explained as a phonetic variant
of the Croatian Kolar (\vheel«'right).
Again,
not only is the general impression of Haydn's
music Slavonic rather than Teutonic in character,
but many of his mature compositions are saturated with Croatian folk-songs, to which his own
most distinctive melodies bear, both in curve
-and in rhythm, a very noticeable resemblance.
E.xamples of folk-songs which have been actually
identitied may be quoted from the Cassation in
G major (1765), the quartets in D, op. 17,
No. 6 Er>, op. 20, Ko. 1
C, op. 33, No. 3
F, op. 74, No. 2
and G,
Br., op. 50, No. 1
op. 77, No. 1
from the Salomon symphonies
in D, E>>, and Br>, from the Kondo of the
Pianoforte concerto in D, from the JIass Hier
liegt vor deiner llajestat and from the Austi'ian
National Anthem.
To the same source nuiy
be referred his fondness for metres of five, seven,
or nine bars, and many among his most
characteristic turns of melody and cadence.
It
is hardly too much to say that he stood to the
folk-music of Croatia as Burns to the peasantsongs of Scotland
and it may be remembered
that from his appointment at Eisenstadt in
1760 to his journey to England in 1791, he
never (e-xcept for short visits to \'ienna) travelled
outside the limits of his native district. ']
Haydn's parents were honest, industrious
people, who instilled into their children a lo\-e
for work, method, cleanliness, and, above all,
religion.
In his old age Haj-dn gratefully ac'

'

;

;

;

;

;

;

'

'

;

knowledged

Both

his obligations to their care.

were fond of music, and both sang.
The father
had a fair tenor voice, and accompanied himself
on the harp, though without knowing a note.
The child soon began to sing their simple songs,
astonishing them by the correctness of his ear
and the beauty of his voice. But he did not stop
there.
Having seen the schoolmaster play the
violin, he would sit on the stove-bench and
accompany his parents as they sang, precisely
inntating the schoolmaster's handling of the
tow, and keeping strict time, with two pieces
of wood as his instrument.
He was one day
surprised, Allien thus engaged, by his relation
Frankh, from Hainburg.
Thinking that he saw
in

him the making

Frankh

of a nuisician,

suaded the ]iarents to commit their
his care.

The mother would

little

per-

boy

to

ha^'e preferred his

entering the priestliood, or becoming a schoolmaster, and it required all the father's axithority
but he felt that he had
to make her consent
himself been capable of better things, and looked
;

'

See Dr. Kuhai5's nionogniph, Jo^i/i Hni/dn
-\gram, IS^Ll-

Foj.ierl^e.

i
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forward to seeing liis son a clior-regent or
capellmeister, as a compensation for his own lot.
At the age of six, then, the little Joseph in the

Austrian dialect

'

Sepperl

'

—

— was

taken by his

father to school at Hainburg.

Johann JIathias Frankh,

Haydn's distant
cousin '), was
an excellent teacher, very strict, and eminently
practical.
Haydn not only became a first-rate
singer, but also learned something of the instruments most in use, and sjient nearly all his time
in church or in school.
Learning came easily to
him, and if he had any difficult}', his master's
severit}' soon overcame it.
In his old age he
relative (he

called

him simply

'

spoke with thankfulness of this hard probation,
of his cousin's discipline.
I shall he grateful to that man' as long as I live,' said he to
Griesinger,
for keeping me so hard at work,
though I used to get more Hogging than food.'
On another occasion, "when speaking in his

and

'

'

modest way of

his

own

and industry,

talents

he added,
Almighty God, to whom I render
thanks for all His unnumbered mercies, gave me
such facilit}' in music, that by the time I was
six I stood up like a man and sang masses in the
church choir, and could play a little on the
clavier and the violin.
But the lad sadly missed
his mother's care.
He was neglected both in
clothes and person (he already wore a wig,
for
'

'

'

the sake of cleanliness '), and the results of this
neglect distressed him long and sorel}'.
'Whe^
quite an old man he said to Dies the painter

who, like Griesinger, visited him frequently with
a view to his biography
'I could not help
perceiving, much to my distress, that I was gradually getting very dirty, and though I thought
a good deal of my little person, was not always
able to avoid spots of dirt on my clothes, of
which I was dreadfully ashamed in fact, I
was a regular little urchin.' Dies has jireserved
another anecdote of this period, in which Haydn

—

—

A drummer was wanted for a procesand his master thrust him into the vacant
office, first showing him how to make the stroke.
The etfect must have been comical, as he was so
small that the instrument had to be carried before
him on the back of a colleague of equal height,
who happened to be a hunchback. Haydn retained his liking for the drum, and prided himself on his skill, with which indeed he once
figures.

sion,

astonished Salomon's orchestra during his stay
in London.
The drums on which he pertbrmed
at Hainburg on the occasion just named are stiLL
preser\'e(l in the choir of the church.
At the end of two years a decisive change
George Picutter, hoftook place in his life.
compositor and capellmeister at St. Stephen's,
A'ienna, was on a %'isit to his friend Anton
Johann Palntb, pastor of Hainburg, and having
heard Haydn's weak, sweet voice (as he himself
called it), put him through an examination, and
otl'ered him a place as chorister at St. Stephen's.
To go to Vienna seemed to the bov an almost
'

'
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incredible piece of good fortune.

His parents
gave their consent and with a joyful heart he
bade farewell to Hainburg.
His gi-andmother
had died just before May 17, 1739 Frankh
;

—

;

lived to be seventy-five, and died May 10, 1783,
his wife Julie Rasine (who did not do her duty

by Haydn) having preceded him
Of their two daughters, Anna

in Jan. 1760.

Rosalia, born
1752, married Philipp Schirnpel, usher of the
school, and afterwards chor- regent.
Haydn
showed his gratitude to the family by leaving
the latter couple a sum of money and his portrait
of Frankh, my first instructor in music.
They
both, however, died before him, in 1805, and
the portrait has disappeared.
It was in 1740 that Haydn entered the Cantorei of St. Stephen's, where He was to pass his
remaining years of study.
The house was one
of a row which came close up to the principal
entrance of the cathedral, and from his window
he looked straight on the glorious spire.
He
tells us that,
besides the regular studies, he
learned singing, the clavier, and the violin from
good masters.' The regular studies included
'

'

'

'

'

religion, a little Latin, writing,

and ciphering.

His singing-masters are said to have been
Gegenbauer and Finsterbusch the former, subcantor and violinist at St. Stephen's, probably
taught him the violin as well the latter was
;

;

No instruction
a tenor in the court chapel.
seems to have been given in harmony and
composition at the Cantorei
but this did not
trouble Von Reutter (en nobled in 1 7 4 0). Haydn
could only remember having had two lessons
But the
from him all the time he was there.
instinct for composition made him cover every
blank sheet of music-paper on which he could
lay his hands
it must be all right if the paper
was nice and full.' Reutter surprised him once
sketching a ''Salve Regina for twelve voices, and
told him sharply he had better try it first in two
how, he did not take the pains to show
parts
and further advised him to write variations on
In
the motets and vespers he heard in church.
1
this way he was thrown back upon himself.
certainly had the gift,' he says, and by dint of
hard work I managed to get on.' An anecdote
of this time shows that as a boy he was not
The
behind his comrades in fun and mischief.
choristers were frequently required to sing with
;

—

'

'

'

'

—

which explains Haydn's
the imperial chapel
statement that he had sung with great success
This
both at court and in St. Stephen's.
generally happened when the court was at SchbnTlie palace had only just been combrunn.
pleted, and the scattblding was still standing
an irresistible temptation to boys. The Empress
Maria Theresa luid caught them climbing itmany
a time, but her threats and prohibitions had no
One day when Haydn was balancing
effect.
himself aloft, far above his schoolfellows, the
Empress saw him from the windows, and requested her hofcompositor to take care that

-1750

that fair-haired blockhead (blonder Dickkopf),
the ringleader of them all, got einen recenten
When
Schilling (slang for a
good hiding ').
he was capellnieister to Prince Esterhazy, the
fair-haired blockhead
had an opportunity, at
'

'

'

'

'

'

'

Esterhaz, of thanking the Empress for this mark
of imperial favour.
In the autumn of 1 745 Haydn had the pleasure
of welcoming his brother Michael as a fellowchorister at the Cantorei, and of helping him

Michael made rapid progress, but

in his work.

came over poor Joseph's prospects.
His voice began to break, and the Empress,
who had before taken particular pleasure in his
singing, remarked jocosely to her vice-capellmeister ' that young Haydn's singing was more
a

cloud

than anything else.
Reutter took the hint, and on the festival of
St. Leopold (Nov. 15), 1748, celebrated at the
monastery of Klosterneuburg, near Vienna, gave
Salve Regina to Michael, who sang it
the
so beautifully as to charm both Emperor and
Empress, from whom he received twenty-four
ducats in gold.
Joseph was thus completely supplanted by
his brother.
His voice had lost all its power,
and he was oppressed with grief and anxiety.
In the midst of his trouble Reutter suggested a
means by which his voice might be pireserved,
and even improved and referred him to the
court chapiel, which contained at least a dozen
Haydn's father, however, having
castrati.
probably heard of the proposal, came in all
haste to Vienna, and saved his son.
_^His days at the Cantorei were now numbered.
He was of no use as a singer, and it does not
seem to have occurred to any one that he might
Reutter did not
be employed as a violinist.
consider himself in the least bound to look after
his future, and was only waiting for an opporThis occurred soon
tunity to get rid of him.
enough, and Haydn himself furnished the prelike the crowing of a cock

'

'

;

'

'

Always

te.xt.

practical jokes,

full of fun, and inclined to
he one day tried a new pair of

The
on the pigtail of a schoolfellow.
but the culprit was condemned to a
caning on the hand.
In vain he begged to be
let otf, declaring he would rather leave than
submit to the indignity. That he might do,
Reutter said, but he must first be caned and
then dismissed.
Haydn was thus thrown upon the world,
with an empty purse, a keen appetite, and no
friends.
The first person to help him was
scissors

pigtail

fell,

Spangler,

a

him

chorister

of

St.

Michael's.

He

few pupils presented
themselves, and a good Viennese lent him 150
florins, wliich enabled him to rent an attic in
the old Michaelerhaus, attached to the college
Here he
of St. Barnabas, in the Kohlmarkt.
abandoned himself to the study of composition,
and made acquaintance with the master who
offered

1

shelter

;

a

Von Keutter was advacced

to this poet in 1746.

1751-

more than any other became his model
Emanuel Bach. Having acquired his tirst six
Clavier- Sonatas, he pored over them at his
and how thoroughly
little worm-eateu clavier

—

he mastered their style his compositions show.
Indeed Bach afterwards sent him word, that he
alone fully understood his writings, and knew
how to use them. Besides the clavier, he diligently firaotised the violin, so that 'although,'
as he said, 'no conjuror on any instrument, he
was able to play a concerto.' About this time
(1751-52, not 1741 as is always said) he composed his first Mass, in F (No. 11 in Novello's
edition).
It bears rmmistakable evidences of

Haydn had
undeveloped and unaided talent.
forgotten its very existence when, to his great
delight, he discovered it in his old age, and
wind parts.
Having accidentally become acquainted with

inserted additional

*

Felix Kurz, a favourite comic actor at the
Stadttheater, Haydn was asked to set his comic
opera,
Der neue krumme Teufel,' a kind of
'

with songs and a few
and received for it the
sum of 25 ducats. It was produced at the
Stadttheater in the spring of 1752, and fre-

magic

farce, interspersed

instrumental pieces

;

quently repeated in Vienna, Prague, Berlin,
The libretto has
Saxony, and the Breisgau.
Metabeen preserved, but the music is lost.
stasio was then living in the same house with
Haydn.
He shared the apartments of a
Spanish family to w^hom he was much attached,
and superintended the education of the two
daughters.
The musical training of the elder,
Marianne de Martines, was confided to Haydn,
who in this way became acquainted with
Porpora, then teaching singing to the mistress
Porpora
of Correr, the A'^enetian ambassador.
proposed that Haydn should act as his accompanist, thus giving him an opportunity of
learning his method.
He took him to the
baths of Mannersdorf, on the confines of
Hungary, where they remained for some months,
and, in return indeed for various menial offices,
gave him instruction in composition.
At ]\lannersdorf, at the soirees of Prince Hildburghausen,
Haydn met Bonno, Wagenseil, Gluck, and Dittersdorf, to the last of whom he became much
attached.
Gluck advised his going to Italy.
One by one he procured all the knowm theoretical
works, and thoroughly mastered their contents,
especially Fux's Gradus, which he afterwards
used as the foundation of his own teaching.
He had had, as we have seen, no regular musical
training
but by industry, careful observation,
and reiterated attempts, he gradually attained
that independence which gave the impress of
originality to all his works.
[It happened that at this time a certain
Karl Joseph Edlen von Fiirnberg (son of an
eminent physician, ennobled by Charles VI.)
was accustomed to invite parties of nuisicians to
his country-house at Weinzirl, near Melk, for the
;
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and performance of such concerted comas were accessible.
Through some
Viennese friend he heard of Haydn's reputation
and, in 1755, invited him down on along visit.
practice

jiositions

Haj'dn, on arrival, found the usual
countiyorchestra of the time
a few strings, a
couple each of oboes and horns, and proceeded
to compose for them a scries of works which
he called by the title of Divertimenti, Nocturnes,
or Cassations.
There is no evidence that he had
any intention of creating a new form he rather
adapted to the larger medium the structural
lessons which he had learned from the sonatas
of C. P. E. Bach.
Some of these works he
wrote for strings and wind, some for the lour
strings alone, his choice being probably determi]ied in some measure by the hare chance of
occasion or opportunity.
In this quiet and
unpretentious manner there came into existence
his first quartet and his first symphony
the
latter now erroneously included among his
quartetsas op. l,No. 5.' Itmust be remembered
that the whole nomenclature of instrumental
forms was still in a very fiuid and indeterminate
condition.
Any work for three or more instruments might technically be called a 'symphony'
the forces of orchestral and chamber music were
not yet separated
and these works of Haydn
differ from those of his predecessor, not in the
combination of their instruments but in the
greater vitality and organisation of their structure.
The fact that the majority of them were
written for strings alone may be due partly to
his want of experience in orchestration, partly
to the suitability of the string tone to his nervous
and transparent style.
During his stay at Weinzirl he wrote eighteen
of these compositions, all of which are now' published as string quartets (opp. 1-3
Trautwein
58-75).
In the first two collections all except
the symphony in Bt> have five movements
apiece, two of these being minuets
in op. 3, he
began to establish the four-movement scheme,
which since his day has been the usual tradition
of chamber music.
It is noticeable that from
the first he added his favourite
minuet to
the customary Allegro, Adagio, and Finale of
C. P. E. Bach's sonata.
The character of the
lyric form was specially suited to his genius,
and throughout his life he treated it with an
astonishing range of variety and invention.
On his return to Vienna in 1756 his fortune
began to amend he found himself in request
both as performer and as teacher, and was even
able to raise his fee from two to five florins a
month. Among his pupils at this period was
the Countess Thun, an enthusiastic and generous patron of music, who first heard of him
through one of his MS. sonatas, and who took
'

house

—

'

;

;

;

:

;

'

'

'

'

:

'This work, like the sj-i]]]^honie9 of C. P. E. Bach, is written in
three movenients, find scored for strings, oboes, and liorns. It waa
published by Ereitkopf with the wind-pjirts
it is not included
among the quartets in Haydn's cfitalogue. and its first appearance
fur strings alone is in the collection of 'six symphonies on quatuora
dialogniid printed by La Chevardiiire at Paris in 1764.
;

'
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him in singing and on the harpsiIn 1759, ou von Furnberg's recommendation, he was appointed
Musikdirector und
Kanimerconipositor to Count Ferdinand Maximilian Morzin, who maintained a small private
orchestra (probably from twelve to sixteen
players) at Lukavec near Pilsen.
Here Haydn
composed a further set of concerted works,
among which are recorded a Divertimento a
sei' for two violins, two horns, English horn
and bassoon, and a symphony in D major, the
form of which is precisely similar to that of the
Weinzirl symphony in Bl> (op. 1, No. 5), though
the treatment is more genial and more mature.
It has commonly been described as Haydn's first
symphony but for this designation it will be
seen that there is no sutticient reason.]
His salary now amounted to 200 florins (say
lessons from

chord.

'

'

'

:

£20), with board and lodging.
Small as this'
was, it induced him to think of taking a companion for life, although the Count never kept
a married^man in his_omploy.
His choice fell
on the daughter of Keller, a wig-maker, to whose
house he had been introduced by her brother,
who was violinist at St. Stephen's when Haydn
was a chorister.
He gave music -lessons to
the two daughters, and fell in love with the
youngest.
She, however, took the veil, and the
father, anxious to keep him in the family,
persuaded him to marry the other, Maria Anna,
The wedding took place
three years his senior.
a bad day
at St. Stephen's, Nov. 26, 1760
for Haydn, and the foundation of unutterable
domestic misery.
His wife was a regular

—

—

heartless, unsociable, quarrelsome,
Xantippe
extravagant, and bigoted, who, as her husband
said, cared not a straw whether he was an artist
They had no children, and it
or a shoemaker.
can scarcely be wondered at if in time Haydn
sought elsewhere the consolations which were
denied him at home, or even showed himself
susceptible to the attractions of other women.
His wife spent the last years of her life at
Baden, near Vienna, and died March 20, 1800.
Soon after the marriage. Count Morzin was
compelled to dismiss his band and its director
Paul
but Haydn was not long unemployed.
Anton Esterhazy, the then reigning Prince, who
had lieard his symphonies wlien visiting Morzin,
;

duties there were only sixteen members in all,
but the excellence of their playing acted as a
His arrival
powerl'ul stimulus to his invention.

gave a great impulse to the concerts, Werner, a
first-rate master of counterpoint, having concentrated all his energies on the Church service.
[See Weiinek.] To a man with Werner's notions
of music Haydn nmst have been a constant
vexation
and he always S[ioke of him as a
'

;

mere fop,' and a 'scribbler of songs.' Haydn,
on the contrary, had a high respect for Werner,
as he proved late in life by arranging six of his
fugues as string quartets, and publishing them,
through Artaria, out of sincere esteem for that
'

celebrated master.'

Prince Paul Anton died March 18, 1762, and
was succeeded by his brother Nicolaus, who was
pjassionately fond of art and science, generous,
and truly kind-hearted.
The love of piomp and
display, of which his well-known diamondcovered uniform was an example, earned him
the sobriquet of der Pnichtige,' or the Magnificent.
He loved music, and played well ou
the baryton, or viola di bordone, for which
instrument Haydn was constantly required to
In the hope of
furnish him with new pieces.
'

master Haydn himself learned the
instrument
but on making his debut was
disappointed to find that the Prince did not
approve of sueh rivalry
on which he at once
relinquished it for ever.
The relations between
the Prince and his new caiioUmeister, who found
his time fully occupied, were genial and hearty.
Haydn's salary was raised from 400 florins a year
to 600, and then to 7 82 (£78), new musicians were
engaged, andreliearsals
oichestral chamber and
dramatic
took place every day.
The principal
members of the chapel at the time were, Luigi
Tomasini (violin)
Joseph Weigl (cello) two
excellent French horn-players, Thaddaus SteinmliUer and Karl Franz (the latter also playing
the baryton)
Anna Maria Schetfstos (soprano),
who afterwards married Weigl and KarlFriberth
(tenor).
The wind nmsic, formerly played by
the band of the regiment, was now given to
good players (including the two just named)
regularly api)ointed. On March 5, 1766, Werner
jileasing his

;

;

—

—

;

;

;

;

died,

and Haydn became

sole

capellmeister.

His compositions were already known far outside of Austria
in Leipzig, Paris, Amsterdam,
hastened to secure the young composer as his
and London his symphonies and cassations,
second capellmeister, under Werner, who was
growing old.
He was appointed May 1, 1761, trios, and quartets, were to be had in print or
and iiumediately set out for Eisenstadt in MS. Even the olficial gazette, Wiener Diarimn, for 1766, speaks of him as 'our national
Hungary, the country seat of the new master in
favourite (' der Liebling unserer Nation '), and
whose service he was destined to remain to the
The Esterhazy family liad Ijeen draws a parallel between him and the poet
end of his life.
Gellert,
at that time the highest possible
musical amateurs and performers since the days
of Paul, first Prince of the name (1635-1713)„, ^compliment.
who established a private chapel, small at first ;jk His works composed up to this time at Eisenstadt comprise about thirty symphonies (includbut gradually increasing. The orchestra, chorus,
and solo singers took part both in the church ing Le Midi,' Le Soir,' and Le Matin,' i 1761)
and cassations a few divertimenti in five parts
service and in concerts, and in time even perSee the themes, p. 363
When Haydn entered upon his
formed operas.
;

'

'

'

'

;

;

1

.
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called

celli,

'

horn (1762)

;

a piece for four violins

;

Echo

'

;

twelve minuets

certos, trios, sonatas,

In vocal music
alto,

two

and variations

and organ

;

French

for orchestra

— a Salve Regina

violins,

and two

a concerto for the

a

con-

;

for clavier.

soprano and

for

Te Deum(1764)

four Italian Operettas (1762) a pastoral, Acide
(the action identical with that of
e Galatea
'

;

'

Handel's cantata), performed Jan. 11, 1763, on
the marriage of Count Anton, eldest son of
Prince Nicolaus and a grand cantata, in honour
of the Prince's return from the coronation of the
Archduke Josepli as King of the Romans (1761).
[In 1765 he wrote the charming little string
quartet in D minor, afterwards iiublished as
op. 42, and between this year and 1776 increased
tlie number of his symplionies to about fifty,
and added to his quartets those which are pirinted
;

in the Paris

and

and Loudon

editions as op. 9, op. 17,

op. 20.]

Soon after 'Werner's death an event took
which greatly affected the music, viz. the

place,

establishment of a new palace near Stittor, at
the southern end of the Xeusiedler-See, where
the Prince rebuilt an old hunting-place, turned
it

into a spleiidid

summer

residence,

and gave

Here the chapel
the name of Esterhaz.
(except a small portion left to carry on the
church service at Eisenstadt) were located for
it

the greater pjart of the year, during which they
were expected to redouble their exertions.
described by a Frencli traveller as
Esterhaz

—

having no place but Versailles to compare to it
stands in the nnddle of an unhealthy marsh, quite out of the world. The erection of such a building in such a neighbourhood,
at a cost amounting, it is said, to 11,000,000
gulden, was one of the caprices of Prince Nicolaus.
The canals and dykes he constructed were,
however, substantial improvements to the neighbourhood.
The dense wood behind the castle
'was turned into a delightful grove, containing
a deer-park, flower-gardens, and hot -houses,
elaborately furnished summer-houses, grottoes,
'

for magnificence'

—

hermitages, and temples.
an elegant theatre, for

Near the
operas,

castle stood

dramas, and

comedies
also a second theatre, brilliantly
ornamented, and furnished with large artistic
;

marionettes, excellent scenery and appliances.
The orchestra of the opera was formed of members
the
of the cliapel, under Haydn's direction
;

most part, engaged
for one, two, or more years, and the books of
Numerous strolling
the words were printed.
companies were engaged for shorter terms
singers were Italian for the

;

travelling virtuosi often played with the

members

band special days and hours were fixed
chamber-music and for orchestral works and
in the intervals the singers, musicians, and actors
met at the cafe, and formed, so to speak, one
family.
The castle itself was fitted up in exquisite taste, and stored with numerous and
Royal and
costly collections of works of art.
of the

;

for

;
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noble personages, home and foreign, formed a
constant stream of guests
at whose disposal
tlie Prince placed his beautiful carriages, and to
wliom he proved the most attentivcand charming
of hosts.
He became so much attached to this
]'lace of his own creation, as often to stay there
till quite the end of autumn, and return with
tlie first days of spring.
Eisenstadt he visited
very rarely, and Vienna he disliked more and
more, often cutting short his visits in the most
abrupt manner. Hence his singers and musicians
were increasingly tied to this one spot a fate
all the harder, since very few were allowed to
bring their wives and families.
Here Haydn
composed nearly all his operas, most of his
arias and songs, the music for the marionette
theatre
of wliich he was particularly fond
and the greater part of his orchestral and
chamber works.
He was satisfied with his position, and though he sometimes conrplained of the
disadvantages of such a seclusion, and often expressed his wish to visit Italy, he also acknowledged its compensating advantages. In his own
words
II}' Prince was always satisfied with
my works I not only had the encouragement
of constant approval, but as conductor of an
orchestra I could make expieriments, observe
what produced an effect and what weakened it,
and was thus in a position to impirove, alter,
make additions or omissions, and be as bold as I
pleased
I was cut off' from the world, there was
no one to confuse or torment me, and I was
;

—

—

'

:

;

;

forced to

become

(yi'iginal.'

the band and singers Haydn was on
They vied with each other
the best of terms.
in carrying out his intentions, simply to show
He was
their gratitude and affection for him.

Vith

constantly endeavouring to improve their lot, was
invariably a warm advocate with the Prince on
their behalf, and they all loved him like a father.
The Prince gave unusually high salaries, and
several of the musicians jlayed two instruments
generally the violin and a wind instrument.
A good many of them afterwards entered the
Imperial chapel.
The principal and best-paid members of the
chapel during the period spoken of (1767-90)
w^ere
female singers, "Weigl, Cellini, Jermoli,
Rippamonti.i Valdesturla, Tavecchia, Maria and
Matilda Bolognia, Raimondi, Nencini, BenveFriberth, Bianchi, Gherardi,
nuti malesingers
Jermoli, Moratti, Morelli, Totti (2), Peschi ;
violins
Tomasini, Rosetti, Rippamonti, Mesvioloncellists
Weigl, Kurt'el,
trino, Mraw
Marteau, Kraft
flute
Hirsch
clarinets
Columbazzo (2), PoschGriesbacher (2) oboi
Schiringer, Peczival ;
wa, Czerwenka bassoons
Steinmiiller, Karl Franz (also played the
horns
baryton), Stamitz, Oliva, Pauer, Lendway. Besides Franz there was another performer on the
Prince's own instrument, the baryton
Andreas

—

:

—

—

;

—

;

;

;

—

;

—
—
—

—

—

;

—

1

Afterwards married to Schioht, Cantor of the Thomaaschule at

Leipzig.

2
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Lidl (1769-1774) who played in London soon
after leaving tiie band.
J. B. Krumplioltz tlie
harpist was engaged from 1773 to 1776.
In March 1769, the whole musical establisliment %'i3ited Vienna for the first time and,
under Haydn's direction, gave a performance of
his opera,
Lo Speziale (comp. 1768), at the
house of Freiherr von Sommerau and a repetition in tlie form of a concert.
On their second
visit, in the summer of 1777, they performed at
Schonbrunn an opera and a marionette-opera of
Haydn's, and also played during the Empress's
dinner.
The Prince would often take them to
Pressburg during the sitting of the Hungarian
diet, or for the festival of Count Grassalcovich,
and in 1772 Haydn conducted the Count's own
orchestra even at a ball.
In 1771 Haydn composed a Stabat Mater'
and a Salve Regina.' In 1775 followed his first
oratorio,
II Ritorno di Tobia, which was performed in Vienna by the Tonkdnstler Societal,
"with solo-singers from Esterhaz, and repeated in
1784 with two additional choruses.' To this
period belong four Masses (two small ones of an
early date have been lost)
in G (1772)
in C,
Cacilienmesse
in Ej, with organ obbligato
and in Bjj, with organ solo (Nos. 7, 5, 12, and
8 in Novello's edition).
The last is a small
hut particularly charming work, and, like the
first, is still often heard
but that in Eb is
The Cacilienmesse has many
old-fashioned.
fugues, and is seldom performed on account of
(Novello's edition is taken from
its length.
Breitkopf's curtailed score.)
In 1773 the Empress Maria Theresa visited
Esterhaz from Sept. 1 to 3, and was entertained
with performances of a newsymphony of Haydn's
now known by her name (list, No. 12) his
opera L' Infedelta delusa,' and Philemon und
Baucis,' a marionette piece (see M.4EI0nette).
One song and the overture or symphony
Similar
in two movements have survived.
a
festivities took place on various occasions
visit from one of the Imperial family, or an
Even Eisenevent in the Prince's own circle.
stadt gave a glimpse of its old splendour when
the Prince de Rohan, French Ambassador, stayed
;

'

'

;

'

"

'

'

'

—

;

'

'

;

;

;

'

'

—

—

'

'

—

'

'

—

there in 1772.

In 1776

Haydn composed

'La vera Costanza,'

for the court theatre of Vienna.

The

intrigues

against it were, however, too strong, and eventually Anfossi's opera of the same name was
preferred.

duced

it

Haydn withdrew

at Esterhaz.

It

his score,

was revived

and proin 1790

at the theatre then in the Landstrasse suburb of
Vienna, and Artaria engraved six of the airs and

In 1778 the Tonkiinstler Societal offered
Haydn a strange affront. He wished to join the
society, and had already paid his deposit, when
he was asked to sign an agreement binding him
to furnish compositions of importance whenever

aduet.

'

'

naturally declined, and with-

He

SO required.

No

drew his money.

rejiaration

this indignity till after his return

was made for
from London

was introduced at a special
meeting by Counts Kufstein and Johann Esterhazy, and, amid general acclamation, appointed
This compliment he
Assessor senior for life.
acknowledged by presenting the society with the
Creation and the Seasons, to which gifts its
L' Isola disabitata,
prosperity is mainly owing.
one of his best operas, composed in 1779 to a
libretto Ijy Metastasio, procured Haydn's nomination as a member of the AccademiaFilarmonica
He sent the score to the King of
at Modena,
Spain, and received in return a gold snuff-box
The opera was performed at
set in brilliants.
the court theatre in Vienna, at a concert given
by Willmann the violoncellist in 1785.
On Nov. 18, 1779, the theatre at Esterhaz
was burnt down, and during the rebuilding the
This interval will enable
Prince went to Paris.
us to mention the origin of the famous 'Farewell
Symphony.
It has been often asserted that
Haydn intended it as an appeal to the Prince
against the dismissal of the chapel, but this is
incorrect
the real object was to persuade him
in 1797, w-hen he

'

'

'

'

'

'

'

'

;

and so enable
the musicians to rejoin their wives and families.
As one after another stopped playing and left
the orchestra, until only two violins were left
(Tomasini, the Prince's favourite, being one),
the hint was unmistakable.
If all go, said the
we may as well go too
and Haydn
Prince,
knew that his object was attained.
This seems also the place to speak of a subject closely affecting Haydn's private life.
In
1779 a couple named Polzelli were admitted
into the chapel
the husband, Anton, being an
indifferent violinist, and the wife, Luigia, by
birth a Roman of the name of Moresohi, a
second-rate singer.
For the latter Haydn conceived a violent affection, w^hich she returned
by shamefully abusing his kindness and continually importuning him for money, and even
extracting from him a wTitten promise that if
his wife died he would marry no one but her.
This paper he afterwards repudiated, but he
left her a small annuity in his will.
Before his
death she had been married a second time, to
an Italian singer, and died at Kaschau in 1832.^
to shorten his stay at Esterhaz,

'

'

'

'

;

—

Polzelli had two sons, of whom the elder
died in 1796, while the younger entered the
chapel, and eventually became its music-director.
He was a pupil of Haydn's, and was popularly
supposed to be his son, but the fact is doubtful.

Mme.

Haydn was certainly very fond of him but he
left him only a small sum in his first will, and
;

revoked

it

in the second.

On
2

Oct. 15, 1780, the beautiful new theatre
The Symphony was published in parts by Sieber fyo. 16) a new
:

in score by Le Due (9) and for four hands
(371
Andre's edition is the Finale only, transposed into
See list. p. 368, No. 8.
F'rtis says that her death, 1790, induced Haydn particularly to

edition by .Sinirock

Trautwein

E
'
Tobi^ wa.s rearranged by Neukomm in 1808, and performed at
the TonkUnstler Societiit concerta.

—1780

128).

minor.
3

go to London

1

;

;

La Fedelta preat Esterhaz was opened with
miata.
This opera was twice represented in
'

'

Vienna

EmFrom

in 1784, once in the presence of the

peror Joseph,

1780 dates

Haydn himself conducting.

—

acquaintance witli Artaria
the
of a business connection of many
years' duration.
Tlie first works wliicli Artaria
published for him were six Clavier sonatas (op.
30), his first twelve lieder7 six Quartets ('die
Russischen'), six Divertissements in eight parts
(op. 31), and six symjihonies (oppi. 51 and 52).
In 1781-82 the Emperor Jose[ih received two
visits from the Grand Duke Paul and his wife.
Great entertainments were given in their honour,
consisting chiefly of musical performances, for
which the Grand Duchess had a great taste. ^
Gluck's operas were given at the theatre, and
some of Haydn's quartets played at her own
house,' so much to her satisfaction, that she
gave him a diamond snuff-box, and took lessons
Haydn seems to have retained a
from him.
liis

commencement

pleasant recollection of her, for twenty years
later
in 1802, when she was Dowager-Empress

—
— he sent her his

part-songs for tliree and
He also dedicated the six 'Russian'
four voices.
quartets just mentioned to the Grand Duke.
The Duke and Duchess had intended accompanying the Emperor to Eisenstadt, and Haydn
fine

was hastily composing an opera, hut their
departure was hurried, and the visit did not
take

j)lace.

About this time Haydn entered into correspondence with William Forster, the well-known
violin-maker in London, to whom he sold the
English copyright of a series of compositions.
From first to last (the first receipt is dated
August 22, 1781) Forster & Son published 129
of his works, including eighty-two symphonies.
Almost simultaneously he received a letter from
Le Gros, conductor of the Concerts Spirituels,
saying that his 'Stabat Mater' had been performed four times with the greatest success, and,
in the name of the members, asking p)ermission
it.
They also invited him to come to
and proposed to have all his future compositions engraved there for his own benefit.
Cherubini's veneration for Haydn is said to have
dated from his hearing one of the six symjihonies
(opp. 51 and 62) which he composed for the
Besides the
Concerts de la Loge Olympique.
publishers already named, he had satisfactory
dealings with Nadermann, Willmann, Imbault,
Le Due, and especially with Sieber.
The opera which he composed for the expiected
visit of the Grand Duke and Ducliess was
Orlando Paladino (given at Esterhaz in the
autumn of 1782), which in its German form as
Ritter Roland has been more frequently perIt was
formed than any of his otlier operas.
followed by Armida (composed in 1783, performed in 1781, and again in 1797 at Sehick-

to print
Paris,

'

'

'

'

'

1
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aneder's theatre in Vienna), the autograph score
of which he sent to London,- in compensation for
the non-completion of Orfeo.
In judging of
'

'

we may be guided by an expression
own when refusing an invitation to pro-

his operas

of his

duce one in Prague
'Jly operas are calculated
exclusively for our own company, and would
not prodtice their eHcct elsewhere.'
The overtures to six of them were published by Artaria
:

'symphonies,' though under protest from
To 1782 also belongs the well-known
Mariazeller-Messe (in C, Novello, No. 15),
so called from the place of that name in Styria.
It was bespoken by a certain Herr Liebe de
Kreutzner, and Haydn is said to have taken
particular pleasure in its composition, not
impossibly because it reminded him of a visit to
Mariazell when a young man without experience,
friends, or means of any kind.
This was his
eighth Mass, and he wrote no more till 1796,
between which year and 1802 his best and
most important works of the kind were comas

Haydn.
'

'

posed.

Between 1780 and 1790 he met a number of
Vienna whom he was destined to meet
again in London, such as Mara, Banti, Storace,
and her brother Stephen, Attwood, Janiewicz,
and Jarnowick.
In 1784 he niet Paisiello,
Sarti, and Signora Strinasacehi, the violinist, at
artists in

Michael Kelly's lodgings the latter paid him
a visit at Esterhaz with Brida, an enthusiastic
;

amateur. ^

[But by

far

the most impiortant of his Viennese

whom he probably
time in the winter of 1781-82
on the occasion of the court-festivities given in
honour of the Grand Duke Paul.^ There was
no close tie of comradeship lietween the two
men
Mozart seems never to have visited
Eisenstadt, Haydn only came to Vienna for a
brief annual visit
but they maintained, unbroken, the highest respect and all'ection for
one another, and it is more than a coincidence
that the finest works of both were written after
Each
the beginning of their acquaintance.
Haydn
contributed something to the alliance
was the more audacious in musical structure,
Mozart richer in tone and far more masterly in
orchestration
for the next ten years they interacted on one another, and after Mozart's death in
1791, his influence is still abundantly apparent
in Haydn's Salomon symphonies, in his later
quartets, and in the scoring of the Creation
and the Seasons.']
— The chief event of 1785 was the composition
of the
Seven "Words of our Saviour on the
Cross
for the cathedral of Cadiz, in compliance with a request from the chapter for
appropriate instrumental music for Good Friday.
friendships was with Mozart,

met

for the first

;

;

;

;

;

'

'

'

'

'

In the library of the Eoyal College of Music.
Kelly. Rernin'rsceDceR, i. 2'21, calls It Eisenstadt by miBtake,
We have no record of the actual meeting. But ever since 1774
Mozart had been studying Haydn's work, and we know that in the
festivities of 178]-y'2 both artists took pjirt.
2
3

J

She waa present at the well-known competition between dementi

and Mozart.
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The work was

publislied simultaneously by
Artaria and Forster, and in this form Haydn
Passione instrumentale
produced it as
in
London. 1
He afterwards added clioruses and
solos, and divided it into two parts by the
introduction of a Largo for wind instruments.
In this new form it was jnoduced for the
first time at Eisenstadt in Oct. 1797, and
published by Breitkopf & Hartel (1801), with
a preface by the composer.
It may seem surprising tliat the chapter of Cadiz should have
applied to Haydn
but in fact he was well
known in Spaizi to others besides the king, who
Iiad been in communication with him long
before, as we have seen. Thus Boccherini wrote
to him from Madrid expressing the pleasure he
received from his works, and Yriarte celebrated
him with enthusiasm in his poem of 'La Musica'
(Madrid, 1779). In Jan. 1785 Haydn acquired
two interesting pupils Fritz and Edmund von
'

'

;

—

Weber. They were brought to him by their
father Franz Anton, who had just remarried in
Tienna.
His desire to see one of his children
develop into a

gi'eat

musician, afterwards so

gloriously fulfilled in the composer of the 'Freischiitz,' was, to a certain extent, granted in

Edmund. In the same year Mozart dedicated
the well-known six quartets to Haydn, in terms
of almost filial alfection. It was after listening
to a performance of one of these that Haydn
said to Mozart's father, in his open-hearted way,
I declare to you on my honour that I consider
jour son the greatest composer I have ever
heard he has taste, and possesses the most con-summate knowledge of the art of composition.'
He spoke of him still more warmly in a letter to
The relation in which these
Prague in 1787.
two great men stood to each other does credit
to them both, and leads us to form a high estimate of their characters. It would be difficult
'

;

to find a parallel instance.
In 1787 Haydn received a pressing invitation
to London, from W. Cramer, the violinist, who
wrote offering to engage him at any cost for
Gallini also wrote
the Professional Concerts.

Nothing came
asking his terms for an opera.
of either at the time, but Salomon determined
to try

what personal

influence

would

do,

and

despatched Bland, the music- publisher, to
Vienna, where he arrived in November, and
at Esterhaz, followed him
attain his main object, but
tlie copyright of several of his

there.

Haydn still
He did not

Haydn

gave him

finding

compositions,

among

for a single voice

others 'Ariadne,' a cantata
An anec-

(composed in 1782).

dote of Bland's visit

is

often told.

"When he

was admitteil, Haydn was in the act of shaving,
and grumbling over the bluntness of his razor.
Bland caught the exclamation, I would give
'

my

best quartet for a good razor,' and, rushing
off to his lodging, fetched his own pair, which
1

ThoHLih often included

among

— 1790
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his quartets, it has nothing to do

with them. It was first published aione by Artaria, but was afterwards omitted from his authorised series of Haydn's quartets.

he presented to Haydn, and received in exchange his newest quartet, which is often called
the
Rasirmesser (razor) quartet (Trautwein,
No. 2).
[Meantime he was making further advance in
symphonic and chamber music. The Russian
quartets (op. 33) were followed in 1787 by the
'

'

'

'

six dedicated to the

King of Prussia

(op. 60),

1789-90 he added the collections known
During these
as op. 64, op. 56, and op. 64.
same years he wrote (evidently under the influence
of Mozart) fifteen clavier trios, the most import-

and

in

and the twelve

ant of his clavier -concertos,

symphonies

commissioned

Spirituels at Paris.

One

Concerts

the

for

of the second set of

the so-called Oxford symphony performed in the Sheldonian Theatre when, in 1791,

them was

'

'

the degree of D.Mus. was conferred upon him
by the University. See list, p. 369, No. 27.]
On Sept. 28, 1790, Prince Nicolaus died
a great loss for Haydn, who reallj' loved him.

He

on condition of his
an annual pension of 1000
To
florins, as a mark of esteem and aff'ection.
this sum his successor. Prince Anton, added
another 400 florins, but deprived Haydn of his
occupation by dismissing the whole chapel, except
the few members necessary to keep up the serleft his capellmeister,

retaining the

title,

Haydn now fixed his abode in
Vienna, but had hardly done so before Salomon
He had heard of the
appeared on the scene.
Prince's death at Cologne, on his way to England, and immediately returned, hoping, nowthat
Haydn was free, to persuade him to visit London.
Haydn could no longer plead the old excuse of
unwillingness to leave his master, so he gave
way, and began to make preparations for the
"While thus occupied he was informed
journey.
that Ferdinand IV., King of Naples, then in
Vienna for the marriage of his two daughters,
wished to see him.
Haydn had thought of visiting Naples in 1787, and the King was well
He had even comacquainted with his music.
missioned him to compose several concerted
pieces for his favourite instrument, the lyre.
Nevertheless the audience was put off several
times, and when it did take place, and Haydn
The
presented his compositions, the King said
day after to-morrow we will try them.' Haydn
replied that he was to start for England on that
What exclaimed the King, and you
day.
promised to come to Naples
He then indignantly left the room, but returned in an hour,
and, having recovered his temper, made Haydn
promise to visit Naples on his return from London, gave him a letter of recommendation to his
ambassador, Prince Castelcicala, and sent after
him a valuable snuff-box. And thus Haydn got
over a period which was a great turning-point
in his life.
Among those of whom he took leave
was his old and dear friend Madame Genzinger.
[See K.4R.4JAN.] His last hours in Vienna were
enlivened by the company of Mozart, who had
vices in church.

:

!

'

'

'

!

'

'

come to see him off. He, too, had been invited
to London in 1786, and had only declined in
deference to his father's wishes.
His father was
now dead, aiid Salomon promised him a speedy

opportunity of making up for lost time.
Too
late again
in less than a year Mozart's eyes
were closed in death.
Leaving Vienna on Wednesday, Dec. 15,1790,
Haydn and Salomon travelled by Munich, Bonn,
and Brussels to Calais, crossed the Channel in
nine hours on New Year's Day, 1791, and from
Dover proceeded straight to London.
Haydn
first put up at the house of Bland, the musicseller, 45 Holborn, but soon removed to rooms
prepared for him at Salomon's, 1 S Great Pulteney
Street. Here he found himself the object of every
species of attention
ambassadors and noblemen called on him, invitations poured in from
all quarters, and he was suiTounded by a circle of
themost distii]guishedarti3ts,conspicuousamong
whom were his young countryman Gyrowetz,
and Dr. Burney, who had been for some time in
correspondence with him, and now welcomed
him with a poetical effusion. • The Anacreontic
Society, the Ladies' Concerts, the New Musical
Fund, the Professional Concerts, and all the
other musical societies eagerly desired his
presence at their meetings.
His quartets and
symphonies were performed, Pacchierotti sanghis
cantata Ariadne a Naxos, and he was enthusiastically noticed in all the new'spapers.
Before

—

;

'

'

leaving Vienna Salomon had announced his subscription concerts in the Morning Chronicle^ for

which Haydn was engaged to compose six symphonies, and conduct them at the pianoforte. The
first

of the series took place on

in the

— 1791
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Hanover Square Kooms.

March 11, 1791,
The orchestra,

by Salomon, consisted of thirty-five or forty
performers, and was placed at the end opposite
to that wliich it occupied latterly.
The Symled

phony (Salomon, No.

2) was the first piece in the
second part, the position stipulated for by Haydn,

—

and the Adagio was encored
'a very rare
occurrence.'
The Morniw/ CJtronicJc gives an
animated description of the concert, the success
of which was most brilliant, and ensured that
of the whole series.
Haydn's benefit was on
May 16 £200 was guaranteed, but the receipts
amounted to £350.
Meantime Gallini, manager
of the King's Theatre, was trying in vain to
;

obtain a licence for the jierformance of operas.
Two parties were at issue on the question. The

performed various works of Haydn's, including
symphonies and quartets, his chorus The Storm
(the words by Peter Pindar,
Hark tlie wild
uproar of the waves '), an Italian catch for seven
voices, and a cantata composed I'or David.
His
opera Orfeo ed Euridice, though paid for and
nearly completed, was not performed, owing to
the failure of the undertaking. During the time
he was composing it, Haydn lived in Lisson
Grove then absolutely in the country where
one of his most frequent visitors was J. B.
Cramer, then twenty years old.
His second
benefit was on May 30, at the request of some
amateurs of high position.
Haydn gave a concert at the Hano^er Square Kooms, wliere he
conducted two of his symphonies, and, for the
'

'

'

'

—

opera-houses

undesirable.

—

the 'Seven Words '('La Passione instrumentale '), afterwards repeated at the concert
of Clement, the boy-violinist, and elsewhere.
About this time he was invited to the annual
dinner of the Royal Society of Musicians, and
first time,

composed for the occasion a march for orchestra,
the autograph of which is still preserved by the
societj'.
He also attended the Handel Commemoration in Westminster Abbey. He had a
good place near the King's box, and never having
heard any perfoimance on so grand a scale, was
inmiensely impressed.

as tenor, Vestris as ballet-master,

tor,
1

*

and Salomon

Haydn

composer and conducand with these he

as leader

—

Versea on the arrival of the Great Miiftician

and

tlie

whole

'

;

'

'

;

The

amid

gown,

Doctor's

enthusiastic

applause.

Catalogue of all Graduates contains the
entry, Haydn, Joseph, Composer to His Serene
Highness the Prince of Esterhazy, cr. Doctor of
Music, July 8, 1791.'
He sent the University
as his
exercise
the following composition
afterwards used for the first of the Ten Commandments,' the whole of which he set to
canons during his stay in London.^
'

'

'

'

'

'

Canon cancri:ans, a

tre.

1

?Ffe^

W^
Thy

voice,

O

Ha.

E^d^

?^=F^;iti

At length

was clever enough to obtain a licence for
'Entertainments of Music and Dancing,' with
which he opened the theatre on March 26, with
as composer, Federici as

the Hallelujah

audience rose to their feet, he wept like a child,
exclaiming,
He is the master of us all.'
In the first week of July he went to the
Oxford Commemoration, for the honorary degree
of Doctor of Music, conferred at Dr. Burney's
suggestion.
Three grand concerts foimed an
important feature of the entertainments at the
second of these the Oxford symphony ^ was
performed, Haydn giving the tempi at the
organ
and at the third he appeared in his

ix'H

Gallini

David

When

Cliorus rang through the nave,

Prince of "Wales espoused the cause of the King's
Theatre, while the King publicly declared his
adhesion to the Pantheon, and jironounced two
Italian
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Haydn

iu

Enghmd.'

4>i
2

t*rHg=

i

iiii,

^1
S^^S^^f^t"
?atS=

a uew symphony -with him, but that in G (Letter
was siabstituted, owing to the time hehtg too short

He had t^ken

Q, IVST or 17881
for rehearsal".
^

O

'aoio.v

The

Museucn

the pift of Griesinper, is preaerved in the
the Gtsellsthfift der Musikfreunde in Vienna.

(nitiitrraph,

of
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On hia return he made several excursions in
the neighbourhood of London, and stayed five
weeks with Mr. Brassey (of 71 Lombard Street) '
at his country liouse 1 2 miles from town, where
he gave lessons to Miss Brassey, and enjoyed
the repose of country life in the midst of a family
circle all cordially attached to him.
Meantime
a new contract was entered into with Salomon,
which jjrevented his obeying a pressing summons
from Prince Esterhazy to a great fete for the
Emperor.
In November he was a guest at two
Guildhall banquets
that of the outgoing Lord
Mayor (Sir Jolm Boydell) on the 5th, and that
of the new one (John Hopkins) on the 9th.
Of
these entertainments he left a curious account
in his diary. 2
In the same month he visited
the marionettes at the Fantoccini theatre in
Savile Row, in which he took a great interest
from old associations with Esterhaz. On the
25tli, on an invitation from the Prince of
"Wales, he went to Oatlands, to visit the Duke
of York, who had married the Princess of
Prussia two days before.
Die Hebe kleine
she was but seventeen quite won Haydn's
heart she sang, played the piano, sat by his
side during his symphony (one she had often
heard at home), and hummed all the airs as
it went on.
The Prince of Wales played the
violoncello, and all the music was of Haydn's
composition.
They even made him sing his

—

much

—1792
At

appreciated here as in Paris.

concerts

Haydn produced symphonies,

these

diverti-

for concerted instruments, a notturno
same, string quartets, a clavier trio, airs,
a cantata, and the
Storm chorus already
mentioned.
He was also in great request at
concerts, and conducted those of Barthelemon
(with whom he formed a close friendship),
Haesler the pianist, Mrae. Mara (who sang at
his benefit), and many others.
Besides his own
annual benefit Salomon gave
by desire an
extra concert on June 6, when he played several

nienti

for the

'

'

'

'

and when Haydn's favourite com'received with an extasy of
admiration.'
*Thus,' to quote the Morning
Chronicle,
Salomon finished his season on
Wednesday night with the greatest eclat.
The
concerts over, he made excursions to Windsor
Castle, Ascot Races, and Slough, where he
stayed with Herschel, of whose domestic life
violin solos,

positions

were
'

'

tinued the best of friends, and took every
opportunity of displaying their attachment.
The Professionals were first in the field, as their
opening concert took place on Feb. 15, 1792,
while Salomon's series did not begin till tlie

he gives a particular description in his diary.
son, afterwards Sir John Herschel, was
then a few months old.
He went also to the
meeting of the Charity Children in St. Paul's
Catliedral, and was deeply moved by the singing.
I was more touched,' says he in his diary,
by
this innocent and reverent music than by any I
ever heard in my life.
The somewhat commonplace double chant by Jones the organist, is
quoted in his diary.
[See Jones, John.]
Amongst Haydn's intimate associates in this
year were Bartolozzi the engraver, to whose wife
he dedicated three Clavier trios and a sonata
in C, and John Hunter the surgeon (who begged
in vain to be allowed to remove a polypus in
his nose which he had inherited from his
mother), and whose wife wrote the words for
most of his twelve English canzonets the first
set dedicated to her
the second to Lady
Charlotte Bertie.
But the dearest of all his
friends was Mrs. Schroeter, a lady of good birth,
and widow of tlie Queen's music-master, John
Samuel Schroeter, w'ho died Nov. 1, 1788. She
took lessons from him on the pianoforte, and a
warm feeling of esteem and respect sprang up
between them, which on her side ripened into
a passionate attachment.
Haydn's aft'ections
must also have been involved, for in his old age
he said once, pointing to a packet other letters,
Those are from an English widow who fell in
love with me.
She was a very attractive woman
and still handsome, tliough over sixty and had
I been free I should certainly have married her.'
Haydn dedicated to Mrs. Schroeter three ClavierTrios (Breitkopf & Hartel, Nos. 1, 2, 6). In the
second (Fj minor) he adapted the Adagio from
the Salomon -symphony. No. 9 (Bb) (see list,
No. 37), probably a favourite of the lady's. A
second of his London admirers deserves mention.

1 7th.
Gyrowetz was associated witli Haydn as
composer for the year, and his works were as

ill

'

'

—

;

own

by

During the visit, which lasted
Hoppner painted his portrait, by

songs.

three days,
the Prince's
Facius,

command it was engraved in 1807
is now at Hampton Court (Ante;

and

room, No. 920). Engravings were also published
in London by Schiavonetti and Bartolozzi from
portraits by Guttenbrunn and Ott, and by Hardy
from his own oil-painting.
Haydn next went to
Cambridge to see the University, thence to Sir
Patrick Blake's at Langham, and afterwards to
the house of a Mr. Sliaw, where he was received
with every possible mark of respect and attention.
He says in his diary, Mrs. Shaw is the
most beautiful woman I ever saw
and when
quite an old man still preserved a ribbon which
she had worn during liis visit, and on which
'

'

;

his

name was embroidered

Tlie

directors

of the

in gold.

Professional

Concerts

some time endeavouring to make
Haydn break his engagements with Salomon and

had been

for

Not

succeeding, tliey invited his [lupil
Ignaz Pleyel, from Strasburg, to conduct tlieir

Gallini.

concerts
but far from showing any symptoms
of rivalry or hostility, master and pupil con;

1

An

ancestor of the preaont Lord Braaaey.

2 gL.„

Pohl'a tlaydn in

Dmdon,

p, IDV.

The only

'

'

'

—

;

'

;

3 This sonata, published by H. Caulfield. has never been printed
Germany. Haydn's remark on it was. Not yet to be priuted.'
The Adagio only, in F, is often reprinted separately, by Hollo,

Peters, eto.
It
cal Practice.'

'

is

given entire by Sterndale Bennett in his Classi'
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Among

—
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is a sliort piece with a note
by Mrs. Hodges, the loveliest
woman I ever saw, and a great pianoforte player.
Both wolds and music are hers,' and then follows
a P.S. in the trembling hand of his latest life,
J. Haydn.' ^
Requiescat in pace
During his absence his wife had had the offer
of a small house and garden in tlie suburbs of
Vienna (Windmiihle, 73 kleine Steingasse, now
19 Haydngasse, then a retired spot in the 4th
district of the Mariahilf suburb), and she wrote

hia papers

saying that

it

was

'

'

!

asking

him

money

to send her the

for

as it

it,

would be just the house for her when she
He did not send the money,
became a widow.
but on his return to Vienna bought it, added
a store)^, and lived there from Jan. 1797 till
his death.

Haydn left London towards the end of June
where
1792, and travelling by way of Bonn
Beethoven asked his opinion of a cantata, and
Frankfort where he met Prince Anton at the
coronation of the Emperor Francis II., reached
Vienna at the end of July.
His reception was
enthusiastic, a]id all were eager to hear his
London symphonies. In Dec. 1792 Beethoven
came to him for instruction, and continued to
take lessons until Haydn's second journey to
England.
The relations of these two great men
have been much misrepresented.
That Haydn
had not in any way forfeited Beethoven's respect
is evident, as he spoke highly of him whenever
opportunity ottered, usually chose one of Haydn's
themes when improvising in public, scored one

—

—

of his quartets

-

for his

own

use,

aiul carefully

-1795

took lodgings at No. 1 Bury Street, St. James's,
probably to be near Mrs. Schroeter, who lived
in

James

is

known

seem

have thought of

to

his faithful

coijyist

and arrived

in

and servant, Johann

London on Feb.

He

4.

See PoWs Biti/dn in London, pp. 218-223.
Triiutwein, score Xo. 20 Beethoven's MS. is in tlie possession of
Artaria. See the Sale Catidogue, No. 112, given in Tliuyer, chroriologisches Veneidtnif?, p. 177.
3 No. i. B17 sold among Beethoven's remains
Sale Catalogue, No,
1

2

;

—

189.

This name is closely associated ^vith that of Haydn from ITHil,
the date of Josepii Elssler's marriage at Eisenstadt, at ivhich
Haydn assisted. Joseph «'13 a native of Silesia, anil music copyist

him

for

'

quintet in C (known as op. 88), which, however,
was his brother Michael's. The first concert
was on Feb. 10, and the last on May 12. At
one of the rehearsals Haydn surprised the
orchestra by showing young Smart (afterwards
Sir George) the proper way to play the drums.
At Haydn's benefit (May 2) the Military
'

Symphony
the

for

370, No. 40) was produced
time, and Dussek and Viotti played
The latter was also leader at

(list, p.

first

concertos.

—

Salomon's benefit a proof of the good understanding between the two violinists.
During his second visit Haydn had ample
opportunities of becoming acquainted with
Regular performances of his
Handel's music.
oratorios took place in Lent both at Covent

Garden and Drury Lane
music,

sacred

of

;

and

interspersed

1795 concerts
with some of

in

Haydn's symphonies, were given at the King's

Haydn also conducted performances
symphonies at the New Musical Fund

Theatre.

Among his new acquaintances "we
who had accompanied Banti

find Dragonetti,

to

London

1794, and a lasting friendship

in

sprang up between Haydn and that good-natured
artist.
For Banti Haydn composed an air
'

Non

'

Berenice

partir,

!

Elssler^

a^iplyiiig to

;

concerts.

by

Elssler

though he lived
till 1843.
Haydn's engagement with Salomon
bound him to compose and conduct six fresh
symphonies and besides these, the former set,
including the Surprise,' was repeated.
Some
new quartets are also mentioned, and a

symphonies.' But whatever Beethoven's early
feeling may have been, all doubts as to his latest
sentiments are set at rest by his exclamation on
his death-bed on seeing a view of Haydn's
To think
birthplace, sent to him by Diabelli
that so great a man sliould have been born in
a common peasant's cottage
[See Beethoven,
vol. i. p. 258.]
Again invited by Salomon, under special
stipulation, to compose six new symphonies,
Haydn started on his second journey on Jan.
Prince Anton took a reluctant leave
19, 1794.
This
of him, and died three days after he left.
time Haydn went down the Rhine, accompanied
'

Nothing
;

particulars about his master,

of his

'

Buckingham Gate.

Street,

of their relations at this time

could have given information on this and many
other pioints, but unlike Handel's Smith he was
a mere copyist, and none of Haydn's biographers

preserved the autograph of one of the English

—
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Among

'

in

E

(the

begins,

recitative

which she sang at his benefit.
the numerous -violinists then

'),

in

—Jarnowick, Janiewicz, Cramer,
—we must not omit
Clement, Bridgetower,
London

Viotti,

etc.

Giardini.

Though

nearly eighty years of age

he produced an oratorio, 'Ruth,' at Ranelagh,
and even played a concerto. His temper was
frightful, and he showed a particular spite
against Haydn, even remarking within his
I don't
hearing, when urged to call upon him,
'

want to see the German
by writing in his diary,
'

dog.'

after hearing

Giardini played like a pig.

of the season

Haydn

'

Haydn sought

retorted
play,

him

After the exertions
refreshment in the

i

Prince Esterha^y, His children were taken into the chapel
on Haydn's recommendation, aud the second non, Johannes (born
at Eisenstadt. 1769), lived the whole of his life with him, first .as
copyist and then as general servant and factotum. He accompanied
Haydn on his second journey to London, aud tended him in his
Despite the proverb that "no
last years with the greatest care.
man is a hero to his valet,' Haydn was to Elssler a constjint sub.iect
of veneration, which he carried so far that when he thought himaelf unobserved he would atop with the cenaer before his master's
portrait, as if it were the altar,
Elssler copied a large amount of Haydn's music, partly in score.
to

'

p.trtly in separate parts, much of which is now treasured as the
autograph of Haydn, though the h,'tndwriting3 of the two are, essentially different.
He survived his master thirty-four years and died
at Vienna, June 12. 18-13, in the enjoyment of 6000 florins which

to him aa a 'true and honest servant.' His
brother Joseph, oboe at Est^rhiz, died at Vienna, also in
Johann m;irriedThereae Prinst«r, whose brothers Anton and
Michael were horn-playera, and the pride of the Esterhazy orchestra.
From this union came 111 Johann. born 1802. died las chorus-ma-ster
at the Berlin Theatre Royal) 1872 (2) Thf.besk, born April 5, 1808,
and (31 Fr.^nziska, born June '23, 1810— all natives of Vienna. Both
daughters were dancera. [See vol. i. p. 777.]

Haydn bequeathed

eliier
184;?,

;
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which Rauzzini had put in his garden to his
'Turk was a faith tul dog, and
best friend'
He also went to
not a man.'
(See Turk.)
Taplow with Shield, and with Lord Abingdon
visited Lord Aston at Preston.
An anecdote of
this time shows the humour which was so native
to Haydn, and so often pervades his compositions.
He composed an apparently easy sonata for
pianoforte and violin, called it Jacob's Dream,'
and sent it anonymously to an amateur who

he presided at the pianoforte, and Salomon was
leader.
The King and Queen, the Princesses,
the Prince of Wales, and the Dukes of Clarence
and Gloucester were present, and the Prince of
Wales presented Haydn to the King, who, in
spite of his almost exclusive preference for
Handel, expressed great interest in the music,
and jiresented the composer to the Queen, who
He
begged him to sing some of his own songs.
was also repeatedly invited to tile Queen's concerts at Buckingham House
and both King and
Queen expressed a wish that he should remain
in England, and spend the summer at Windsor.
Haydn replied that he felt hound not to desert
Prince Esterhazy, and was not inclined entirely

professed himself addicted to the extreme upper
notes of the violin.
The unfortunate performer

mark

country, first staying at Sir Charles Rich's
house near "Waverley Abbey, in Surrey.
In
September he went with Dr. Burney to see
Rauzzini at Bath, where ho passed three pleasant
days, and wrote a canon to the inscription
'

—

'

was delighted with the opening

here was a
composer who thoroughly understood the instrument but as he found himself compelled to
mount the ladder higher and higher without
any chance of coming down again, the perspiration burst out upon his forehead, andhe exclaimed,
' What
sort of composition do you call this ?
the man knows nothing whatever of the violin.'
In 1795 Salomon announced his concerts
under a new name and place, the
National
School of Music,' in the King's Concert-room,
recently added to the King's Theatre.
Haydn
•was again engaged as composer and conductor
of his own symphonies, and Salomon had collected an unprecedented assemblage of talent.
The music was chiefly operatic, but one or even
two of Haydn's symphonies were given regularly,
With
the Surprise being a special favourite.
;

!

'

'

'

regard to this

symphony Haydn

confessed to

Gyrowetz, who happened to call when he was
composing the Andante, that he intended to
There all the women
startle the audience.
will scream,' he said with a laugh, pointing to
The
the well-known explosion of the drums.
first concert was on Feb. 2, and two extra ones
were given on May 21 and June 1, the latter
being Haydn's last appearance before an English
His last benefit was on May 4,
audience.^
'

when the programme consisted entirely of his
works, except the concertos of Viotti and of
Banti sang his aria for
Ferlendis the oboist.
she
the first time, but according to his diary
sang very scanty.' He was greatly pleased
with the success of this concert the audience
was a distinguished one, and the net receipts
'
It is only in England
amounted to £400.
that one can make such sums,' he remarked.
J. B. Cramer and Mme. Dussek gave concerts
soon after, at which Haydn conducted his own
'

;

symphonies.
During the latter months of his stay in

London Haydn was much distinguished by the
Court.
At a concert at York House the pro-

gramme

consisted entirely of his compositions,

1
Till 1799. when the undertaking failed. Salomon continued to
perform Haydn'e sympboniea, with his permission, at these opera

concerts.

;

to forsake his

own

of esteem the

country.
As a j>articular
Queen presented him with a

copy of the score of Handel's Passion-music to
Brockes's words.
He was frequently at Carlton
House, where the Prince of Wales (a pupil of
Crosdill's on the violoncello, and fond of taking
the bass in catches and glees) had a regular
concert-room, and often played his part in the
orchestra with the Dukes of Cumberland (viola)
and Gloucester (violin). In 1795 he gave many
musical parties, and at one which took place
soon after his marriage (iVpril 8) the Princess
of Wales played tiie pianoforte and sang with
Haydn, who not only conducted but sang some
He attended at Carlton
of his own songs.
House twenty-six times in all, but like other
musicians found much difficulty in getting paid.
After waiting long in vain he sent in a bill
for 100 guineas from Vienna, which was immediately discharged by Parliament.
It must
be admitted that the demand was moderate.
Encouraged by the success of the 'Storm,'
Haydn undertook to comjiose a larger work to
English words. Lord Abingdon suggested Xeedham's Invocation of Keptune,' an adaptation
of some poor verses prefixed to Selden's Mare
Clausum,' but he made little progress, probably
findinghisacquaintance with English too limited.
The only finished numbers are, a bass solo, Nor
can I think my suit is vain,' and a chorus, Thy
great endeavours to increase.'
The autograph
'

'

'

'

in the British Museum.
Haydn received
parting gifts from dementi, Tattersall, and
many others, one being a talking jjarrot, which
realised 1400 florins after his death.
In 1804
he received from Gardiner of Leicester six pairs
of cotton stockings, into which were worked
favourite themes from his music.
His return
was now inevitable, as Prince Esterhazy had
written some time before that he wished his
chapel reconstituted, with Haydn again as its
conductor.
The second visit to London was a brilliant
success.
He returned from it with increased
powers, unlimited fame, and a competence for
life.
By concerts, lessons, and symphonies, not
counting his other compositions, he had again
is

—

—

as before

— made £1200, enough

to relieve

him
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He often sairl
all anxiety for the iiitiire.
afterwards tliat it was not till he had been in
England that he became famous in Germany,
by which he meant that though his reputation
was high at home, the English were the first to
give him public homage and liberal remuneration.
His diary contains a list of the works composed
from

Haydn left London August 15,
in London.
1795, and travelled by way of Hanilairg, Berlin,
Soon

and Dresden.

after

returu a pleasant

liis

He was

surprise awaited him.

taken by Count

noblemen and
gentlemen, first to a small peninsula formed l.iy
the Leitha in a park near Rohrau, where he
found a monument and bust of himself, and next
Overcome by his feelings, on
to his birthpilace.
entering the humble abode, Haydn stoopied down
and kissed the threshold, and then pointing to
the stove, told the company that it was on that
Harrach and a genial

part}' of

very spot that his career as a musician began.
On Dec. 18 he gave a concert in the small
Eedoutensaal, at wliich three of liis London symphonies were pierformed, and Beethoven played
At
either his first or second piano-concerto.
tliis time he lived in the Neumarkt (now No.
2) which he left in Jan. 1797 for his own house
He now only went to Eisenstadt
in the suburbs.
the

for

Down

summer and autumn.

to

1802

he always had a new mass ready for Princess
(Novello,
Esterhazy's name-day, in September.
Nos. 2, 1, 3, 16, 4, 6.)' To these j'ears belong
several other compositions
A cantata, Die

—

Erwahhmg

'

eines Kapellmeisters,'

composed

for

a club meeting regularly in the evenings at the

tavern

'

zum Schwanen,'

Incidental music for

Neumarkt.'^

the

in

Alfred,' a tragedy adapted

'

from the English of Cowmeadow, and performed
once in 1795 at Schickaneder's Tlieatre in
Vienna ;^ a fine chorus in the old Italian style,
'Non nobis Domine, '^ perhapis suggested by
the canon (attributed to Byrd) which he heard
a grand Te Deum,' ^ comso often in London
and the Seven "Words," rewritten
posed 1800
for voices, and first performed at Eisenstadt,
Clavier-trios,
Oct. 1797.
Instrumental music
Breitkopf & Hartel, Nos. 18, 19, 20, dedicated
to Princess Marie Esterhazy
1, 2, 6, to Mrs.
'

;

'

;

—

;

Schroeter

;

3,

4,

to Bartolozzi

5,

12,

;

Id's to

Avhen requested
JlUe. Madelaine de Kurzbeck
by Prince Esterhazy in 1803 to compose a sonata
for the wife of Marechal Moreau, Haydn arranged
and
this trio as a duet for clavier and violin
in that form it was publislied ye:irs after as his
:

;

'derniere Sonate.

'

Clavier sonata (Breitkopf

&

' No. 2 W.19 composed ITOfi,
/rt tempore heUi.'iind called the
Paukenmesse.' because in the .Agnua the drums are introduced. No. 3
was composed 1797 known in England as the Imperial Mass, but in
have
because
it
ia
said
to
t)een
perGermany as Die Nelsoninesse,'
formed during Nelson's visit to Eisenstadt in 1800 he asked Haydn
for his pen, and gave him his own gold watch in exchanpe.
2 Much frequented in later years by Beethoven (see his letters to
Zmeskalll. It was the scene of the adventure with the waiter (Hies,
'

'

:

'

;

p. 121).
3

The music was re-composed in 1796 but never used, and the 'Chor

derOiinen,' for men's voices,

ia

the only number published (Breitkopf,

18101.
*
B

^

Score and parta in Eieter-Biedermann's new edition.
First published iu score by Breitkopf S Hiirtel.
First published by Traeg.

-1800

Hartel, No.

361

dedicated to Mile. Kurzbeck ;
known as op. 76, dedicated
to Count Erdody
and 2 ditto, op. 77, dedicated
to Prince Lobkowitz.
1),

six string-(|uai'tets,
;

During his visits Haydn had often envied
the English their 'God save the King,' and the
war with France having quickened his desire to
provide the people with an adei"|uate expression
of their fidelity to the throne, he determined to
compose a national anthem for Austria.
Hence
Gott
popular of
arose

'

erlialte

Franz den Kaiser,' the most
Lieder.

his

all

Haydn's

friend,

Freiherr van Swieten, suggested the idea to the
Prime Minister, Graf von Saurau, and the poet

Hauschka was commissioned to write the words,
which Haydn set in January 1797. On the
Emperor's birthday, Feb. 12, the air was sung
simultaneously at the national theatre in Vienna,
and at all the principal theatres in the provinces.
[See EiiPEP.oii's Hymn'.]
This strain, almost
sublime in its simplicity, and so devotional in
its character that it is used as a hymn-tune,
faithfully reflects Haydn's feelings towards his
sovereign.
It was his favourite work, and towards the close of his life he often consoled himself by playing it with great expression.
He
also introduced a set of masterly variations on
Kaiserquartett (No. 77).
it into the so-called
High as his reputation already was, it had not
reached its culminating point. Thiswas attained
by two works of his old age, the Creation and
the 'Seasons.' Shortly before hisdeparturefrom
London, Salomon offered him a poem for music,
which had been compiled by Lidley from Milton's
Paradise Lost before the death of Handel, but
not used.
Haydn took it to Vienna, and wlien
Freiherr van Swieten suggested his composing an
oratorio, he handed him the pioeni.
Van Swieten
translated it with considerable alterations, and
a sum of 500 ducats was guaranteed by twelve
Haydn set to work
of the principal nobilitj'.
Never was I so pious,
with tlie greatest ardour.
he says, 'as "when composing the "Creation.'*
I knelt down every day and pirayed God to
It was first given
strengthen me for my work.'
in private at the Schwarzenberg palace, on the
and in public
29th and 30th of April 1798
on Haydn's name-day, March 19, 1799, at the
The noblemen previously
National Theatre.
mentioned paid the expenses, and handed over
to Haydn the entire proceeds, amounting to
4000 florins (£320). The impression it produced was extraordinary the whole audience
was deeply moved, and Haj'dn confessed that
One
he could not describe his sensations.
moment,' he said, I was as cold as ice, the next
More than once I was afraid
I seemed on fire.
The next performance
I should have a stroke.'
was given by the Tonkiinstler Societal, Haydn
Once only he conducted it outside
conducting.
Vienna March 9, 1800. at a grand performance
in the palace at Ofen before the Archduke PalaNo soonerwas thescore
tine Joseph of Hungary.
'

'

'

'

'

'

'

;

:

'

'

—

2rt
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engraved (1800), than the 'Creation' was performed everywhere. Choral societies were founded
for the express purpose, and its popularity was
for long equalled only

by that

of the

In the followwas his last public exertion.
ing year he was asked to conduct the Creation
at Eisenstadt, but declined on the score of weakit

'

Messiah.'

'

—

As soon

and

for voice.

as the

'

Creation

Swieten persuaded

Haj-dn

and indeed he was failing rapidly. His
works composed after the Seasons are very few,
the chief being some vocal quartets, on which
In these his devotional
he set a high value.
Herr der du mir
feeling comes out strongly, in
das Leben,'
Du bist's dem Ruhni und Ehre
Hin ist alle meine
gebuhret,' and Der Greis
Kraft.'
In 1802 and 1803 he harmonised and
wrote accompaniments for a number of Scotch
songs, for which he received 500 florins from
Whyte of Edinburgh. This pleased him so
much that he is said to have expressed his pride
in the work as one which would long preserve
ness

In London Ashley and Salomon gave rival performances, the former on March 2S, 1800, at
Co vent Garden, the latter on April 21, in the
concert-room of tlie King's Theatre, with Mara
and Dussek in the principal parts, and a concerto
on the organ by Samuel Wesley. In the English
provinces it was first performed by the Three
Choirs
at Worcester in ISOO, Hereford in 1801,
and Gloucester in 1802.
In 1799 Haydn entered into relations with Breitkopf & Hiirtel, and
edited the twelve volumes in red covers which
formed for long the only collection of his works
for clavier

was

finished.

Van

begin another

to

MoUo

'

'

'

'

'

—

'

He also arranged
in Scotland.
(Preston
41 Nos. in 3 vols.) and
but the latter he did not complete,

memory

Welsh

airs

Irish airs,

;

adagio.

^^ ^=g

bs Hin

i

^

i

;

'

his
'
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Utal-le meiae Kraft

-^n»'
alt

und sckwach bin

ich.

Joseph Haydn.

which he had adapted from Thomson's
He consented to the proposition with
reluctance, on the ground that his powers were
failing
but he began, and in spite of his objections to certain passages as unsuited to music
(a point over which he and Van Swieten nearly
•quarrelled), the w-ork as a whole interested him
much, and was speedily completed. The first
performances took place April 24 and 27, and
oratorio,
'

Seasons.

'

;

May
May

On
1801, at the Schwarzenberg palace.
29 he conducted it for his own benefit in

1,

Redoutensaal, and in December handed
over tlie score, as he had that of the Creation,'
to the Tonkiinstler Societat, which has derived
a permanent income from both works. Opinions
are now divided as to the respecti^•e value of
tlie two, but at the time the success of the
'Seasons fully equalled that of the 'Creation,'
and even now the youthful freshness which
characterisesitis very striking. The strain, howas he often said afterwards,
ever, was too great
'
The Seasons gave me the finishing stroke.' On
Dec. 26, 1803, he conducted the Seven Words
for the hospital fund at the Redoutensaal, but
tlie large

'

One

and they were undertaken by Beethoven.

of his last string-quartets (Trautwein, 83) has

two movements complete, the Andante and
the
Minuet
in despair of finishing it, in
1806, he added the first few bars of Der Greis
as a conclusion. 1
He had these same bars
printed as a card in answer to friends who
'

'

'

'

;

'

'

inquired after him.Haydn's last years were passed in a continual
struggle with the infirmities of age, relieved by
occasional gleams of sunshine.
When in a

happy mood he would unlock

his cabinet, and
exhibit to his intimate friends the souvenirs,

diplomas, and valuables of all kinds which it
contained.
This often led him to speak of the
events of his life, and in this way Griesinger,
Dies, Bertuch, Carpani, and Neukomm, became

'

;

'

Dedicated to Count Maurice de Fries. Haydn gave it to GrieIt is ray last child, and not unlike me.'
^
Fled for ever is my streuetli
Old and weak am I
AbbL^ Stadler made a canon out of these lines by adding two more—
'

singer, saying,

'

'

'

!

'

Doch was Sie erschuf bleibt
Ewig ist dein Ruhiu.'

stets,

'

'But wb.1t thou hast achieved stands
Lasting Is thy fame.'

fast
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1805—
acquainted

with

many

details.

Haydn

also

received other visitors who cannot have failed to
give him pleasure
such were Cherubini, the
;

Vogler, the Weber family, Baillot, Mme.
Bigot the pianist, Pleyel, Bierey, Gausbacher,
Hummel, Nisle, Tomaschek, Keichardt, Irtlaud
his faithful friends Mmes. Auruhammer, Kurzbeck, andSpielmann, the Princess Esterhazy with
who all came to render homage
her sou Paul
ilozart's widow did not forget
to the old man.
her husband's best friend, and her son Wolfgang,
then fourteen, begged his blessing at his first
public concert, in the Theatre an der Wien,' on
April 8, 1805, for which he had composed a
cantata, in honour of Haydn's seventy-third

Abbe

;

—

'

birthday.

Haydn appeared

After a long seclusion

in

public for the last time at a remarkable performance of the Creation at the University on
March 27, 1808.
He was carried in his arm'

'

chair to a place

among

the

first ladies

of the

and received with the warmest demonstrations of welcome.
Salieri conducted.
At
the words 'And there "was light,' Haydn was
quite overcome, and pointing upwards exclaimed,
'It came from thence.'
As the performance
went on his agitation became extreme, and it
was thought better to take him home after the
first part.
As he was carried out people of
the highest rank thronged to take leave of him,
and Beethoven fervently kissed his hand and
forehead.
At the door he paused, and turning
round lifted up his hands as if in the act of
laud,

-1809
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the mourners were many French officers of high
rank and the guard of honour round the catafalque was composed of French soldiers, and a
detachment of the Biirgerwehr.
He was buried
in the Hundsthurm churchyard, outside the
lines, close to the suburb in which he lived,
but his remains were exhumed by conmiand of
Prince Esterhazy, and solemnly re-interred in the
upper parish church at Eisenstadt on Nov. 7,
1820.
A simjile stone with a Latin inscription
is inserted in the wall over the vault
to inform
the p)asser-by that a great man rests below.
It is a well-known fact that when the coffin
was opened for identification before the removal,
the skull was missing
it had been stolen two
days after the funeral.
The one which was
afterwards sent to the Prince anonymously as
Haydn's, was buried with the other remains
but the real one was retained, and is at present
in the possession of the Gesellschaft der Musikfreunde at ^'ienna.
The grave at Vienna remained absolutely undistinguished for five years
after Haydn's death, till 1814, when his pupil
Neukonmi erected a stone bearing the following
inscription, which contains a five-part Canou
;

—

;

;

for solution.

HAYDN
NATUS MDCCXXXII
OBIIT MDCCOIX
C.A.N.

AENICM. QUINQUE. VOO.

blessing.

In 1797 Prince Nicolaus had augmented his
by 300 florins, and in 1806 added another

n. D. n.

salary

600

— making his whole emolument 2300 florins

(£200)

—

besides paying his doctor's

bills.

Discip. Eius

This

income w'as a great satisfaction to
Haydn, as he had long earnestly desired to help
his many poor relations during his life, and to
leave them something after his death.
To one who loved his country so deeply, it was
a sore trial to see Vienna twice occupied by the
enemy in 1805 and 1809. The second timethe
city was bombarded, and the tirst shot fell not far
from his residence.
In his inlirm condition this
alarmed him greatly, but he called out to his

Neukoiu Vindob. Redux.
Mncccxiv.

increase in

—

servants, 'Children, don't be frightened noharm
can happen to you wliile Haydn is by.
The last
visit he received on his death-bed (the city being
then in the occupation of the French) was from
a French officer, who sang
In native ^\'orth
with a depth of expression doubtless inspired by
the occasion.
Haj-dn was much moved, and
;

'

'

'

embraced him warmly at parting. On May 26,
1809, he called his servants round him for the
last time, and having been carried to the piano
solemnly jilayed the Emperor's Hymn three
Five days afterwards, at one
times ovev.
o'clock in the morning of the 31st, he expired.
On .lune 1 5 Mozart's Requiem was performed
Amongst
'in his honour at the Schottenkirche.

This stone was rene^v-ed by Graf von Stockhanmier in 1842.
A monument to Haydn was
unveiled May 31, 1887.
As soon as Haydn's death was known, funeral
services were held in all the principal cities of
Europe. In Paris was performed a sacred cantata
for three voices ^ and orchestra (Breitkopf &
Hartel) composed by Cherubini on a false report
of his death in 1805.
It was also given elsewhere.

During his latter years Haydn was made an
the
honorary member of many institutions
Academy of Arts and Sciences, Stockholm
(1798); the Philharmonic Society at Laybach

—

the Academy of Arts, Amsterdam
(1800)
(1801) the Institut (1S02), the 'Conservatoire
Societe acadede Musique (1S05), and the
miquedes enfans d'Apollon' of Paris (1807). He
also received gold medals from the musicians who
performed the Creation at the opera in Paris,
Dec. 24, ISOO, and from the Institut (1802)
;

;

'

'

'

'

;

the 'Zwiilft'ache Burgermedaille,' Vienna(1803)
from the professors o f the Concert des Amateurs
'

I

No.

13;!

in Cherubini's

ow-ii C;it.iloiJue.
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Enfans
(1803), the Conservatoire (1805), the
d'ApoUon' (1807), all of Paris; and the Philharmonic Society of St. Petersburg (180S). He was
also nominated honorary citizen of Vienna ( 1 80 4).
Poems without end were written in liis praise
and equally numerous were the portraits, in
chalk or oils, engraved, and modelled in wax.
[A portrait by T. Hardy is in the British Museum
Of the many busts the best
(g. 271, g. (2)).]
is that by his friend Grassy.
The silhouette
here reproduced, which appeared for the first
'

;

time in the first edition of this Dictionary, hirng
for long at the head of Haydn's bed, and was
authenticated by Elssler as strikingly like.

expression, slightly stern in repose, invariably
His aquiline nose
softened in conversation.

was latterly much disfigured by a polyjms and
His comhis face deeply pitted by small-pox.
His dark -grey eyes
plexion was very dark.
beamed with benevolence and he used to say
himself,
Any one can see by the look of me
;

;

'

The
that 1 am a good-natured sort of fellow.'
impression given by his countenance and bearing
was that of an earnest, dignified man, perhajjs a
Though fond of a joke, he
little over-precise.
His
never indulged in immoderate laughter.
broad and well-formed forehead was partly concealed by awig with side curls and apigtail, which
A prominent
he wore to the end of his days.
and slightly coarse under-lip, with a massive jaw,
completed this singular union of so much that
was attractive and repellent, intellectual and
vulgar. 1
He always considered himself an ugly
man, and could not understand how so many
At
handsome women fell in love with hira
any rate,' he used to say, they were not tempted
by my beauty, though he admitted that he liked
looking at a p)retty woman, and was never at a
loss for a compliment. Hehabituallyspoke in the
broad Austrian dialect, but could express himself fluently in Italian, and with some difficulty
in French, He studied English when in London,
and in the country would often take his grammar
He was also fond of introinto the woods.
ducing English phrases into his diary. He knew
enough Latin to read Fux's Gradus, and to set
Though he lived so long
the Church services.
in Hungary he never learned the vernacular,
which was only used by the servants among
themselves, the Esterhazy family always spieaking German.
His love of fun sometimes carried
him away as he remarked to Dies, A mischievous fit comes over one sometimes that is
perfectly beyond control.
At the same time he
was sensitive, and when provoked by a bad return
With
for his kindness could be very sarcastic.
all his modesty he was aw'are of his own merits,
and liked to be appreciated, but flattery he never
permitted.
Like a true man of genius he enjoyed honour and fame, but carefully avoided
ambition.
He has often been reproached with
cringing to his superiors, but it should not be
'

;

'

'

'

—

;

we may mention Robert
Kimmerling and Abund Mykisch, both priests,

Among

his pupils

who learnt from hira as early as 1753 Countess
Thun the Erdndy family Ignaz Pleyel Niemecz, a monk Krumpholz, Ant. Kraft, and Ro;

;

;

;

;

of the Esterhazy Chapel Distler,
Fernandi, organist Demar, composer
Hoffmann of Livonia Kranz of Stuttgart; Franz
Ant. Wranitzky
Ed. von Weber
Toraisch
Haigh, Graetr, and Callcott, of London Nisle ;
Franz de Paula Roser the Polzellis J. G. Fuchs,
afterwards vice-capellmeister of the chapel, and
Haydn's successor Struck Bartsch Lessel
Neukomm Hansel Seyfried, and Destouches.

setti,

members

violinist

;

;

;

;

;

;

;

;

;

;

;

;

Haydn

used to

his favourite

;

;

;

;

call Pleyel,

Neukomm, and

and most grateful

pupils.

him

Lessel

Most of

'

forgotten that a

man who was in daily intercourse

with people of the highest rank would have no
difficulty in drawing the line between respect
and subservience.
That he was quite captable
of defending his dignity as an artist is proved
by the following occurrence. Prince Nicolaus
(the second of the name) being present at a

those

named dedicated

lished

work

rehearsal,

few

at once interposed

A

to

their first pub-

—generally a piece of chamljermusic.
remarks on Haydn's personal and

mental characteristics, and on his position in

We

the history of art, will conclude our task.
learn from his contemporaries that he was below
the middle height, with legs disproportionately
his build substantial, but deficient in
short
muscle. His features were tolerably regular his
;

;

and expressing disapprobation, Haydn
Your Highness, all that is
my business.' He was very fond of children,
and they in return loved Papa Haydn with all
their hearts.
He never forgot a benefit, though
his kindness to his many needy relations often

—

'

'

'
Lavater made some of his most characteristic
receiving a silhouette of Haydn.

'

remarks on
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met with a poor return. The chapel looked
up to him as a lather, and when occasion arose
he was an unwearied intercessor on their belialf
with the Prince.
Young men of talent found in
hira a generous friend, ahvays ready to aid them
\rith advice and substantial help.
To this fact
'

'

Eybler, A. Romberg, Seyfried, Weigl, and others

have borne ample testimonj'.
His intercourse
with ilozart was a striking example of his
readiness to acknowledge the merits of others.
Throughout life he was distinguished byindustry
and method he maintained a striotdailyroutine,
and never sat down to work or received a visit
until he was fully dressed.
This custom he kept
up long after he was too old to leave the house.
His uniform, which the Prince was continually
changing both in colour and style, he never wore
;

unless actually at his post.
One of his most marked characteristics was
his constant aim at perfection in his art.
He
once said regretfully to Kalkbrenner, I have
'

only just learned in my old age how to use the
wind instruments, and now that I do understand
them I must leave the world. And to Griesinger
he said that he had l)y no means come to the end
of his powers
that ideas were often floating in
his mind, by which he could have carried the art
far beyond anything it had yet attained, had his
physical powers been equal to the task.
He was a devout Christian, and attended
strictly to his religious duties
but he saw no
inconsistency in becoming a Freemason
probably at the instigation of Leopold Mozart, when
in Vienna in 1786.
His genius he looked on as
a gift from abo-e, for which he was bound to be
thankful. This feeling dictated the inscriptions
on all his scores large and small
In nomine
Domini,' at the beginning, and
Laus Deo'
at the end
with the occasional addition of et
'

;

;

—

'

;

'

'

;
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The immense quantity of his compositions
would lead to the belief that he worked with
unusual rapidity, but this was by no means the
case.
I ne\'er was a quick writer,' he assures
us himself, and always composed with care and
deliberation
tliat alone is the way to compose
works that will last, and a real connoisseur can
'

'

:

been written

see at a glance wliether a score has

in

undue haste

or not.

'

—

He sketched all his com-

tlie piano
a dangerous proceeding,
often leading to fragmentariness of style.
The
condition of the instrument had its effect upon

positions at

him, for we find

writing to Artaria in 1788,

liini

was obliged to buy a nev: fortcpiano, that I
might compose your Clavier-sonatas particularly
well.'
"When an idea struck him he sketched
it out in a few notes and figures
this would be
his morning's work
in tlie afternoon he would
'

I

:

;

enlarge this sketch, elaborating it according to
rule, but taking pains to preserve the unity of
the idea.
That is where so many young com'

they string together a
they break off almost as
soon as they have begun and so at the end
the listener carries away no definite impression.'
He also objected to comiiosers not learning to
sing, 'Singing is almost one of the forgotten arts,
and tliat is why the instruments are allowed to
overpower the voices.' The subject of melody
he regarded very seriously.
It is the air wliich
is the charm of music, he said to Michael Kelly,'posers

fail,

number

'

he says

'

;

of fragments

;

;

'

'

and it is that which
The invention of a
'

is

most difticult to produce.
melody is a "n-ork of

fine

genius.

Like man}- other creative artists, Haydn disliked Eestheticism, and all mere talk about Art.

He had
their

always a bad word for the

sliarp-pointed pens'

critics

spitzigen

with

und

witzigen Federn'), especially those of Berlin, who
used him very badly in early life.
His -n-ords to
Breitkopf, when sending him the Creation,' are
'

('

'

very touching, as coming from a man of his estatablished reputation
My one hope and jirayer
is, and I think at my age it may well be granted,
that the critics "will not be too hard on my Creation," and thus do it real harm.'
He had of
course plenty of detractors, among others Kozeluch and Kreibig, who represented him to the
Emperor Joseph 11. as a nieremountebank. Even
after he had met witli due recognition abroad, he
was accused of tr3'ing to found a new school,
though his compositions were at the same time

—

'

'

'

condemned as for the most jiart hasty, trivial,
and extravagant. He sums up his own opinion
of his works in these words.
Smit mala mixta
bonis
some of my children are well-bred, some
ill-bred, and here and there there is a changeling
'

V.

B.

Ma

et

om

S"" (Beatae Virgini Mariae

omnibus Sanctis).
His writing is extremely
neat and uniform, with remarkably few corrections: 'Because,' said he, I never put anything
down till I have quite made up my mind about
it.
When intending to write something superior
he liked to wear the ring given him by the King
et

'

'

of Prussia.

;

among them.
He was perfectly aware of how
much he had done for the progress of art
I
know,' he said, that God has bestowed a talent
'

'

;

'

upon me, and

my

have done
1

I

tliank

Him

for it

;

I

think

duty, and been of use in

KeTninuCf.'nC'!],

Loudon,

13-6,

i.

190.

I

my
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let

;

others do the

He was no pedant with regard to rules, and
would acknowledge no restrictions on genius.
If
Mozart wrote tlius, he must have had a good
reason for it, was his answer when his attention
was drawn to an unusual passage in one of
'

'

With regard

Mozart's quartets.

to Albrechts-

condemnation of consecutive fourths in
strict composition he remarked, 'What is the
good of such rules ? Art is free, and should be
fettered by no such mechanical regulations. The
educated ear is the sole authority on all these
questions, and I think I have as much right to
lay down the law as any one.
Such trifling is
absurd I wish instead that some one would try
to compose a really new minuet.'
And again
to Dies, Supposing an idea struck me as good,
and thoroughly satisfactory both to the ear and
the heart, I would far rather pass over some
slight grammatical error, than sacrifice what
seemed to me beautiful to any mere pedantic
trifling.'
Even during Haydn's lifetime his compositions became the subject of a real worship,
Many distinguished men, such as E.xner of
Zittau, Von Mastiaux of Bonn, Gerber, Bossier,
CountFuchs, Baron du Baine, and KeestheCourt
Secretary of Vienna, corresponded with him with
a view to procuring as many of his works as possible for their libraries.
There is great significance in the sobriquet of Papa Haydn,' which
berger's

;

'

'

is

still

in general use,

as if musicians of all

countries claimed descent from him.

One writer

Haydn's compositions he always felt impelled to do some good
work and Zelter said they had a similar efl'ect
upon him.
Haydn's position in the history of music is of
the first importance. When we consider the poor
condition in which he found certain important
departments of music, and, on the other hand,
the vast fields which he opened to his successors,
declares that after listening to

;

have enlarged its sphere, determined its form,
enriched and developed its capacities with the
Like those which
versatility of true genius.
Jlozart wrote after studying the orchestras of
to

Munich, Mannheim, and Paris, Haydn's later
symphonies are the most copious in ideas, the
most animated, and themost delicate in construc-

They

tion.

liave in fact completely

banished

those of his predecessors.

The Quartet he

brought

also

to its greatest

not often,' says Otto Jahn,
that a composer hits so exactly upon the form
suited to his conceptions
the quartet was
Haydn's natural mode of expressing his feelings.'
The life and freshness, the cheerfulness
and geniality wdiich give the peculiar stamp to
these compositions at once secured their universal
acceptance.
It is true that scientific musicians
at first regarded this new element in music with
suspicion and even contempt, but they gradually
came to the conclusion that it was compatible
not only with artistic treatment, but with
was from
earnestness and sentiment.
It
Haydn,' said Mozart, 'that I first learned the
true way to compose quartets.
His symp)honies
encouraged the formation of numerous amateur
orchestras
while liis quartets became an unfailing source of elevated pleasure in family
circles, and thus raised the general standard of
musical cultivation.
Encouraged partly by the progress made by
Emanuel Bach on the original foundation of
'It

perfection.

is

'

;

'

;

Kuhnau and Domenico Scarlatti, Haydn also
mark on the Sonata. His compositions

left his

same vitality, and the
same individual treatment indeed in some of
them he seems to step beyond Mozart into the
Beethoven period. His clavier-trios also, though
no longer valuable from a technical point of
of this kind exhibit the

;

view, are still models of composition.
On the
other hand, his accompanied divertimenti, and
his concertos, with a single exception, were far

impossible to over-rate his creative powers.
Justly called the father of instrumental music,
there is scarcely a department throughout its
whole range in which he did not make his inStarting from Emanuel Bach, he
fluence felt.
seems, if we may use the expression, forced in
All his works
between Mozart and Beethoven.

surpassed by those of Mozart, and have long

are characterised by lucidity, perfect finish,
studied moderation, avoidance of meaningless
phrases, firmness of design, and richness of development.
The subjects principal and second-

in spite of the progress in this particular branch

it is

down to the smallest episodes, are thoroughly
connected, and the whole conveys the impression
We admire his inof being cast in one mould.
exhaustible invention as shown in the originality
the life and sponof his themes and melodies
ary,

;

taneity of the ideas
the clearness which makes
his compositions as interesting to the amateur
as to the artist
the child-like cheerfulness and
drollery which charm away trouble and care.
Of the Symphony he may be said with truth
;

;

since disaptpjcared.

His

Songs were written to
and can only be used for social
amusement but the later series, especially the
canzonets, rank far higher, and many of them
have survived, and are still heard with delight,
first

collections of

trivial words,
;

of composition since his day.

The

airs

and

duets composed for insertion in various operas
were essentially ephemeral productions.
His
canons
some serious and dignified, othera
overflomng with fun
strikingly exhibit his
power of combination.
His three -part and
four - part songs
like the canons, especial
favourites with the composer
are excellent
compositions, and still retain their power of
arousing either devotional feeling or mirth.
His larger Masses are a series of masterpieces,
admirable for freshness of invention, breadth of
design, and richness of development, both in the

—

—

—

—
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and the instruments. The cheerfulness which pervades them does not arise from
frivolity, hut rather from the joy of a heai't
voice-parts

devoted to God, and

things to a
Father's care.
He told Carpani that at the
thought of God, his heart leaped for joy, and
he could not help his music doing the same.'
And to this day, difficult as it may seem to
reconcile the fact with the true dignity of church
music, Haydn's masses and olfertorics are executed more frequentl}' than any others in the
Cathoho churches of Germany.
Frequent performances of liis celebrated Oratorios have familiarised every one with the
charm and freshness of his melody, and his expressive treatment of the voices, which are invariably supiiorted without being overpowered
by relined and brilliant orchestration. In these
points none of his predecessors approached him.
With regard to his operas composed for Esterhdz,
we have already quoted his own opinion they
Had his project of visiting
attained their end.
Italy been fulfilled, and his facilities been stimulated in this direction by fresh scenes and a
larger sphere, we might have gained some tine
operas, hut we should certainly have lost the
Haydn we all so dearly love.
AVhen we consider what Haydn did for musi?,
and what his feelings with regard to it were
the willing service he rendered to art, and his
delight in ministering to the happiness of others
we can but express our love and veneration,
trustiiir^r

all

'

;

—

and exclaim with gratitude, Heaven endowed
him with genius he is one of the immortals.'
'

—

;

(Stuttgart and
Mn.
Bricfe

Miisikal. CharaTcterlopf
Joseph JJa.
gart. 1P62)
seine fiirstlichtn Mdreri' i.v Dr.
Lorenz, in the Beittsclr Shi^ikzeilung for 18G2
Brie/ Hoyiln's
an die Tonk-iimtier-Soci' tht i,SigTlibingt-ii, IsiHi': n;ik', 1865)
Miisikbriefe bv ^ohl
(Leipzig, 1867)
annals uf the

Wiener JJiarium (afterw,'irds the
Wiener Zeitin,;].

(Lobf

The following

is

— printed,

otliers

:

Biographical Sketches by him- burg, 18121; Carpani's L^ Haumade uaeof by DeLuca (i<He,etc.(Milan, 1812, 2nd edition,
Letfres
in Das gelehrte Ocsterreich (1778), enlarged, Padua, 1823)
also in Forkel'a Afusi/calisrher ecritfs de Vi-inne en A utriche. etc,
Almanach/urBeutschland il7d3\, L. A. C. Bombet (Paris, 1814), rethe European Magazine (Lon- published as Vie de Baydn, Modon, 1784)
Bumey'a Bi-sfory of zart, et Metastase. par Stendhal
Mwnc. vol. iv. (1789); Gerber'a (Paris, 18171 rGrosBer'sB^'ojjr.A'ofiJjexiron (17901, with additional zen (Hirschberg, 1826) Ersch und
particulars in the 2nd edition Gruber's ATlg. Encydopddie der
(18121: ilusili-C'yrre-xfKmdenz der tVifsensrTiaften itjid Kiinstc ^id
teutschen Filarm. OexcUschaft, for section. 3rd part (Leipzig, 1S28),
2792, No9. 17 and 13 by Gerber; with a biographical sketch by
Journal den Lilxiix und der Moden FrohJich; the article in Ffitis's
(Weimar, 1805i,articlebyBertuch; Biographie univ. des M^isiciens
Mayer's Brcvi notitie istoriche All-]. Wiener MusiJaeitung WBA^)
delta \n/a
di 0. Haydn iBer- J. Baydn in LondoD 1791 and 1792,
gamo, 1809> Kinker'a Der /<'a^je- von Karajan(Vienna,1861): ,/nsf/'A
dachtenis van J. flnydn (Anifiter- Baydn und sein Bruder ,}fichael,
dam, 1810); Griesinper's Bioqra- Wxirzbach (Vienna. 1861); Ludw'lg's Joseph Hai/dn (Nordhausen,
phische Notizen (Leipzig, 1810)
Dies'a Biojiraj'fiische jVachrichten 1867); C. F. Pohl's Moznrt und
(Vienna. ISlOi
obituary in the Bavdn in London (Vienna, 1S67I
yaterlfind. Bliitter fur den ost. C. F. FohVB Joseph Uai/dn (from
Ar- the archives at Eisenatadt r.nd
SaUerstaat (Vienna, 18091
nold's /ose/iA Ifai/dn, etc. (Erfurt, Forch ten stein, and othernewand
1810,2nd edition. 1825), and Mozart authentic eourcesl. vol. i. B. & H.
The book has
1875. vol. ii. 1882.
Fraund Haydn (Erfurt, 1810)
mery's .Vofice surJ. Hat/dn. etc. been in process of completion by
(Paris, 1810)
Le Breton's Notice Herr Mandyczewski for many
A Croatian Compoxer. bv
\ittori<j\te sur lavie et les ouvro'tes years.
de Haydn (Paris, 1810)— first ap- W. H. Hadow (1897). and the
peared in the M/miteur, then as same wiiter's The Viennese Period
iOj-fnrd
Eist. of Music, vol. v.
a pamphlet reprinted in the Bibliographie musicnJe (Paris, 1822) 19041 coDtain much new Infortranslated into Portuguese with mation. An interesting study of
additions by Silva-LJsboa (Eio his music is in Daniel Gregory
Janeiro, 1820)
Estai Tiistorique M.tson'a Beethoven and his ForeCritiques :— by
*ur la vie de J. Baydn (Stras- runners (19041,
eelf (ITTS*.

;

;

;

.

.

.

;

;

;

;

Wohlbeka

tions

:

;

Haydn's comjiosiand autograph with

a list of

copied,

—

mentioned in various catalogues.

T. IiistrumL-ntJil. Symphonies,
2 duets. Oratorios and cantatas
abi.iutl5y iWntquenne's c;italogue "The Creation'; 'The 8e;isons';.

gives the thein« of 1J9, and Forster. as above stated, has three

more, while one of the genuine
symphonies (letter O) is put
by Wotquenne among doubtful
worksl
The Seven Words
from the Cruss 3 various com-

IlRitornodiTobia'; 'The Seven

Words

*

';

Invocation of Neptune';

'Applausus Uiusicus' (for the festival ofa prelate, 17681 caiitvitafor
;

the birthday of Prince Niiolaus,
(17631;
Die Erwiihlungeini^s Kapellmeisters,' a cantata. Operas
positions for wind and strings. 1 German, or more correctly,
Keparately and combined. 66. in- Singspiel 4 Italian comedie.'i 14
cluding divertimenti. concerted ditto, buff'e 5 marionette oper.'ts ;
pieces, etc.. 7 notturnos for the music for "Alfred,' a tragedy, and
lira da hraccio,
serenades, 7 various other plays
22 airs,
marches, 6 acherzandos, 1 sestet, niostl}"
inserted
in
operas
several quintets. 1 Echo for 4 "Ariana a Naxos,''2 cantat-i for
violins and 2 violoncellos, 'Feld- single voice and PF.
'Deutsohpartien' for wind instruments, lanri's Khige auf den Tod Friedand arrangements from baryton richs des Grossen,' cantata for a
pieces; 12 collections of minuets single voice with baryton acajid allsmandes
31 concertos—
companiment. Songs 12Gerraan
violin, 6 violoncellos, 1 double Lieder. 1782
12 ditto, 1784
12
bass, 5 lira da braccio, 3 baryton, single ones (5 unpublished!
6
2 (lute, 3 horn. 1 for 2 horns. 1 "Original
canzonets,'
London,
clarino (ITflil.
Baryton pieces, 1796; 6 ditto; The Spirit Song,'
175. * 1 duet for 2 lutes; 2 trios F minor: "0 tuneful Voice,' Eb,
for lute, viulio. and violoncello
composed for an English lady
1 sonata for harp, with flute ajid of position, both
published
3
bass; several pieces for a musical English songs in MS,
2 duets;
clock
a solo for harnioulca. 3 3-part and 10 4-part songs 3
'

'

;

'

;

;

;

;

;

'

'

;

—

;

;

;

;

'

;

;

;

;

;

—

Duets
6 for violin solo with
viola accompaniment. 5 Tiios,30;
20 are for 2 violins and bass
1
for violin solo, viola concertante,
and bass 2 for flute, violin, and
baas 3 for 3 flutes
1 for corno
di caccia. violin, and violoncello.
;

;

;

;

Quartets for 2 violiiia, viola, and
violoncello, 77; the fli'st 18 were
published in 3 series, the next is
in MS., then one printed separately, 54 in 9 aeiies of 6 Nos. each,
2 more, ajid the last.'' Clavier— 20
concertoa'' and divertimenti 38
trios ^ 35 with violin and violoncello, 3 with flute and violoncello;
53 sonatas'* and divertimenti; 4
sonatas '" for clavier and violin ;
9 smaller pieces, including 5 Nos.
of variations, a capriccio, a fantasia, 2 adagios, and 'DifFtirentea
petites pieces'; 1 duet (variations).
Church music 14
II. Vocal
Masses; 1 Stabat Mater; 2 Te
Deums; 13 offertoires.i' and 4
motets 1 Taiitum ergo 4 Salve
:

The Haydn literature contains the following
books and pamphlets

367

us.
Triest in the Lcipzioer aUg.
Zeiluuo. 1^01; iSch'ubartH i.ieen
:» eiiier Aesttietik der Tonkunst
lA'icnna. lyiK)
Keich)irdfa Vertrui'te Brie'e lAiustenhnii, 1810)
Niigeli's Vorlesuniie-^ i'd'er iln^ik

—

—

;

:

Reginas; 1 Regina C(eli 2 Ave
Regioas; Responsoria de Venerabili
1 Cantilena pro Adventu
(German words) 6 sacred arias
;

;

;

2 94

:

for

two

from

ditto

1

;

'Alfred' (Breitkopf .& Hiirtel)
the Austrian national anthem,

and in

for single voice

4 parts

42
2

;

canons in 2 and more parts

;

ditto; 'TheTenCommandiuents,'
set to canons
the same, with
different words, under the title
;

'

DiezehnGesetzederKunst

;

'

'A

Selection of original Scots songa in
3 parts, the harmony by Dr. J.
Haydn,' with violin and bass ac-

companiments and symphonies ;J3
'A Select Collection of Original
Welsh Airs in 3 parts.'
Supposititious and doubtful
i'*

Instrumental

works.

— Several

symphonies il4 are given by Wotquenne, but one is genuinesee above) and concerted pieces;
the 'Kunstquartet,' with different
movements, by Andrei entitled
'

Poiesons d'Avril

menuett

'^

'

;

the

'

Ochsen-

Sei quartetti.

Opera

Sei
xxi.' (Paris. Dnrieul
tetti, Operaxxii.' (Paris. Le

Chev-

'

;

'

'

;

quin-

string quintet in C,
published as op. 88 (by Michael
Haydn); 1 Clavier-trio in C (M.
Haydn) Sonata, op. 93, No. 2 (by

ardi^re).

1

;

score; 29 remain in MS. PF.
hands about 40. for four about 60, for eight
p.irts, 40 in

are published in

arrangements
about 10.

MS.

choruses,

.,.,-.,

Originally for orchestra arranged first for two tiohni, viola,
bass, then for soli, chorus, and orchestra.
i Arrangements were published of several of those in three parts,
with violin (for which the flut* is occasionally substituted), viola,
or violoncello as principal.
5 The numerous printed duets for trwo violins are only arrangements from his other works.
The arrangement of the Seven Words is wrongly included
^

;

and

m

'

f:

;

;

;

—

:

1
Bombet and Stendhal are pseudonyms of Henri Beyle, who .ftole
from Carpani. The first of thc^t- pamphlets wr<a translated
into English |by Gardiner), The Life of Haydn in a Series of Letters.
Boston. 1&J9). Mondo's French
etc. (London. John Murray, ISIT
translation of Carpani's larger work appeared in Pajis. 1837.

freely

;

the collections.
'

One concerto

is

with principal violin

;

two only,

,

G and

-r^

,

D, have

been pTinte<.l the last alone survives.
8 Only ?-\ are printed.
,,
.
.r^
F.
3 Only 35 are printed
the one in C. containing the Adagio
included in all the collections of smaller pieces, only in London.
1" 8 are published, but 4 of these are arrangements.
11 10 of the 13 are taken from other compositions, with Latin text
;

,

;

,

.

m
.

added.
accompaniment by
12 Published by Simrock with orchestral
Schneider i?l. and with clavieraccompiLniment. and Italian, German,
and French words.
13 London
printed for W, Napier. Dedicated by permission to
H.R.H. the PuchesB of York. Vol. i. contains 100. VoK ii. 100.
Vol. iii. 47. Haydn's own catalogue mentions 364, some of which
were published by Thomsim S Whyte of Edinburgh.
IJ Printed bv Preiton, vol. i. '20. vol. ii. 17. vol. iii. 4.
15 The Ox's minuet— tlip title of a Singspiel founded on the wellknown anecdote, set to a pasticcio from Haydn's com positions and
long popular.
;

,
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Sonatea i quatre bizarra' |by Weigl)
Die HochCambini)
mains.' op. /T. 81, 86, merely zeit auf der Aim' (M. Haydn);
arrangemeata from aymphoniea. Der Apteldieb,' Singsplel (by
4 Masses Tast, also set by Bietrey) 'Der
Vocal— 2 Requiema
3ch\il- Freybrief.'partinlly adapted from
(Novello 9, 10. i;i, 14)
meistermeaae'; aeveralMS. Masses; Haydn's La Fedelta preii]iata.'
Te Deum iu C, 3-4 tempo |by M. by Fiidolin Weber (C. M. von
Haydn) Miaerere iu G minor 2 Weber afterwards added two
Die
RauchfangLiboras; MS. Oratorio. Abramu numbera ')
'

'

Le Matin.

;

;

7.

W.

1767.

4.

'

Adaoio.

;

:

'

;

'

;

;

'

*

;

Mialiweczek)

ed Isacco' (by

;

2

Paasiona-Oratoricn,' MS. 1 Applausua muaicua,' 176-'}, and 'Aria
de St. Joanne de Nepomuit.' 17S3
(both M3., by Albrechtabergor).
Caiitataa
An die Freude,' found
recently
Das Erndtefeat' ; Des
DichtersGeburtsfeat'; 'Hierliegt
Conatantia.' Operas— Aleasandro
il Grande," 1780, paatlccio from
*

;

—

'

'

'

;

by

kelirer,'

Salieri

'

;

La

Fee

(by PleyeU also set by
Amans and Schulz. Terzet for
men's voices.
Lieber, holder,
kleiner Engel' (bySehtckaneder)
comic canon 'Venerabili barbara
capnciiiorum
(by
Gasamanu)
Urgiile

'

The Farewell Symphony

8.

W.

'

(Letter B).

1772.

84.

Allegro assai.

*

canon, 'Meine Herren. lasst una
jetzt eine Sinfonie aulflihren';
proverbs for 4 voices, by Andr^
composers
'Die Theilung der Erde,' a baas
Haydu and other
'Laurette,' op<5ra-comiqiie (Paris, song by Roser (Diabelli).
1791), a pasticcio; "La caffetiera
'

;

what

The

arbitrary order.

best

list

Allegro.

85.

\

hitherto

in Alfred Wotquenne's Catalogue
de la Bibl. dit Conservatoire Royal de Bruxelles,
In the following list of those
vol. ii. 1902.

published

W.

1772.

Mercury.

9.

There is no complete edition of Haydn's
symphonies. Many still remain in manuscript;
those that have been printed are distributed
among various collections, and placed in a some-

10.

is

Trauer (Letter

W.

1772.

I).

Allegro con brio.

which seem to possess chief historical importance
M. Wotquenne's numbers are given with the

W.

initial

It

not

does

operatic

include

Allegro

ElSENSTADT (1755-61).
1.
The Weinzirl Symphony (printed among
Haydn's Quartets as op. 1, No. 5). 1755.

2.

The Lukavec Symphony.

W.

1759.

1.

12.

Maria Theresa.^

13.

La Paasione.

Kh-f>:

W.

1773.

W.

1773.

91.

93.

^m^^^m

'^^^^^
Early Eisenstadt Symphonies

14.

(1761-81).

Le Midi.

3.

Adagio.

4.

^Y. 88.

con spirito.

Adagio.

Presto.

B.

a.ssai

£E-*—*-a-«i-*-^- IM-J-J

Before Haydn's appointment at

A.

1772.

Lamentations.

11.

overtures.

Le

1761.
,

Soir.

.

1774.

^Y. 96.

Allegro di molto.

W.

.

The Schoolmaster.

^—

2.

.

|

Probably 1761.

.i.

W.

•

15.

Letter H.

10.

La Chasse.

1774.

W.

100.

W.

113.

3.

Allegro thoUo.

5.

Der Philosoph.

1764.

W.

28.

Adagio.

Adagio.

1781.
Allegro,

^^^^^Je^^^^
Symphony in
AUeqro di moito.

6.

A major.^

1765.

AV. 30,

1
See Jahna's Catalogue. No.'<, 78, 79.
It ia notice2 No. 3 of the Bet o( six published at Paria in 1770.
able for the Croatian tune which forms the subject of ita Trio.

17.

Letter A.

1781.

W.

114.

Adagio.

3

Compoaed

Esterhdz,

for a featival given, in

honour of the Empress,

HAYDN

HAYDN
C.

Later Eisenstadt Symphonies
(1781-90).

18.

Paris No. 1 (L'Ours).i

and 1786.
Viixice assai.

W.

Between 1784
125.

369
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No.

37.

9.

LONDON

IN

W.

1795.

HAYES

146.

Srf^
No. 10.1

38.

engagement at La Scala, making a tremendous
Linda di
by her appearance in
Chamouni.' After a successful tour at Vienna,
Venice, Bergamo, Florence, and Genoa, she made
herfirst appearance in London, on April 10, 1849,
sensation

Largo.

Adagio.

i793_

-^r^

After a short period
which she also sang
Sonnanibula, and the 'Prophete'
in 'Lucia,'
(Bertha)
and of much greater eclat in Ireland,
where she sang Irish songs amid vast applause

w. h.

in 'Linda.'

i47_

g. r.]

of fair success here, during

&

^^

'

'

'

—

— she
39.

40.

No. 11 (The Clock).

1794.

No. 12 (The Military).
"VV.

W.

148.

1794.

149.

r^

,tr.

left Europe for America, India, Australia,
and Polynesia.
In 1857 she returneii with a
fortune, and married Mr. W. A. Bushnell, but was
known by her maiden name till her death, which
took place at Roccoles, Sydenham, August 11,
1861.
Her voice was beautiful, but she was
an imperfect musician, and did not study.
In
society and domestic life she was greatly beloved
and esteemed, and on her departure for abroad
Thackeray wished her farewell in his Irish

Sketch-book.
6.
HAYES, Philip, Mus.D. second son of Dr.
'iVilliam Hayes, born in April 1738
received his
musical education ptrincipally from his father ;
graduated Mus.B. at Oxford, May 18, 1763 on
Nov. 30, 1767, was appointed a Gentleman of the
Chapel Royal.
In 1776, on the resignation of
Richard Church, he was chosen to succeed him
as organist of New College, O.xford, and on the
death of his father in the following year obtained
hisappointments of organist of Jlagdalen College,
Oxford, and Professor of Music in the University.
He proceeded Doctor of Music, Nov. 6, 1777.
On the death of Thomas Norris in 1790 he was
ajjpointed organist of St. John's College, Oxford.
Dr. Hayes composed several anthems, eight of
which he published in a volume; 'Prophecy,'
an oratorio, performed at the Commemoration at
Oxford, 1781
Ode for St, Cecilia's Day, Begin
the Song (written by John Oldham and originallysetbyDr. Blow, 1684); and 'Telemachus,'a
masque. He was editor of Harmonia Wiccamica,
a collection of the music sung at the Meeting
,

;

C. F. P.

W.

H.

;

with additions in square brackets by

H"

HAYDN IN LONDON.

;

The second volume
of Mozart und Haydn in LoTidon, by C. F.
Pohl (Vienna, Ceroid, 1867), devoted to an
account of Haydn's two visits to England and
the musical condition of the country at the
time.
It abounds with curious details gathered
during a long residence here, and its accuracy
is unimpeachable.
It has hardly been superseded by the author's great Life of Haydn from
new and authentic sources, especially from the
archives of Eisenstadt and Forchtenstein,

of

which two volumes have appeared (Leipzig,
Breitkopf & Hartel, 1875 and 1882). The third
volume of Herr 0. F. Pohl's biography, left

'

;

unfinished at the author's death, has been for
many years in process of completion by Herr

Mandyczewski.

HAYES, Cathakine,

G.

distinguished soprano

[born at Limerick, on Oct. 25, 1825
brought
out by Bishop Knox of Limerick, who inaugurated
a subscription list which sufficed to pay for her
tuition in Dublin, under Antonio Sapio, from
On Jan. 12, 1841, she sang
1839 to 1842.
at a concert given by J. P. Knight, in Dublin,
the party consisting of Liszt, Richardson the
flautist. Miss Steele, Miss Bassano, and John
Parry, under the direction of Laveuu and J. A.
Wade. Liszt warmly encouraged Miss Hayes,
and she was also urged to adopt the profession
In Oct. 1842,
of a vocalist by Louis Lablache.
she proceeded to Paris, having a letter of introduction to her townsman, George A. Osborne,
who placed her under Garcia. She then went
to Milan, and finished her studies under Ronconi,
making her debut at Marseilles in 'Puritani,'
on May 10, 1845.
After a three months' stay at
Marseilles, she returned to Milan and got an
;

I

Written at Vienna between Haydn's two

viaita to

England.

'

Wykehamists in London, and of some MS.
MemoirsoftheDukeof Gloucester (son of Princess
Anne of Denmark), commenced by Jenkin Lewis,
one of his attendants, and completed by the
editor.
Dr. P, Hayes, who was one of the largest
men in England, died March 19, 1797, and was
of

buried in

St. Paul's

w. H. h.
Mus.D., was born at

Cathedral.

HAYES, William,

Hanbury, Worcestershire,

in Dec.

1706, bap-

Church, Gloucester, on Jan.
25, 1708, and became a chorister of the cathedral
there under Y'illiam Hine.
He was articled to
Hine, and soon became distinguished as an
tized in St. John's

organist.

After the expiration of his articles in

1729 he obtained the appointment of organist
at St. Mary's Church, Shrewsbury.
In 1731 he
became organist of Worcester Cathedral, which
he resigned in 1734 (after conducting the
Worcester Festival of that year) on being appointed organist and master of the choristers at

HAYM

HAYM
College, Oxford.
He graduated at
On Jan. 14,
Oxford as Mus.B. July S, 1735.
1742, he succeeded Richard Goodaon as Professor
On the opening of
of Music in the University.

Magdalen

Hayes directed the perand was on that occasion created
Doctor of Music, April 14, 1749.
In 1763 Dr.
Hayes became a competitor for the p)rizes then
first offered by the Catch Club, and obtained
Alleluja and
Miserere
three for his canons,
Melting airs soft joys innobis,' and his glee,
He conducted the music at the Gloucester
spire.
Festival in 1757, 1760, and 1763.
His compositions comprise Twelve Ariettes or Ballads
Collins's Ode on the
and Two Cantatas,' 1735
Passions
Vocal and Instrumental Music conthe Radclitl'e Library
I'ormance,

'

'

'

'

'

'

'

;

'

'

taining,

I.

;

TheOvertureandSongsintheMasque

A

Sonata or Trio, and Ballads,
III. An Ode, being jiart of
an Exercise performed for a Baclielor's Degree in
Music,' 1742; 'Catches, Glees, and Canons';
Cathedral Music (Services and Anthems edited
'Instrumental
by his son Philip Hayes), 1795
Accompaniments to the Old Hundredth Psalm,
and Sixteen Psalms
for the Sons of the Clergy
from Men'ick's Version.' He was author of
Memarks on Mr. Amscm's Essay on Musical
Expression, 1762. He died at Oxford, July 27,
1777, and was buried in the Churchyard of St.
of Circe
Airs,

;

II.

and Cantatas

'

;

'

;

'

'

;

Peter in the East. [His portrait, by F. Cornish,
is in the !Music Scliool at Oxford.]
William Hayes, ju>r. third son of the above,
,

was born in 1741, and on June 27, 1749, was
admitted a chorister of Magdalen College.
He
resigned in 1751.
He matriculated from Jlagdalen Hall, July 16, 1757, graduated as B.A.
April 7, 1761, M.A. Jan. 15, 1764, was admitted
a clerk of Magdalen College, July 6, 1764, and
resigned in 1765 on obtaining a minor canonry
in Worcester CatViedral.
On Jan. 14, 1766, he
was appointed minor canon of St. Paul's Cathedral, and made 'junior cardinal in 1783.
He
was also Vicar of Tillingham, Essex.
He died
Oct. 22, 1790.
In May 1765 he contributed to
the Gentleman s Maz/azin^ a paper entitled,
Rules necessary to be observed by all Cathedral
w. ii. H.
CorrecSingers in this Kingdom.'
tions, etc., by Dr. "W. H. Cummings, Mr. J. F. R.
Stainer, and from Erit. Mus. Eiog.
HAYM, NicOLO FiiAscESCO, born about 1679
at Rome, of German parents, came to England
in 1 704.
A little later, he engaged with Clayton
and Dieupart in an attempt to establish Italian
opera in London
and played the principal
'Camilla'
violoncello in Clayton's 'Arsinoe.'
(adapted from Buononeini, to a libretto by Owen
MacSwiney) was Haj'ni's first opera, produced
His next perat Drury Lane, April 30, 1706.
formances were the alteration of Buononcini's
Thomyris for the stage, and the arrangement
of
Pyrrhus and Demetrius [see NicoLiNi],
which, in his cop)^ of his agreement (in the
writer's possession), lie calls my opera,' though
'

'

;

'

'

'

'

'
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composed by A. Scarlatti.'
For the
he received £300 from Rich, while he was
paid regularly for playing in the orchestra, and
bargained for a separate agreement for every new
opera he should arrange or import. The principal
parts in Pyrrhus and Demetrius were sung by
some of the performers in Italian, and by the rest
in English
but this absurd manner of representing a drama was not peculiar to England.
These operas continued to run from 1709 to 1711,
and in the latter year his Etearco was produced but the arrival of Handel seems to have
put Haj'm to flight. In Nos. 258 and 278 of the
Spectator, for Dec. 26, 1711, and Jan. 18, 1712,
are two letters, signed by Clayton, Haym, and
Dieupart, in which they protest against the new
style of music, and solicit patronage for their
concerts at Clayton's house in York Buildings.
Haymwas ready, however, to take either side, and
in 1 7 1 3 he reappears as the author of the libretto
of Handel's 'Teseo, a ]iosition which he filled
again in 'Radamisto,' Ottone,' 'Flavio,' 'Giulio
'Tamerlano,'
Cesare,'
'Rodelinda,'
'Siroe,'
'Coriolano,' and
'Tolomeo,' etc., for Handel
in reality

latter

'

'

;

'

'

;

'

'

;

Vespasiano, for Ariosti
and Calfiirnia and
Astianatte, for Buononeini. He seems to have
been nomore particular about claiming the words
than the music of others for he claims the book
of Siroe,' though it is the work of Metastasio
His merit as a musician,
(see Burney, iv. 329).
'

'

;

'

'

'

'

;

'

however, entitled him to better encouragement
he published two sets of
than he received
Sonatas for two violins and a bass, which show
him to have been an able master, and his talent
for dramatic music may be appreciated from an
air printed by Sir J. Hawkins in his Histm'y
[An anthem, The Lord is King,'
(chap. 174),
and a Dixit Dominus are in MS. in the FitzThe former is
william Museum at Cambridge.
certainly, the latter probably, by him.]
Hayni was a connoisseur of medals. He published 'II Tesoro delle Medaglie antiche,' two
He also
vols. Italian and Englisli, 4to, 1719-20.
wrote Merope and 'Demodice,' two tragedies
;

'

'

'

'

'

;

andpublisbeda
Liberata

'

fine edition of the

of Tasso,

'Gierusalemme

and a Notizia
'

de' Libri rari

Hawkins tells
Italian!' (1726), a useful book.
us (as above) that be also had the intention of
printing a History of Music on a large scale, the
prospectus of which he published about 1729.
He had written it in Italian, and designed to
translate it into English, but relinquished the
It must not be
sclieme for want of support.
omitted, that we owe to the pencil of Haym the
only known portraits of our great early English
masters, Tallis and Byrd, engraved by G. Vander
Gucht, perhaps for the projected History of Music.
portraits are on one plate, of which only
On abanone impression is known to exist.
doning the musical prol'ession, he became a collector of pictures, from two of which he probably

The two

1
Haym composed for this, it is true, a new overture and sevenj
additioDaJ songs, which have coiisiderahle merit.

HAYNES
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HEBENSTEEIT

tlie heads of Tallis and Byrd.
Fetis,
incorrectly ag usual, puts liis death in 1720
he

at a very early age an aptitude for music, he

must have died

ham

copied

;

shortly after the publication of
the above-mentioned prospectus, for he is men-

tioned as

'

the late Mr.

Haym

'

in vol. 3 of

AVatt's 3ferry Musician [Nov. 1729].

j.

John
M.

HAYNES, "Walteh Battisox, was born at
Kempsey, near Worcester, November 21, 1859.
He became a chorister at the Priory Clmrch,
Malvern, where he frequently acted as deputy
for his uncle, the organist of the church and

jiublic as a child, and at the BirmingOn leavFestival of 1858 as a soprano.
ing school he was articled to Dr. Monk at York,

sang in

In 1865 he
for two years.
Jlendelssohn Scholarship, and was
sent to Leijizig for two and a half years, studying under Moscheles, Hauptmann, E. F. Eichter,
and Keinecke. On his return he became a pupil
of W. T. Best at Liverpool, and from 1868 devoted himself to professional duties in Birming-

where he remained

gained

tlie

the boy's hrst instructor in music.
He subsequently studied under Mr. Franklin Taylor
(pianoforte) and Prof. Prout (harmony) in
London but in 1878 his uncle sent him to the
Conservatorium, Leipzig, his professors there
teing Dr. Carl Eeineeke and Dr. S. Jadassohn.
His career at Leipzig was very brilliant, and he
was awarded the Mozart Scholarship as being
one of the most excellent pupils in the Conservatorium. He composed, during his pupilage,
a symphony (in B flat), a concert-overture, a
pianoforte trio, a sonata for pianoforte and
violin, a prelude and fugue for two pianofortes
(published), and an organ sonata in D minor

ham,

{also published).

dissolution in 1886

;

'

'

After a residence of si.^: months near Boulogne
occasionally jilayed the organ in the
cathedral
Mr. Haynes settled in London and
obtained the organistshiii of St. Philip's Church,
Sydenham in 1884. This post he exchanged in
1891 for the Chapel Royal, Savoy, being organist there till his death, which took place in
London, Feb, 4, 1900.
For some time he was
director of music at the Borough Polytechnic,
and in 1890 was appointed a i)rofessor of harmony and composition at the Koyal Academy
of Music.
In addition to the works above named Mr.
Haynes comjiosed two cantatas i'or female voices
an Idyll
Fairies' Isle and A Sea Dream
twelve sketches for
for violin and orchestra
organ
violin with pianoforte accompaniment
a book of charming
pieces
church music
His com[>osition3
'Elizabethan Lyrics,' etc.
prove him to have been an artist of absolute
refinement in the exercise of a melodic gift
and skilful musicianship. His early death, in
his forty-first year, cut short a career of great

— when he

—

—

'

'

'

'

;

;

;

;

;

promise.

r. G. E.

at the classical concerts of which town he
constantly appeared as a pianist, and in which
district he was widely known as a conductor.
In 1870 he wrote an exercise for the Cambridge

degree of Mus.B., which produced so favourable an impression upon the Professor of Music
(Sir W. Sterndale Bennett) that he offered to
accept the work (the first part of an oratorio
The Captivity ') as an e.xercise for the Mus.D.
degree.
Mr. Swinnerton Heap accordingly set
'

the 3rd Psalm for the Mus.B. exercise, in 1871,
in the following year proceeded to the
[He conducted the Birmingdegree of Mus.D.

and

ham

from 1870 till its
he became conductor of
the Wolverhampton Festival Choral Society, and
conducted the festivals held there in 1883 and
1886.
He conducted the North Staffordshire
Festival at Hanley from the foundation of
In 1895 he
the festival in 1888 until 1899.
became conductor of the Birmingham Festival
Choral Society, and cliorus- master for the
Birmingham Festival in 1897. He -was an
examiner for the musical degrees at Cambridge
in 1884.]
His principal works are a pianoforte
trio (performed at Leipzig), a sonata for clarinet

This term is applied indifferently to
the second or third register, but is more strictly
appropriate to the second. Its range is absolutely
seeing that many or most of the
notes naturally produced 'from the chest' may
also be produced from the head
or, in other
words, that the different 'registers' of every
Voice may be made to cross each other.
[See
CiiEST-VdicE, Falsettii, Sin'ging.]
.r.
H.
indefinable,

'

'

;

HEAP, Charles Swinxerton, was

born at
Birmingham, April 10, 1847, and educated at
the Grammar School of that town.
Displaying

;

and piano (1879), a quintet for pianoforte and
wind instruments (1882), two overtures (one
produced at the Birmingham Festival of 1879
and afterwards played at the Crystal Palace

Salvum fac Regem (performed at
The A'oice of S[>ring (Liverpool Philharmonic Society, 1882), 'The Maid
Concerts), a

'

'

Leipzig), cantatas

Rosamond

'

'

(Wolverhampton,

Astolat'

of

(Hanley,

'Fair

1886),

and

1890),

numerous

anthems, songs, and organ pieces.

He

died at

Birmingham,

w.

B.

.June

11,

1900.

addition from Brit. Mus. Biog.
HEATHER, William. See

HEAD-VOICE — incontradistinction to chestvoice.

Philliarmonic Union

violinist in Leipzig,

first

;

Heythek.

HEBENSTREIT, Pantaleon,
ben in 1667, was at

s.

born at

Eisle-

a dancing-master and

but about 1697 he became

celebrated for his performances on the dulcimer,

an instrument which he greatly enlarged, and
on which his performance in Paris in 1705
roused such attention that Louis XIV. suggested
his calling the new instrument by his own name
of
Pantaleou.'
In 1714 he was appointed
'

in the court baud at Dresden.
In Mattheson's Critica Musica, for Dec. 8,
1717, is a letter from Kuhnau, extolling the
properties of what is called the Pantaleonisches
'

pantaleonist

'

'

HEDGELAND

HEBRIDES
Cimbel.'
It seems to have allowed great variety
and contrast of tone, and Schroeter, the German
who claimed to have invented the pianoforte,
stated that the idea originated with the Pantaleon.
(See also Di'lcimer, Piaxofokte,

Schroeter.)
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JIusic to

Girls at

Man-

chester

to these

many

tlie High Schools for
and Leeds.
In addition
and varied posts Hecht had a

large

private

These constant
labours, however, did not exhaust his eager
spirit, or deaden his power of original composipractice as teacher of the p)iano.

Besides a symphony played at Halle's
a chorus, 'The Charge of the Light
Concerts
Brigade,' well known to amateurs; 'Eric the
Dane,' a cantata another chorus with orchestra,
all gi-eat
0, may I join the choir invisible'
favouiites with choral societies
Hecht's works
extend through a long list of pi,inoforte pieces,

Various official appointments were bestowed
on Hebenstreit, but he seems to have given up
the pantaleon in favour of his pupil Riehter.
His compositions obtained commendation from
Telemann all that are now^ extant are a series
of overtures i'or pantaleon and other instruments,
Hebenstreit died at
in the Darmstadt library.
Dresden, Nov. 16, 1750. (Qiicl/en-Lcxikon.) M.
HEBRIDES.
Die Hebriden is one of the
names of Mendelssohn's second Concert Overture
Fingals
(in B minor, op. 26), the others being
He and KlingeHohle' and Die einsame Insel.
mann were at Staffa on August 7, 1829 and
the ne.xt letter to his family is dated 'Auf einer

tion.

Hebride,' and contains the

a German by birth,
London and published^ Complete System
or a lieguJar and Easy Method to
of Harmony
eittaui a Fundamental Knowledge and Practice of
Thoroughbass, 1768
The Art of Flaying the
Harpsichord, 1788 The Art of Playing Thorough-

;

'

'

'

'

'

;

first

twenty bars

of

(See facsimile in Die Familie Men2.">7.)
It is said that when he re-

the overture.
delssohn,

i.

turned to Berlin and was asked by his sisters
what he had seen, he went to the piano and
played the opening of the overture, as nmch as
to say That is what I have seen.' He began it
seriously at Rome in the winter of 1830 (see
the Eeisehriefe), and the first score is dated
Rome. Dec. 16, 1830.' and entitled Die einsame Insel.' This MS. is in the possession of
Mr. Felix Moscheles.
It was played at the
Crystal Palace on Oct. 14, 1871.
A second score
is dated 'London, .Tune 20, 1832,' and entitled
The Hebrides
it is in possession of the family
A comparison
of Sir W. Sterndale Bennett.
between tlie two was attempted in the Crystal
Palace progranmie-book of the above date. The
differences are very great, and are chiefly in
the middle portion or working out (see letter,
Jan. 12, 1832). The jirinted score (Breitkopfs),
an 8vo (published Easter, 1834), is entitled
'Fingals Hohle.'
The parts are headed 'Hebrides,' and do not agree with the score (see
'

'

'

*

'

bars 7

and

;

played by the Philhara.
monic Societj', May 14, 1832.
HECHT, Eduard, born at Diirkheim in
He was trained at
Haardt, Nov. 28, 1832.
Frankfort by his father, a respected musician,
then by Jacob Rosenhain, Christian Hauff, and
Messer. In 18.^^4 he came to England and settled
in Manchester, where he remained until his
death.
From a very early date in the history
of Halle's Concerts, Hecht was associated with
him as his chorus -master and sub -conductor.
But in addition to this he was conductor of the
Manchester Liedertafel from 1859 to 1878
from 1860 conductor of the St. Cecilia Choral
Society
and from 1879 conductor of the StretIn 1875 he was apford Choral Society.
pointed Lecturer on Harmony and Composititm
"was first

;

;

at

;

Owens College

;

and was

also

Examiner

in

—

'

—

part-songs,

songs,

marches

two

trios,

band,

for military

string quartets,

etc.,

closing with

op. 28.

He

died very suddenly at his home on Marcli
1887. He was beloved by all who knew^ him
for his enthusiasm and energy, his pleasant disG.
position, and his sincere and single mind.
7,

HECK, John Caspar,

came

to

;

;

;

bass ivith Correctness, according to the true Prin-

The Art of Fingering,
w. H. c.
HECKELPHONE. See Oeoe.
HEGKMANN, Of.org Julius Robert, born
at Mannheim, Nov. 3, 1848, w'as a puyiil of the
LeipzigConservatorium under David in 1 865-67,
Concert -meistcr of the 'Euterpe' at Leipzig
1867-70, and in the same capacity at Cologne
in 1872-75.
Then he formed the famous
Hccknjann Quartet with Hcrren Forherg,
AUekotte, and Bellmann, an organisation which
had remarkable success wherever it was heai'd.
They appeared first in England at the Prince's
Hall in the spring of 1885, and were warmly
appreciated.
In 1886 they gave a series of
daily concerts in Steinway Hall, and paid reThey were
gular visits to England until 1888.
cip/esof Composition, 1 793

;

1770.

'

'

the

87).

The overture

;

tlie

first

players to reveal to the

London public

qualities that arise from constant association,

the beauty, in fact, of perfect ensemble as distinguished fi'oni jihenomenal individual attain-

Among other things, their playing of
ment.
Beethoven's great fugue, op. 133, in Dec. 1887
was memorable.
In 1881 Hcckmann resumed
his post at Cologne for a short time, appearing
as a solo violinist in England in 1889, and in
1891 he undertook the duties of concert-meister
at tlie Stadttheater of Bremen he never entered
upon tliem, for he died while on a concert-tour,
M.
at Glasgow, Nov. 29. 1891.
HEDGELAND, AYilliam, established an
Amongst
organ factory in London in 1851.
his instruments .are those of St. Mary Magdalen,
Paddington Holy Cross, St. Helen's, Lancasliire
and St. Thomas, Portman Square,
v. de r.
London.
;

;

;

HEERMANN
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HEERMANN,
March 3, 1844,
"When a boy of

Hugo,

HEIL DIE IM SIEGERKRANZ

violinist,

was born

at Heilbronn, on the Neckar.

ten, was introduced by Rossini
to Fetis, then director of the Brussels Conservatoire, in which institution he studied the violin

under J. Meerts, and won a first prize at the
end of three years.
In 1865 he was appointed
leader of the

and

Museum

Concerts at Frankfort,

1878 undertook the post of professor of
the violin in the Hoch Consorvatorium of that
city, which has been the principal scene of his
activities since.
Founded with H. NaretKiining, Welcker, and Hugo Becker, the 'Frankfort Quartet,' which enjoys an excellent reputation on the Continent.
Has travelled much in
Oerniany, France, and England, and largely
helped to popularise Brahms's violin concerto,
which he was one of the first to take up. The
extreme neatness and correctness of his playing
are its principal features, but it is sometimes
thought to be a little dry.
w. w. o.
HEIDEGGER, John James, by birth a
Fleming, as it is supposed, arrived in England
in necessitous circumstances in 1707.
Swiny
was still sole manager of the Opera-house, but
Heidegger was probably the person (' tho'
musick is only his diversion ') to whom Motteux
in

alluded in his Preface to

'Thomyris,' as the
In 1708
he undertook the management, and held it until
the end of the season of 1734 with varying success
but ended by acquiring a large fortune.
He had the address to procure a subscription
which enabled him to put Thomyris on the
stage, and by this alone he gained 500 guineas.
He introduced Ridotti and masquerades at the
selector of the songs in that opera.

;

'

'

and, in allusion to tliis. Dr. Arbuthnot
inscribed to him a poem,
The Masquerade,' in
which he is more severe on his ugliness tlian on

Opera

;

'

more voluntary

his

Pope describes him

vices.

as
with less reading than malces felons 'scape,
Less human genius than God gives an ape
;

and commemorates

his personal

charms in the

lines
her bird (a monster of a fowl).
Something betwixt an Heideggre and owl.
{Dunciad, bk.
lo

!

i.)

which are the words
Risum teneatis aniici ? translates his words
into a caricature, representing a chimwra with
His face is preserved
the head of Heidegger.
also in a rare etching by Worlidge, and in a
cai>ital mezzotint by Faber (1749) after Vanloo.
Lord Chesterfield, on one occasion, wagered
that Heidegger was the ugliest person in the
town
but a liideous old woman was, after
some trouble, discovered, who was admitted to
be even uglier than Heidegger.
As the latter
was pluming himself onhis victory, Lord Chesterfield insisted on his putting on the old woman's
bonnet, when the tables were turned, and Lord
'

—

Heidegger was commonly called the Swiss
Count,' under which name he is alluded to in
Critical Discourse an Operas and Musick in
England, appended to the Comparison between
the French and Italian Musick aiid Operas of
the Abbe Raguenet, and in Hughes's Vision of
'

A

Charon or

The

the Ferry-hoat.

libretto of Handel's

'Amadigi' (1716)

In 1729 they
signed by Heidegger as author.
entered into operatic partnership at the Haymarket Tlieatre for three years, but the agreement lasted till 1734. In 1737 Heidegger
resumed the management, which the nobility
is

had abandoned, in consequence of Farinelli's
detention at Madrid
but the season was cala;

mitous.
Previous to closing the theatre, he
advertised for a new subscription (May 24,
1738) but a second advertisement (July 25),
announced that the project of another season
was relinquished, and after that we hear no more
of Heidegger.
.T.
M.
;

HEIGHINGTON, Musgeave, Mus.D., born
1680, son of Ambrose Heighington, of White
Hurworth Durham, and grandson of Sir Edward
Musgrave, of Hayton Castle, Cumberland, Bart.,
embraced the profession of music and in 1738
was organist at Yarmouth.
On August 12,
1738, he was admitted a member of the Gentlemen's Society at Spalding, a literary and antiquarian body corresponding with the Society of
In 1739, being then organist at
he produced at the Society's anniversary
an ode composed by him for the occasion.
He
composed the vocal music in The Enchanter,
or. Harlequin Merlin,' a pantomime published
in Dublin, together with the instrumental
music, a circumstance which, coupled with the
facts of his wife being an Irish lady and his son
born in Dublin, leads to the inference that he at
some time pursued his profession in that city.
He also composed 'Six Select Odes,' and some
minor piieces.
He is said, to have obtained his
degree at Oxford, but his name is not to be found
Antiquaries.
Leicester,

'

in the records there, nor in the catalogues of

And

and

Chesterfield wasunanimously declared the winner
amid thunders of applause.

a little print, below

'

;

graduates at Cambridge or Dublin.
Dundee about 1774.

He

died at

w. h. h.

HEIL DIR IM SIEGERKRANZ. A German
national song, written by Heinrich 'Harries, a
Holstein clergyman, for the birthday of Cliristian
VII. of Denmark, and published in the Flensbu rger
TFochenblatt of Jan. 27, 1790, 'to the melody
of the English God save great George the King.'
It was originally in eight stanzas, but was reduced to five and otherwise slightly modified
for Prussian use by B. G. Schumacher, and in
this form appeared as a Berliner Volkslied in
'

'

the Spenersche Zeitung o{ Dec. 17, 1793.' (See
God save the King.) The first stanza of the
hymn in its present form is as follows
:

'
From an article by W, Tappert in the .i/u.wA-a^ijcftes Wochenblatt
for August 31, 1877.
9i-'e, too, a curious pamphlet with facsimilea,
VeraJiic}iaidichu7i'j, etc., by Dr. Ochmann (Berlin, 1878)-

HEIMCHEN AM HEED, DAS

HELENE

Heil Dir im Siegerkranz,
Herrsclier des Vaterland's,
Heil Konig Dir
Fiibl in des Ttirones Glanz,

known work,

Lieliliiiii

Wonne ganz,
des Volks zu sein,
Dir

HeU Konig

HEIMCHEN AM

HERD, DAS. Opera in
three acts, lilnctto by A. M. ^Villner (founded
on Dickens's Cricket on the Hearth)^ music by
Produced at Vienna, March
Carl Goldmark.
in English at the Brixton Theatre,
21, 1896
;

Kov.

22, 1900.

HEIMKEHR AUS DEE FKEMDE

('Son
by Mendelssohn
written to words by Klingemann, and composed
in London between Sept. 10 and Oct. 4, 1829,
for the silver wedding of Mendelssohn's parents
on the following Dec. 26. The parts were cast
Lisbeth, Rebecka Kauz. Devrient
as follows;
Hermann, Mantius and tlie Mayor, Hensel,
for whom a part was written all on one note, F
which, however, he could not catch. The English
version, by H. F. Chorley, was produced at the
G.
Haymarket Theatre, London, July 7, 1851.

and Stranger

Oiieretta

').

—

;

;

HEINEFETTER, S.vbisa, born at Mainz,
August 19, 1809 (Mendel gives her date as 1805,
but the above is probably correct), in early life
supported her younger sisters by singing and
In 1825 she appeared as a
plaving the harp.
public singer at Frankfort, and alterwards at
Cassel, where Spohr interested himself in her
She subsequently studied
artistic advancement.
under Tadolini in Paris, where she appeared at
the Italiens with great success. From this time
until her retirement from the stage in 1842,
she appeared in all the most celebx'ated continental opera-houses.
Her last appearance was in
Frankfort in 1S44.
In 1853 she married JI.
Marquet of Marseilles, and died Nov. 18, 1872.
Her

sister,

1 7, 1 816, was for several years
engaged at Vienna, under the name of Madame
Stbckl-Heinefetter. She made successful apipear-

Clak.i, born Feb.

ances in Germany, and died Feb. 23, 1857. She
and her elder sister died insane. A third sister,
Kathixka, born 1820, appeared with great
success in Paris and Brussels I'rom 1840 onwards.
She died Dec. 20, 1858. (Mendel and Riemann's
M.

Zci'icons.)

HEINICHEN, JoiUNy

D.avid, born in the
neighbourhood of 'Weissenfels, April 17, 1683,
was a pupil of the Thomasschule at Leipzig,
after studying law
under Schelle and Kuhnau
at the University of the same city, he practised
as an advocate at 'SVeissenfels for a short time.
;

He

returned to Leipzig,

soon

and composed

several operas, undertaking the direction of the

concerts

called

held some
he begged

He
the Collegium musietim.
post at Zeitz in 1710, when
Moritz Wilhelm for permission

official

Duke

Neu

erfundene

und

Anweisung, a valuable explanation
of thorough-bass; it was published in 1711 (a
second and much altered edition apipeared in
1728 with the title Der Generalbass in der
Composition), and in the same year (1711) his
wish to travel was gratified, and he went with
a councillor named Buclita to Italy, remaining
in Venice long enough to compose and bring
out two operas,
Calfurnia and La Passioue
per troppo amore.'
He went to Rome, and
entered the service of Prince Leopold of AidialtCuthen, afterwards becoming attached to the
suite of the Elector of Saxony, who ultimately

gr'dndliche

!

Iiie lirihe

the treatise,
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to visit foreign countries and study the state of
About the same
music in Italy and elsewhere.
time he must have been engaged upon his best-

'

'

'

appointed him, in Jan. 1717, capellmeister at
Dresden, where his duties were to conduct the
opera and superintend the music of the church.
A quarrel with Senesino about 1720 had the result of relieving

him

of his operatic duties,

and

he remained in Dresden until his death, July 16,
1729.
Various collections in Dresden contain
in all about fifteen masses, three Requiems, many
motets, 133 miscellaneous sacred compositions,
three operas, other than those already named,
live

serenades and a number of vocal solos and
(See list in Quellen-Lcxikon.)
M.

duets.

HEINZE, GusTAV Adolph,

born at Leipzig,
1820, the son of a clarinettist in the
Gewandhaus orchestra, into which he was himself
admitted, in the same capacity, in his sixteenth
year.
In 1840 Mendelssohn gave him a year's
leave of absence in order that he might perfect
himself in the pianoforte and study composition.
In 1844 he was ajipointed second capellmeister
at tlie theatre at Breslau, whei'e in 1846 his opera
Loreley was produced with great success. This
was followed by Die Ruinen von Tharandt in
1847, which also obtained much success.
Tlie
books of both were by his wife.
In 1850 he
received the appointment of conductor of the German opera in Amsterdam, and although that institution was not of long duration he has since
remained in that city.
Many choral societies,
someof aphilanthropicnature, have been directed
by him, and thus opp>ortunities were given for the
production of the two oratorios 'Die Auferstehung, and 'Sancta Cecilia,' in 1863 and 1870
Oct.

1,

'

'

'

'

'

respectively.

The

list

of his works includes,

besides the above, the choral works, Dcr Feenand 'Vincentius von Paula,' three
schleier
'

'

masses, cantatas, three concert overtures, and
many choral compositions of shorter extent, as
(Jlendel's Lexicon.)
well as songs, etc.
M.

HELDENLEBEN,

EIN.

Tone-poem

for full

orchestra by Richard Strauss, op. 40 firstplayed
in JIarch 1899, at a Museum Concert at
Frankfort, and in London at the Queen's Hall,
;

Dec.

6,

1902.

HELENE.

Opera in one act, words and
music by Camille Saint -Saens.
Produced at
Monte Carlo, Feb. IS, 1904 Covent Garden,
June 20, 1904 and the Opera Comique in Paris,
;

;

Jan. 18, 1905.

HELLENDAAL

HELLINCK

HELLENDAAL, Pieter, a Dutch violinist,
pupil of Tartini, who, after returning from Padua,

composer of the earlier part of the 16th century.
His name is variously given as Joannes Lupus,
Lupus Hellinck, Joannes Lupi, and sometimes
Lupus or Lupi simply. Only once, in a )iublication of 1546, is the full name given.
It
was for some time uncertain whether Joannes
Lupus and Joannes Lujii were one and the
same person, but the identification seems now
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published several compositions at Amsterdam,
and entered the University in 1749.
He after-

wards settled in London, where in 1752 he
obtained a prize at the Catch Club.
His works
are mainly for violin, alone and in combination
and several of them were published at Cambridge,
where also appeared his Collection of Psalms, etc.,
about 1780.
[Qudlen-Lexikon.']
HELLER, Stephen, born May 15, 1815, at
Pesth, an accomplished pianist, and author of a
large number of pieces for his instrument, mostly
on a small scale, but generally elegant in form
and refined in diction.
For many years he
enjoyed great popularity amongst cultivated
amateurs in France and England.
His first
publication was a set of Variations in 1829, and
;

what

apparently his latest, op. 157, 'Three
Feuillets d^Album,' about 1884.
Next to his
numerous Etudes and Preludes, the best of his
publications consist of several series of morceaux
put forth under quaint titles, such as Promenades d'un Solitaire (taken from Rousseau's
letters on Botany), 'Blumen-Frucht-und-Dornen
Stucke (from Jean Paul), 'Dans les Bois,'
'Nuits blanches,' etc.
A Saltarello on a
phrase from Mendelssohn's Italian symphony
is

'

'

'

'

'

(op. 77), five Tarantellas (opp. 53, 61, 85, 87),
a Caprice on Schubert's Forelle (known as La
'

'

wherein Heller rings the
changes on his stock of musical material with
delicate ingenuity, and exhibits less of that
wearisome reiteration of some short phrase, without either development or attempt at attractive
Truite),

are pieces

variety in treatment, which afterwards grew
into a mannerism with him.
He also put forth
four solo sonatas ' which have left no trace,

and, together with Ernst the violinist, a set of
Pensees fugitives for pjiano and violin, which
have met with great and deserved success
*

'

amongst dilettante players.
Having studied with Anton Halm in Vienna,
and appeared in public at Pesth at an early age, he
made a tour through Germany, and settled from
1830 to 1833 at Augsburg, where after a prolonged illness he found ample leisure to pursue
his studies.
From 1838 he resided in Paris,

much esteemed as
He came to England

rarely playing in public, but

and composer.
February 1850, and appeared at a concert at
the Beethoven Rooms, on May 1 5 of that year.
He stayed until August. He visited England
again in 1862, and played at the Crystal Palace
witu Halle on May 3 in Mozart's Concerto in
E flat for two Pianos. He died in Paris, .Jan.
14, 1888.
His life and works are the subjects
of a monograph by H. Barbedette, translated
into English by Rev, R. Brown Borthwick,
a teacher

in

1877.

E. D.

HELLINCK,
1

opp.

9,

6.'>,

68, 143.

.ToANKEs Lupus, was a Flemish
St<?

in his Oesam. Schri/l':n,

a review of thefirBt of tbeseby

iii,

186.

Scbumann

(See Ambros,

to be satisfactorily established.
Geschichte,

and

Eitner, Bihlio-

There

and Quellen-Lexikon.)

grajjhie,

some

pp. 268-69,

iii.

is

still

the confiicting
statements as to the apjiointments which he
held.
It would appear, liowever, to be sufficiently made out that he was for a time choirmaster at Cambrai, and afterwards at Bruges,
and that he died in 1541.
In a pjublication
of 1545 there is a
Deploration de Lupus,' or
Lament on his death, composed by Baston. This
has been reprinted in Maldeghem's Trisor, 1876,
The only work which contains compositions by
Lupus exclusively is a book of Motets, Paris,
1542.
His other works, which are fairly
numerous, are contained in the large collections which issued from the French, German,
and Venetian presses between 1530 and 1550.
difficulty

reconciling

in

'

From about 1530

to 1545 Lupus would appear
have held the same piosition in general
esteem that Clemens non Papa afterwards held
from 1545 to 1560. The very fame which both

to

enjoyed in their respective periods made them
the more forgotten afterwards.
One of the
choir-books of the Sistine Chapel, written between 1530 and 1540, contains an unpublished
mass by Lupus on a Flemish song, Min Vriendinne.
Ten of his masses were published, and
Eitner's Quellcn- Lexikon enumerates a few more
remaining in JIS. Of the masses Ambros speaks
somewhat disparagingl}', with the exception of
one entitled Pauls queni ego dabo,' which, from
the boldness of its themes, he describes as very
remarkable and peculiar, but which is further
distinguished by the fact that Palestrina did
not disdain to borrow the themes of his mass
Panis quem ego dabo
from the motet of
Lup)Us beginning with these words, on which
no doubt Lupus's own mass was based.
The
mass lam non dicam AmiPros describes as a
study in dissonances, not altogether successful,
but otherwise interesting.
To the motets, on
the other hand, Ambros gives the highest praise.
all

'

'

'

'

'

'

'

There

is

one,

more

especially,

serves all the praise
a 5, which
Eitner's reprint in

jiueri

'

1544.
either in

In

it

there

melody

or

Ambros

may

which

fully de-

Laudate
be seen in Kade and
gives, a

'

score of Ott's Liedcrhuch,
is

nothing of the hardness

harmony usually

associated

with our idea of the times before Palestrina
the themes are melodious and interesting
throughout.
Palestrina himself might have
written the work.
The fifth voice has a cantus
firmus with long notes, with only the words
Laudate pueri, corde et animo (Ambros gives
;

'

'

HELMHOLTZ

HELLMESBERGER
this wrong).

The composer takes the

of adding the

words

liberty

corde et aninio in tlie
other parts also to the various Laiulate psalmThis might be taken to
verses which he sets.
imply that he himself had written this motet
Other works of Lupus
with heart and mind.'
are eleven four-voice settings of German sacred
'

'

'

'

'

songs, contained in Rhau's large collection of

Deutsche Oeistlkhe Gcsangc fur iSchulen, 1544,
one of which, a deeply expressive setting of
Markgraf Casimir's lied, Capitiin Herr Gott,
Lastly,
is also in Ott's Licderbuch of 1544.
there are about twenty -si.x: French chansons,
and three with Flemish words, contained in the
Three
collections of Attaingnant and Susato.
very pretty specimens, Eevins vers jnoi, 'II
n'est tresor, 'Plus revenir ne puis,' have been
'

*

"

'

reprinted by
Eitner in his selection of Clidiisons,
"

1899.

J.

HELLMESBERGER,

R.

M.

a distinguished family

Geohg, the father,
born April 24, 1800, son of a country schoolmaster, and chorister in the court chapel, entered
the Conservatoriumof theGesellschaftder Musikfreunde in 18 20, and learnt the violin from Bohm
In 1821 he
and composition from E. Ftjrster.
of musicians in Vienna.

was apjtointed assistant teacher, and in 1833
professor at the Conservatorium, where he taught
a host of distinguished pupils, including his two
sons, as well as Ernst, -Joachim, MiskaHauser, and
he retired on a pension in 1867.
Leopold Auer
In 1829 he became conductor of the Imperial
opera, and in 1830 a member of the court chapel.
This unassuming man, who lived only for his art,
was leader at innumerable concerts, published
many compositions for his instrument, and died
universally respected at Iveuwaldegg on August
Hiseldest son Georg, bornin Vienna,
16, 1873.
;

Jan. 27, 1830,

made

a successful concert-tour

through German}' and England with his father
and brother in 1847, butchiefly devoted himself
to composition, which he studied under Rotter.
When barely twenty- one he was appointed
concert- meister at Hanover, where he brought
out two operas, Die Biirgsehaft and Die beide
Koniginnen.'
He died Nov. 12, 1852, leaving
numerous MSS.
His brother
Joseph, born Nov. 23, 1829, early displayed a
great faculty for music, and appeared in public
with applause as an infant prodigy.
In .spite of
his youth he was appointed violin professor and
director of the Conservatorium, "when it was reconstituted in 1851, and professional conductor
'

'

'

of the Gesellschaft concerts.

He

resigned the

Herbeck in 1859, and
1877, but retained the

latter post in favour of

the professorship in
post of director until his death in 1893, with

In 1 860 he
was appointed concertmeister at the Imperial
opera, in 1863 first violin solo in the court
chapel, and in 1877 chief capellmeister to the
emperor, resuming the conductorship of the
Gesellschaft concert for one season.
The quartet
signal advantage to the institution.

which he led from 1849

parties
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1SS7 main-

to

tained their attraction undiminished in spite of
all

rivalry.

the

first

These

performances were

among

to awaken general interest in Beethoven's

The fine tone, grace, and poetic
which marked Hellmesberger's execution
as a solo and quartet player, were equally conspicuous in the orchestra, of which he was a
brilliant leader.
To these qualities he united
perfect familiarity with every instrument in the
orchestra, and considerable skill as a pianist.
later quartets.

feeling

He received

the Legion of Honour for his services

as a juror in the Paris Exhibition of

1855

;

and

many

other orders, both of his own and other
countries, were conferred on him.
On the
twenty-fifth anniversar}' of his directorship of
the Conservatorium he was presented with the
freedom of the city of Vienna.
He died Oct.
His son Joseph, horn April 9, 1855,
24, 1893.
inherits the family talent, and played second
violin in his father's quartet from 1875, succeeding him as leader in 1887.
He has been
since 1878 solo player at the court opera and
chapel, and professor at the Conservatorium.[He became capellmeister at the court opera in.
1886. Hisworks include six operettas: 'Kajiitan
Ahlstrom,' Der Graf von Gleichen,' 'Dersclibno
'

Kurfiirst,'

'Rikiki,'

'Das Orakel,' and

bleiche Gast,' and six ballets.]

c. F.

'Der
P.

HELJIHOLTZ, Hermann Ludwig FerdiK.^ND, was born August 31, 1821, at Potsdam.
His father was Professor at the Gymnasium

and his mother, Caroline Penn, belonged
He studied
an emigrated English family.
medicine in Be]-lin in 1839, and rose to beTeacher of Anatomy at the Berlin Academy in
184S.
In the following year he became Proin 1855 wasfessor of Physiology at Kbnigsberg
there,
to

;

Professor of

Anatomy

at

Bonn;

in 1858, Pro-

fessor of Physiology at Heidelberg,
ratli.

and Geheim-

In 1871 he returned to the Berlin Uni-

versity as Professor of Natural Philosophj',

and

He
at Christmas, 1877, was elected Rector.
died at Charlottenburg, Berlin, Sept. 8, 1894.
His essay on the Conservation of Force (J^rhallung clcrKra^t) appeared in 1 847 his Physiological Optics [Physiologische Optik) in 1856-66 ;
and his Popular Scientific Lectures (Foj). u'isIt is,
sensch. J-'or^raf/e) at Brunswick, 1865-76.
however, with his treatise, On the Sensations of
Tone as a physiological Basis for the Theory of
Music),'^ and with his valuable inventions and
discoveries in relation to the art, that we are
here concerned.
Helmholtz invented a double harmonium with
twenty-four vibrators to tliC octave, by means of
which the musician can modulate into all keys
quite as easily as on a single manual tuned by
erpial temperament, and without the dissonant
thirdsandsixthswhichthatmodeof tuning introduces.
The system may be easily applied to the
;

'

IHe I^hre von den Toiiempiindnniien ala phynolonurhe GrimdiagS
Theorie d^r Mxuik. Bninawick. iefi3. English trauelation,

filr die

as abOTe.

by Alexander John

Ellia, 1875

and

1885.
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HELMHOLTZ

378

HELMHOLTZ

organ and piano. Itia extremelysimple, as it does
not add to the number of notes in the scale, and
requires no new system of fingering to be learnt
by the performer. This invention, originally
suggested by the extremely unpleasant ertect of
the equally tempered harmonium, may not im-

modern musical practice,
does to keyed instruments that
perfect intonation which has hitherto been attainable only by stringed instruments and the
human voice. The following may be selected,
possibly revolutionise

extending as

it

amongst many

others, to illustrate the nature
of the discoveries of Helmlioltz
:

Quality of 'musical sounds determined by
ha,rmonics.
By means of a series of reso]iators,
each of which on being applied to the ear reinforces any harmonic of equal pitch which may
be present in a given note, Helmholtz has
effected the most complete analysis of musical
tone hitherto attained. The resonator is a hollow
sphere of glass or metal, with two openings
opposite to each other, one of which is funnelshaped, for insertion into the ear.
Let the note
of the resonator be c'", the air contained in
it will vibrate very powerfully when that note is
given by the voice or any nmsical instrument
and less powerfully when the note given is one of
those lower notes which
Ee,on.t„r.
1.

—

I

importance to singers and composers of the results deducible from them, the reader must be
referred to Helmoltz's work (Ellis's translation,
pp. 153-172).
2.

SuminationoJ

tones.

— The

facts that

equals the difference of their several vibrational
numbers, has been known to violinists ever since
These
[See Taetisi.]
the time of Tartini.
tones Helmholtz calls differential tones, to distinguish them from another set of generated
tones discovered by himself, the vibrational numbers of which equal the sum of the vibrational
numbers of the generating tones, and which he
These tones are
hence c&Wi summational tones,.
of course higher than thegeneratingtones. Thus,
if the chords in minims in the following figure
be played /or/« on the violin, the double series
of combinational tones above and below will be

produced

:

I
!

,

J

J? bJ?i
I

1

Differential
or Tartinra
tones.

^

c'",

The summational tones are too weak to be
while the
distinguished by the unaided ear
differential tones are on some instruments in-

harmonic sub-ion^s of

are

or

note

is,

in other words, a

;

among the harmonies

of which the

The

c'"

occurs.

chief results of Helmholtz's experiments

"with resonators

have been given under the head

Harmonics.
More curious

is his determination of the
nature of the vowel sounds of the human voice,
in which Helmholtz has developed the discoveries
The shape of the mouth-cavity
of Wheatstone.
is altered for the pjroduction of each particular
vowel and in each of the shapes which it assumes it may be considered as a musical instrument yielding a different note, and in the case of
the compound vowels, yielding simultaneously
;

two separate notes
neck and body of a

when

two notes are sounded together they generate a
third and deeper tone, whose vibrational number

of different pitch, just as the

The natural
resonance of the mouth-cavity, independently of
the tension of the vocal chords, for different
vowels, is as follows (the jironunciation of the
vowels being not English but German)
glass bottle do.

:

Compound

vowels.

trusively audible.
(In fact the violin f>layer
obtains perfect fifths on his strings by tuning
until he hears the octave below the lower string.
The summational tones of the two last chords lie

between F and Fg and At> and A respectively.
3.
Physiology of the minor chord.
Among
the most interesting of these discoveries is the
reason of the heavy and quasi-dissonant effect
produced by minor triads.
Just intonation
deepens the well-known grave, obscure, and
mysterious character which belongs to minor
chords and the observations of Helmholtz on
accurately tuned instruments have enabled him
to trace this grave and obscure character to the
presence of certain deep combinational tones,
foreign to the chord, which are absent from
major chords, and which without being near
enough to beat, and thus actually to disturb the

—

;

harmony, make themselves

sufficiently audible,

at least to a practised ear, as not belonging to the

No minor chord can be obtained perfrom such false combinational tones.
For the ordinary hearer the presence of these
tones gives to the chord its well-known obscure
and mysterious character, for which he is unable to account, because the weak combinational
tones on which it depends are concealed by other

harmony.

fectly free

Thus, when the mouth- cavity is found to utter
the sound u (oo), it is in effect a musical instrument, the natural pitch of which is/, and so on.
For the highly interesting experiments on
vowel-pitch by means of the resonators, and the

The fact that this unsatisfactory
louder tones.
though not dissonant effect of the minor chord
is deepened when the chord is played perfectly
in tune, led musicians who wrote before the era
of equal temperament to avoid the minor chord

HELMOEE

HEMPSON

as a close, and to reserve the effect produced by
ininor chords for distinct passages or episodes in
tlie compiosition, instead of using them in indiscriminate combination Avith major chords, as is
tlie practice of ordinary modern composers.
(See

editor of The Psalter noted, The Canticles noted,

A

4.

Perception of miiskal tones hy the human
from the anatomical discoveries

— Starting

of the Marchese Corti, Helmholtz has shown
how different parts of the ear are set in vibration by tones of different pitch.
The human
cochlea contains about 3000 of the rods or fibres

known

as

'

Gorti's arches.'

The human

ear, in

a highly sensitive musical instrument,
furnished with 3000 strings, which are set in
motion by the concurrent vibration of external
sonorous bodies, exactly in the same way in
which the 'resonator' responds to a musical sound,
or in which the strings of a silent violoncello or
pianoforte are set in vibration by the production,
in a sufficient degree of strength, of notes of
equivalent pitch on any other instrument placed
near it.
On the perfect or imperfect anatomical
constitution of these 3000 musical strings, and
on their connection with the brain, depends the
capacity in the human subject for the sensation
probably in persons who have no ear'
of time
they are imperfectly developed. Deducting 200
for tones which lie beyond musical limits, there
remain 280U for the seven octaves of musical
pitch, that is, 400 for every octave.
If the
e.vperiments of E. H. Weber are correct, sensitive and practised musicians can perceive a
difference of pitch for which the vibrational
numbers are as 1000 to 1001. Intervals so
fine, falling between the pitch of two of Gorti's
arches, would probably set both arches unequally
in vibration, that one vibrating most strongly
which is nearest to the pitch of the tone.
5. Distribution of harmonic intervaJs.
The
common rule of avoiding close intervals in the
bass, and of distributing intervals with tolerable
evenness between the extreme tones, has long
been arrived at by experience.
Helmholtz has
demonstrated its physiological basis to consist in
the dissonant combinational tones Avhich result
from intervals otherwise distributed.
For Professor Helmlioltz's deduction of other
rules of musical science from the physical nature
of musical sounds, together with his historical
exposition of the growth of melodic scales and of
modern harmony, the reader is referred to his
work, as already cited.
E. j. r.
HELMORE, Rev. Thoji.\s, was born at Kidderminster, May 7, 1811, and educated at Magdalen Hall, Oxford.
In 1S40 he became curate
of St. Michael's, Lichfield, and a priest-vicar of
fact, is

:

'

—

In 1842 he was appointed
Vice - Principal and Precentor of St. Mark's
College, Ghelsea, and in 1846 succeeded William
Hawes as Master of the Choristers of the Chapel
Royal, of which in 1847 he was admitted as one
He was author or
of the Priests in Ordinary.
Lichfield Gathedral.

Manual

of Plain-Song,

Plain Song,

A

Brief Directory of
noted, Carols for

The Hyinnal

Christmas, Carols for Easter, St. Mark's College
Chaunt Book, and The Canticles accented, and
translator of Fetis's Treatise on Chorus Singing,
He composed music for some of Neale's transla-

TiEKCE DE PiCAKDIE.)
ear.
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tions of Hymns for the Eastern Church.
He
died in London, July 6, 1890.
'^v. H. H.
HELMSLEY. See Carter ; Gatley, Anxe
;

and Lo

He

comes.

HEJIIOLIA (Gr.

'liiitbXm

;

Lat. Sesquialtera

Emiolia; Fr. Hemiolc).
Literally, the
whole and a half technically, the proportion
of two to three.
In this latter sense the word
is used, in the musical terminology of the Middle
2iges, to denote the Perfect fifth, the sound of
which is produced on the monochord by twothirds of the open string.
The term is also
applied by writers of the 16th century to certain
rhythmical proportions, corresponding to the
triplets of modern music.
Thus, three minims,
sung against two, are called Hemiolia major;
Ital.

;

three
crotchets
Hemiolict minor.
call

3-4

time

(semitnininie)

Emiolia

maggim-e,

Emiolia. minor.

HEMPSON

against

two,

Italian writers of later date

and 3-8
w.

s.

K.

HAMPSON,

Denis, one of
the last of the Irish bards, was born in 1695 at
Craigmore, near Garvagh, Co. Londonderry. At
or

the age of three j-ears he lost his sight, as the
"When twelve years old he
began to learn the harp, under Bridget O'Cahan,
and subsequently studied under Garragher (a
result of small-pox.

blind travelling harper), Loughlin Fanning, and
Patrick Connor. All thesewere fromGonnaught,
then the best part of the kingdom for harpers,

and

Irish music generally.

After six years of
harp, he began to play for himself,
and for many years travelled through Ireland
and Scotland, always being hospitably received
and entertained in the best houses in both
countries.
Several amusing anecdotes related

study of

tl\e

by him of the people before whom he played are
recorded by Sampson.
During his second visit
to Scotland (in 1745) he played before Charles
Edward at Edinburgh. Later in life he settled
down at Magilligan, in his native county, where
he passed the rest of his life.
Hedied in 1807,
having lived to the astounding age of 112, and
retained his faculties to the end.
Although
confined to his bed, he played the harp (which
he always kept with him under the bed-clothes)
up to the day before his death.
He was one of the ten who played at the great
meeting of the harpers at Belfast in 1792 (see
He was the only one of
Bunting, Edwakd).
the harpers at Belfast in 1792,' says Bunting,
who literally played the harp with long crooked
nails, as described by the old writers.
In playing he caught the string between the flesh and
the nail
not like the other harpers of his day,
who pulled it by the fleshy part of the finger
'

'

;

HENLEY
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He had

VIII

two volumes 1798, and a set of six hymns
He died in London
The Cure of Saul.
August 29, 1764, of a fever caught whilst
w. H. H.
visiting a sick parishioner.
HENNEBERG, Johann Bapti.st, born at
Vienna, Dec. 6, 1768
succeeded his father as
In 1790
organist of the Scottish church there.
was conductor at Schikaneder's theatre, and as

an admirable method of playing
in which he could run
through rapid divisions in an astonishing style.
His fingers lay over the strings in such a manner,
that when he struck them with one finger, the
other was instantly ready to stop the vibration,
so that the Staccato passages were heard in full
perfection.'
'In fact,' he adds,
Hempson's
Staccato and Legato passages, double slurs, shakes,
turns, graces, etc., comprised as great a range
of execution as has ever been devised by the
most modern improvers.'
Bunting was an
excellent musical critic, and as he had ample
opportunities of hearing Hempson'splaying, there
can be no reason to doubt that this high praise
of his techni(pie was fully deserved.
Hempson
was, undoubtedly, a far finer player than his
great contemporary, Carolan (see O'Cap.olax),
but he does not appear to have shared his
fellow-countryman's creative gifts.
The jiieces
which he delighted to play were the most

in

ancient of the traditional airs of his country.
These he loved passionately, but believed that
modem ears could not properly appreciate or
understand their beauty.
Hempson was fortythree years old when Carolan died.
Although
he had been in Carolan's company when a
youth, it is interesting to notice that he never
took pleasure in playing his compositions.
Carolan was the first of the Irish bards to depart in any way from the traditional Irish style
of composition.
At the houses in Dublin and
elsewhere where he played, he had frequent
opportunities of hearing Italian and German
music, and this music unquestionably influenced
It is easy to understand how Hemphis style.
son, with his love for the most ancient Irish
music, must have looked with disapproval on
Carolan's modernised music, and rebelled against
it, just as Grieg tells us that he himself did
against the elfeminate Scandinavianism of Gade

'DieEisenkcinigin,' and 'Die Waldmiinner'

alone.

Staccato

and Lcyato,

'

'

mixed with Mendelssohn.
of Hemptson

is

'

An

excellent portrait

given in Bunting's

'

General Col-

lection of the Ancient Music of Ireland

'

(1809).

an original drawing made by
E. Scriven in 1797, when Hempson was over
His harp is still preserved at
100 years old.
Downhill, Co. Londonderry, the residence of
It is taken from

Henry Hervey Bruce, Bart.
Memoir by the Rev. George
Sampson (originally published in Lady Morgan's
novel, Tlie Wild Irish Girl) Bunting's Ancioit
Sir

Authorities.

—

;

Music of Ireland, Dublin, 1840. L. Ji'c. L. D.
HENLEY, Rev. Phociox, nephew of Lord
Chancellor Henley, was born at "Wootton Abbots,
Wilts, 1728, matriculated at Oxford CWadham),
May 7, 1746, where he spent a great part of his
time in the cultivation of music in company
with his friend Jones, afterwards of Nayland.
In 1759 he was presented to the rectory of
St. Andrew by the Wardrobe, and St. Anne's,
Blackfriars.
He composed several chants one
and anthems, collected
of which is still in use

—

—

entitled

'

'

;

such directed the rehearsals of the Zauberfldte,
and all the performances of it after the second.
He continued to hold the same post in the
Theatre 'an der Wien (1801), but soon afterwards left the city.
In 1805 he entered Prince
Esterhazy's establishment as first organist, and
on Hummel's retirement in 1811 conducted the
operas at Eisenstadt.
In 1813 he returned to
Vienna, became choirmaster at the parish church
'am Hof,' and in 1818 organist to the court, and
died Nov. 27, 1822.
He was much esteemed
both as a player and a composer.
Amongst his
opierettas have been published
'Die Derwische,'
'

'

—

;

also

arrangement of Winter's Labyrinth.' [The
MS. score of another, 'Konrad Longbart,'isinthe

his

'

Munich opera-house.

Quellen-Lexikon.'\

HENRI QUATRE, VIVE.

See

c. F. P.

Vive Henki

Qu.\ti:e.

HENRIQUE or the Love Pilgp.im. Grand
opera in three acts
words by T. J. Haines ;
music by Rooke.
Produced at Covent Garden,
May 2, 1839.
G.
VIII., King of England, born June
28, 1491, died Jan. 28, 1546-47, being originally designed for the church, was duly instructed in music (then an essential part of
the acquirements of an ecclesiastic), and appears
to have attained to some skill in composition.
Hall, the Chronicler, and Lord Herbert of
Cherbury mention two masses of his composition, neither now extant
Hawkins (chap. 77)
has printed a Latin motet for three voices by
Henry from a MS. collection of anthems, motets,
etc., written in 1591 by John Baldwin, singing
man of Y'indsor and subsequently gentleman
and clerk of the cheque of the Chapel Royal
(died August 28, 1615)
and the anthem, 'O
Lord, the Maker of all thing,' assigned by
Barnard and others to Y'illiam Mundy, was by
Aldrich and Boyce declared to be proved to
be the King's production (see Boyce's Cath.
Music, ii. 1).
In the British Museum (Add.
;

;

HENRY

;

;

MS. 5665) is Passetyme with good cumpanye.
The Kynges balade, set to music for three voices.
It is printed in John Stafford Smith's Musica
Antiqna and Chappell's Popular Music of the
Olden Time. In Harl. MSS. 1419, fol. 200, is a
catalogue of the numerous musical instruments
belonging to Henry at the time of his death.
Add. MS. 31,922 contains, in addition to the
above-named motet and ballad, five 4 -part
'

'

songs, twelve S-part songs, fourteen pieces for

three viols,

and one piece

buted to Henry.

for four viols, attria. h. h.

HENRY
HENRY

VIII.

HENSCHEL

VIII

Opera in four

acts, libretto

by Leonce Detroyat and Armand

Silvestre,

produced iu
music by Camiile Saint-Saeus
Paris, March 5, 1883, and at Covent Garden,
w. n. H.
July 14, 1S98.
HEXSCHEL, IsiDOH Georg, born at Breslau,
Feb. IS, 1S50, had the advantage of very early
;

training in music, as, at the age of five years,
he joined a class of eight children who were
taught to play simultaneously on eight pianos.

This naturally encouraged the strong sense of

rhythm which has always
schel's vocal

distinguished HenHe joined

and other performances.

the university choral society of Breslau, and
sang the soprano solo of Mendelssohn's Hear
my prayer in 1S60. He made his first public
appearance as a pianist in 1862 in Berlin as a
pupil of the Wandell Institut in Breslau. Only
four years after this, he developed a basso-profondo voice, and sang at a concert at Hirschberg, July 28, 1866.
In 1867 he entered the
Leipzig Conservatorium under Moscheles for
'

'

pianoforte,

Reineeke and Ricliter

for

theory,

Goetze for singing, and Papperitz for the organ.
In 1868 'Die Meistersinger was produced at
Munich, and in the same year young Henschel,
whose voice had become a fine baritone, sang
the part of Hans Sachs at a concert performance of the work at Leipzig, thus early associating himself with the nuisic, although he
In 1870,
never sang the part on the stage.
on the completion of his three-years' course at
Leipzig, he entered the Royal Conservatorium
at Berlin, studying composition with Kiel, and
An important
singing with Adolph Schulze.
appearance as a singer was at the Kicderrheinand in the
ische Festival at Cologne in 187-1
following year he sang the principal part in
Bach's 'St. Matthew Passion,' conducted by
Brahms.
His first appearance in England was
at the Popular Concert of Feb. 19, 1877, when
he sang songs by Handel and Schubert, and
impressed all his hearers with his beautifid and
sympathetic voice, and the wonderful artistic
He was at
intelligence he put into his songs.
once engaged for all kinds of important concerts,
and gave what would now be called a vocal
In 187S
recital' on June 7 of the same year.
he sang at a Bach Choir concert, and in 1879
at the Philharmonic on April 30, when the
'

;

'

young American soprano,

iliss

Lillian Bailey,

made

She
her first ajipearance in England.
joined Mr. Henschel in a duet, and subsequently
took lessons from him. They were married two
years later, and even before tlieir marriage began
to give the delightful vocal recitals A\-hich had
such important results in after years, both in
In 18S1, the year of
England and America.
his marriage, Jlr. Henschel was appointed conductor of the newly founded Sympliony Orchestra at Boston (see Symphony Coxcert.s),
which he conducted for the first three seasons.
In 188-1 England became his home, and in

1SS6, while
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busily engaged as a singer and

still

Mme. Jenny LindGoldschmidt as professor of singing at tlie Royal
College of Music in 1886-88), established the
'London Symphonj' Concerts,' which were an
important I'eature of musical life in London
vocal teacher {he succeeded

during the eleven years of their existence.
Although he never gained the same kind
of public approbation for his conducting that
had been bestowed on his singing, he laid
London musicians under a deep obligation, for,
while not neglecting the well-known symphonic
masterpieces, he revived many forgotten works
of excellence, and brought Ibrward many new
compositions, English and foreign, that were
well Avorth hearing.
His wide reading and
general culture, and his strong sense of propor-

made

his programmes always interestIn 1891 he organised a choir to take part
in large works at the concerts; in 1895-96
he gave very nearly the complete orchestral
works of Beethoven he introduced Brahms's
Triumphlied,' op. 55, and the double concerto,
op. 102, to London audiences, as well as the
Te Deum of Dvorak, and many less important
compositions.
In 1893-95 he conducted the
Scottish Orchestra in Glasgow, and on March 1,
1895, gave a 'command' performance with the
orchestra at AVindsor Castle.
Among important
apjtearances as a singer may be mentioned the
Birmingham Festivals of 1891 and 1894, at
the first of which he sang the ]tart of Satan in
Stanford's
Eden, and at the second that of
King Saul in Parry's work of that name, in
such a way that it would be difficult if not
impossible for any successor to efi'ace the impression he made in both. At the latter festival
was produced the most important of his compositions as yet heard in England, a
Stabat
Mater for soli, chorus, and orchestra.
His
setting of Psalm cxxx. op. 30
Te Deum, op.
52
and Requiem,' op. 59, are other sacred
works in the larger forms (the last was performed for the first time at Boston in Feb.
1903, and has already been given in many
musical centres in America, Holland, and Germany) and his opera Nubia was produced
with great success at the Court Theatre, Dresden,
on Dec. 9, 1899, with a strong company, including I\Ime. "Wittich, Herren Anthes, Scheidemantel, and Perron.
The last-named singer
fell ill lief ire the second jierformance, and the
composer took his place as Friar Girolamo,
making his first and only appearance on the
stage.
Among other dramatic compositions are
an early opera, Friedrieh der Sclione, and an
operetta, A Sea Change or Love's Stowaway,'
Henschel's instruto words by W. D. Howells.
mental works include two orchestral serenades,
tion,

ing.

;

'

'

'

'

'

'

'

'

,

;

'

'

;

'

;

'

'

'

'

;

a string quartet, a ballad for violin,

and some

extremely beautiful incidental music to Hamlet,
written for Beerbohm Tree's revival of the play
at the Havmarket in 1892.

HENSCHEL
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The complete
follows

HENSELT

compositions

list of his

is

as

Op.

Koctumea

Three Songs,
Three pf. pieces.
Four Songs,
Three Duets (Vocal) in Canon

35.

Tm'o

36.

Three Bungs from Klngeley's

37.

Water Babies.'
Four Kongs.

Two

38.

pf. pieces.

Etude, Impromptu for pf.
Three Songa for Male Cborua

Three Songs vrith pf
Three pf. pieoes in Canon.
Of Nightingales,' two Songs.
'

39.

Dnet, Gundoliera,' for Soprano and Baritone.
Ballade in Fjf miuor for
•

40.

Violin and Orchestra.
'Der Bchenk von Erbach,'

41.

Two Songs

Ballad for Baritone.

pf. pieces.

'

43.
44.

March for Orchestra,
composeJ for a Subscription Ball at the Royal Opera

Festival

and Orchestra.

Soprano.

Jung

46.

chestrated by Percy Pitt).
Four Songs |No. 4, 'Morning
Hymn,' set for Chorus and

\

'Thuringer Waldblunien,'
fifteen Bongs
Im Volke*

48.
49.

ton.'

*-

D

Dieterich,

B.allad

(or-

Orchestra).
47.

Sinnen and Minnen,' ten
Songs.

/

Three Songs for Male Chorus
a capella.
Three Songs.
'Margarethen's Lieder.' Three
Songs fi'om Scheffel's TrcrmpeCCT von Sdkkingen, for

45.

(

'

Soprano with
Hymne au

('

Createur,' Adieuxde I'HOtesae Arabe.'J
42.

House, Berlin.
Three Songs WanderliederJ.
Three pf. pieces in Canon.
Three Songs.
A Gipsy Serenade for Voice

for

Orchestra

'

Three Songa for mixed choruB
a cajiella.
Three Songs.

for pf.

'

Ballad, The Last Battle,' for
Baritone.
Three Songs.

Six

Romance,
MaJgni I'tSclat,"
for
Soprano and Viola
d' Amore.
Mazurka in Gj minor for pf.
'

Progressive
Voice.

Studies for the

50.

The Music to Shakespeare's
Hamlet for Orchestra.

'Werners Lieder aus Welschland,'
a cycle of eight
Songa
from
BchefFel'a
Trompeter von Sdkkin'jen,
with Piano.
Five Songs for Mixed Chorus
a capella.
Three Songa.
Three Duets for Mezzo-9opi-ano and Baritone.

51.

Five Vocal Quartets, set to
Russian poems.
Te Deiim in C for Chorus.
Soli,
and Orchestra (or

Volkston,'

66.

Serenade

in

major for

String Orchesti^a,

Six

Henschel died, after a short
M.
4, 1901, in London.
HENSEL, Fanny Cecile, the eldest of the
Mendelssohn-Bartholdy family, born at Hamburg
Nov. 14, 1805, and therefore more than three
She was
years older than her brother Felix.
regularly instructed in music, and Mendelssohn.
used to say that at one time she played better
than he.
(See also Devrient, Ilccoll. p. 3.) Oct.
3, 1829, she married W. Hensel, a painter, of
Berlin (1794-1861), and on May 17, 1847, died
suddenly. Her death shook her brother tembly,
and no doubt hastened his own, which happened
public.

illness,

:

SoTigs,

'

Ini

'

'MPoeT Berg und Thai.'
for two B-'iss Voices

Duet

Orchestra,
Those.'

'

O Weep

52.

Organ),
53.

Soli,

54.

58.

for

after
Voss'a novel by
beck.

Kal-

Misaa pro defunctis, Requiem
Mass for Chorus, Soli,
Organ, and Orchestra.
Three Vocal Duets.

Anthem,
of

eyes,'

'I
will lilt up mine
and some thirty English

Songs and Ballads,

'Hafiz,'

Max

Felix's letters show
only six months later.
how much he loved her, and the value which
he placed on her judgment and her musical
ability.
He called her 'the Cantor.' 'Before
I can receive Fanny's advice,' says he, 'the
*'
I feel
"Walpurgisnight " will he packed up.
convinced she would say " Yes," and yet I feel
'Fanny
doubtful' (Letter, April 27, 1831).
may add the second part,' says he, in sending
Again,
a Song without words (Dec. 11, 1830).
I have just played your Caprices ... all was
unmixed delight (Jan. 4, 1840). Still, indications are not wanting of a certain over-earnestness, not to say pedantry, which was occasionally
(See
too severe for her more plastic brother.
Goethe and
Letter, April 7, 1834, on Melusina
Meiulehsohn, p. 47, etc.)
Six of her songs were published with his,
without indication, viz. op. 8, Nos. 2, 3, 12 ;
She also published in
op. 9, Nos. 7, 10, 12.
her own name four books of melodies and Lieder
two ditto of songs for voice and
for PF. solo
'Gartenlieder'
PF.
one ditto of Part-songs
and after her
(republished by Novello, 1878)
death a few more songs and PF. pieces were
printed, and a Trio for PF. and Strings in
For her letters,
D, reaching in all to op. 11.
journals, and portrait see Die Familie Mendelssohn, by S. Hensel (Berlin, 1879).
She is buried in the Mendelssohn portion of
the Friedhof at the Hallethor, Berlin, and a line
of her music (the end of the song Bergeslust,'
op.
10, No. 5), is engraved on the tomb.

.

'

'

;

acts;

Richard

libretto,

Pa. cxxx, for Chorus, Soli,
ajid Orchestra..
59.
•
Serbisches Liederapiel,' a
cycle of ten Songs for one
or more voices (quartet).
60.

Three Vocal Duets.
Four Songs to poems

Piano. Salomo.'
String Quartet in Ep.
Three Songs.
Three Songs.
'Nubia,' Opera in 3
'

55.
57.

and

Mater for Chorus,
and Orchestra.
Ballad for
Baritone and
Stabat

Mrs.

on Nov.

etc.

—

;

;

As a teacher

of

singing

Henschel made

himself a great name, and many singers of
established reputation have benefited by his
admirable training.
Since the death of his
wife, one of his most distinguished pupils, he
has almost completely retired from public life.
Their daughter, Helen, now Mrs, W. Onslow
Ford, sang the soprano part in the first performance of the Requiem written in memory
of her mother.
Mrs. Hen'schel (Lillian June Bailey) was
born at Columbus, Ohio, Jan. 18, 1860, learnt
singing from Mmo. Rudersdortf, and made a
In 1878
successful debut at Boston in 1876.
she was taken to Paris, where she studied with
Mme. Viardot- Garcia, and after her appearance
at the London Philharmonic Concert above
referred to, she had lessons of Mr. Henschel,
whom she married on March 9, 1881, at Boston.
'

'

She had made a distinct success in London, the
and abro.id, by her charmingly fresh
soprano voice, admirable method, and musical
feeling but as time went on she gained maturity
of style, and the vocal recitals given by the
husband and wife for so many seasons were an
unfailing enjoyment to intelligent musicians,
provinces,

;

as well as a great attraction to the general

;

'

stone

:
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HENSELT, Adolf

von, born May 12,1814,
Schwabach in Bavaria, had lessons from
Hummel at "Weimai-, and studied theory for
two years under Sechter in Vienna, but can
hardly be called Hummel's disciple, since his
method of treating the pianoforte differs as much
from Hummel's as our concert grands differ
at

from the light Viennese instruments of 1820.

HERBECK

HENSELT
Henselt's ways at the ke}'hoard may he taken
tliat
as the link between Humniel's and Liszt's
is to say, with Hummel's strictly legato touch,
quiet hands and strong fingers, Henselt produced
effects of rich sonority something like those
which Liszt got with tlie aid of the wrists and

transcription of "Weber's Overtures, bits from
AVeber's operas, and above all his edition of
"Weber's principal pianoforte works with i'arm?i^('5,

But as such sonority, ap.art from any
rhythmical accentuation, depends in the main
upon the widespread position of chords and

He

;

pedals.

the component notes of which are
made to extend beyond the limits of an octave,
Henselt's way of holding the keys down as much
as possible with the fingers, over and above keeping the dampers raised by means of the pedals,
does not seem the most p>ractical
for it necessitates a continuous straining of the muscles such
as only hands of abnormal construction or fingers
stretclied to the utmost by incessant ami torturing practice can stand. AVe have the testimony
of Mendelssohn that his speciality in 18.38 was
playing widespread chords, and that he went
on all day stretching his fingers over arpeggios
played prestissimo. ' And even in his later life
he is said to have wasted an hour daily upon
mere Dehnungs-studien, i.e. studies of his own
invention for extending the stretch of the hand,
and training the fingers to work independently.
Nevertheless, be his method of touch needlessly
cumbrous or not, if applied to efi'ects a la Chopin
and Liszt, the result under his own hands was
grand
so grand indeed, that though liis
appearances in public were fewer than those
of any other celebrated pianist, he was hailed
by judges like Robert Schumann and Herr von
Lenz as one of the greatest players.
His representative works are two sets of twelve Etudes
each, opp. 2 and 5, which, though not so surprisingly original, deserve to he ranked near
Chopin's, inasmuch as they are true lyrical
effusions of considerable, nnisical value, over and
above their setting forth some specially characteristic or difficult pianoforte effect.
Henselt
also published a Concerto (in F minor, op. 16),
likely to survive, a trio, stillborn, and a number
of smaller saion piieces, like
Fruhlingslied,'
Wiegenlied,' Impromptu in C minor, 'La
Gondola,' etc.
gems in their way.
Henselt's success in 18.38 at St. Petersburg
was unprecedented.
He was at once made Court
pianist and teacher to the Imperial children, a]id
soon after Inspector of the Impierial Russian
female seminaries,' in which latter capacity his
firmness and disinteresteil zeal have borne good
fruit.
An uniform edition of Henselt's works
would be a boon, as some pieces are published
in Russia only, others appear under different
[There are thirty-nine comdesignations, etc,
positions with opus numbers, and fifteen witharpt-ggii,

;

'

'

*

;

'

'

—

'

out.]

His arrangements

for

two

piianofortes of

Duo in E? for pianoforte and clarinet,
and of selections from Cramer's Etudes, to which
he has added a second pianoforte part his
AVeber's

;

'

Hiller'9 Jfeniietss^ht). p. 112.

Henselt lived at St. Petersburg
from 1838 onwards lie visited England in
1852 and 1867, but did not play in public.

are masterly.

;

died at
1889.

Warmbrunn

in

Silesia,

Oct.

10,

E. u.

HENSTRIDGE, Daniel, was probably the
son of an organist of the same name, who was
organist of Gloucester Cathedral from 1666 to
1673 one or other of the two was organist of
Rochester Cathedral from 1671 to 1698, and
the son held the position of organist of Canterbury Cathedral (succeeding Nicholas Wootton)
from June 1699, until his death, June 4, 1736.
He is buried in the cathedral. A James Henstridge, pirobably anotlier member of the family,
was organist of Dulwich College from 1698 to
1703.
(West's Oath. Orrj., information from
Dr. AV. H. Curnmings, etc.)
The organ piarts of
some of his compositions are still extant, but
the voice parts are mostly lost.
He seems to
have been an imitatorof Purcell.
Some anthems
by him are in Croft's Divine Harmony, 1712
and in tlic Fitzwilliam Museum at Cambridge are
the 5LSS. of five songs.
;

;

HEPTINSTALL,

JoHx, a London music
introduced into England the
new tied note
that is, he was the first to
unite in musical typography the quavers and
semiquavers into groups. Before the year 1690
or thereabouts, exceptt in engraved music, each
of these notes was separately displayed, owing
to the difficulty of arranging in movable types
notes of varying intervals with the tails tied
together.
In consequence of this, most of the
instrumental music was printed from engraved
copper plates, where this difficulty was not
experienced, as the gi-aver could be as easily used
as the pen in inanuscript music. Heptinstall also
introduced another improvement, by making the
heads of the notes round, instead of lozenge
shape.
The new tied note was afterwards
further improved upon by "William Pearson, who
printed a few years later than He]itinstall.
A
printer

who

first
'

'

;

'

'

works by Henry Purcell came forth
inclnAmg Amphitrijon, 1690; Ths
Prophetess or the Histortj of Dioclesian, 1691
The Double Dealer, 1694, and others.
Some
psalm-hooks, and the 1703 edition of Playford's

number

of

from his

press,

;

Dan<^ing J/asterweie also the work of this printer.
The dates 1690 and 1713 are the earliest and
the latest for his works that the present writer
can fix.
F. K.
MAJESTY'S THEATRE. See King's

HER

Theatre.

HERBECK, JoHAN'x, court capellmeister,
horn at Yienna, Dec. 25, 1831.
He had a few
months' instruction in harmony from Rotter, hut
was virtually a self-made man.
His ambition
was high, he worked hard, and his progress was
rapid and steady.
In 1852 he was choirmaster

HERBERT
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HERBST

to the Piarists in the Josephstadt
in 1856
choir-master to the first MaiinergesaTigverein
in 1858 professor at the Conservatorium, and
choirmaster of the Singverein of the Gesellschaft
in 1859 professional conder Musikfreunde
ductor of the Gesellschaft concerts
in 1866
chief court capellmeister
and in 1871 director
of the court opei-a. The intrigues and annoyances inseparable from this post were insupportable to Herbeck's nature
in 1875 he resigned
it, and resumed the conductorship of the Gesell-Schaft concerts.
He died, after a short illness,
on Oct. 28, 1877.
As a conductor he left
a permanent mark on music in Vienna.
The
numerous choral societies in particular owe their
prosperity in great measure to him.
As a
composer he was equally ambitious and industrious, although in this branch less remarkable
for invention than for his power of assimilating,
rather than imitating, the strong points of his
favourites, especially Schubert, of whose works
lie was an indefatigable exponent.
His most
successful compositions are his part-songs, which
-are admirable for simjilicity and effect.
His
published works include:
songs for a single
Toice
part-songs for men's voices, and choruses,
both mixed and harmonised
Lied undEeigen
for chorus and orchestra, etc.
Tanz-momente
;

;

;

;

;

:

—

;

'

'

;

'

;

'

Symphonische Variationen,'
And Symphony in D minor all for fuUorcliestra,
'

Kiinstlerfahrt

'

'

;

—

the last with organ string-quartet in F, op. 9.
In MS. a grand mass in E, and a small ditto
in F a Te Deum
graduales
a string-quartet
Herbeck possessed several orders,
in D minor.
including the third division of the Iron Crown,
which raised him to the rank of knighthood.
memoir, by his son Ludwig Herbeck, appeared
c. f. p.
in 1885.
HERBERT, Victor, violoncellist, conductor,
and composer, was born in Dublin, Feb. 8, 1859.
His mother was a daughter of Samuel Lover,
novelist, pjlaywright, and composer of characteristic Irish songs.
His father dying, his
;

;

;

;

A

to live in Stuttgart when he was
seven years old, and there the youth received
his musical education in the Conservatorium.
He chose the violoncello as his solo instrument,
filled a place for some time in the Court orchestra, and in 1886 went to New York, where
his wife, Therese Herbert-Fbrster, had been engaged for the German Opera at the Metropolitan
Opera House. Herbert entered the orchestra of
the institution as first violoncellist under the
•direction of Anton Seidl. He soon became a pro-

mother went

minent

figure in the concert life of the American
metropolis, jilaying at the concerts of Mr. Seidl,
"with whom he was subsequentl}^ associated as

and Theodore Thomas. In
1887 he brought forward a concerto and suite
for the vioL">ncello, but his most important com-

.assistant conductor,

position for that instrument is a second concerto,
in E minor, oji. 30, dedicated to the Philharmonic Societv of Xew York, at one of whose

Herbert played it in March 1894.
From 1894 to 1898 Herbert was bandmaster of
the Twenty -second Regiment of the National
concerts

Guard of the State

of

New

Y'ork

then he was

;

called to Pittsburgh, Pa., as conductor of the

Symphony Orchestra. (Symphony Concerts.)
In that position he remained till the
end of the season 1903-1904, when he returned
to New York in order to have more time to
Meanwhile he had endevote to composition.
tered into the operetta field, in which he delocal

veloped a truly remarkable fecundity, thanks
to an easy flow of rhythmic melody and extraordinary command of the technique of composition.

A

works in

partial list of his

this

The Wizard
Prince Ananias,
of the Nile,' 'The Serenade,' 'The Idol's Eye,'

department

is

'

'

:

'

'The Fortune Teller,' 'The Ameer,' 'Cyrano
de Bergerac,' 'The Singing C4irl,' 'Babes in
Toyland,' 'Babette,' and 'It Happened in Nordland.'
He has not permitted music of this
ephemeral type to engross all his time, however.
For the Worcester, Mass. festival of 1891 he
The CapwTote a dramatic cantata entitled
tive
for orchestra, before and after he went
to Pittsburgh, a Serenade for strings (1888)
symphonic poem,
'Suite romantique, op. 31
'Hero and Leander,' op. 33; suite, 'Woodland
Fancies,' op. 34; and suite, 'Columbus,' op.
35.
Up to the beginning of 1905 these were
his most successful and ambitious pieces, though
he has written a large number in the smaller
'

'

;

'

'

;

;

'

H. E. K,

forms.

HERBST, JoHANN Andreas,

theorist

and

composer, born in 1588 at Nuremberg, became
capellmeister at Butzbacli in Hesse-Darmstadt
in 1616, at Darmstadt in 1619, at Frankfort in
1623, at Nuremberg from 1631 to 1646, and, returning to Frankfort in 1646, remained there till
His chief theoretical work
his death in 1666.
sive Comjjcndium
Nurnberg, 1643.
It purports to give thorough instruction in harmony
and composition generally, and is illustrated
with numerous examples.
Herbst is credited
with having been the first to lay down in this
work the modern stricter rule against hidden
fifths so-called (see Riemann, Geschiehte der
is

entitled

Musica

3Iclopocticuvi.

.

.

Poetica,

.

Musik-theorie, 1898, pp. 444-45).
He does not
indeed employ the later technical expression
(Verdeektc Quintal or Quintae Cooperta sive

but he gives as the reason why
one perfect concord should not be succeeded by
another in similar motion, that there thus arises
the suspicion of tliere being two filths or tw'o
octaves in immediate succession, which is a
fault to be avoided.
His other theoretical works
are Musici'^ praclica sive instrucio pro SympJioniaci, Niirnberg, 1642, which professes to
give instruction in singing, and Arte Frntliea et
Poetica, Frankfort, 1653, a manual for Counterpoint and General or Thorough-Bass. Herbst's
Theatrum
consist of
cliief compositions
abscoiiditae),

:

'
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Amoris,' Nuremberg, 1613, containing twelve
madrigals, a live, and two Latin

for his cantata
Mile, de la
the unpublished score of which is in
the library of the Conservatoire, together with
his envois de Rome.
These are, a Hymne i
4 voix sur la Transfiguration
with orchestra
a Symphony in C (Rome, April 1813) a second,
in D (May)
Scena ed Aria con cori (June)
and three Quartets, in D, C, and G minor (July
These works,
1814), all written at Naples.
which are not given correctly in anj- previous
biography, are short, but contain many interesting ideas
the only one performed in public was
the second Symphony, which is b}' no means a
youthful indiscretion.'
The quatuors also contain much that might even now be heard with
pleasure
and altogether tliese envois de Rome
show that Herold would have shone in symphony
if he had adhered to that branch of composition.
The stage, however, possesses an irresistible
attraction for a man gifted with ardent imagination and capacity for expressing emotion. It was
natural that he should wish to make his debut
as a dramatic composer at Naples, where he was
pianist to Queen Caroline, and where he led a
happy life, in good relations with the court and
society. AVith Landriani's assistance he compiled
a libretto from Duval's comedy La jeunesse de
Henri V.,' and the opera was a success.
The
libretto was printed (Naples, 1 S 1 5) anonymously
but the music remains in MS.
Shortly after this he left Italy, and made a
stay of some months at Vienna on his way home.
On his return to Paris he at once tried to procure a good opera-book, but might have waited
long for an ojiportunity of coming before the
public, if Boieldieu had not asked him to write
the latter half of Charles de France,' an opira
de circonstam:e produced June 18, 1816.
This
led to his obtaining the libretto of 'Les Rosieres,
three acts (Jan. 27, 1817), which was a complete
La Clochette, three acts (Oct. 18 of
success.
the same year), was full of new and fresh ideas ;
the charming air Me voila' soon became popular,
while those competent to judge were struck by
the advance in knowledge of the stage, and the
originality of instrumentation which it displayed.
His industry and fertility were further proved
by Le premier venu (1818), Les Troqueurs
(1819), and
(1819), 'L' Amour platonique
L'Auteur mort et vivant' (1820) but unfortunately he accepted librettos that were neither
LeMuletier
interesting nor adapted for music.
(May 12, 1823), however, is full of life and colour,

German

a 6
Meletemata Sacra,' Nuremberg,
20 « 3 and 1 a 6.
Besides several
occasional compositions, he also contributed
texts,

'

;

1620,

twenty-five settings,

5, to

a.

Harmo-

Erhardi's

und Figurahj*:sangbuck, Frankfort,
1659, five of which reappear in Schoberlein's
ScluUz dcs liturijisrjieii Cliorgesangcs, 1872, and
show him to be a good harmonist. In Eitner's
Monatshefte fiir Jfiis. Jf'iss. 1900 (Anhang),
'W, Nagel has printed in score a previously
unknown MS. composition by Herbst, Symphonia gratulatoria, Beatua Vir, a 5, with
nisches Chor

'

'

basso continuo.

r. m.

j.

HERCULES, by Handel

the words by Rev.
Broughtou composed between July 19
and August 17, 1744. Announced as a musical
drama
performed and published as an oraThos.

;

;

'

'

'

;

given

First

torio.'

Haymarket, Jan.
Festival,

H.

5,

Diisseldorf,

Leslie,

June

at

King's Theatre,
at the Lower Rhine

the

1745

;

May

17,

1875

;

and by

1877.

8,

o.

HEREFORD FESTIVAL.

See

Three

Choirs.

HERMAN, Nicolas(Heermann), bornabout
1485, cantor at Joachimsthal in Bohemia about
the middle of the 16 th century, and esteemed
also as versifier

;

May 3, 1561. There
which both words and

he died

are chorales extant, of

music are by him,

Tag and

e.g.

*

Erschienen

ist

der

Lobt Gott, ihr Christen alle
gleich.'
For tonality and clear rhythm his
chorales sound more modern than most of his
herrlich

A

'

'

of the earliest extant editions of his
given in the Quellen-Lexikon.
HERMANN, Mathias.
See
"WerreCORENSIS.
age.

works

list

is

HERODIADE. Opera in fouracts, libretto by
Paul Milliet and Henri Gremont, music by Jules
Massenet.
Produced at the Theatre de la
Monnaie, Brussels, Dec. 19, 1881 in an Italian
version by A. Zanardini, at the Scala, Milan,
Feb. 23, 18S2
and at the Theatre des Nations
(now the Theatre Sarah-Bernhardt), Paris, Feb.
1, 1884
and, with certain alterations insisted
on V>y the censorship, as Salome at Covent
Garden, July 6, 1904.
A. c.
HEROLD, Louis Joseph Ferdinand, born
in Paris, "Wednesday, Jan. 28, 1791, at 30 Rue
des Vieux Augustins, now 10 Rue d'Argout
only child of Francois Joseph Hi^rold (17551802) an able pianist of the school of Emanuel
Bach. Louis's gifts for music were soon apparent.
He was educated at the Institution Hix, where
he distinguished himself, and at the same time
Vr'orked at solfege under Fetis, and the pianoforte
under his godfather Louis Adam, father of
Adolphe.
Inl806 he entered the Conservatoire,
where he obtained the first piano prize, studied
harmony under Catel, and composition under
Mehul, whom he alwaysheld in greatadmiration,
and at length, in 1812, carried off the 'Grand
VOL. II
;

;

;

'

'

Rome

prix de

Valliere,

385
'

'

'

'

'

;

;

'

;

'

;

;

'

;

'

'

'

'

'

'

'

'

'

'

'

;

*

and assured his reputa,tion with all who were
After the success of this
competent to judge.
lively little piece it is difiicult to understand how
a man of literary tastes and culture could have
undertaken dramas so tame and uninteresting
Le Lapin
as
L'asthenie (Sept. 1823), and
The fever of production which
blanc (1825).
consumes all composers of genius, afl'ords the
only possible explanation. In fact, rather than remain idle he undertook any employment however
'

'

'

'

2c
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uninviting.
Thus from 1820 to 1827 he was
pianiste-accompagnateur to the Opera Italian
and in 1821 was sent to Italy to engage singers,

the duet
Pourquoi trembler,' makes it one of
There
the finest inspirations in modern opera.

among whom he brought back no less a person
than Mme. Pasta, and Galli.
Inl827he became

in the ditterent pieces.

'

;

is

;

'

;

'

'

'

'

;

;

'

'

;

'

'

'

'

'

'

'

;

'

'

'

;

'

'

'

;

'

'

;

a rich compensation for Emmeline was in store
for him in the brilliant success of Zampa (May
Speaking briefly we may say that
3, 1831).
the quartet in the first act, Le voili,' is a model
the recognition duet
of dignity and refinement
in the second, is full of life, taste, and dramatic
and the deep and eminently characteristic
skill
pathos of the principal number of the third act.
'

'

'

'

'

;

;

much variety, both

of form

The

and movement,

first finale,

with

its

contrasted efiects, is entirely diff'erent
from the second, the stretto of which is full of
In a word, we recognise
tune and inspiration.
in Zampa the hand of a master, who to the
spirit of Italian music unites the depth of the
German and the elegance of the French school.
It is a curious fact that Herold's own countrymen rank the Pre aux Clercs (Dec. 15, 1832)
above 'Zampa,' while the Germans give the
richly

choirmaster at the Academie de Musique, and
began to write ballets.
During these laborious
years, Herold tlirew off for the publishers an
immense quantity of pianoforte music. Fiftynine of these pieces, on which he laid no value,
have been engraved, but we need only mention
the sonata in Ab
another called 'L'Amante
disperato
variations on Au clair de la lune,'
and on Malbrook
a
Rondo dramatique
and a caprice, Pulcinella.' He also made arrangements for the piano, Rossini's
Moise
among the rest, and like a true artist managed
to turn even such work as this to account.
In
the midst of his daily drudgery, however, Herold
kept one aim steadily in view that of becoming
Any opportunity of making
a great composer.
himself known was welcome, and accordingly
he consented to join Auber in writing an opera
de circonstance, VendSme en Espagne (1823)
and also composed LeRoi Rene, two acts(l 824),
for the fete of Louis XVIII.
In Marie,' three
acts (Aug. 12, 1826), a charming opera which
has kept the boards, he evinces thorough knowledge of the stage, great sensibility, and graceful
and refined orchestration. It contains perhaps
too many short pieces, and the treble and tenor
voices unduly predominate, but these drawbacks
are redeemed by original and varied melody, by
charming effects, and great skill in the arrangement.
The scene of Marie's despair is the work
of a master of pathos, and a true dramatic poet.
Urged by a desire to give a practical scope to
his fancy, Herold composed a series of ballets,
'
La Sonnambule (Jan.
Astolphe et Joconde
29,andSept. 19, 1827); 'Lydie'; La Fille mal
gardee (Nov. 17, 1828) and La Belle au bois
dormant' (April 27, 1829). [He also wrote
music to a play, Missolonghi,' for the Odfon.]
It was largely owing to him that the music of
French ballets acquired its peculiarly graceful,
poetical, expressive, and passionate character.
These works gave him the same facility and
command of his pen that writing verses does to
an author. This is clearly seen in his next
opera L'lUusion,' one act (July 18, 1829), the
remarkable finale of which contains a valse with
Emmeline
a melody of a very high order.
(Nov. 28, 1829) was a fiasco, chiefly owing to
the libretto and in the following year he colAuberge d'Aurey
laborated with Carafa in
'

also

'

'

'

'

This arises probably
preference to the latter.
from the criticism to which a French audience
instinctively sulijects the literary part of an

Any want of unanimity between dramaIn Zampa
and composer is felt at once.
for the book, excellent as
this is very marked
it is in the number and variety of the dramatic
situations, bears marks of being the work of one
who does not believe a word of the story he is
telling, and has therefore no sympathy with his
Hence there is a want of relation
characters.
between the librettist, who is no true poet, and
the comjioser, who moves others because he is
moved himself, and is eloquent because he is
In the 'Pre aux Clercs,' on the other
sincere.
hand, the action takes place in a region more
accessible to the ordinary run of play -goers, and
the drama is a very pleasing national poem, free
from incongruities and well adapted for music.
opera.

'

tist

'

;

In setting

it

Herold not only did much to

elevate the tone of French opera-comique, but

had the

satisfaction

We

might

of

a

treating

historical

number, from
as full of warmth and colour as
the overture
that to Zampa,' but forming an Independent
symphony not built upon the materials of the
to the scene of the barque, where the
opera
expressive tones of the violas and violoncellos
complete the narrative of the voices, and the
whole forms one of the finest effects of pathos
The work is charever produced on the stage.
acterised throughout by unity of style, variety
of accent, and sustained inspiration, always kept
subject.

—

specify each

'

—

The great

within the limits of dramatic truth.

requisites for a creative artist are colour, dra-

matic instinct, and sensibility. In colour Herold
was nqt so far behind Weber, while in dramatic
instinct he may be said to have equalled him.
His remark to a friend a few days before his
I
death shows his own estimate of his work
am going too soon I was just beginning to
understand the stage.' ' So modest are the
'

:

;

utterances of these great

poets,

who

are

the

glory of their art and their nation
On Jan. 19, 1833, within a few days of his
forty-second year, and but a month after the
!

production ofhischef-d'^eu^Te, Herold succumbed
to the chest -malady from "which he had been
' Thus, too. Haydn, at the end of hia career,
spoke of himself aA
having just begun to linow how to use the wind instruments.

/
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HEREINGHAM
suffering for

some time

;

HERV6

and was

with

tiuried

great pomp tliree days after. ^ He died at a house
in Les Ternes, which had been his home since
his marriage with Adele Elise Rollet in 1S27,
and now forms the corner of the Rue Demours

and the Rue Bayen, on tlie side of tlie even
numbers. Here were born his three children
Ferihsand, an able avocat, subsequently a
senator
ADfcLE, married in 1854 to M.
:

;

Clamageran, a member of the Paris Conseil
municipal; and EufifixiE, born 1832, a gifted
musician, who was carried off in 1852 by consumption.

Among
articles

the

many

critical

and biogi-aphical
may men-

on this eminent composer, we

tion those of Chaulieu,

Castil

•

Scudo,

Blaze,

Adolphe Adam, a brief but very accurate notice
with portrait in the Magasin pittorcsque for
1873 (pp. 156-159), and, above all, HeroM, sa
vicet sesmurres, byJouviu (Paris, Heugel, 1868,
8vo), which contains many of his own letters
[An interesting criticism of
and memoranda.
'

et

Zampa

is contained in Berlioz's Les ilusieicns
Musiqm\'\
In society he showed himself

la

'

a brilliant and original talker, though inclined
The best portrait is that in
to sarcasm.
His friend David
the Ma{/asin pUtoresqnc.

d'Angers made a medallion of liim in

1815

;

and there

Demesmay

— now

are busts

Rome

in

by Dantan (1833),

in the foyer of the Paris Opera,

and by Charles Gauthier

— in the library

Conservatoire.

of the

G. c.

HERRINGHAM, Henry,

printer of

'

'

'

'

:

his

attention

to

astronomy, and pursued Ids studies for several
during the intervals of his professional

years

He

a telescope of large
dimensions, and in 1781 announced thediscovery
duties.

1

constructed

Hiil^vy completed the iinflnished seore of

'

Ludovic.'

which soon proved to be
the jilanet Uranus. He was thereupon appointed
jirivate astronomer to the king, with a salary of
£400 per annum, and abandoned the musical
of a supposed comet,

He removed to Datchet and afterwards to Slough, was created a knight of the
Hanoverian Guelphic Order, and received an
honorary degi-ee at Oxford.
In the summer of
1792 he was visited at Slough by Haydn.
He
died August 23, 1822.
He published a symphony for orchestra and two military concertos

profession.

wind instruments in 1768.
Jacob Herschel, his elder brother, born
about 1734, was master of the king's band
at Hanover, came to England and died here
in 1792.
He composed some instrumental
for

music.

H. H.

\v.

_

HERVE,

whose real name was Florimond
Ronger, was born June 30, 1825, at Houdain,

He

near Arras.

received his musical education

at the School of Saint Roch, and became an
organist at various Parisian churches.
In 1848

he produced atthe Op^ra National, 'Don Quixote
and Sancho Panfa,' appearing in it himself with
Joseph ICelin the chansonnette singer. In 1851
he became conductor at the Palais Royal in
1854 or 1855 he was manager of the Folies-Concertantes. Boulevard du Temple, a small theatre
converted by him from a music hall, in which
he was composer, librettist, conductor, singer,
machinist, and scene painter, asoccasionreqnired.
Of his then compositions we must name Vade
au Cabaret,' and 'Le Compositeur toque' (played
by him at the Lyceum and Globe Tlieatres in
1870 and 1871).
In 1856 he retired from the
management, but continued to write for his
;

'

many

His
musical works in the years 1650-89.
address was at the signe of the Blew Anchor
In 1670, he issued
in the New Exchange.'
with
the fourtli edition of Carew's Masque,
the songs set to Musick liy Mr. Henry Law es.'
He also printed some works by Purcell, includA Fool's
ing the first edition of D'Urfey's
Preferment,' in 1688.
On the title-page of
together with all the
tills work is added
Songs and Notes to 'em excellently compos'd
w. h. g. e.
by Mr. Henry Purcell.'
HERRMANX, .Jakob. See Zeugheer.
HERSCHEL, Sir Predeisick William,
K.C.H., D.C.L. ('Sir "William Herschel '), born
at Hanover, Nov. 15, 1738, was second son of a
musician there.
He received a good education,
and being destined for the profession of his
father, was, at the age of fourteen, placed in the
band of the Hanoverian regiment of guards.
He came to England with the regiment about
He soon
1757 and was stationed at Durham.
became organist of Halifax parish church, and
continued so until 1766, when he was appointed
Whilst
organist of the Octagon Chapel, Bath.
residing at Bath he turnecl
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theatre, afterwards the

'

Folies Nouvelles.

'

He

played successively at the Debareau, 1858, at
the Delassenients Comiques at Marseilles with
Kelm in his own repertory, at Montpellier
in small tenor jiarts such as Cantarelli ('Pr6
aux Clercs'), Arthur ('Lucia'), etc., and at
Cairo.
He reappeared at the Di^lassements, and
in 1862 produced two new operettas
Le Hussard Persecute and Le Fanfare de Saint Cloud ;
was for twoor tlireeyears composer andconductor
at tlie Eldorado Music Hall, and afterwards conductor at the Porte Saint Martin
he wrote new
music in 1865 for the celebrated revival of the
Biche aux Bois,' and composed an opera in
three acts,
Les Chevaliers de la Table Ronde,'
Bouffes, Nov. 17, 1866.
During the next three
years he compiosed some of his most popular
'

'

'

'

'

;

'

'

three-act operas, piroduced at the Folies

Drama-

1867 (Globe
Theatre, by the Dramatiques Company, June 15,
1872 in English as Hit or Miss,' in one act and
five scenes, freel)^ adapted by Burnand, Olympiic,
April 13, 1868 and another version, three acts,
Op^ra Comique, Oct. 21, 1872); Cliilperio,'
libretto by hini.self, and at first a failure, Oct.
24, 1868 (in French at the Globe by the above
company, June 3, 1872
in English at the
tiques, viz.

'

L'CKil creve,' Oct. 12,

'

;

;

'

;

HERVEY
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Lyceum for the di'biit of Herve, Jan. 22, 1870
frequently revived at other theatres, as at the
opening of the Empire Tlieatre and as recently
as 1903 at the Coronet Theatre, Notting Hill)
lie himself wrote a parody
Chilmeric for the
Eldorado; Le Petit Faust,' his most successful work, April 23, 1869 (in English at the
Lyceum, April 18, 1870, and revived at various theatres)
Les Turcs, a parody of Baja2et,' Dec. 23, 1869.
None of liis subsequent
operas attained tlie same success
many of
tliem, on the contrary, were disastrous failures,
hut La Belle Poule, Folies Dramatiques, Dec.
30, 1876, was played in English at the Gaiety,
March 29, 1879. He was afterwards very successful in new songs, etc., written for Mme. Judic,
Dupuis, and others, such as the 'Pi
Ouit,
the 'Chanson du Colonel,' the Provencal song,
'Ijuesaco?' 'Babetet Cadet,' the 'sneezing duet,'
the Legende de Marfa,' and other music, introduced into the musical comedies performed at the
Varietes, viz. the 'Femme aPapa,' Dec. 3, 1879,
'La Eoussotte,' with Lecocq and Boulard, Jan.
23, 1881, 'Lili,' Jan. 10, 1882, Gaiety, with
Judic, June 1883, 'Maam'zelle Nitouche,' Jan.
26, 1883 (Gaiety, June 1884), 'La Cosaque,'
Feb. 1, 1881 (Gaiety, June 1884), in English at
Fla-Fla,
Koyalty, April 12 of the same year.
tliree acts (Theatre des Menus-Plaisirs), reached
Duly tive representations in Sept. 1886. M. Herve
lias in addition composed for the Englisli stage
Aladdin the Second,' played with great success
;

'

'

'

'

'

;

'

;

'

'

.

.

.

'

'

'

at the Gaiety, Dee. 24, 1870, but without sucLe Nouvel Aladin,' at the Dejazet,
cess, as
He wrote some of the music of
Dec. 1871.
'

Babil and Bijou,' August 29, 1872, and in
1874 was conductor at the Promenade Concerts
in London, when he introduced a Heroic Symphony, 'The Ashantee War,' for solo voices
and orchestra. On June 29, 1886, his Frivoli
was brought out at Drury Lane, and on
Dec. 22, 1887, the ballets 'Dilara' and 'Sport,'
were produced at the Empire Theatre, of which
La Rose
he was for a few years conductor.
d'Aiiiour' (1888), Cleopatre (1889), and Les
Bagatelles' (1890)are to be added to the number
One of his latest works Bacof his ballets.
chaiiale,' brought out at the Theatre des MenusA. c.
Plaisirs, Oct. 22, 1892, was a failure.
'

'

'

'

'

'

'

HERVEY,

Aia'HUR, born in Paris of Irish
Educated at the
26, 1855.
studied with Berthold
Oratory, Birmingham
He was intended
Tours and Edouard Marlois.
for the diplomatic service, but from 1880 took
up the profession of music. He was musical
critic to Vanity Fair from 1889 until his
appointment in 1892 to a similar position on
It will readily be guessed
the Morning Post.
that the duties of such appointments do not leave
much time for composition, and Mr. Hervey's
music is of such excellent quality that his friemls
are apt to grudge the time necessarily devoted
parents,

Jan.

;

to journaUsin.

A

one-act opera,

'

The

Fairy's

Post-Box,' to words by Palgrave Simpson, was
produced at the Court Theatre in 1885, and a
more serious opera is still in MS. Of his charming songs, several sets have been published
(' Sechs
Herzens Stimmen,'
Liebeslieder,'
'

'

Neue

Liebeslieder,'

etc.),

A scena for baritone

songs.

as

well

as

single

and orchestra, The
'

Gates of Night, was performed at the Gloucester
Festival of 1901.
His dramatic overture Love
and Fate' (St. James's Hall, 1890, and Crystal
Palace, 1892) had made it quite clear that Mr.
Hervey was a master of the orchestra and a
couple of tone -poems, 'On the Heights' and
On the March, played at the Cardiff Festival
'

'

;

'

'

Another
1902 enhanced his refiutation.
overture, Youth,' was played with great success
at the Norwich Festival of 1902, and a third
tone -poem, 'In the East,' was given at the
A graceful romance
Cardiff Festival of 1904.
for violin is well known, and other pieces for
violin are often played.
Mr. Hervey is the
author of Masters of French Music (1894),
and French Music in the Nineteenth Century
of

'

M.

(1904).

HERZ, Heineich,

born at Vienna, Jan. 6,
1806, son of a musician who, after teaching
the boy himself and giving him lessons from
Hiinten at Coblenz, was anxious to turn his
early talent for the piano to the best account,
and wisely entered him in 1816 at the Conservatoire at Paris under Pradher.
He carried
off the prize for pianoforte-playing in his first

year,

and thenceforward

his

career

was con-

tinually successful.
He became virtually a
Parisian, and was known as Henri Herz.
In
1821 Moscheles visited Paris, and though there

no mention of Herz in that part of his Journal,
yet we have Herz's own testimony that Moscheles had much influence in the improvement
of his style.' For the next ten years he enjoyed
an immense reputation in Paris both as a writer
and a teacher, and his compositions are said to
have fetched three or four times the prices of
those of much better composers.
In 1831 he
made a tour in Germany with Lafont, but to
judge from the notices in the Allg. Zeitiing
Lafont made the better impression of the two.
is

In 1833 ho made his first visit to London,
played at the Philharmonic on June 10, and
gave a concert of his own, at which he played
duets with Moscheles and with J. B. Cramer.
In 1842 he was made Professor of the Pianoforte
in the Conservatoire.
He returned the following year, appeared again at the Philharmonic,
May 5, and took a long tour, embracing Edinburgh and Dublin. About this time he was

tempted

named

to

a jiianoforte-maker in Paris

join

but the speculation was not
He
successful, and Herz lost much money.
then established a factory of liis own, and to
repair his losses and to obtain the necessary
capital for this made a journey through the
Klepfa,

1

Quoted iQ

FiStis.

HERZ, MEIN HERZ
United

HESDIN
and

the
1851,
and of which he himself wrote an account {Mes
voyages, etc., Paris, 1866).
He then devoted
himself to the making of pianos, and at the
Exposition of 1855 his instnmients obtained
the highest medal, and they now take rank
with those of Pleyel and Erard.
In 1874 he
relinquished his Chair at the Conservatoire, and
died in Paris, Jan. 5, 188S.
Herz left eight concertos for PF. and orchestra, and other compositions for his instrument in every recognised form, reaching to
more than 200 in number, and including an

West

States,

Mexico,

California,

which lasted from 1845

Indies,

till

immense number of Variations.
His Etudes
and his PF. Methode are the only things out
of this mass that are at all likely to survive
their author.
His brilliancy and bravura and
power of execution were prodigious, but they
were not supported by any more solid qualities,
as in the case of Thalberg, Liszt, Tausig, Bulow,
and other great executants. Herz found out

what

what would pay,

public liked and

his

and this he gave them.
Is Herz prejudiced,'
says Mendelssohn, when he says the Parisians
can understand and appreciate nothing but
'

'

variations

^

?

tired of

making fun

of

and his pieces.
His Ocsamvielte
SchrifUn contain many reviews, all couched
in the same bantering style.
In fact Herz was
the Gelinek of his day, and like that once
renowned and popular Abbe is doomed to rapid
his pretensions

oblivion.

G.

HERZ, MEIN HERZ, "WARUM SO TRAURIG
One of the most universally popular of
?

which were
written about 1812 by .Toh. Rudolph Wyss,
junr., in the dialect of Berne, and the music
composed by Joh. Ludwig Friedrich Gltick,
The popua German clergyman (1793-1840).
lar 'In einem kuhlen Grunde ('Das zerbrochene
Ringlein ') is a setting of Eichendorfi"s words
Both date from about
by the same composer.
Volkslieder, the words of

'

M.

1814.

HERZOG,

JoHAXN

German organ

player,

Schmolz in Bavaria.

Geop.g, an eminent
born Sept. 6, 1822, at
He was educated at Alt-

dorf in Bavaria, and his earlier career was
passed in Munich, where in 1842 he became

1849 cantor, and in 1850 professor
In 1854 he removed
to Erlangen, and became teacher in the UniHis
versity and Director of the Singakademie.
Praludienbufh and his Handhmh fiir OrcjaHis
nisten are widely and deservedly known.
Organ School is a work of very great merit,
and his Fantasias are fine and effective comHe retired in 1888, and has since
positions.
o.
lived in Munich.
organist, in

at the Conservatorium.

HERZOGEXBERG, Heixrich Yon (full
name Heinrich, Baron von Herzogenberg1

Qocthe

and

ifeJideissQhn, p. 48.

1843, at Graz in

10,

Vienna Conservatorium
which his time was divided

Styria, studied at the

in 1862-64, after

between Graz and Vienna, until 1872, when he
went to Leipzig.
From 1875 to 1885 he was
conductor of the Bach-verein in that town, and
was subsequently appointed head of the department of theory and composition at the Hochschule
at Berlin.
In the spring of 1886 he succeeded
Kiel as professor, and at the same time became
head of an academical Meisterschule for composition.
In 1888 he retired, owing to his wife's
ill-health, hut resumed his labours after thedeath
of his successor, Bargiel, in 1897.
His works
are for tlie most part remarkable for breadth,
vigour, and originality.
That they bear trace
of the influence of Bralims is surel}" no reproach,
nor is that influence so marked as to impeach
'

'

The

their individuality of style.
'Columbus,' a cantata, op.

symphony,

op. 16

'

;

11

;

list includes
'Odysseus,' a
:

Deutsches Liederspiel,' for

and pianoforte
Der Stern des
Liedes,' op. 55; 'Die AVeihe der Naeht,' op.
Nannas Klage,' op. 59, two psalms, opp.
56
70 and 71, a requiem, op. 72
Totenfeier,' op.
chorus,

soli,

'

;

'

;

'

;

80

Die Geburt Christi,' op. 90
and Die Passion,' op. 93 all important works
variations for two pianos, and a second set, op.
23, on a theme by Brahms
trio for piano and
strings in C minor, op. 24
two trios for
strings alone, op. 27 choral songs or volkslieder,
opp. 26, 28, 35
Psalm cxvi. for chorus, op. 34
sonata for pianoforte and violin in A, op. 32
(the only work by which, through the agency
of Joachim, the composer's name has yet
;

a mass, op. 81

'

;

—

'

'

Schumann was never

German

Peccaduc), born June

389

;

;

;

;

;

become known

;

in

England)

trio in

;

D

minor

pianoforte and strings, op. 36
a second
violin sonata in Ew, op. 54
a sonata for piaiioforte and violoncello, op. 52
organ fantasias
on chorales, opp. 89 and 46
three string
quartets, op. 42
symphony in C minor, oji.
for

;

;

;

;

;

piano pieces and duets, opp. 25, 33, 37,
songs and vocal duets, opp. 2949, and 53

50

;

;

31,

38,

40,

41,

44,

45,

47,

48.

Frau von

Herzogenberg, nie Elizabeth Stockhausen, was
born in 1848, was an excellent pianist, and
died at San Remo, Jan. 7, 1892.
Herzogenberg himself died at "Wiesbaden, Oct. 9, 1900.
(Information from Dr. A. Diirffel, etc.)
M.
HESDIX, Pierre, a French composer of the
earlier half of the 16th century, mentioned as a
singer in the Chapel of Henry II., King of France.
Two of his masses and a motet were copied
into the large choir-books of the Sixtine Chapel
under Pope Paul III.
Other masses and
motets appeared in the pirinted collections of
the time.
Two ofHesdin's chansons have been
reprinted in modern score, one in Expert's reprint of Attaingnant, 1629, the other in Eitner's
sixty chansons, 1899.
It is only a pity that
the texts of many of these melodious chansons
are so utterly scandalous.
In complete editions
it may be necessary to reproduce everything as

HESELTINE
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stands, but in making selections it might
perhaps be better only to choose pieces with

it

fairly unobjectionable texts.

j.

r.

m.

HESELTINE,
was

in

James, a pupil of Dr. Blow,
the early part of the 18th century organ-

Katherine's Hospital, near the Tower.
In 1711 he was elected organist of Durham
Cathedral, retaining his London appointment.
Heseltine composed many excellent anthems,
etc., a few of which are still extant in the books
of some of the cathedrals, but the major part
were destroyed by their composer upon some
difference between him and the Dean and
Chapter of Durham.
He died at Durham,
ist of St.

June 20, 1763. A portrait of him is in the
Music School, Oxford.
w. H. H.
HESS, Willy, violinist, born in Mannheim,
July 14, 1859.
Studied iirst with his father,
a professional violinist, pupil of Spohr.
In
1865 visited America, where he resided with his
family and continued his studies, receiving in
,1868 an engagement to tour through the States
.with the Thomas orchestra.
lu 1872 left

America for Holland, playing in various Dutch
towns with his sister. The following year he
moved to Heidelberg in Germany, making that
town a point of departure for tours in various
continental musical centres.
In 1874 visited
London for the first time, and in 1876 went to
Berlin to study under Joachim, with whom he

two

appointment
and Museum Concerts at
Frankfort, where he also founded a string
quartet and a trio with Kwast and Hugo
Becker.
In 1886 succeeded Professor Wirth as
professor at the Kotterdam Conservatorium, and
in 1888 took the place of Ludwig Straus as
remained

for

years, until his

as leader of the opera

leader of Sir Charles Halle's orchestra in

Man-

chester, where he remained for seven years. He
then received an invitation to return once more

to Germany, this time to Cologne, where he
found a very fine musical position awaiting
him, comprising the leadership of the Giirzenich

Quartet, and conduetorship of the Giirzenich
In 1903 he accepted the position
vacated by Emile Sauret as professor of the
violin at tlie Royal Academy of Music, but
in 1904 went to Boston to learl the Symphony
orchestra.

Mr. Hess is distinOrchestra and a quartet.
guished both as soloist and quartet leader, and,
adding to the intellectuality of the German
school a certain impetuosity of style peculiar
to himself, his range is remarkably wide, and
he is not less at home in the romantic than in
He plays upon a violin by
the classic school.
J. B. Guadagnini, one of the finest known of
w. w. c.
that maker.
HESSE, Adolf Feiedeich, gi-eat organ
player and composer, son of an organ-builder,
born August 30, 1809, at Breslau. His masters
in the pianoforte, composition,

and the organ,

His talent was
wore Berner and E. Ktihler.
sufficiently remarkable to induce the authorities

0^^

him an allowance, which
enabled him to visit Leipzig, Cassel, Hamburg,
Berlin, and Weimar, in each of which he played
his own and other compositions, and enjoyed the
instruction and acquaintance of Hummel, Rinck,
and Spohr. In 1831 he obtained the post which
he kept till his death, that of organist to the
church of the Bernhardins, Breslau. In 1844 he
opened tlie organ at S. Eustache in Paris, and
astonished the Parisians by his pedal playing.
In 1851 he was in London, and played on several
of the organs in the Crystal Palace in Hyde
Park
protesting much against the unequal
But his home
temperament in some of them.
was Breslau, where he was visited by a constant
stream of admirers from far and near up to his
death, August 5, 1863.
Hesse was director
of the Symphony Concerts at Breslau, and left
beliind him a mass of compositions of all classes.
But it is by his organ works that he will be remembered. His Practical Organist,' containing
29 pieces amongst them the well-known varihas been edited
ations on God save the King'
by Lincoln and published by jSTovello. A complete collection of his organ works was edited
0.
by Steggall and published by Boosey.
HEUBERGER, Rich.a.rd Fkanz Joseph,
born at Graz, June 18, 1850, was at first an
engineer, but in 1876 devoted himself to music,
becoming choirmaster of the Vienna Academische Gesangverein, and in 1878 conductor of
the Singakademie in the same capital.
In
1881 he gave up work as a conductor, and
took up criticism, working on the Wiener
Tugehlatt, the Munich Allgenuine Zcititng, and
the Kcue Freie fressc, for which he wrote from
1896 to 1901.
In 1902 he was a teacher in
the Conservatorium, and in 1904 became editor
of the Neiic MnsH'alische Presse.
He has
written numerous vocal and orchestral works,
some cantatas, etc. and three operas, 'Abenteuer
einer Neujahrsnacht (Leipzig, 1886), 'Manuel
Benegas' {ib. 18S9), 'Miriam' (Vienna, 1894),
and 'Das Maifest {il. 1904) as well as two
ballets,
Die Lautenschhigerin (Prague, 1896)
and Struweljieter (Dresden, 1897), and four
operettas, 'Der Opernball
(Vienna, 1898),
'Ihre Excellenz' {ib. 1899), 'Der Sechsuhrzng' (1900), and 'Das Baby' (1902) (Rieof Breslau to grant

—

'

—

—

'

;

'

'

;

'

'

'

'

'

mann's

Zc.rikox).

HEUGEL ET

CIE.
An important firm of
French inusic-jiublishers, founded by Jacques
Leopold Heugel (born at La RochcUe in 1815,
died in Paris, Nov. 13, 1883).
The house has
a great reputation for the issue of educational
works, such as the treatises or methods of
Clierubini, Baillot, Mengozo, Crescentini, CintiDamoreau, Stamaty, ilarmontel, Faure, Dubois,
and others.
Besides these, numerous compositions by Delibes, Massenet, Reyer, Lalo, Charpentier, and others, are published by the firm.
The famous musical periodical, Le Menestrel,
was started in 1834 by the fotmder, and is still

HEXACHOED
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of the firm. Since 1883 the business has been under the control of Henri Heugel,
son of the founder, witli wlioni has been associated as a partner, his nephew, Paul Chevalier

The note, sung, in the second Hexachord, to
the syllable /a, is here sung to ut, and is therefore called F/a ut.
The next note, G, is sung
to sol, in the second Hexachord, re, in the third,
and ut, in the next Hard Hexachord, beginning
on the octave G hence this note is called G
sol re ut.
And the same rule is followed with
regard to all notes that appear in three different
Hexachords.
The note Bt>, occurring only in

the property

Heugel, since 1S91.

G. F.

HEXACHOED.

In order to remove certain
grave difficulties connected with the Tetrachords
of the Greek tonal system, Gnido Aretinus is
said to have proposed, about the year 1024, a
new arrangement, based upon a more convenient
groups
division of the scale into Hexachords

—diatonic

of six sounds, so disposed as to place a
semitone between the third and fourtli notes of

;

the Soft Hexachord, is always called B/«.
called B mi, from its place in the
Hexachord, where alone it is found.

is

The

for

three, in the higher octaves.

Hexachords are composed are sung, by the rules

therefore,

mi and

But, in addition to this
tlie notes of each entire
syllabic
octave are provided with alphabetical names,
exactly similar to those now in use^A, B, C,
D, E, F, G and, these names being immutable,
it follows, that, as the Hexachords begin on
different notes, and constantly overlap each

syllables

fa.
distinction,

;

same syllable is not always found in
At this point
conjunction with the same letter.
arises the only complication with which the
system is burthened a complication so slight
that it is well worth tire student's while to master
it, seeing that its bearing upon the treatment of
the Ecclesiastical Modes, and the management
of Ecal Fugue, is very important indeed.
other, the

—

The

first,

or

Hard Hexachord {Hexachordon

begins on G, the

dxi-Tura),

first line

in the bass

:

a note which is said to have been added, below
the Greek scale, by Gnido, who called it T {gam•ma),

whence the w^ord fram-ma-ut,

gamut

or

—

^

lit

The

second,

chordon

re

or

naturalc),

B

C

D

E

mi

J'a

sol

la

Xatural Hexachord (Hexabegins on C, the second

space

On

C

I)

E

F

G

A

!((

re

Vii

fa.

sol

la

comparing these two examples

it

will be

seen that the note which, in the first He.xachord, was sung to the syllable /a, is here sung
Hence, this note, in the collective gamut,
to ut.

And the same system is folcalled C /'« ii/.
lowed with regard to all notes that occur in
more than one Hexachord.
The third, or Soft Hexachord (Hrxaehordon

is

and, in
moJlc), begins on F, the fourth line
order to place the semitone between its third and
fourtli sounds, the note, B, must be made llat.
:

^

seven in

all

Bt]

Hard

there are
Hexachords —
— are mere recapitulations of the

four remaining

each series, the remaining intervals being re}iresented b}' tones.
The sounds of which these
of this system, to the syllables «^, re, T}ii,fa, sol,
la, the semitone falling always between the

391

may

first

The

entire scheme,

be represented, thus
He.t.

HEXACHORD
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Fugue, in the Ecclesiastical Modes.
"Without
the aid of Solmisation, it would sometimes be
impossible to demonstrate, in these modes, the
fitting answer to a given subject
for, in order
that the answer may be a strict one, it is neces;

sary thatits solmisation shall correspond, exactly,
in one hexachord, with that of tl^e subject, in
another.

Failing this characteristic, the passage
degenerates into cue of mere imitation.
The
answer, therefore, given at b, in the following

example, to the subject at a, is, as Pietro Aron
justly teaches, an answer in appearance only,

and none
a.

at all in reality.

Sobject, in the Hexachord of C.

&.

Pretendecl Answer, in
the Hexachord of G.

mi /a mi

He looked up to them
In
from the shortcomings of the Tetrachord.

perfection of the Octave.

order fully to appreciate the value of his contribution to musical science, we must try to
Whatever may
imagine ourselves in his place.

be the defects of his system, it is immeasurably
and, so long
superior to any that preceded it
as the modes continued in general use, it ful:

HEY,

HAY.

or

The name

dance frequently

mentioned

s.

R.

of a figure of a

by Elizabethan

unknown

the w-ord
maj' come from the French haie, a hedge, the
dancers standing in two rows being compared to
hedges.
Its first occurrence is Thoinot Arbeau's
description of the passages - at - arms in the
Bouffons, or Matassins, one of which is the
Passage de la haye.
This was only danced by
Its derivation is

writers.

Answer
Cantos.

w.

purpose perfectly.

filled its

mm
n

;

Hexach. of F.

in

sol

fa

sol

etc.

Subject in Hexach. of C.

m
m

Altts.

-^

:

mi

sol

Answer

rsjf-^-=^

=rT^m

fa

fa mi

sol

re

mi

re

-y-f^=

e

Hexach. of F.

in

rt
fa

sol

As an
it

instance of the strict

would be

e£

ut

liE^

BASsra.

ment,

re ut

method

difficult to find

of treat-

a more in-

structive example than the

opening of Palestrina's
Missa brevis,' in the Thirteenth Mode
transposed, where the solmisation of the answer,
in the hexachord of F, is identical with that of
the subject in the natural hexachord.
Now, this answer, though the only true one
possible, could never have been deduced by the
laws of modern Tonal Fugue
for, since the
subject begins on the second degree of the scale
by no means an unusual arrangement in the
Thirteenth and Fourteenth Modes
the customary reference to the Tonic and Dominant
would not only have failed to throw any light
upon the question, but would even have tended
to obscure it, by suggesting D as a not impos'

:

—

—

men,

?=rr=^^

/o mi

sol

re

mi

re tU Tt

vA

in imitation of a combat.

Chappell
(Popular MvHc, p. 629) remarks that 'dancing
a reel is but one of the ways of dancing the
hay. ... In the "Dancing Master" the hey
is one of the figures of most frequent occurrence.
In one country-dance " the women stand still,
the men going the hey between them."
This
is evidently winding in and out.
In another,
two men and one woman dance the hey,
like a reel.
In a third, three men dance this
four

.

—

hey, and three
a double reel.'

women
There

at the
is

no

same

time,

—

like

special tune for the

but in Playford's Musicks Hand -maid
(1678) the following air, entitled The Canaries
or the Hay, occurs
hey,

'

:

'

sible response to the initial G.

would be easy to multiply examples but
enough has been said to prove that
those who would rightly understand the magnificent real fugues of Palestrina and Anerio,
It

we

:

trust

l^^^^^^g^^fegg^g^

will not waste the time they devote to the study

of Guido's hexachords.
clearer system, their

necessarily cumbrous.

To

us, familiar

machinery

We may

with a

may seem

unwonder, that,

with the octave within his reach, the great
Benedictine should have gone so far out of the
way, in his search for the means of passing from
one group of sounds to another.
But, we must
remember that he was patiently groping, in the
dark, for an as yet undiscovered truth.
We
look down upon his Hexachords from the

[See

CAyARiEs.]

HEYTHER

I

w.
or

HEATHER,

b. s.

William,

Mus.D. born at Harmondsworth, Middlesex,
about 1 5 S 4 was a lay vicar of Y'estminster Abbey,
and on March 27, 1615, was sworn a gentlematt
,

,

1

His own sp^Jling.

In hia will

it io

Heather.

HIAWATHA

HICKFORD'S ROOM

He was the intimate friend
they occupied the same house in
Westminster, and when, in 1609, Camden was
attacked by a pestilential disease, he retired to
Heyther's honse at Chislehurst to lie cured, and
there he died in 1623, having appointed Heytlier
his executor. "When Camden founded tlie history
lecture at Oxford in 1622, he made his friend
Heyther the bearer to the University of the
The University on that
deed of endowment.
occasion comptlimented Heyther by creating him
Doctor of Music, May IS, 1622.
[It is fairly
clap your
certain that Gibhons's anthem,
hands,' served for Heyther's exercise.
[See
GiBBOXs, Orlando.]
In 1626-27 Heyther
founded the music lecture at Oxford, and endowed it with £1 7 6 S per annum. The deed
Richard
bears date Feb. 2, of 2 Cliarles I.
Nicholson, Mus. Bac.
organist of Magdalen

The late Duke of Cambridge was elected an
honorary member in 1847, and the Duke of

of the Chapel Royal.
of

Camden

;

'

;

;

,

professor.
Dr. Heyther
died in July 1627, and was buried August 1,
in the south aisle of the choir of Westminster
Abbey. He gave £100 toSt. Margaret's Hospital
in Tothill Fields, commonly known aa the Green
Coat School.
There is a portrait of him in his
doctor's robes in the Music School, Oxford, which
w. H. H.
is engraved by Hawkins (chap. 120).
HIA'WATHA.
Scenes from Longfellow's
Song of Hiawatha set to music for soprano,
tenor, and baritone solos, chorus and orchestra,
The first
by S. Coleridge Taylor, op. 30.
section, 'Hiawatha's "Wedding-Feast,' was first
performed at a students' concert at the Koyal
the second,
College of Music, Nov. 11, 1898
'The Death of Minnehaha,' at the North Staffordshire Musical Festival (Hanley), Oct. 26,
1899; and the third, 'Hiawatha's Departure,'
by the Royal Choral Society at the Albert Hall,
March 22, 1900, on which occasion the whole
N, G.
trilogy was given for the first time.

College,

was the

iirst

'

'

;

HIBERNIAN CATCH CLUB.

The oldest
Founded
Patrick's and Christ

existing musical society in Europe.

by the Vicars Choral of St.
Church Cathedrals, Dublin, in

tlie

winter season

of 1679-80, for the cultivation of catches and
vocal music.
In 1698 the place of assembly
was in Francis Street, and a visitor (Henry Eeles)
in 1730 describes the Hibernian Catch Club as

then of

fifty years'

standing (Letter to

tlie

Earl

The existing records go back to
1740, and a volume of their favourite catches

of Burlington).

On

the occasion of Earl
Hardwicke's visit to the club on May 4, 1803,
Stevenson received the honour of knighthood.
From the second decade of the 19th century the
club met every second Tuesday in the month
during the season,' at Morrisson's Hotel the
President for the year being selected from the
members in rotation. Ever since the year 1844
the club has its habitat at the Antient Concert
Rooms, and is still (190.5) in a flourishing condition, meeting on the second Tuesday in every
•was published in 1741.

'

—

month from December

to

May, at 7.15 p.m.

Connaught

in lh77.

HICKFORD'S ROOM,
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not the first, was
one of the first regular public concert-rooms in
London.
After the death of Thomas Brixton
and consequent discontinuance of the musical
gatherings in the long room over his sho]» in
Clerkenwell, the only room jircvious to Hickford's where music could be heard seems to have
been the music room at Clayton's House in
York Buildings (see Cl.ayton).
Of Hickford himself very little is known.
He appears to have been a dancing -master
during the latter part of Queen Anne's reign
and in the early Georgian days, for the first
advertisements of concerts held in his roc-m
mention it as 'Mr. Hickford's Dancing School'
or 'Mr.
Hickford's Great Dancing Room.'
Later it was called simply
Mr. Hickford's
Cireat Room' or 'Hickford's Room.'
It was
if

'

James Street, Haymarket, opposite
the Royal Tennis Court (the building of which
is still standing), and its probable site is now
occupied by the Comedy Theatre.
It must
originally in

have been a room of ver}' considerable size to
begin with, and was perliajis enlarged, since, two
or three years after it was opened, we hear of an
entrance from Panton Street
and in 1719, on
;

the occasion of a concert for the benefit of !Mr.
Dahuron, the Flautist, it is stated that Coaches'
and Chairs may come into James Street or into
Panton Street, there being a passage into the
room both ways.
The first concert in this room
took place on April 4, 1713, for the benefit of
Signer Claudio Roieri, followed by one on April
17 'by subscripition for Signer Nicolino Hayin.'
The only other concert of that year took place
on Jlay 20, for the celebrated Baroness and
Mrs. Paulina.
Hickford's Room became very
quickly a favourite place of entertainment with
audiences and performers, and with good reason.
For the former, it was situated in a fashionable
part of the town, close to the leading theatres,
in a most convenient locality much frequented
by the quality
for the latter, it ^\tLS probably
cheaper and less trouble to arrange for a concert
there than at the Opera House or one of the
City Companies' Halls, where some concerts
were given.
It must have had considerable
advantages
for most of the great performers,
both vocal and instrumental, who visited England, gave their concerts there, and tliose who
resided in London held their benefits there year
after year.
In 1714 there are records of six
concerts in the room.
On Feb. 1 an extra'

'

'

'

'

'

;

;

'

Consort of Vocal and Instrumental
musick by the liest Masters of the Opera, for the
benefit of Mr. Rogier.
The Baroness held her
benefit on March 17, when the famous Signer
Veracini
performed several Sonatas, and the
great Violinist had a benefit of his own on Ajiril
22, the Concert consisting entirely of his own
ordinary

'

'

'

2

c
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compositions, both vocal and instrumental, and
'
several solos on the Violin never played before.'
Signora Stradiotti, a player on the harpsicliord,
who lias never yet performed since her
arrival in England, gave a concert on April 29.
Signer Pardini had a benefit on May 20 and the
Daily Courant of May 18 gives notice that the
concert for the benefit of Mr. Matthew Dubourg,
'

'

;

'

which was

have been at Mr. Hiokford's
school, is deferred to May 27.'
Dubourg was
then eleven years old, and though he is reported
to have played in public at the age of eiglit,
he was evidently, in 1714 and long after, considered an extraordinary youthful prodigy
for
in the advertisements of his annual benefits
which for some years invariably took place at
Hickford's Room his age is always mentioned.
The development of cliamber music, and consequent increase in tlie number of concerts, was
doubtless due very largely to the influence of
Handel, lately come to England with George I.
When Handel began his work of improving the
to

;

and procured celebrated performers

opera,

for

England, many of these, in addition to their
engagements at the opera, took the opportunity
of giving one or two concerts for their own
"benefit.

The

pati'ons of the opera could hardly

refuse to attend a concert given

by some favourite

and Mr. Hickford's great
dancing-room soon became one of the fashionable
resorts of the town.
In 1715 nine or ten concerts were given by and for various more or less
well-known people. But the first concert of
that year is thus advertised in the Daily Coiirof the day,

artist

—

ant of March 21
By desire of several Ladies
of Quality. For the benefit of Mrs. Smith.
At
the Great Room in James Street near the Haymarket, on Wednesday next, being the 23rd
of March will be performed a compleat Consort of Musick by the best Masters of the
Ojiera.
Mrs. Smitli, or Betty Smith as she
was sometimes called, was wigmaker to the
o]')era for many years, and this was not the
only occasion on which tlie Ladies of Quality
desired and obtained for her a benefit at Hick:

'

'

'

'

ford's

Room.

it

This would seem

mark the beginning of charity concerts, for
The
is the first announcement of its kind.

1716 was a benefit for the
and may possibly have been
his first appearance in England, for he is
announced as being 'lately come from Italy.'
first

concert

of

violinist Castrucoi,

It is in the

advertisements of this concert that

mention is first made of an entrance from
Besides being
Panton Street into the room.
appointed leader at the opera, Castrucci quickly
obtained many concert engagements, and after
his first appearance at Hickford's Room he
played at most of the best concerts there for
some years. On March 15 he jierformed the
instrumental music at Signora Isabella Aubert's
concert, and again on March 21, for the benefit of
the Baroness, who on that occasion introduced
Pyrrhus and
several songs out of the opera
Demetrius'
'to be sung in Italian and English.'
On April 12 there was a ball and masquerade
by Mr. Dumirail, together with several entertainments of dancing performed by Mr. Dumirail
and his son, who is lately come from Paris, and
others.
This being the last time of their 'appearing in Publick before their return to Paris.'
A compleat Consort of Vocal and Instrumental
Musick by the best Masters of tlie Opera was
announced for tlie benefit of Signer Giorgio
Giacomo Berwillibald, 'Servant to his Serene
Highness the Margrave of Brandenburg Anspaeh. Brother to Her Royal Highness the
Princess of Wales.'
This concert, originally
intended for May 21, was put off two or three
times on account of the opera, and was finally
given on June 9.
Up to this period it was
usual for the concert season to terminate at the
end of May or in the middle of June, but in
1716 two entertainments at Hickford's Room
were given in December, one on the 13th, another
on the 20th. In 1717 the first concert recorded was for the benefit of Castrucci on
March 13 and at another, on the 20th, for the
benefit of Signer Botelli
lately arrived from
Italy' the celebrated Kicoliiii Grimaldi (see
NiconKi) is announced to sing possibly one
of his last performances in England.
Dubourg
and the Baroness held their annual benefits as
usual in the Great Dancing-Room, as did Signer
Pietro, a player en the bass-viol and German
flute.
These, with three or four less important
concerts, complete the tale for that year.
Few
concerts are recorded in 1718, except the usual
annual benefits of the regular performers
Dubourg, Castrucci, etc., and the only apparent
novelties were these introduced at her concert
by Mile. Coraill, in the form of several new
songs by tlie famous Demenico Scarlatti, never
before performed in this Kingdom.'
The concerts of 1719 seem to have been mostly given
by various members of the opera band, including
the famous hautboy player Kytch, whose name
figures at several concerts, and who, at his own

—

'

'

'

'

;

'

;

On March

31 Valentini who, though not
singing at the opera, appears to have been in
England, held a benefit concert, at which he
was assisted by the gifted and fascinating
The Baroness was a very
Anastasia Robinson.
faithful patroness of Hickford's Room tor many
years.
At her benefit concerts she almost
always managed to introduce some new and
attractive instrumentalist,

or

some new com-

she announces
a
Particularly
Consort of Musick entirely new.
several solos on the violin by Mr. Alexander
Only two
Bitti, newly arrived from Italy.'
positions.

of a lady under misfortune.'
to

In

tills

year

'

other concerts of 1715 call for any particular
notice.
Mr. Dubourg, mentioned as the youth
of 12,' held his annual benefit, playing several
for the benefit
solos, and a concert was given
'

'

'

HICKFORD'S EOOM

HICKFOBD^S ROOM
new solos and Concertos
on the Hautboy and Little Flute
it is further
stated that the Vocal and Instrumental Musick
Avill be by the Best Hands from the Opera.'
The Daily Courant of May 1 advertises 'The

benefit played 'several

'

:

'

Francisco Scarlatti.
The
own composition, being
brother to the famous Alessandro Scarlatti.'
During the next ten years few concerts
calling for special remark are recorded as having
taken place at Hickford's Eoom.
Among the
most noticeable may be mentioned one announced
for March 20, 172-4, for the benetit of Signor
in which will be a Pastoral Cantata
Scarlatti,
Benetit

of

Signor

greatest part of

his

'

for

two

voices,

accompanied by

all sorts of in-

struments, composed by himself on thisoccasion.
The concert -giver is most likely to have been

Domenico

who

Scarlatti,

is

known

to

have

and who was a great friend
In December of the same year we
-of Handel.
hear of an entertainment of dancing by a
French company, who performed the curious
Sword Dance as it is danced in Italy, Spain,
France, and German}', which never was danced
Signor Bigonzi, the conin England before.'
tralto, also gave a concei't at Hickford's Room,
as did other less noticeable singers and instrumentalists who visited England during that
period, and Dubourg, Kytch, and various members of the opera band gave concerts of their own,
and played at others for the benefit of their
visited England,

'

friends.

name

Castrucci's

and he always held

occurs frequently,

annual

benefits at
For these he generally advertises
Hickford's.
some novelty, sometimes concertos and solos
'by his master Corelli, sometimes pieces in

his
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emphatically stated that
no other Lady or
will be admitted in the absence of
the subscriber, and each lady that subscribes
may take another Lady with her, paying a
Crown at the door, but no Gentleman will be
admitted without a Ticket.' The concerts were
carried on for some years
Geminiani himself
performed at them, together with other instrumentalists, and he engaged popular singers of
the day, such as ilrs. Young and Mr. Hull.
In addition to the Geminiani concerts many
others were given at Hickford's Room during
the next few j'ears, some by old habitues, some
by artists who came to London for one season
and were not heard of again. In 173S there
are no concerts recorded in connection with
Hickford at the Panton Street room, his name
does not appear at all, nor are the entertainments such as he was generally associated with
but on Feb. 9, 1739, appeared an advertisement
of a concert for the benefit of Mr. Valentine
Snow (see Snow) to be given at Mr. Hickford's
new Great Room in Brewer Street near Golden
Square.'
Of Hickford's reasons for removing
from Panton Street nothing is known.
The
new room had the ad\"antage of being in a
fashionable pait of town, for both Golden
Square and Brewer Street were at that time
inhabited by persons of position.
The room
itself is still in existence, and is built out at
the back of one of the fine old Georgian houses
yet remaining in Brewer Street, in which Hick'

Gentleman

;

;

'

It is a

ford lived.

room of good proportions,

a particular

50 feet long by 30 broaii, lofty, and with a
coved ceiling. It is lighted by oue large window
at the southern end, in front of whicli is the
platform, small and rather low, and there is a
gallery opposite, over the door.
It appears to

Concert with an Echo,' and a new composition
called the Feasts of the Piazza di Spagnia, in

be in much the same state now as in Hickford's
time, and bears but few marks of alteration,

which Jlr. Castruci will make you liear Two
During the year
Trumpets on the Molin.
1 724, and always afterwards, the rooniwas called
'Hickford's Great Room in Pantou Street,' to
which street the main entrance appears to have
been transferred, though at certain concerts

except that the walls, cornices, and beautiful
carved mouldings have been covered with paint
and whitewash to their great disfigurement.
At the })resent time the house belongs to a
pri^'ate club, and concerts are still given by the
members in the room, which possesses good
acoustic qualities, and was eiidently designed
and built for a music-room.
It originally had
a back door into "Windmill Street, where, as
formeiJy in James Street, ladies and gentlemen
were desired to order their chairs to wait, but
no trace of this old exit remains, and buildings
of a later date now crowd closel}' against tlie
back of the old house.
The concerts in the
new room were on a larger scale than those in
the old one, and in addition to the ordinary
concerts of Vocal ami Instrumental musick
for the benefit of various soloists, oratorios,
anthems, and other compositions of a like
nature were given, and frequently formed the

'

which he can show

power of playing

off his

tricks on his instrument, such as

'

'

'

people are requested to let their chairs wait in
-James Street near the old entrance which was
Early in .January
still used as an extra exit.
1729 Granom the composer began a series of
subscription concerts to take place on Saturday
«venings, but no details of the performances
are recorded.
It would appear, however, that
the weekly concert began at about this period
to be a recognised form of entertainment with
people of fashion, and in December 1731
Oeminiani advertised a series of concerts, t«'enty
in number, beginning on Thursday December
9, and to be continued on every succeeding
Thursdav till the number was completed. The
subscription was four guineas, and for tliat
amount each subscriber had a silver ticket.
These tickets were non- transferable, for it is

'

programme

of some of tlie subscription concerts
that were carried on with greater success than
ever.
John Clnistopher Smith's musical drama
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'Rosalinda,' and his oratorio 'The Lament of
David over Saul and Jonathan,' were both per-

[see

Consecutive] would at once be converted

into real ones, thus

formed for the first time at Hickford's Room
during the season of 1740, and were repeated
:=15S!Z52=£;

three or four times at the particular desire of
several persons of (Quality.'
Two new anthems
'

by Handel, '0 sing unto the Lord,' and 'My
song shall be always,' were performed in Holy
week of that year, also for the ilrst time.

Among the singers were Gerainiani's brilliant
pupil Mrs. Arne and John Beard the famous
tenor (see Beard).
During 1741 Andrioni
and the celebrated violoncellist Caporale appeared several times at the subscription concerts
now held every Friday, and one of the chief
novelties of that season was Hasse's
Salve
Regina, much advertised beforehand, and performed three times.
One of the most noticeable concerts of the
later days of Hickford's Room was that given
by Mozart and his sister on May 13, 1765.
It was announced some weeks beforehand, and
the following advertisement appeared in the
Public Advertiser on the day of performance
For the benefit of Miss Mozart of thirteen
and Master Mozart of eight years of age
Prodigies of Nature.
Hickford's Great Room in
Brewer Street.
This day May 13 will be a
Concert of Vocal and Instrumental Music. With
all the Overtures of this little Boy's own composition.
The vocal part by Sig. Cremonini,
Concerto on the Violin Mr. Barthelomon, Solo
Concertos on
on the Violoncello by Sig. Cirii.
the Harpsichord by the little Composer and his
sister, each single and both together, etc. Tickets
at 5s. each to be had of Mr. Mozart at Mr.
AVilliamson's in Thrift Street, Soho.
This was
the last public concert given by the Mozarts
before they left England.
During the next
ten years Hickford's Room continued to be
used for a variety of good concerts, some being
and for several
directed by Bach and Abel
seasons Mr. Hay carried on a series of subscription concerts on Monday evenings. After 1775,
however, most of the important concerts were
given in the new rooms in Hanover Square, and
Hickford's Room fell gradually into disuse. The
last concert with which his name is connected
'

'

:

'

'

It may be urged, that, as the leaps are not
intended to be filled up, the forbidden sequence
is not formed, and there remains, therefore,
nothing to be condemned.

The answer

to this objection is twofold.

In

the impression left on the ear by
Hidden Fifths or Octaves is sometimes almost
as strongly marked as that piroduced by real
ones
the ear itself possessing the faculty of
filling up the leaps, in imagination, when tempted
to do so by the nature of the jirogression submitted to it. Secondly, in unaccompanied vocal
music to wdiich the prohibition most particularly refers
the least tendency on the part of
an incautious singer to bridge over the leap by
means of a portamento would instantly produce
the effect indicated in the above example.
Nevertheless, the law against Hidden Fifths
and Octaves is not an inelastic one. It is true,
that, in two-part counterpoint, they are as
sternly condemned as the most glaring sequence
Even in three parts their preof real Fifths.
the

first place,

;

—

—

scarcely tolerated. But, in four or more
they are only to be reprehended under
certain conditions.
For instance, between the
extreme parts, they should only be used as a
means of escape from some serious ditficulty.
Between one extreme and one mean part they
are considered less objectionable.
Between two
mean parts there is little to be said against
them and, when one of the parts concerned in
their formation moves a semitone, they are freely
permitted, even between treble and bass. Bearing these rules in mind, the student can scarcely
go very far wrong and, should he find any diffi-

sence

is

parts,

;

;

culty in detecting the faulty progressions,

it

may

;

B. H.

took place in 1779.

HIDDEN FIFTHS AND OCTAVES
Quintae coopcrtae, sen ahscondiUie
decfcte

Qainten).

Hidden

;

(Lat.

Germ. Ver-

Fifths, or Octaves, are

held to be produced, whenever two parts proceed, in similar motion, towards a single Fifth, or
Octave, to which one of them at least progresses
by a leap, as in the following example

m

1=^

m

Progressions such as these are prohibited, beup by the intervals
of the Diatonic Scale, the hidden 'consecu fives'
cause, were the leaps filled

be removed by a reference to the old law, which
enacts that
A Perfect Concord may not be
approached in similar motion.'
The great masters of the 16th century were
far more lenient towards Hidden Fifths and
Octaves than many modern theorists.
In the
works of Palestrina and his contemporaries, examples, even between extreme parts, may be
found on almost every page.^ These composers
also delighted in hiding Fifths and Octaves in
another and a singularly beautiful way. It is of
course understood that such progressions are
only forbidden when they occur between the
'

same two paits. When formed between different
voices, by means of crossing the parts, they are
as in the following combinations from Palestrina's
Missa Papae Marcelli

perfectly lawful

;

'

and

'

Missa Brevis

'

:

' In the beginning of P.ileetrina'e motet
Fratres ego' there is
indeed an instance of Hidden Fifths, in two parts hnt this case is bo
extraordinary that the writer cannot remember ever having met with
a Xiiirallel one.
'

r
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and misleading term hidden is
being gradually displaced by the more accurate
one 'exposed,' the universal adoption of which
is certainly desirable in the interests of all
students and teachers of Harmony.
"With reference to the employment, of what in
future will be referred to as exposed octaves
and exposed fi fths, not only do the rules given
in different text-books to regulate their employment reveal \vide differences of opinion upon
this subject amongst theorists themselves, but
these rules are quite out of touch with the
established practice of composers.
In connection with the different views held by theorists
representing different schools of thought, it is
worthy of passing notice tliat some of the most
eminent continental theorists impose restrictraditional

;;z|z:g]

SO';

'

'

'

The effect of such passages as these, when
sung without accompanimeut, is perfectly pure
and beautiful but when arranged for keyed in;

strvuuents, where the

motion of the parts cannot
be distinguished, they become simply intolerable.
In this form they degenerate into sequences of

^^E^g^^

:^

but this is not the
the most vulgar character
form in which Palestrina intended them to be
heard.
w.
r,.
The above article is written from the point of
view adopted by earlier theorists, whose experience of such progressions was limited chiefly to
their employment in pure unaccompanied vocal
music of an essentially contrapuntal character.
The development of music upon a harmonic
;

,s.

basis has, of course, greatly influenced the

mind

human

in its attitude of listening to music,

with

the result that all laws of harmonic progression
which have been handed down from previous
times, and which are explained in their relationship to the special nature and condition of the
Art of those times, and derive their authority

from its special requirements, must, before their
authority can be admitted in connection mth
the latest developments of the Art, be justified
by modern practice, or must submit to be modified by the light of modern experience.
In no
rules of harmonic progression do such considerations apply with greater force than those which
refer to the employment of hidden octaves and
Viewed from the modern standpoint,
fifths.
the term 'hidden,' itself, as applied to perfect
octaves or perfect fifths approached in similar
motion, seems a misnomer.
The idea that the
listener unconsciously fills up the gaps in the
parts which proceed by similar motion to a
perfect octave, or a perfect fifth, and so create
forbidden consecutives, which do not exist in
the music itself, can only be regarded as an
interesting tradition of the jiast, which, in
the present day, no intelligent musician can
'When so-called hidden
pretend to belie^'e.
octaves or fifths do produce an objectionable
musical effect, it is obviously due to the fact
that the octave or the fifth which is present is
itself thrown into undue prominence, and what
the progression is the result
. is unsatisfactory in
exposure
of the perfect
of the exceptional
interval which is present, and not to a faulty
'

'

progression which is supposed to exist in the
This fact is now
imagination of the listener.
admitted by the more pirogressive amongst
musical theorists, and in modern text-books the

'

'

tions

upon the employment

so formed, either between

of octaves

two inner

and

fifths

parts, or

between one inner and one outside part, which
are not recognised by English theorists.
Both
Tchaikovsky in his Guide to the I'radical Study
of Harmony (Leipzig, 1900), and Jadassohn in

Manual

of

employment

of

his

Harmony (1890), forbid the
many such octaves and fifths,

and that

in portions of their text-books, which
obviously are not merely for the guidance of
beginners, but for the fairly advanced student.
When such restrictions and prohibitions extend
so far as to describe as bad, and forbid the em--»
j)loyment of the progression
shown below, it is doubtful
fe y.gZ3 yg
whether such rules are not
merely devoid of all musical
77^S:
authority, but whether they
Bad according to P'ossess an}' value even for the

—

^ —°

^

Jadassohn.

purp'oses of

mental discipline

;

whether, in fact, they do not tend to make the
introduction of any kind of spontaneous musical thought into the work of the student absolutely impossible.

The following example indicates some of the
upon this subject which
prevail amongst leading modern theorists.
All
differences of opinion

the progressions illustrated are familiar ones,

and some are even commonplace

;

yet so

much

are the accepted rules out of touch with the

practice of composers that upon no single progression are these theorists all agreed, nor is
there one progression which all of them allow
to be

employed

:

Jadassohn
Allowed. Not allowed.

Possible.

Kot allowed.

Tchaikovsky

Not

allow-ed.

Not allowed. Not allowed. Allowed.

Macfarren and Prout
Allowed.
Not allowed.

Not allowed. Not allowed.
I
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at the attitude of

modern

Wesley.

Anthem.

theorists towards exposed octaves and fifths we
will now briefly consider their emiiloyment in
musical composition, from the point of view

adopted hy English theorists, that is, when they
are formed between the outside parts.
The examination of many examples of exposed octaves
and exposed fifths, approached in various Avays,
seems to suggest that the effect of such progressions varies (and is more or less satisfactory)
according to the extent to which the particular
eflectof the exposed interval dominates the ettect
of the second chord of the progression. When the
nature of the individual chords forming the progression, their harmonic relationship, the number
of parts employed, or their general progression,
is such as to neutralise the effect of the exposed
interval, no unsatisfactory effect is produced.
By the nature of the individual chords is
meant whether either or both of the chords be
a discord, or whether both are concords. "When
the second chord is a discord, to whatever extent
an exposed interval may be thrown into prominence, the eHTect of this exposure is almost invariably neutralised by the dissonant character
of the chord, as shown below

Exposed intervals formed in connection with
and their inversions whose roots are a

triads

third (or a sixth) apart, vary very much according to the nature of the pirogression itself.
The
stx'cngth of such progi'essions depjends largely

upon
some such progres-

upion the respective degrees of the scale

which such

triads are formed,

sions being strong

weak and

and

bold, while others are

That two triads, so
have two notes in common, implies the
presence of a strong and direct harmonic connection between them, "which naturally tends to
neutralise the effect of the exposed interval. In
the majority of instances such exposed intervals
are more satisfactory when approached fi'om
above than when approached from below. The
following progression is by no means an unfamiliar one
unsatisfactory.

related,

:

:

Elvey.

Anthem.

Gounod.

TuRLE.

Motet.

Although few theorists have yet admitted
the fact, yet the works of modern composers
prove that other rules of harmonic progression,

Chant.

Exposed intervals formed in connection witli
and inversions whose roots are adjacent,
and therefore which have no direct harmonic

triads

much

connection, vary considerably in musical effect,
both according to the degrees of the scale upon
which such triads are formed, and also partly as

as

to

besides those referring to exposed intervals, lose
of their musical authority (at least so far
the universal application of them is concerned), when either or both of the chords forming the pirogression are discords.

With reference to exposed intervals formed
between triads and their inversions, the presence
of some form of harmonic connection between
the two chords helps to mitigate the effect of an
exposed interval.
In connection with triads
and their inversions whose roots are a fourth or
a fifth apart, and which, therefore, have one note
in common, when one of the parts moves by step,

whether either chord

is

in

an inverted form.

When

one of the chords is in an inverted form,
and the highest part moves by step, while the
lower part leaps either a fourth or a fifth, the
effect is almost invariably good

Sullivan. 'TeDeum.' Gareett. 'TeDeum.'

is rarely unboth parts leap, especially

the other part leaping, the ettect
satisfactory.

When

"when the leaps are made in a downward direction, neither ptart leaping more than a fifth, the
effect may be excellent. The following illustrate

exposed intervals so formed
Lasso.

:

iladrigal.

An

exposed octave formed between two such
second being in its second inversion,
is also unobjectionable when one part moves by
step and the other leaps a fourth
triads, the

Gounod.

Motet.
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The following illustration shows an exposed
octave formed between two such triads in their
original position, the lower part moving a
second, and the higher one a fourth

When the chords have no such connection, as
the number of parts increase, the attention
of the listener is distributed over the movement
of a greater number, and the progression of any
two parts (even when they are outside parts)
must in some corresponding proportion become

Mendelssohn.

St.

Paul.

4-

39S)

less noticeable.

In connection with the last four examples,
the strong and characteristic movement of the
two parts, hy a second and hy a fourth or fifth,

In any general consideration of exposed inmodern standpoint, it is
hardly incorrect to say that, in harmony of
not less than four parts, there are very few
progressions which, while satisfactory from every
other point of view, are made really objectionable by the presence of an e.xposed octave or

exerts considerable influence in the direction of

fifth.

tervals viewed from a

strengthening the effect of the progressions.
An exposed fifth formed i)etween two triads
having adjacent roots, the first triad being in an
inverted form, and the bass falling a second, as
shown below, is perfectly satisfactory

Bkah.ms.

F. G. s.

HIGHLAND

step in dancing,

peculiar to the Scotch Highlands.

commonly
term

transferred to the dance

'fling' expresses

characterises

The name is
itself.
The

the kicking gesture which
a horse kicks by merely

When

it.

raising one leg

Xequiem.

A

FLING.

and striking with

it,

he

said,

is

The

in grooms' parlance, to 'fling like a cow.'

performer dances on each leg alternately, and
The
flings the other leg in front and behind.

Highland Fling,

in

which

more

three, four, or

persons may take part, is danced to the music of
the Strathspey. The following is a specimen
:

With reference to the number of parts employed in the formation of the progTcssion, in
fulall matters of harmonic progression the
ness' of the chords employed, which is produced
by the doubling or duplication of the several
notes of the chord in different octaves (especially
when the doubling results in harmony of more
than four parts) exerts a large influence upon the
musical effect of the progression, and one which
has hardly been sufficiently recognised by those
who have framed the rules of harmonic jirogression.
In connection with exposed intervals the
'

Marquis of Hantly's Highland Fling.
Allegro.

w St*: piliSlEipp

h^^^^m

number of parts which make up the progression
a most important factor in determining the

is

ultimate musical effect.
A comparison of the
different musical effect of the same progression
heard first in few parts and then in a large number
of parts, proves that progressions which are
unsatisfactory in two or even three parts, may
When the
be quite good in four or five parts.
two chords forming the progression have one or
more notes in common it is obvious that an
increase in the number of parts means the
strengthening of the direct harmonic connection
between the chords by the doubling of the common notes, as shown in the following example
:

Wagner. Die Meistersinger.

E. J. P.

HIGH MASS

Missa

Solemnis
Fr.
Grand'-Mcsse; Germ. Grossc Jlcsse). Mass, sung
throughout, with full ceremonial, the Priest
being assisted by Deacon and Subdeacon, Jlaster
of Ceremonies, Thurifer, and two Acolytes.
A
ilass, sung with equally solemn music, but
without the assistance of a Deacon and Subdeacon, and without the use of Incense, is called
(Lat.

a Jlissa. cantata, or

Low Mass

is

said

Sung Jlass.
by the Priest, without music,

and with the assistance of one Server only. [See
Mass.]
-w. s. r.
HILDEBRAND, Z.acharie(1680-1743), and
his son Johann Gottfried, were eminent organbuilders in Germany.
The latter, who was the
principal

workman

of the Dresden Silbermann,

built the noble organ of St. Michael's,
in 1762,

Good.

;

which

cost

Hamburg,
v. de p.

more than £4000.

HILES, Henry, born Dec. 3:, 1826, at
Shrewsbury, received instruction fromhis brother
John he was organist successively at Shrews;

HILL
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bury, as his brother's deputy

HILL
;

at Bishopwearniouth iu 1847

Wood

at
;

Bury
St.

in

1846

;

Michael's,

Street, in 1859
at the Blind Asylum,
Manchester, in Aug. 1859 at Bowden in 1861
at St. Paul's, Manchester, 1863-67. In 1852-59
he travelled round the world on account of illhealth.
He received the degrees of Mus. B.
Oxon., 1862, and Mus.D. 1867.
In the latter
year he resigned his post of organist in 1876
he became lecturer ou harmony and composition
;

;

;

Owens College, and in 1879 at the Victoria
University he was one of the promoters of the
National Society of Professional Musicians (see
He was conductor of several musical
p. 464).
societies in Lancashire and Yorkshire, and was
editor and proprietor of the Quarterly Musical
Review, a modern namesake of the well-known
magazine of that name, which lasted from 1885
to 1888.
In 1893 he was appointed Professor
at the Manchester College of Music.
He retired
to Pinner, near Harrow, in 1904, and died at
"Worthing on Oct. 20 of that year. His compositions include 'David,' oratorio, 1860; 'The
at

;

1872

Patriarchs,' oratorio,

;

'War

in the House-

hold, 'operetta, 1885, from the German of Castelli
('Hausliche Krieg '), originally composed by

Schubert

'Harold,' overture, composed 1893
'Watchfulness,'
Fayre Pastorel,' and 'The
Crusaders,' cantatas
settings of Psalms xlvi.
and xcvi.
several anthems, services, and partsongs (his glee, 'Hushed in Death,' is very
popular
it obtained the prize offered by the
Manchester Gentlemen's Glee Club, 1878)
'Installation Ode,' Victoria University, 1892, and
other choral works.
Prelude and Fugue in A
Do. in D minor, a Sonata in G minor, six Impromptus, two Sets, Festival March, 'Youth,'
pianoforte
a concert-overture, etc. for organ
pieces and songs.
He has written books on
music. Grammar of Miisic, two vols., Forsyth
Bros. 1879; Harmony of Sownds, three editions,
First Lessons in Singing,
1871, 1872, 1879
Part
Hime & Addison, Manchester, 1881
Writing or Modern Counterpoint, Novello, 1884.
Harmony or Counterpoint? 1889; Harmony,
Choral or Contrapuntal, 1894. (A biographical
sketch appeared in the Musical Times for July
;

;

'

;

;

;

;

;

'

'

;

;

;

1900.)

His elder brother, John, born 1810, at Shrewsbury, was also an organist at Shrewsbury, PortsHe wrote
mouth, Brighton, and London.
pianoforte pieces, songs, and musical works,
Catechism for the Pianoforte Student, Catechism

A

for

and

Organ (1878), Catechism for Harmony
Thoroiujh Bass, Catechism for Part Singing,

th«

Bictionary of 12,500 Musical Terms(lS71), etc.
A. c.
He died in London, Feb. 4, 1882.
HILL, Henry, a distinguished English viola
player, a son of Henry Lockey Hill, the violinmaker, was born in London, July 2, 1808, and
His
died on June 11, 1856, in the same city.
early life as a musician was uneventful, and the
success that he achieved in after life was not due

to

any particular training he received, but to his
He became the leading
inherent ability.

own

viola

time at the

player of his

Opera,

the

and the principal oratorio

provincial Festivals,

and he especially made a name for
He was
himself as a player of chamber music.
a cultured musician and a man of scholarly
attainments.
He was a member of the Queen's
Private Band, of Ella's Musical Union, and the
Queen's Square Select Society, playing at most

concerts,

of their concerts

;

and

in association with Mr.

Alsager he was one of the founders of the
Beethoven Quartet Society, for the analytical
programmes of which he was responsible. He
made the acquaintance of Berlioz, and he played
the solo part in Harold en Italic on the occasion of its first performance in London, Feb.
Berlioz, in his Soiries de VOrchestre,
7, 1848.
speaks of Hill and his incomparable instrument,
which it is interesting to add was made by the
An admirable
English maker, Barak Norman.
lithograph portrait of Henry Hill was drawn by
Baugniet, a well-known draughtsman of the
'

'

A. F. H.

time.

London violin and other
instrument maker, who was born in 1715 and
died in 1784.
He worked at 'Ye Harp and
Hautboy' in Piccadilly, then in High Holborn
afterwards at the
Violin
in Angel Court,
Westminster, and finally at the Harp and Flute
From tliis address
in the Haymarket in 1762.
he issued some volumes of music, being sets of

HILL, Joseph,

a

;

'

'

lessons for the harpsichord by different authors.
He was ancestor to a line of fiddle-makers, the

whom are Messrs. W. E. Hill &
New Bond Street. [Information from

descendants of
Sons, of

Mr. Arthur F. Hill.]

r. K.

HILL, Thomas Henry Welst-, born

iu

was taught violinplaying by Sainton at the Royal Academy of
Music, and in 1845 was elected King's Scholar.
He first appeared at an Academy Concert iu
1847, in Spohr's 9th Concerto, and subsequently went to America, where he introduced
London, Jan.

23,

1828

;

Mendelssohn's Violin Concerto.
He afterwards
undertook a professional tour in Europe, and
in 1849 became a member of Costa's band at
the Royal Italian Opera and elsewhere.
In
1871 he followed his old conductor to Drury
Lane, where he filled the post of Director of
the Ballet Music, and tlien to Her Majesty's till
1879.
In 1873, and in 1875-76, he was conductor at the Alexandra Palace, and displayed
great energy in that department, giving performances of Handel's 'Esther' and 'Susanna,'
Gade's 'Spring Fantasia,' Berlioz's 'Danse des
Sylphes,' compositions of Saint-Saens, etc. Mr.
Hill introduced to the British public the works
of Bizet and Massenet, the former by his 'Patrie'
Overture, the
Arlesienne Suite, and Ballet
music, Fair Maid of Perth
the latter by his
'Scenes Pittoresques.'
In 1877 and 1878 he
'

'

'

'

;

conducted a short season of English opera at Her

HILLEMACHER

HILL
Majesty's Theatre. In 1878-79 he was conductor
of !Mme. Yiard-Louis's orchestral concerts, and
gained much reputation for himself and his
orchestra during the short term of their existAmong the novelties jToduced were
ence.
Svendsen's first Symphony
Salvayre's St-abat
Mater, and
Fandango Ballet
Cherabini's
'Ali Baba' Ballet Davenport's 'Twelfth Night'
Overture; 'The Rivulet,' by Corder
Danse
ilacabre by Saint-Saens
Berlioz-selections and
works by Bourgault-Ducoudray and Gevaert.
Massenet also conducted his orchestral suite,
called 'Shakespeare,' April 30, 1878, on his
first appearance in England, and again on Dec.
Goetz was first introduced to the
17, 1878.
British public by his only Symphony.
In 1880
Mr. Weist-Hill was conductor of the Promenade
Concerts, Covent Garden, where, on Oct. 20,
Roma to an English
he introduced Bizet's
audience.
It was played at the Crystal Palace
on the following Saturday, Oct. 23.
In the
same year he was appointed Principal of the
Guildhall School of ilusic.
In this post,
which he retained until his death on Dec. 25,
under his ener1891, he was very successful
getic direction the number of pupils rose to
upwards of 2500.
A. C.
HILL, '\V., & SON are organ -builders in London.
The house was founded by John Snetzler
about 1755, who was succeeded in 1780 by his
foreman, Ohrmann. [SxETZLEii.] The latter had
a partner, W. Nutt, in 1790, who was afterwards
joined by Thomas Elliott about 1803.
After
Elliott had done business for some time alone,
he took as partner, in 1825, William Hill, a
Lincolnshire man, who had married his daughter,
-and died in 1832, Hill remaining alone until
1837, when he was joined by Frederic Davison.
After 1838 Davison left to become a partner of
John Gray, and the firm became W. Hill & Son.
[Gkay & Davison.] Hill died Dec. IS, 1870.
He deserves the gratitude of English organists
for having, in conjunction with Gauntlett, introduced the CC compass into this country.
Elliott & Hill built the present organ in York
;

'

'

;

;

;

;

'

'

;

Minster, since which the Hills have built, amongst
others, the organs of Elj', Worcester, and

many

Mancliester Cathedrals Birmingham Town Hall
St. Peter's, Cornhill
and All Saints', Margaret
;

;

Street, London Melbourne Town Hall, etc. Mr.
Arthur George Hill, one of the partners in the
firm, is the author of a valuable hook on Organcases and Organs of the Middle Ages and Henais;

sanee, etc.,

1883.

HILL, W.

v.

de

p.

& SONS aLondon

firmofviolin
makers, dealers and repairers, carrying on business at 140 New Bond Street, and holding in the
musical world a position of recognised authority
E.,

;

Most of
all matters relating to the vi.ilin.
the I'amous instruments by Stradivari and other
makers have passed from time to time through
The firm, which consists at the
their hands.
present time of four brothers, Arthur Frederick
on
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Alfred Ebsworth, William Henry, and Walter
Edgar Hill, and which is connected traditionally with the 'Mr. Hill, the instrument maker'
mentioned in Pepys's Diary (1660), was founded
by Joseph Hill (1715-84, see above), who was
apprenticed to Peter Wamsley, and afterwards
carried on business at the sign of the Violin
in Holborn in 1762, and later at the sign of
the Harp and Flute in the Haymarket.
He
turned out, in his time, many good instruments,
and his violoncellos are to this day in good repute
both here and on the continent.
His five sons,
William, Joseph, Lockey, Benjamin, and John,
were all violin-makers and musicians, the names
of three of them appearing in the orchestra at
the first Handel Commemoration in 1784.
As
much may be said of many other members of
the family.
One of them belonged to Queen
Anne's Band others appeared late in the 18th
century in the Minute Books of the Royal Society
of Jlusicians, and in the records of the Musicians
Company. The connection between the art and
the craft has always been maintained, and
Henry Hill (see above) ranked as the leading
English viola pla3^er of his day, and was one
of the founders of the Beethoven Quartet Society.
'

'

'

;

His brother, William Ebsworth Hill (died 1895),
father of the firesent members of the firm, was
one of the worthies of the violin world, a genuine
craftsman, whose judgment could be relied upon
where the authenticity of old instruments was
concerned.
He was gifted, it may be added,
with a keen sense of humour.
Alfred Ebsworth
Hill and Walter Edgar Hill both learned their
craft of luthier in the old French violin-making

town of Mirecourt, the former being the first
Englishman to do so. William Henry HiU
began life as a professor of the viola. The firm
has established workshops ne-ar London, and
although the number of instruments produced
has not been large (about a hundred and fifty),
some good results have been attained. All the
brothers have co-operated in the editing of
various pamphlets dealing with the violin, of
which the Lift and Jl'ork of Maggini, from the
pen of Lady Huggins, is the most important
and in writing a Life of Stradivari, which has
been welcomed by every lover of the violin at
home and abroad, being not only a compendium
of all that is known of the master, but containing, in addition, the results of independent research extending over a series of years, w. w. c.
HILLEMACHER, two brothers whose works,
written in collaboration, have attained a high
]K:isition in French music.
Both were born in
Paris
Paul, on Nov. 25, 1852, and Lucien,
on June 10, 1860 both studied at the Conservatoire
the elder obtained a second accessit in
;

;

;

harmony and accompaniment

in 1870, a first
counterpoint and fugue in 1872, a
second prize in 1873, the second grand pjrix de
Rome in 1873, and the first in 1876. The
younger brother gained a first accessit in harmony
accessit in

2d

HILLER

HILLER

in 1877, a first prize in 1878,
the second grand prix de Rome in 1879, and the
first in 1880.
The practice of writing in
collaboration was adopted in 1881, with the
signature 'P. L. Hillemacher.
Their first
important work was Loreley,' a Legende symphonique (Grand Prix de la ville de Paris, 1882)
Saint-Megrin,' four-act opera (Brussels, March
Une aventure d'Arlequin,' four-act
2, 1886)
opera - comique (Brussels, March 22, 1888);
'Le Regiment qui passe,' one-act opera-comique,
(Royan, Sept. 11, 1894); 'One for Two,'
one-act pantomime (London, Prince of Wales's
Theatre, May 26, 1894);
Le Drac' ('Der
Fluthgeist '), lyrical drama in three acts (Carlsruhe, Nov. 14, 1896) and 'Orsola,' lyric drama
in three acts (Paris, Grand Opera, May 21,
'Circe,' lyric drama in three acts, ac1902).
cepted in 1898, by the Opera Comique, has not
yet been performed.
The brothers have also
brought out several albums of songs, and choral
pieces, as well as works for orchestra and chamber
music. Refined musicians, possessed of remarkable technical knowledgeandaprofound dramatic
instinct, the Hillemachers are among the most
distinguished of modern French composers but
the complete development of their originality
has been to some extent retarded by the undue
influence upon them of Wagner's music.
G. r.
HILLER, Ferdinand, was born of Jemsh
parents at Frankfort-on-the-Main, Oct. 24, 1811.
His first music - lessons were from a violinist
named Hofmann, who did little beyond allowing
him to form his taste by playing the sonatas of
Mozart and Beethoven.
Instruction on the
pianoforte he received from Aloys Schmidt, and
in harmony and counterpoint from VoUweiler.
At ten he played a concerto of Mozart's in public,
and at twelve began to compose. Though educated for a learned profession, he was allowed to
take up the study of music in earnest and in
1825 was placed with Hummel at Weimar. Here
for a time his attention was absorbed by composition for Hummel, recognising his obvious bent,
allowed him to take his own course. His master's
criticisms on his early compositions were severe
and disheartening, but Hiller proved the reality
of his artistic impulse by never allowing himself
In 1827 he accompanied
to be discouraged.
Hummel on a professional tour to Vienna, and
had the privilege of seeing Beethoven on his
death-bed and of witnessing the dissipation of
the cloud which had once interrupted his interOf this meeting he has
course with Hummel.
given an interesting account from memory in his
Aus dem Tonlehcn (2nd series). While in Vienna
he published his op. 1, a pianoforte quartet
written in Weimar. He then returned to Frankfort, but stayed there only a short time, in spite
of his advantageous intercourse with Schelble,
as he was anxious to push on to Paris, at that
time the headquarters of music and everything
His stay in Paris lasted from 1828 to
else.

1835, with one break caused by the death of his
He acted for a time as professor in
Choron's Institutionde Musique, but afterwards
lived independently, perfecting himself as a
pianist and composer, enjoying the best society.
Besides Mendelssohn, whom he met as a boy at
Frankfort and with whom he remained in the
closest friendship to a late date, he was intimate
with Cherubini, Rossini, Chopin, Liszt, Meyerbeer, Berlioz, Nourrit, Heine, and many others.
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and composition

'

'

'

:

'

'

;

;

;

;

father.

'

'

of Hiller's

Biographw Universelh, gives further
and especially
concerts, in which Fetis took part.

Suffice

to say here

Fetis, in his

particulars of this stay in Paris,
it

that his performances

Bach and Beethoven had an important share
in making the works of those great masters
He was the first to
better known in France.
and his
play Beethoven's Eb Concerto in Paris
of

;

company with Baillot,
From Paris
at the time.

classical soirees, given in

excited

much attention

he returned to Frankfort, conducted the CacilienVerein in 1836 and 1837 during Schelble'.s
illness, and then passed on to Milan, where he

met Liszt and
him with the libretto

Rossi furnished
Romilda,' which he set
to music, and which, through the intervention
of Rossini, was produced at the Scala in 1839,

agsrin

Rossini.

of

'

but without success.
Here also he began his
oratorio
Die Zerstorung Jerusalems, perhaps
his most important work, and one that interested
Mendelssohn so much that he induced Hiller to
pass the winter of 1839 in Leipzig, personally
'

'

superintending

production (April

its

which was most

successful,

2,

1840),

and was followed by

performances at Frankfort, Berlin, Dresden,
Vienna, Amsterdam, and elsewhere.
On his
second journey to Italy in 1841, hewent to Rome,
and studied old Italian Church music under the
guidance of Baini, of whom he has recorded his
ii. 101).
On his return
lived successively in Frankfort,

recollections {Tmileben,
to

Germany he

Leipzig (conducting the Gewandhaus Concerts
and Dresden. Here he produced
two more operas, Traum in der Christnacht,'
and 'Conradin.' During this time he lived on
intimate terms with Spohr, Mendelssohn, the
Schumanns, David, Hauptmann, Joachim, and
of 1843-44),

'

many more

illustrious

artists.

A

lasting

memorial of this period is preserved in the dedication of Schumann's PF. Concerto to him
freundschaftlich zugeeignet. In 1 84 7 he became
municipal capellmeister at Diisseldorf, and in
1850 accepted a similar post at Cologne, where
he organised the Conservatorium, and became its
first director.
This post he retained till his
death, May 10, 1885, and in his various capacities
of composer, conductor, teacher, and Httiratcur,
he exercised an important influence on music in
the Rhenish Provinces. He gave such an impetus
to the musical society of which he was conductor,
that its concerts have been long considered among
the best in Germany. The Lower Rhine Festivals,
which he conducted from 1850 as often as they
'

'

HILLER

HILLER

were held at Cologne, chiefly contributed to gain
him his high reputation as a conductor. As a
teacher his career "was closely connected with
the history of the Cologne Conservatorium.

Lower Rhine Festival, 1834), and 'Theodora';
and an instruction hook Uebungcn xum Stiidiuni
dcr Sarmonie nnd des Contrapuncts (2nd ed.

Among
known

numerous pupils

his

Max

is

He

Bruch.

the

there,

best

occasionally left

Cologne to make concert-tours in Germany, or
longer excursions abroad.
He conducted the
Italian opera in Paris for a time (1852-53),
and visited Vienna and St. Petersburg, where in
1870 he conducted a series of concerts by the
Russian Musical Society.
England he visited
several times, first in 1852, when he conducted
a work of his own at the London Philharmonic
Concert of June 28
and again in 1870, when
his cantata, 'Nala und Damajanti,' was performed at the Birmingham Festival, and in
1872, when he was enthusiastically received
both as a pianist and conductor of his own works
at the Monday Popular and Crystal Palace
Concerts, and also in Liverpool and Manchester.
Hiller's published works are very numerous.
They include. Chamber music five PF. quarfive trios
five string quartets
tets
Sonatas
for PF. alone, and with violin and violoncello
a
suite 'in Canone' for PF. and violin; Serenade
for PF. and violoncello
Moderne Suite for
PF. and a mass of other pianoforte compositions, including twenty-four Etudes, 'rhythmische Studien,' Impromptu 'zur Guitarre,
operettas without words, etc. etc.
Orchestral
works four overtures, including that to Demetrius
a Festival March for the opening of
the Albert Hall
three symphonies, including
that with the motto Es muss doch Friihling
werden
A^ocal compositions
two
etc. etc.
oratorios,
Die Zersti-irung Jerusalems
and
five
Die KataSaul
operas, including
comben,' Der Deserteur, and many smaller
works Lieder choruses, mixed and for men's
voices only motets, psalms, etc.
a number of
;

—

;

;

;

;

'

'

;

;

—
'

'

;

;

'

—

'

;

'

'

'

'

'

;

'

'

;

;

;

cantatas for

;

soli,

chorus,

um

and orchestra,

especi-

from Byron's Hebrew
Melodies, op. 49, 'Ver sacrum,' op. 75
'Nala
und Damajanti,' written for Birmingham
'Israels Siegesgesang,' op. 151
'Prometheus,'
op. 175; and 'Rebecca,' op. 182.
His literary
works include a crowd of interesting articles,
ally

'

weint

Sie

'

;

;

;

critical, and miscellaneous, conthe Kolnische Zeitung, many of
them republished under the title Aus clem
TonUlen unserer Zcit, two volumes in 1867,
with a NrAie Folge in 1871, and a fourth vol.,
He
Pcrsonliches uml MusiJcalisrhes, in 1876.
has also published his recollections of Mendelssohn which appeared in JIacmillan's Mngazine,
and were reprinted sejiarately with a dedication
and a very interesting paper
to Queen Victoria
on Cherubini, first printed in the same periodical.

biographical,

tributed

to

—

—

edited a volume of letters by Hauptmann
Spohr and other well-known musicians. To
complete the list, we may add additional accompaniments for Handel's Deborah (for the

A. M.

1860).

HILLER, JoHANN Adam, whose
was HuLLEE, born Dec.

'

'

;

'

'

'

'

'

'

'

'

'

'

712,

and

ante, pp.

163,

with this he composed
theatre

which are

'

name

Wendisch-

'

He

—

25, 1728, at

real

Ossig near Giiirlitz in Prussia, the son of a
schoolmaster and parish-clerk.
He lost his
father when barely six, and had a hard struggle
to obtain his education.
He possessed a fine
treble voice, and had already acquired considerable facility on various instruments, and he
quickly turned these talents to account.
He
passed in 1747 from the Gymnasium at Gbrlitz
to the Kreuzschule at Dresden, where he studied
the harpsichord and thorough-bass under Homilius.
It was, however, the operas and sacred
compositions of Hasse and Graun which exercised
the most lasting influence upon him.
Hasse's
operas, of which he had the opportunity of
hearing excellent performances, had a special
attraction for him, and he copied the scores of
several.
In 1751 he went to the University
of Leipzig, where, besides his legal studies, he
devoted much attention to music, partly from
choice, partly from necessity,' as he himself
relates.
He took part in the so-called Grosses
Concert both as flautist and singer, and began to
make his way as a composer and author. In
1754 he entered the household of Count Briihl,
the Saxon minister, as tutor, and in this capaoit}'
accompanied his pupil to Leipzig in 1758.
A
hypochondriacal tendency, which overshadowed
his whole life, caused him not only to resign this
appointment, but also to refuse the offer of a
Professorship at St. Petersburg.
Henceforward
he lived independently at Leipzig, engaged in
literature and music, and actively employed in
promoting the revival of public concerts, teniiiorand it is largely
arily given up during the war
owing to his exertions that they afterwards
reached so high a pitch of excellence.
He was
appointed director in 1763, when the concerts
were called
Liebhaber-concerte, and immediately took steps to improve the choruses.
In 1771 he founded a school for the cultivation
of singing, which he supported from 1775 by
giving performances of the oratorios of Handel,
Graun, etc.
As paid director of a society for
the practice of music, he established
Concerts
in 1776 (so called after the Paris
Spirituels
concerts of that name), which took the pilace
left vacant by the failure of the old
Grosses
Concert- Institut'
Concert.'
In 1781 this
moved into the newly-built hall of the Gewandhaus,' and thus originated the
Gewandhaus
Concerts of world-wide celebrity (see vol. i. p.

to

'
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at

Leipzig,

a

Not content
then flourishing

164).

for the
series

of

'

Singspiele,'

themselves to perpetuate
his name in the history of music.
'Though
doubtless an adaptation of the French operetta,
sufficient of

HILLER
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Hiller established the

HILTON

German

'Singspiel' as a

He

separate branch of art.

took for his basis
'Lied,' a form which brought it

the simple
within the

company, who

the

of

capacities

were by no means trained singers but within
these narrow limits he developed a variety of
;

and

invention

delicacy and
precision of character, which at once secured
universal approval, and have sufficed to maintain
this class of piece to the present day.
He
enlarged both the form and substance of the
expression,

a

Lied proper, by departing from the simple
strophe, and giving to thesongs a specificdramatic
'

'

colouring in accordance with the cliaracter.
He
also introduced 'niorceauxd'ensemble, 'and traces
are not wanting of the beginnings even of the

the influence of the great renovation of music
originated by Haydn and Mozart, and was power-

by Handel, while for Bach and
Gluck he entertained a bare outward respect, with
no real sympathy.
He had deej)ly imbibed the
spirit of that insipid and shallow age, which
being entirely without feeling for historical propriety, permitted arbitrary changes in the treatment of older works, which in our day of historical
enlightenment seem as astounding as they are
impertinent. This is very remarkable in Hiller's
Thus he
careful editions of classical works.
fully impressed

many

introduced

German

alterations of his

edition of Handel's

'

own

Jubilate

'

into a

under the

Of these Singspiele Hiller
composed fourteen, each containing thirty
numbers of this lied '-like character. The best

and arranged Pergolesi's
Stabat Mater' for a four-part choir.
He also edited Hasse's Pilgrinime auf Golgatha,'
Graun's Tod Jesu,' and Haydn's Stabat Mater'
with German words, and in an abridged form

known

for pianoforte.

dramatic 'scena.'

'

'

'

are

Lisuart

und

Dariolette
(1768),
Liebe auf dem
(1769),
Lande (1769), Dorfbarbier (1771), and especially Die Jagd '(1771), which has kept the stage
for more than a century, and is even still performed. He also wrote a quantity of sacred songs
and Lieder,' which had their share in bringing
'

Lottchen

'

am Hofe

'

'

'

'

'

'

'

'

to perfection

tliis

style of composition

— so

signi-

been induced to accompany his pupils,

Having
the two

Fraulein Podleska, to the court of the

Duke

ficant a contrast to the Italian 'aria.'

of

Courland at Mittau, in 1782 Hiller made so
favourable an impression, that on his departure
in 1784, he was appointed Hofcapellmeister,
with a salary.
He resigned his post at the
Gewandhaus concerts in 1785, and in 1789 his
many services to the cause of music were recompensed by the appointment as Cantor andmusical
director to the Thomasschule in Leipzig. He was
at first appointed as deputy to Doles, and suc'

'

ceeded to the post after the latter's death in 1 797.
This post he held till 1801, and his death took
place on .Tune 16, 1804, after much trouble from
the old hypochondria.
As composer, conductor,

and author. Killer's industry was indefatigable.
His instrumental compositions are
teacher,

now quite antiquated, but

not so his vocal works.
and the Singbut the following must
spiele already named
Choralmelodien zu Gellerts
not be omitted:
geistliuhen Odenund Liedern' (1761) 'Weisse's
50 geistliche Lieder
Lieder fiir Kinder (1769)
Vierstimmige Chorfiir Kinder' (1774); and
Ofhis larger works may be cited,
arien' (1794).
a 'Passions-cantata,' and a 100th Psalm, both
much prized by his contemporaries. Hiller also
composed a C'horaMuch (1793), with two apiiendices (1794 and 1797), largely used in his day,
though since widely condemned.
It should he
remembered that he lived in a time of general
softness and relaxation, when all music took its
tone from Italian opera.
Hasse and Graun were
the models of his taste, whom he revered all

These consist
'

chiefly of motets

—

'

;

'

;

'

'

;

'

his

life.

But he was by no means

insensible to

title

of the|100thPsalm

two-part

:

'

'

'

'

Still much praise is due to him
performances of oratorios, chiefly
The Messiah especially was
those of Handel.
given at Berlin, Breslau, Leipzig, and other
places, with nearly as much eclat as at the great
English festivals.
As an author Hiller was
[His first important
painstaking and prolific.
book seems to have been Abhandlung von der
Nachahmung der Natur in der Musik, 1753.]
Besides several single articles in periodicals he
edited a weekly papier, Wochenlliche Nachrichten
und Anmerkungen die Mnsik bctreffend (1766He had always given gi-eat attention to
1770).
the cultivation of singing, and two instruction
books of that kind Anweisung :>im musikalisch-richtigen Gesange (1774), and Amvdsung
zum Musikalisch zicrlichen Gesange (1780), are
among the most valuable ofhis works. He also
published a good method for violin.
He edited
Lebensbeschreihungen beruhmter Musikgelehrten
imd Tonkiinstler (1 vol. 1784), with his autobiography.
Two of his collections also deserve
mention Musikalische Zeitvertreib (1760), of

for his frequent

'

'

German and

Italian airs, duets, etc., and 'Vierstimmige Motetten,' etc. (6 vols. 4to, 1776-91),
containing motets by many celebrated composers
a work of real value. [For complete list of his
works, both musical and literary, see the QudJenIxxikon.']
His grateful pupils, the sisters Pod-

—

leska,

his

the

erected in

a small

18.32

memory on the Promenade
windows

of his

Thomasschule, and
memorial.

HILTON, John

official

close to

monument

to

at Leipzig, before

residence at the

Mendelssohn's Bach
A. M.

contributed a five-part
madrigal, Fair Oriana, Beauty's Queen,' to the
Triumphs of Oriana,' 1601. He is there called
Batcheler of Musick, very likely correctly,
though no record exists of his having taken his
degree. He may probably be identified with John
Hilton, a counter-tenor in Lincoln Cathedral
Choir, first mentioned in 1584.
The Lincoln
Chapter gave him 30s. (Jan. 21, 1593), for
helping to prepare two Comedies to be acted by
(1),

'

'

'

'

HILTON

HIME

the Choristers. As a reward for good and faitlifiil
service, the Chapter allowed him to dispose of
his house in the Close on his being elected
organist of Trinity College, Cambridge, Jan.
he is then described as 'late Poor
26, 1594
Clerk and Organist of the Cathedral,' hut he can
only have been assistant organist, for Thomas
Butler was organist.
[Canon Maddison, in
Associated Architectural Societies' Seports, etc.
Hilton was
1885, vol. xviii. pt. ii. p. 110.]
probably dead before 1612, when George Mason
was organist of Trinity.
[West, Cathedral
Organists.]
A seven-part anthem, 'Call to
remembrance,' by 'John Hilton, senior,' is in
the Bodleian Library (MS. Mus. f. 25-28).
Possibly some of the compositions assigned
below to the younger Hilton may prove to be
by the elder.
G. E. P. A.
HILTON, John (2), was born in 1599, according to the date on his portrait at Oxford.
He
may very well have been the son of the first
John Hilton.
In 1626 he took his degree of
Mus. Bac. at Cambridge from Trinity College.
In supplicating for the degree he mentions tliat
he has studied the science of music for ten years.
In 1627 he published
Ayres, or Fa La's for
Three Yoyces (edited by Warren for the Mus.
Antiquarian Society, 1844). Indedicating 'these
unripe First-fruits of my Labours,' as he calls
them, to Dr. Heather, founder of the Oxford
Professorship of Music, Hilton speaks of them
as
but a drop that I receiv'd from you the
Fountaine
which may be taken to mean that
Heather was either his master or his ptatron.
In 1628, Hilton was made Parish Clerk and
Organist of St. Margaret's, Westminster, receiving for the former office a salary of £6 13 4 a
year.
It is assumed that on the suppression of
the organs in 1644, heretained the post of Clerk.
[Hawkins's History, 1875, p. 578.] An Elegy
by Hilton on the death of William Lawes Bound
by the neere conjunction of our Soules for three
voices and bass, was printed among other similar
compositions in Lawes's Choice Psalms, 1648.
In 1652 he published 'Catch that catch can, or
A Choice Collection of Catches, Rounds, and
Canons for three or four Yoyces,' dedicated to
his 'much Honoured Friend, Mr. Robert Coleman.'
This contains a large number of compositions by Hilton himself as well as by other
musicians
among his Rounds being the still
popular 'Come follow me.' The second edition is
dated 1658. In the British Museum (Add. MS.
11,608), among a number of airs and dialogues
by Hilton, are twosongs, which have been thought
Love is the sun,'
to be his latest dated works,
and When first I gazed,' both bearing the date
1656 but as the first is also dated Feb. 16,
1641, in neither case can 1656 be taken as the
date of composition.
Anthony Wood, in his MS. Notes on MusiHe
cians, now in the Bodleian Library, says,
died in the time of Oliver, and was buried in the

Great Cloysters at Westminster at which tinie
the singing at burials being silenced, as popish,
the Fraternity of Musitians who intended to
sing him to his grave, sang the Anthem in the
House overthe corps before it went to the church,
and kef>t time on his coffin.' Wood seems to
have been wrong as to the place of his burial,
for it is entered in the Registers of St. Margaret's,
Westminster, on March 21, 1656-57.
Two Madrigals by Hilton, One April Morn,'
and 'Smooth-flowing Stream,' were ptrinted by
Oliiihant 'from an old MS.,' with words adapted
by the editor. Rimbault printed a Service by
him in his Cathedral JIusie, 1847, professedly
from a MS. at Y'estminster Abbej'. Among his
works still remaining in MS. are the anthems,
'Teach me,
Lord' (Oxford Mus. School);
'The Earth is the Lord's' (Christ Church,
Oxford); 'Sweet Jesus,' and 'Hear my cry'
(Peterhouse, Cambridge)
the last is also in a
MS. at Lichfield which calls Hilton organist
of Newark (see Peterhouse Catalogue, Ecclesiologist, 1859), but this is an error John Hinton,
not Hilton (died 1688), was organist of Newark.
In the British Museum are two songs for the
Lute (Egerton MS. 2018), and eight short

;

'

'

'

'

;

:

:

'

'

;

'

'

;

'
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;

'

—

;

'

'

;

three viols (Add. MSS. 29,283-5) ;
the latter were in Y'arren's collection, and are
needlessly described by him as being written in
pieces for

work of this Hilton,
Six Fantasies in three parts are at Christ Church,
Oxford.
The organ part of an evening service

too late a style to be the

and

six

anthems

in

is

Organ Book

Batten's

(Warren's edition of 'Ayres, or Fa-La's ').
It should be mentioned that Hilton's name is
given as composer of the anthem Lord, for Thy
tender mercies' sake (usually ascribed to Farrant), in a MS. copy made by James Hawkins,
organist of Ely, 1682-1729, whence Tudway
copied it for his collection. Rimbault also speaks
of a MS. copy in Blow's writing, dated 1686,
with Hilton's name.
This ascription, however,
has not found general acceptance.
The portrait of Hilton at the age of fifty,
dated Sejit. 30, 1649, is in the Oxford Music
Scliool Collection
the head was engraved for
G. E. P. A.
Hawkins's History of Musie.
HIME, a family of music-publishers who in
the latter part of the ISth century and in the
early years of the 19th did the largest provincial
'

'

;

trade in this country.

The

firm was

by Humphrey and M. Hime
were in

business

commenced

(brothers),

in Liverpool

at

56

who

Castle

Street, prior to 1790. Before 1795 M. Hime had
gone to Dublin, and establislied an extensive

Owing to the fact that at this
concern there.
period music, co)iyrighted in England, had no
pirotection in Ireland, great numbers of English
woiks were re-engraved by the Irish publishers
and in many cases sent over to England for
The Liverpool Hime s
sale at cheaper rates.
connection with his Dublin brother no doubt
was advantageous

to

him

in this respect.

Wni.

HIMMEL
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HINGSTON

Gardiner, in Music and Friends, mentions howhe was thus enabled to obtain from Hime of
Liverpool some cheapened works of Haydn

music and concerted music

and

but though popular in their day, they are now
quite forgotten.
[A list of compositions is in
the Quellen-Lexikan.^ Himmel had much intercourse with Beethoven during the visit of the

;

Michael Kelly, in his Reminiscences,
how he had to travel to Dublin in
1813, being subpcenaed as a witness in a law
suit against Hime of Dublin, for this kind of
piracy.
M. Hime was first at 26 Dame Street,
Dublin, but before 1795 he was at 34 College
Green, from which address most of his publications were issued.
About 1812-13 the number
at College Green became 29, and shortly after
this date published music bearing his name
tells

Humphrey Hime

ceases.

retains his address in

Castle Street, Liverpool, from 1790 to 1805,
when, taking his son into partnership, they have
additional premises in Church Street, and this
place of business was held by the family until
well into the seventies.
The shop was then
taken over by a music-selling firm, Henry Lee,
'

late

Hime.'

F. K.

HIMMEL, Friedrich
some mark in

Hbinrich, a man of

born Nov. 20, 1765, at
Treuenbriezen, Brandenburg.
He was intended
for the Church, and studied theology at Halle
but the excellence of his pianoforte playing
induced the king, Frederick William IL, to have
him educated as a musician. After three years'
harmony and counterpoint under Kaumann at
Dresden, he took to Berlin Isacco,' an oratorio,
performed (1792) by the court-chapel with brilhis day,

;

'

liant success, ami a cantata 'La Danza.'
The
king gave him 100 Friedrichs for his oratorio,
made him his chamber-composer, and sent him
While there he produced
to Italy for two years.
at the Fenice in Venice
II primo Navigatore
(1794), and Semiramide' at San Carlo in Naples
Reichardt having been dismissed
(.Jan. 1795).
from the Court-capellmeistership at Berlin, the
king gave the appointment to Himmel, who
When in office he
thereupon returned at once.
'

'

'

compjosed several pieces de circonsiance, such as a
Trauer-cantate for the funeral of King Frederick
AVilliam in 1797, and a Te Deum for the coronaIn 1798 he visited Stocktion of his successor.
holm and St. Petersburg, where the Emperor
commissioned him to write 'Alessandro,' an opera
[In 1769
for which he received 6000 roubles.
he was at Riga.] In 1801, in which year his
'
Frohsinn und Sohwarmerei was given at Berlin, he produced 'Vasco di Gama' at Copenhagen,
proceeded thence to France, England where he
made only a short stay of which we have no
and Vienna, returning to Berlin
particulars
'

—

—

December 1802. After the battle of Jena he
retired first to Pyrmont, and then to Cassel,
and died of dropsy at Berlin, June 8, 1814. Besiiies the works already mentioned he comFanchon, das Leiermadchen (1804),
posed
Die
libretto by Kotzebue, his best opera
Der Kobold (1814); all
Sylphen' (1806),
Psalms
produced in Berlin a Vater Unser
in

—

'

'

;

'

'

'

'

'

;

motets,

masses,

etc.

;

PF.

;

sonatas

;

;

dance

for

PF.

and

;

a

The sonatas and songs abound
in melody, and are the work of a sound musician,
number

of songs.

If Beethoven hurt his
by a rude joke on his extemporising,
Himmel had certainly the better of the encounter
in the end.
A song by
[See voh i. p. 277.]
latter to Berlin in 1796.

feelings

'An

him,
vol.

Alexis,' is in the Musical Library,

M.

i.

HINDLE, John,

Mus.Bac.

,

bom

c. 0.

in West-

minster in 1761, was a lay vicar of Westminster
Abbey.
He matriculated at Oxford in 1791.
He published A Collection of Songs for One and
Two Voices,' and 'A Set of Glees for 3, 4, and 5
'

voices.'

His favourite glee

'

Queen of the

silver

appeared (with another) in the Professional Collection.'
He also composed a wellw. h. h.
known chant. He died in 1796.
HINE, WilliAjM, born at Brightwell, Oxfordshire, in 1687, became a chorister of Magdalen
College, Oxford, in 1694, and continued so until
He was
1705, when he was appointed a clerk.
removed from his place in the same year, when
he came to London and studied under Jeremiah
Clarke.
In 1712 he succeeded Stephen Jefferies
bow,

'

first

'

as organist of Gloucester Cathedral, and shortly
afterwards married Alicia, daughter of Abraham
Rudhall of Gloucester, the famous bell founder.
Hine died August 28, 1730. His wife survived
him until June 28, 1735. Both were interred
in the eastern ambulatory of the cloisters, where
a mural tablet to their memory informs us that
the Dean and Chapter had voluntarily increased
Hine's stipend in consideration of his deserts. Dr.
Philip Hayes presented a portrait of Hine (his
father's instructor) to the Music School, Oxford.
After Hine's death his widow published, by subscription,
Harmonia Sacra Glocestriensis or.
Select Anthems for 1, 2 and 3 voices, and a Te
Deum and Jubilate, together with a Voluntary
for the Organ.
The Te Deum is by Henry Hall,
and the other compositions by Hine. The voluntary furnishes a curious example of the style of
organ playing then in vogue.
w. h. h.
HINGSTON, John, was a pupil of Orlando
Gibbons, and one of the musicians to Charles I.,
and afterwards entered the service of Oliver
Cromwell, whose daughters he instructed in
music.
When the organ of Magdalen College
was removed from Oxford to Hampton Court,
about 1654, Kingston was appointed organist to
the Protector at a salary of £100 per annum,
'

;

'

and with two boys, his

pupils,

was accustomed

to sing Dering's Latin motets to Cromwell,

greatly delighted in them.

He had

who

concerts at

which Cromwell was often present.
Hingston has been said to have been Dr. Blow's
master, but this is doubtful.
He composed some
Fancies.
He was buried at St. Margaret's,

his house, at

HIXTOX
Westminster, Dec. 17, 16S3.
is

in

tlie

HIPKINS
A portrait of him

Jtusic School, Oxford.

w. h. h.

HINTOX, Arthuh, born at Beckenham,
Kent, Xov. 20, 1869, was educated at Shrewsbury School, and at first intended for acommercial
With his father's consent, however, he
career.
was entered at the Royal Academy of Music,
where he studied the violin with Sainton and
Sauret, and composition "with F. "\V. Davenport.
After his three years' course, he "was appointed
a sub-professor of the violin, and after three
years more in London, he went to JIunich to
study with Rheinberger.
His first symphony,
in B fiat, was played at a Conservatorium concert
there, under the composer's direction.
Some
time was spent at Vienna, Rome, and Albano,
and the fruits of this stay abroad were an opera,
'Tamara,' in two acts, an orchestral fantasia,
'The Triumph of Caesar,' and other things.
fantasia was played at a concert given by
a group of young English composers in the
Queen's Hall in Dec. 1896.
Since that time
the composer has lived in London, getting

The

experience as conductor of theatre orchestras,
and in many other ways. Two scenes from

Endymion

for

Brighton at

ilr.

orchestra were given at New
Granville Bantock's interesting

concerts there, and his second symphony in C
minor was played at a concert at the Royal
College of ^Music in 1903.

A sonata in B flat

for

and pianoforte was played by ^i. Sauret,
to whom it is dedicated, and a suite in D, op.
20, for the same instruments, was played at
one of the Broadwood concerts in January 1903.
A trio in D minor, op. 21, was given at the
composer's concert in June 1903, a scherzo for
piano, violin, and violoncello has also been performed, and a Chant desVagues' for violoncello
has become very popular. Among the composer's
unpublished works are a dramatic romance, on
Porphyria s Lover, for orchestra, and a tenor
His operettas for
scena from Epipsychidion.
.children,
The Disagreeable Princess and St.
Elizabeth's Rose,' have had much success, and
while his songs have been more or less frequently
sung, his pianoforte pieces have found an ideal
%'iolin

'

'

'

'

known as JlissK.iTH.iRiXE
CtOODSOX.
She was born June 18, 1872, at
Watford, Herts, and after various provincial
appearances as a pianist, when only twelve years
of age, went to the Ro3-al Academy of JIusic,
where she studied with Oscar Beringer from
She was under Leschetitzky in
1886 to 1892.
A^enna from 1892 to 1896, and on her return
to England in the latter year, made a great
success at the Popular Concerts, after which she
interpreter in his wife,

gave an interesting set of

recitals,

and made

a

In that year and every
year since, she played with great success in
various parts of the continent, her debut in
In Vienna her
Berlin taking place in 1899.
first appearance was in 1900, when she played
at the New Philharmonic Concerts, with the
pro"vincial tour in 1897.

Bohemian Quartet, and

407
She jilayed

at recitals.

Tchaikovsky's concerto at a Richter Concert in
London, 1901, and toured with Kubelik in 1902,
1903, and 1904.
She was married to Mr.
Hintou in 1903. Her playing is marked by an
amount of verve and animation that are most
She
rare with the younger English pianists.
has a great command of tone-gradation, admirable technical finish, genuine musical taste, and
considerable indiriduality of style.

HINTZE,jACOB,bornSept.

4,

ir.

1622,atBernau

near Berlin, became in 1666 court musician to
but he
the Elector of Brandenburg at Berlin
retired to his bu'thplace, in 1695, and died at
Berlin, May 5, 1702, with the reputation of being
an excellent contrapuntist.
He edited the 12th
and subsequent editions of Cruger's Praxis
pietatis,' Berlin, 1666, 1690, 1695, adding to it
sixty-five hymns to the Epistles by himself, none
of which are said to be ever used now
but others
in the book are his, some of which continue to
Gieb dich zufrieden'
be favourites, especially
and Alle Menschen miissen sterben' (if the
latter be really by him).
Concerning the
chorales composed by Bach, refer to Spitta's
Bai-h, vol. iii. pp. lOS, 114, 287, etc.
(English
translation.)
M.
HIPKINS, Alfred James, F.S.A., born at
Westminster, June 17, 1826, entered the pianoforte business of ilessrs. Broadwood & Sons in
1840, and remained in it until his death, sixtyThe
three years afterwards, on June 3, 1903.
practical experience he gained in the business
was turned to the best account, and he gradually and quietly established his position as the
highest authority in England on many points
connected with the pianoforte. During Chopin's
visits to England, he always insisted on using
a piano tuned by Hipikins, and thus the
young man enjoyed frequent opportunities of
As need hardly
hearing the composer play.
be said, he was, in after years, very difficult to
please in performances of Chopin by the j-ounger
;

'

;

'

'

players.

His own filaying of Chopin was of

exquisite beauty, for he was a highly accomplished pianist, and was an unrivalled authority

on the old keyboard instruments. His
guided by the perusal of C. P. E.
treatise,

made him

studies,

Bach's

a master of the harpsichord,

concerning which, before his time, but little
was really understood in modern days his
methods of disposing the two keyboards, so as
Goldberg variations of Bach, or
to play the
the sonatas of Domeuico Scarlatti, with their
continual crossings of hands, are undoubtedl}'
right, and to him is to be ascribed the resuscitation of a practical interest in this instrument,
;

'

'

as well as in the clavichord, the secrets of

which

on an instrument
lent to him by Carl Engel, whose friendshipi
was of great value to him for many years. He
was the first in modern times to perform the

he divined from long

pieces

jiractice

aheady named upon the harpsichord, and

HISPANIAE SCHOLA MUSICA SACRA

HIPKIXS

408

Fantasia cromatica of Bach on the claviBesides the professional work involved
in his holding a position of the highest importance and responsibility in the Broadwood business, he found time to study most thoroughly tlie
scientific side of music, becoming a specialist
on the questions of Temperament and Pitch.
His support of the practical adoption of Equal

the

'

'

chord.

Temperament dates from 1844

and

;

his in-

vestigations into the history of musical pitch,
which he prosecuted from 1855 onwards, at

length bore fruit in the substitution of a pitch
nearly in accord with the diapason normal
(A = 439 at a temperature of 68° Fahrenheit),
instead of the old Philharmonic pitch.
This
good work was not finally accomplished until
1896. His studies on musical pitch led in 1876
to an acquaintance with Dr. A. J. Ellis, with
whom he was closely associated in his later
writings, such as The History of Musical, PUch,
1880 Musical Scales of all Nations, 1885, and
the second edition of Ellis's translation of
'

'

;

Helmholtz

in the latter year.

The latest fruits
and on Pitch

of his researches on the Pianoforte

are embodied in articles contributed to the
ninth edition of the Encyclopccdia Britanniia,
and throughout the first edition of this Dictionary
he contributed valuable articles on the keyboard

and other instruments.

His

final corrections

for the present edition, carried

down

the article 'Harpsichord,' represent

as far as

the

last

work of his life.
The following works, only one of which is of
any great bulk, have become classics in their
own way MiLsical I-nslmments, Historic, Rare,
and Unique (1888), the outcome of Hipkins's
;

connection with the Music and Inventions
Exhibition of 1886, with a beautiful series of
the
coloured illustrations by William Gibb
concise and learned little History of the Piano;

and its Precursors, 1896-97 Dorian and
Phrygian, re-considered from a non-harmonic
This last was reprinted
point of view, 1902.
in the Sammelhdnde of the Int. Mus. Ges. in
Besides these he
the year after its publication.
wrote reviews on books dealing with ethnology
and antiquity, articles for many musical works
and magazines, and prefaces to various catalogues
of musical exhibitions, etc. all of which are of

forte

;

,

great and permanent value.

Between 1883 and 1896 he gave many interesting lectures, published in contemporary
many of them have been translated
journals
into French, German, Italian, and Japanese.
For one, on the Pianoforte, the Society of Arts
awarded him a silver medal, an honour repeated
;

for his paper on the Starulard of Musical Pitch.
At the Royal Society he gave two lectures on
Certain Harmonics in a Vibrating String, re-

corded in vol. xxxvii. p. 363, and vol. xxxviii.
He also gave lectures,
p. 83, of the Proceedings.
illustrated by himself on the old instruments, at
the Royal Academy of Music, Royal College of

Music, the musical clubs of Oxford and Camand various musical societies in the
country.
His services to various exhibitiona
must not be passed over they began with the
Great Exhibition of 1851, in connection with
bridge,

;

series of pianoforte recitals,

which he gave a

here, too, he acted as
interpreter to Fetis, one of the jurors at the
In the Exhibition of 1885, before
Exhibition.

over forty in

number

;

mentioned, he took a principal part in the
Other exformation of the loan collection.
hibitions claimed his services, such as Bologna,
1888 the Military Exhibition, 1891 the Music
the Victorian
E.xhibition at Vienna, 1892
and finally the Paris ExhiExhibition, 1897
;

;

;

;

Besides all these services to
musical art he established, when on a visit to
Potsdam, the claim of Cristofori to be considered
He had peras the inventor of the Pianoforte.
mission from the Empress Frederick, then Crown
Princess, to make the necessary examination of
the instruments in the Royal collection.
He enjoyed the friendship of an extraordinary
number of great musicians, from Cramer, Sterndale Bennett, Chopin, Liszt, Von Biilow, Rubinstein, Wagner, down to the youngest asph'ants for
musical fame, who found in him a wise counsellor
His geniality of
and the kindest of supporters.
manner, his earnestness, modesty, good humour,
and the generosity with which his vast knowledge and skill were put at the disposal of any
one who was in earnest, made him universally
beloved.
He was a member of the Council of
the Royal College of Music, and honorary curator
of its Museum, and a Fellow of the Society of
Antiquaries.
His collection of Tuning Forks,
together with those of his collaborator. Dr. A.
of 1900.

bition

J. Ellis (who made him his literary executor),
was given after his death to the Royal Institution, and his splendid collection of musical
instruments to the Royal College of Music. M.
HIS.
The German name for B sharp.
HIS MAJESTY or. The Coukt of VinG0LI.4.
Comic opera in two acts, libretto by
F. C. Buruand and R. C. Lehmann
music by
Sir A. C. Mackenzie
produced at the Savoy
;

;

;

Theatre, Feb. 20, 1897.

HIS MAJESTY'S THEATRE.

See King's

The.\tre.

HISPANIAE SCHOLA MUSICA SACRA, a
valuable collection of Spanish Church music of
the 15th-18th centuries, begun about 1894,
and apparently
Felipe

Seiior

still

Vol.

i.

ii.

Hi.
V,
vi,

,,
,,

editor

is

the eminent musical
contents of the volumes

archieologist
the
already published are as follows
;

The

in progress.

Pedrell,

;

Requiem, MagniflL-at. and motetiJ by Crifltotoro Morale*,
Magnifiiyit, P.iaaiims. ami motet.'! by Franciaco Guerrero.
and iT. Organ Mu-sic by A, de Cabez6n.
Requiem, mofeta. etc., by J. G. Perez.
Psalmodia modulata (vulgo fabordoueal, a diversisaucto'

ribus, inter quoa Fr. Thom;i.^ a Sancta M.-iria, Fraaeiseus Guerrero, Thoinae Ludovici a Victoria. CebaUo*,
aliique incerti aut ignotis."
vii. Organ Slueic by A.. H., and J. de Cabez6n.
viii.

Organ Mujic by Antonio de Cabez6u.
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HISTORIES OF MUSIC. It will be necesearyin this article to confine our attention almost
exclusively to Histories proper, except in cases
where there are none of the subject under treatso that only occasional mention will
ment
be made of Musical Biographies, Dictionaries,
Manuscripts, and Periodicals, or works on the
Theory of Music. Most of the works enumer;

marked with an asterisk, will be
found in the library of the British Museum.
ated, unless

The dates

of the first

and

latest editions are

usually given. For convenience
four principal headings, namely

we

:

shall

adopt

— General His-

tories of Music, Histories of separate Countries,

of Musical Instruments, and of a few other special
subjects arranged alphabetically
and most of
;

these will have to undergo further subdivision.

409

combined.

Sethus Calvisius's important work De inilio
progressu Mutices appeared in 1600, and a second
edition in 1611
this was followed shortly by Michael
Praetorius's still greater ^'i/*iiQ(/;)Miil/i/5icuwi, 1615. Other
useful works of this period bearing on the subject are
P6re M. Mersenne's Truite de VHarvionie Universelle
with the Latin vt^rsion Itarvioniconcm Libri xii, 1627-48 ;
J. Albert Bannus's De Masices hatura, etc., 1637
Pietro
della Valle's Delhi. Musica deW eta nostra, 1640, containing a good description of music in the 15th, IGth, and
early 17th centuries (see G. B. Doni's works, vol. ii.);
Pater Athanasius Kireher's Mvtsurgia Universalis, 1650
Wolfgang C. Printz's Hislorische Beschreibung dcr EdelenSing- und Kling-Kunst, 1690— this little work is interesting as the first real history of music by a German ;
it is published in the 1749 edition of Printz's Muaical
Lexicon.
The following is a list of the principal musical
histories of later date :— Jacques Bonnet's Histoire de la
Musique et de ses Effets, 2 vols. 1715, 1716; Hon. Roger
i^orth's Memoirs ofMusick, 172S (reprinted 1846) Bourdelot's Histoire de la Musique, 3 vols. 1743
Olivier Legiponfs De Musica ejusqiie .
Origine (a well-written,
work, contained in his Dissertatioues philologicae-hiUiographicac, 1747)
F. W. Marpurg's Historisch-kritische
Beytrdge zur Aufnahmc der Musik, 5 vols. 1754-78, and
Kritische Einkitung in die Geschichte
der
Musik,
1759 (unfinished); Padre G. B. Martini's splendid Storiadella Musica, 3 vols. 1757-81
Dr. Charles Burney'sGeneral History of Music, 4 vols. 1776-89
Sir John
Hawkins's General Histoi-y of the Science and Practice of
Music, 5 vols. 1776, with reprints in 1853 and 1875, in
J. B. de la Borde's Essai sur la Musique
2 vols.
Ancienne et Moderne, 4 vols. 1780
J. N. Forkel's
Allgemeine Geschichte der Musik, 2 vols. 1788-1801
C.
Kalkbrenner's Histoire de la Musique, 2 vols. 1S02 ;,
Musical Biography (1500-1800), 2 vols. 1814; Dr. T.
Busby's General History of Music, 2 vols. 1819; W. C.
Stafford's History of Music, 1826-30 (vol. 52 of Constable'sMiscellany); Dr. W. C. Miiller's Aesthetisch-historische
Einleitvngen in die Wissenschaft der Tonkunst, 2 vols.
1830
F. J. Fetis's La Musique mise a la portee de tout
le monde, 1830, with the English version,
History of
A[usic, or How to understand a)id enjoy its Performance,,
1846; Dr. W. Crotch's Lectures on Music, 1831; R. G.
Kiesewetter's Geschichte der turopuisih-ohendlandischeTi
Oder unsrer heutigen. Musik, 1834-46, translated intoEnglish as A History of Modern Music in M'estern Europe,
in 1848; George Hogarth's Mu^sical History, 1835; CCzerny's Umriss der gunzen Musikgeschichte, 1851
F.
Brendel's Geschichte der Musik in )tali-en, Deutschland
und Frankreich, 1852-75; Dr. Joseph Schliiter's Allgemeim Geschichte der Musik, 1853-63 (of which an English
translation appeared in 1865)
W, Bauck's Mtisikens
Historia, 1862, in Swedish; August Reissmann's Allgemeine Geschichte der Musik, 1863-04; E. O. Lindner's
Ahhandlungen zur Tonkunst 1804; C. Abraham Mankell's
Musike-iis Historia, 1864
A. W. Ambros's Geschichte der
Musik, 4 vols. 1SC4-78 vol. v. in 1SS2, and continuation
by W. Langhans. 1882-86 A. von Dommer's Handhuchder Musikgeschichte, 1867-77 A. Galli's La Musica ed i
Musicisti dal secolo
sino ai nostri giorni, 1871
Dr.
F. L. Ritter's Student's History of Music, 1875-80
H. A.
Kdstlin's Geschichte der Musik im Umriss, 1875-98 H. B.
Hunt's Concise History of Music, 1879 Emil Naumann's
Illustrirtc Musikgeschichte, 2 vols. 1880-85 (English translation, edited by Sir F. A. Gore Ouseley) ; O. Fouqu6'a
Les Rcvolutionnaires de la Musique, 1882 W. Langhans's
Geschiedeuis der Muziek, 1882, etc in Dutch; L. Nohl's
Allgemeine Musikgeschichte popular dargestelH, 1882 ;.
F61ix Clement's Histoire de la Musique (copiously illustrated, 1885); Sir G. A. Macfarren's Musical History,
1885; W. S. Rockstro's General History of Music, 1886;,
Otto Wangemann's* Grundriss der Musikgeschichte R,
Pohl's Hohen.ziige der mvsiko.lisi.hen Entwickeluvg, 1888.
Sir Hubert Parry's Art of Music, ]Sfi3, was included in.
the I nternational Science Scries in 1896, and here, as well
as in the second (i.e. third) edition (1897), was called
The Evolution of the Art of Music. James E. Matthew'sHandbook of Musical History and Bibliography, 1898, is
of considerable value.
The Oxford History of M^lsic is
published by the Clarendon Press, and edited by W.
H. Hadow. The first two volumes, of which the'first
only is p\iblished as yet (1905), deal with the earliest
period, down to the revolution of 1609, and are by ProVol. iii. The. Seventeenth Centiiry. is
fessor Wooldrid^e.
by Sir C. Hubert H. Parry. Vol. iv. The Age of Bach
and Handel, by J. A. Fuller Maitland. Vol. v. The
et

;

;

;

;

;

.

.

;

I.

General Histopjes of Music

.

.

Ancient Music. The earliest writings bearing at
upon the history of music are the A.pfj.ovi.Kii'; ty\€LpiSiov of Niconiachus (see Meiboin), and the Trepl /xov
ciKri^ of Plut-arch, edited by Richard Volkmann in 1S56,
and by Rudolf Westphal in 1865. Pausanias's Graeciae
(a)

all

'

Descriptio Accurata also contains frequent allusions to
music and musicians. Other early works relating partially to music are the DeipTiosop/iwirie of Athenaeus and tlie
Stromata of Titus Flavins Clemens (Clement of Alexandria), the latter dated A.D. 194. From that period down
to the Renaissance musical writers appear to have been
too deeply engrossed in the development of the music of
their own time to bestow much thonght upon that of the

past and it is only by the chronological juxtaposition
and study of the works of such authors as Ht. Augustine,
Boethius, St. Isidore of Seville, Bede, Hucbald, Guido
;

d'Arezzo, Philip de Vitry, Odington, Dunstable, Gafori,
Glarean, etc., ihat we can obtain an adequate history of
music in the early and middle ages. Johannes Tinctoi
wrote a treatise De Origine Mtisicae in the 15th century
Rud. Schlickius's * Exercitatio d-e Tmisicae origine, published at Spiers in 1588, was thought highly of in its day
the De Mjisica of F. Salinas, 1592, ia chiefly theoretic.
In 1052 appeared M. Meibom's excellent work Atitiquae
wwsicae Auctores Septem, in 2 vols, which was not surpassed till the publication in 1784 of Abb6 Martin
Gerbert's Scriptores Ecdesiastici de Musica, in 3 vols.
Abbe P. J. RoussJer also wrote a Mevwire sur la Mu;

;

which is spoken highly of.
In the 19th century we have G. W. Fink's Erste Wanderung durch die dlteste Tonkunst, 1831 C. von Winterfeld's Gahrieli and sein Zeitalter, 1834; C. E. H. de
sique des Aiiciens, in 1770,

;

Coussemaker's invaluable works, Histoire de I'Harmonie au Moyen Age, 1852 Les Harmonistes des 12« et 139
SUdes, 1864 Scriptorum de Musica Medii Aevi Nova Series,
4 vols. 18(34-76
L'Art harmoniqiie au Moyen Age, 1865
Traites inedits sur la Musique du Moyen Age, 1865
Carl
Engel's Music of the most ancient Nations, 1S64 Rudolf
;

;

;

;

;

;

d-er Alien und MiitclaUerlichen
Albert von Thimus's Die harmonikale Symholik des Alterthums, 1868
F. J. Fetis's Histoire generah
de la Mtisifjue, 5 vols. 1869-76 (unfinished), William
Chappell's History of Music from the Earliest Eecords to
the Fall of the Roman Empire, 1874
Fr. Auguste
Gevaerb's Histoire et Theorie de la Musiqne de VAntiquite,

"Westphal's

Geschichte

Musik, 1865

;

;

;

1875-81
W. Brambach's Musikliteratur des Mittelalters,
1883
F, X. Haberl's Bausteine filr Musik geschichte (a
series of musical biographies, beginning with Willem
Dufay), 1S85
J. F. Rowbotham's History of Miisic
(down to the Troubadours), 3 vols, 1885-87 Primitive
Miisic, by Richard Wallaschek, 1893, translated by R.
;

;

;

;

H. Legge.

Modern Miisic. The best histories are Abbe G. J.
Vogler's Ein Bcitrag zur Geschichte dcr To-nkunst im 19.
(b)

Gust-av Schilling's Geschichte der
Jahrhundert, 1814
heutigen Musik, 1841
A. L. Blondeau's Histoire de la
Musique Modeme, 1847
A. B. Man's Die Musik des
John Hullah's History of Modern
19. Jahrhunderts, 1855
Music, 1862-75, and Lectures on the Transition Period of
Musical History, 1865-76.
(c) General Histories, of Ancient and Modern Music
;

;

;

;

.

.

.

.

;

;

;

;

;

;

A

;

;

,

;

;

;

;

X

;

;

;

;

;

\

'

'
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W. H. Hadow, and
by E. Danureuther.

Viennese School, by
J'erlod,

vi.

HISTORIES OF MUSIC

The Romantic

Morris, etc. (Additional
.

.

Histories of Separate Countries
AFRICA.— M. Villoteau's De I'ttat actud de I'art

II.
(a)

musical en ^gypte, 1812: see also articles in Conte and

Jomard's La Description de. l'E<jypte, 180'^-26.
(b) AMERICA.— G. Hood's (of Philadelphia) History
of M>j£ic in Nev England, 1840 N. D. Gould's History
of Church Miisic in America, 1S53 P. L. Ritter's Music
in America, 1883 H. E.' Krehbiel's Notes on the Cultiva:

;

;

tion of Choral Music, and the Oratorio Society of New
York, 1884 ; W. S. B. Mathews's A Hundred Years of
Music in America, 1889; H. E. Krehbiel's Philharmonic
Society of New York, 1892 ; L. C. Elson's History of

American Music, 1904.
(c) ASIA.
1. Music of the Arabs.
R. G. Kiesewetter's Die
Musik der Araber, 1842 F. Salvator Daniel's La Mu-

—

;

sique Arabe, 1879 J. P. N. Land's *Recherches s-ur I'histoire de la Gamnie Arahe ; Alexander Christianowitsch's
Esquisse hisiorique de la Musique Arabe, 1863.
;

Chinese.

"2.

I'histoire

.

.

— P.

Amyot's

Memoires concernant
1781 J. A. van Aalst's

des ChinQis, voL vi.

.

;

Chinese Music, 1884.
3.

Hebrews. — The

first

important work on this

Bubject, Salonion van Til's Digt, Sang, en. Speel Iconst
der Hehreen, is written in Dutch (16'J2-1728). Other
writings, are August F. Pfeiffer's Ueher die Musik der
alten Hebrder, 1779, and Sir J. Stainer's Music of the
.

Bible, 1879.

.

.

—

William Jones's On the Musical Modes
4. Hindoos.
N. A. Willard's Treatise on the
of the Hindoos, 1792
Music of Hindostan, 1S34 S. M. Tagore's Hindu Music,
1875-82.
Major C. R. Day's Music and Musical Instrii'
fnents of Southern India and the Deccan, 1891.
A. Kraus's La Musique au Japon,
5. Japanese.
F. T. Piggott's Music and Musical Instruments of
1879,
Japan, 1S93.
Sir W. Ouseley's Persian Miscella6. Persians.
nies, 1791, and Oriental Collectlo'ns, 1797.
;

;

—

—

EUROPE.

(d)
1.

Britisei Isles.

England. — We have had many writers on music, from
Thomas Morley downwards, and even historians of
music, such as Burney, Hawkins, and in modern times
William Chappnll and others, but few historians of note
have yet thought it worth while to write a history of
English Music. The following are some of the best
works relating to it: J. Parry and C. Williams's AnJoseph Ritsou's Collection
cient British Music, 1742
of English Songs, with an Historical Essay on National
Songs, 3 vols. 1813 Richard Hooper's Music and Musiciajis, especially English, to the days of Purcell, 1855
William Chappell's Popular Music of the Olden Time,
2 vols. 1855-59 E. F. Rimbault's Early English Organ
Builders and their Worlcs, 1865-71
W. A. Barrett's
English Glee and Madrigal Writers, 1877, and English
Church Composers, 1882 F. L. Ritter's Music in England, 1883. PerhapSjhowever, the best History of English
Music would be formed by collecting together Ouseley's
contributions to Naumann's History of Music. Masters
of English Music, by C. Willeby, 1893. The History of
English Music by Henry Davey (1S95) and The Story of
British Music by F. J. Crowest (1895) are neither of
them of much permanent value far better is the work
of Dr. Wilibald Nagel, Geschichte des Musik in England,
2 vols. 1894 and 1897. J. A. Fuller Maitland's English
Music in the Nineteenth Century (1902), covers only a
small space of time.
7re/a/irf.— Joseph C. Walker's Historical Memoirs of
the Irish Bards, 1786; M. W. Hartstonge's Minstrelsy
of Erin, 1812 Hardiman's Irish MiJistrelsy, 2 vols. 1833
Edward Bunting's Awdent Music of Ireland, 1840 M.
Conran's work On the National Music of Ireland, 18461850. W, H. Grattan Flood's History of Irish Music, 1905.
Scotland.
Joseph Ritson's Historical Essay on Scot-

—

;

;

;

;

;

;

;

;

;

;

—

Enquiry
Macdnnald's
respecting the Caledonian Harp, 1807
Ancient Music of Cale'lonia, 1820; W. Dauney's Antish

Song (1794 ?)

;

John Gunn's

Historical
;

cient Scottish Melodies
with an introductory
History of the Music of Scotland, 183S Sir J. G. Dalyell's Musical Memoirs of Scotland, 1S49.
Wales.
There are some MSS. in the British Museum,
chiefly in Welsh, relating to Ancient British music,
written at various periods since the tiirieof Henry VIII.,
by William Peullyn, John Jones, Richard and Lewis
.

.

.

.

;

—

MSS.

14,905, 14,939, 15,036, etc.).

Other works on Welsli Music are R. Eastcotts Sketches
of the Origin
of Music, vrith an account of the Bards,

.

.

.

Edward Jones's Musical and Poetical Relics
with a history of the Bards and
of the Welsh Bards .
with
.
Druids, 1794 ; John Thomas's Songs of Wales
etc., 1793-96

;

.

.

.

an

historical Bardic Introduction
i^tudes historiques sur la poesie et la
Cambric, 18S4,
;

.

Ernest David's
musique dans la

2. France.
General Histories. —Dr. C. Barney's Present Statetof
Music in France, etc., 1771 (a French version of the
Musical Travels in France, Germany, and Italy appeared
in 1809); £tat actuel de la Musique du Roi, 1773; G.
Desnoiresterres's La Musique frangaise au XVIII^ siecle
;

Gluck

et

Piccinni, 1872

C.

;

Musique en France, 1860

E. Poisot'a Histoire de la

H. M. Schletterer's Studien

;

Geschichte der franzosischen Musik, 1884 ; C. Bellaigue's Un Siecle de Musique fraii^ise, 1887
Arthur
Hervey's Masters of French Music, 1894, and his French
Music in the Nineteenth Century, 1904, are of value.
Church Music. J. L. F. Danjou's De I'^tat du Chant
ecclesiasiique en France, 1844.
Chansons, etc,
F. Marion-Dumersan's Chants et Chan*
Champfleury'3
sons populaires de la France, 3 vols. 1843

zur

;

—
—

;

Chansons populaires des Provinces de France, 1860; V.
Lespy's Notes pour VHistoire de la Chanson, 1861 J.
Tiersot's Histoire de la Cluinson Populaire de France,
;

1889.

—

Opera and Musical Drama. Histories of this branch
of Music were very numerous in France during the
19th century; a list of the best is subjoined:
M.
Castil-Blaze's De V Opera en France, 1820
Gustave
Chouquet's Histoire de la Musique Dramatique en
France, 1873 Jacques Hermann's Le Drame Lyrique en
France, 1878 E. G. J. Gregoir's Lts Gloires de I'Upera,
etc., 3 vols. 1881 ; A. Pougin's Les vrais Createurs
dt I'Opera frangais, 1881
M. Dietz's Geschichte des
musikalischen Drarnas in Frankreich, 1885
H. M,
Vorgeschichte und erste
VersucTie
Schletterer's
der
franztisischen Oper, 1885 ; C. Nuitter and E. Thoinan's
valuable series
Les Origines de V Opera frangais, 1886.
of works was written by Adolphe Jullien, and Th. de
Lajarte's Catalogue is indispensable. (See both names.)
Proviiices, etc.
C. E. Poisot's Essai sur les Musiciens,
Bourguignons, 1854 Mile. E. Chuppin de Germigny's
De I'Etat de la Musique en Normandie, 1837. For Alsace
and Lorraine see Germany.
3. Germany, Austria, etc.
General Histories.
In spite of all the musical historians
and writers whom the Fatherland has produced, from
Calvisius down to Forkel, there are scarcely any general
histories of German Music. The best works on the
Burney 's Present State of Music in Germany,
subject are
etc., 1773; F. H. von der Hagen's Minnesinger, etc.,
1838, 1850; C. E. P. Wackernagel's Das Deutsche Kirchenlied bis zum Anfange des 17ten Jdhrhunderts, 1841
Johannes Merkel's * Betrachtungen Uber die Deutsche
Tonkiinst im ISten Jahrhunderf, C. F. Becker's Die
Hau^musik in Deutschland im 16. 17. und IS. Jahrhundert, 1840; Emil Naumann's Die deutschen Tondichter,
1871
A. Reissmann's lllustrirte Geschichte der Deutschen
Meinardus, Deutsche Tonkunst im lS-19
Musik, 1881
Jahrh. 1888; F. Chorley's Modern German Music, 2 vols.

—

;

;

;

;

;

A

—

;

—

:

—

;

;

1854.
Volkslied, etc.
R. von Liliencron's Die historische
Volkslieder der Deutschen vom ISten bis zuvi 16ten Jahrhundert, 1865-69
F. M. Bohme's Altdeutsche Liederhivch aus dem ISten bis zum 17tcn Jahrhundert, 1876;
E. O. Lindner's Geschichte des Deutschen Liedes im
XVIII Jahrhundert, 1871 ; E. Schur^'s Histoire du
'Lied,' 1808; 'Talvj's' Geschichtliche Charakteristik der
Volkslieder Gcrmanischer Nationen, 1840 A. Reissmann's
Geschichte des Deutschen Liedes, 1874 ; Aug. Saran's
Robert Franz und das Deutsche Volkslied, 1875; R.
Eitner's Das Deutsche Lied-, etc., 1876, 1880.
Opera, etc.
Schneider's Geschichte des Oper und der
kgl. Opemhnuses ^^t Berlin, 1852
E. O. Lindner's Die
erste stehende Deutsche Oper, 1855 ; H. M. Schletterer's
Das Deritsche Singspiel,lS&B; Chrysander's Untersuchungen Uber die Hamburqcr Oper. 1878.
Provinces, etc.
J. P. Lobstein's Beitrdge zur Geschichte der Musik in Elsass, 1840 ; A. Jacquot's La
Musique en Lorraine, 1882 ; J. Sittard's Kritische Rilckschau auf das erste Stuttgarte Musikfest, 1885 ; Geschichte
des Musik- und Konzert-wesens in Hamburg, 1890 ; Geschichte der Oper am Hofe zu Stuttga.rt, 1890-91 ; A. Sandberger, Beitrdge z. Geschichte der bayrischen Hofkapdle

—
;

;

—

:

—
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vnter Orlando di Lasso, 1894-95 ; E. Hanslick, Geschickte
de-s Ko}tzertu-ese>Ui in Wien, 1S69-70; Clirisiian Ritter
d'Elvert's GeschichU deT Musik in Makren und Oesterr.
Schlesien, 1S73
D. Mettenleiter's Musikgeschichte der
Oberpfalz, 1S67 ; G. Boring's Zur Geschickte dtr Musik
in Preussen, 1852; M. Furstenau's Zur Geschickte rft-r
Miisik des Theaters am Ho/e von Sachsen, 1S61
Franz
Hoffmann's Die Tonkiinstkr Scklcsicns, 1S30 (see also
d'Elvert's work).
;

;

4.

Greece.

I.
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A. Samuel's L' Histoire de la
des sVusiciens Beiges dcpuis 1S30, 1881.
II.,

et

1879;

Musique et
8. Portugal.

The only work we know on this subject is J. de Vasconcellos's Os Musicos Portugueses, 2 vols. 1870.
Russia and the Slavonic Nations.

9.

Prince N.

Youssoupoft's Histoire dc la Musique en
1862
D. Razumovsky's History of Bussian
Music, 1867-69; Cesar Cui's La Musique en
Bussie, 1S80
^V. R. S. Ralston 's Songs of the Bussian
People, 1872
A. Chodzko's Les Ckants historiques de
Vi'krainc, 1879; V. Morkova's Historical Sketch of the
Bussian Opera, 1862; Volkslieder der Serben historische
eingdeitet von 'TalvJ,' 1853; J. L. Haupt, and J. E.
Schmaler's Volkslieder der Jreudcn in 2 parts, 1841,
1843; A. Voigt's Von dcm Alterthume und Gebrauche
des Kirchengesanges in Bi^hmcii, Prag, 1775
Christian
Ritter d'Elvert's Geschickte der Musik in Muhren, etc.,
1873 G. M. Dreves * Cantiones Bohemicae, in Part I. of
Analecta Hymnica, Leipzig, 1886. The Russian edition
of Riemann's Lexikon (Jurgenson) contains valuable

Bussie,

;

Ckurck

;

In the absence of Musical Histories of this country by
early Greek writers, we may mention, as works useful
to the student, A. Boeckh's edition of Pindar, 3 vols.
lSll-21, and Plutarch's work already alluded to, which
is interesting as the only surviving work of that time on
the history of Greek JIusic. Other works on this subject
are: F. L. Feme's Exposition de la SemHograjihie, ou
Notation Musicale des Grccs, 1S15 ; F. von Drieberg's
Die Musik der Griech^n, 1819 Friedrich Bellermann's
Dii Tonleiten und Musiknoten d4:r Gri^ckcn, 1S47 Carl
Fortlage's Das musikaliscTie System der Griecken, 1S47.
A. J. H. Vincent's De la Musique. des Anciens Grec-s, 1S54
C. F. Weitzmann's Gesckickte d^r Griechischtn Musik,
1355 Oscar Paul's Die Absolute Harmonik der Griechen,
1S66; Marquardt's Hamioniscke Fragmente des AristoJohannes Tzetzes's Ueber die altgriechischc
xenus, 1868
Musik, lS7i; Rudolf Westphal's Die Musik des griechischen
Alterthums, ISSZ; and Aristoxenus von Tarcnt, 1SS3 ; R.
G. Kiesewetter's Ueber die Musik der neueren Griechen,
etc., 1S2S-3S D. B. Monro's Modesof Ancient Greek Music,
1894; and H. S. Macran's Hai-monics of Aristoxenus,
1902.
(See under Greek Music.)

—

;

;

;

;

;

;

5.

Leopold

Hungary.

F. Liszt's Die Zigcuner und ikre Musik in Vngarn,
1883.
See also appendix to K. Abranyi's Altaldnos
ZenetoHenet, 1886.
6. Italy.
General Histories. The excellent writings of Pietro
della Valle and Padre Martini were not contined to the
music of their own country. Some of the principal
works on Italian Music are ;— Peter J. Grosley's Nou-

—

sur Vital ie, 1764-74, which was
veaux viemoircs
thought so highly of that a German edition appeared at
.

.

.

—

Leipzig in 1766 G. V. Orlov's Traiie de Musiquc, Essai
sur I'Histoire de la Musique en Italic, 2 vols. 1S22
(Italian and German versions in 1823-24)
Emil IS'aumann's Di? Italieniscken Tondichter, 1874-76
Burney's Present Stat€ of Music in Italy, etc. 1771 ; G. A.
Perotti's Sullo stato attuale ddla Musica Italiana, 1812;
Chevalier X. van Elewyck's De I'^tat actuel de la MuGiov. Masutto's Mat'stri di Musica
siquc en Italic, 1875
Italiani del nostro secolo, 1880 (2nd edition); R. A.
Streatfeild's Masters of Italian Music, 1895.
Opera, etc.
L, Riccoboni's Histoire du Theatre Italien,
Stef. Arteaga's well-written work
etc., 2 vols. 1728-31
La Rivoluzione del Teatro Musicale ItJ^diano, 3 vols.
;

;

;

;

supplementary articles on Russian composers.
10. Scandinavia.
Very little lias been written on this subject. In the
18th century Abraham Htilphers wrote ' Historisk Abhandling om Musik, Westeras, 1773. Bauck and Jlankell, though writing in the Swedish language, do not
contine themselves to the music of their own country.
The best modern work is M. Cristal's I,'.-lr( Scandinave,
1874.
11.

;

.

;

el

XIX. ISSl.
Switzerland.
Pater Anselm Schubiger's Die Sdngerschule
Siglo
12.

C

;

.

;

;

;

Spain.

For the Visigothic notation Don F. Fabian y Fuero's
Missa Gothica, 1770, and Don Geronimo Romero's Breinariuvi Gotkicuvi, Madrid, 1775, may be consulted with
advantage
also P. Ewald and G. Lowe's Exempla
Scripturae Visigothicae, 1SS3. Francisque Michel has
\\Titten Le Fays Basque
sa Musique, etc., 1857.
M.
Soriano-Fuertes's //z'sforiarf* la Musica Espaiiola, 4 vols.
1855-59, is the best general history. Other works are:
Don M. Menendez y Pelayo's Historia de las Ideas esteticas
en Espaiia, 3 vols. 1S83 J. F. Riano's Notes on Early
Spanish Music, 1SS7. For the history of the opera we
have F. Asenjo-Barbieri's Cronica de la Opera Italiana
en Madrid, 1878 A. Pena Goni's La Opera Ebpanola en

vovi Sten bis 1-Jten Jahrhundert,
Musique e7i Suisse, 1874.
13.

1S5S

;

St. Gallens
G. Becker's La

Turkey.

J. A. Guer's Mc^urs et Usages des Turcs contains a good
account of their music at that time (1746),

—

HI.

Musical Instrujients

;

1783-8S (French edition, 1802).
Separate Toicn?, etc. Boloona. Gaet. Gaspari's La
Musica in Bologna (19th century) Corr. Ricci's I Teairidi Bologna, etc., 1888.
Lucca. There is a ^^o^k by an
anonymous writer, Della Musica inLuc^a, 1871. Mantua.
P. Canali's Della Musica in Mantova, 1881
A. Bertolotti's Musica alia corte d€i Gonzaga, Milan, 1890, Naples.
Marchese di Villamsa's Memorif dei Compositori di Musica
di Xapoli, 1840 Cavaliere F. Florimo's La Scuola MusiM. Scherillo's Storia
cale diNapoli, etc., 4 vols. 1871-S2
;

;

;

;

letteraria dell' Opera Buffa Nnpolitana, 1883. Rome. Die
PdpstHche Sdngerschule in Bom genannt die Sixtiniscke
Z'apeZ?t', by Eduard Schelle, 1872. Siena. R. Morrocchi's
La Musica in Siena, 1881-86. Venice. A. F. Doni's Dialoghi della Musica, 1544; F. Cath's Storia dcUa Musica
Emil Nausacra della Capella di San Marco, 1854
;

mann's Das goldene Zeit-altcr der Tonkunst in Venedig,
Verona. Aless. Sala's I Musicisti Veronesi, 1879.

1866.

7.

Netherlands.

Besides being rich in native musical writers and historians of General Music, such as Gretry, Fetis, Coussemaker, etc., Holland can bijast of more good wnrks
devoted excliisi\"ely to its own musical history than
perhaps any other country. The best are: J.P.N. Land's
Musique et Musicicns au Xl'II« Siecle, 1SS2 E. van der
Straeten's Histoire d-' la Musiqw aux Pays-Bos, 5 vols
1867-80. and Les Musi-nens Neerlandais en Italic. 1882
E. G. J. Gregi'ir's Essai historique sur la Musique et
les Musiciens dans les Pays-Bas, 1861; Biographic des
Artistes-Musiciens Neerlandais des 18^ et 19^ Siecles,
1864; Historique de la Facture et des Facte^^rs d'Orguc,
etc., 1865; and L'Art Musical en Belgique sous

—

;

,

.

.

.

(a)

GENERAL HISTORIES.— A

manuscript

in the

British Museum (Tiberius, c. vi.) contains Descriptioiies
Delincationcs Instrumeniorum. Musicorum of the 11th
century. Other works are ;— Sebastian Virdung's Musica
getutscht iind avs:ge:ogen durch S. V. 1511
J. Charlier
de Gerson's *Bc-^rhrcihuna Musikaliscker Instruvientc,
Basle, 1518 (Amsterdam, 1706); J. W. von Wasielewski's
Geschickte der Instrumental musik in XJ'I Jahrhundert,
1878; JI. Praetorius's Sj/7((t»!7?i?a ,VusiH'j;j, 1614-18 GirolamoDesideri'3*I)j>cordorfe??aJfusii'a, Bologna, 1671 Fil.
Bonanni's Gabinetto Armonico, 1722 reprinted in 1806
as Descrizioni deal' Istromenti armonici, 2 vols.
F. Bianchini's(the E\der) De Instrvmevtis Musicae Veterum, 1742 ;
H. W. von Gontershausen's Magazin musikaliscker Tonu-erkzcuge, 1855; Carl Engel's Musical Instruvients, etc.,
1874; H. Lavoix's Histoire de rinstruvicntation, 1878;
Sir J. Stainer's Music of the Bible, with an Account of the
Development of Modem Musical Instruments from Ancient
Types, 1879
Leon Pillaufs Instruments et Musiciens,
1880. A. J. Hipkins's Musical Instruments, historic, rare,
and unique, 1883.
et

;

;

;

—

;

;

(b)

KEYED INSTRUMENTS.

—

1. Organ.
The history of this instrument has been
written by musical historians of most of the northern
J. G. IMittag's *Hisraces.
As instances we may cite
torische Ahhandlung vo7i
Orgcln, Luneburg, 1756;
Dom Bedos de Celles' i'-^r/ dv Factcur d'Orgues, 1766J. U. Sponsel's Orgelhis1778, with a fourth part, 1793
torie, 1771; Joseph Antony's Die Orgel, 1832; E. J.
Hopkins's The Oraan, its History and Construction, and
E. F. Rimbaulfs if (^/ory of the Organ, 1855-70; X. van
Elewyck's * Geschichtc der Orgel
C. L. Lindberg's,
Handbok om Urgcerket, 1S61
Otto Wangemann's
:

.

.

—

.

;

;

;
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Orgelbaukimst, 1S70-S0

;

Dudley-

Buck's Lecture on The Injiuence of the Organin History,
1882
M. Reiter's Die Orgel miserer Zelt, ISSO, and An
Explanation of the Organ Stops, by Carl Locher (translated by Agnes Schauenburg, ISSS). A. G. Hill's Organ
Cases and Organs of the Middle Ages and Hcnaissance,
;

etc., 188:^.
2. Pianoforte, etc.— J. Fischhofs Versuch einer
Geschichte des Clavierbaues, 1853
H. W. von GoiitersFliigel, 1850
E. F. Rimbault's The Pianoforte, its Origin, Progress, and Construrtion, 1860 Chevalier
L6on de Burbiire's Pecherehes sur les Fadeurs de Clavecins,
etc., 1863; C. F. Weitzmann's Geschichte des Clavierspiele
und der Clavier liter at ur, 1S63 E. Brinsmead's History of
the Pianoforte, 1803-77 ; Oscar Paul's Geschichte des Claviers,
1308 ; Cesare Ponsicchi's Jl Pianoforte, 1870 ; Ridley
Prentice's Hi-story of Pianoforte M-nsic, 1885 A. J. Hip'k.ins's Histori/ of the Pianoforte, 1890; Dr. Oscar Bie's Dos
Klavler, English translation as A History of the Pianoforte
and Pianoforte Players, by E. E. Kellettand E. W. Naylor,
1899; Luigi Alberto Vlllanis' L' Arte del Clavicembalo,
1901.
3.
Glas-Harmonica.— C. F. PoM's Geschichte der
Glas- Harmonica, 1802.
;

hausen's Der

;

;

;

;

INSTRUMENTS OF PERCUSSION.

(c)

—

1. Bells.
X. van Elewyck's Matthias van den
Gheyn, etc., 1802
Angelo Rocca's De Campanis Commentarius, 1012 Alexis Vierstadt's * Dissertatio Historiea
de Campanis, etc.
J. B. Thiers's Traite des Cloches,
1702-21 Rev. A. Gatty's The BcU, 1848 T. EUacombe's
Church Bells of Devon, Somerset, etc., 1872-81 B. Lomax's
;

;

;

;

;

;

and Bell-ringers, 1879.
CvMBALS.— F. A. Lampe's De Cymbalis Veterum,

Bells

2.

1703-4.
3.

Tambourine.

— F.

Lou

Vidal's

Tambourin

(in

Proven^^l), 1804.

STRINGED INSTRUMENTS.

(d)
1.

Cithara.

—J. G. Drechsslerand C. Felinerius's De

Cithara Davidi-ca, 1070.
2. Lyre.— G. B. Doni's Lyra Barherina, with history
of the Lyre, etc. (reprintedin 1762).
3. Gu(TAR.
Eginont Schroen's Die Guitarre und

—
879.
— Ai)tomms,s's
History of the Harp,
Lute. — E. G. Baron's Untcrsnchung des

ihre Gesdiichte,
4.

5.

1

Harp.

1859.
Instru-

ments der Ixiuten, Niirnberg, 1727 A. Tolbecque's Quelques considerations sur la Luther ic, Paris, 1S90.
6. Violins, etc.^The violin has been a favourite
subject with musical writers of the 19th century, so
that we can give the titles of a considerable number of
writings on it and its congeners
George Dubourg's
The Violin
and its Composers, 1831-51 T. J. M.
Forater's Epistolarinm contain numerous historical
notices of the violin (2 vols. 1845)
F. J. Fetis's A.
Stradivari, preceded by historical and critical researches
into the history of stringed instrument, 1850 W. Sandys
;

:

.

.

—

.

;

;

;

and

F. A. Forster's Hl'^tory of the Violin, 1804

Die

Violine.,

und

ihre

1804-74

;

J.

;

H. Abele's

W. von Wasielewski's Die VioUne

XV

1809-83, and Die Violine ijn
11
P. Davidson's The Violin, its Co-n;
(Illustrated), 1871, 1881
E. Folegati's

ilfcis^er,

Jahrhundert, 1874
struction,

etc.

;

Storiadel ViolinoedelV Arclielto, 1873 Edmund Schebek's
Der Geigenban in Italien, etc. 1874 and an English version, Violin Manufacture in Italy, and its German origin,
1877
G. Hart's The Violin, etc. 1815-85 ; Ant. Vidal's
Les LnstrmnenU a Archct, 3 vols. 1876-78 ; H. Ritter's Die
Geschichte der Viola Alta, 1877; E. Heron- Allen's The
Ancestry of the Violin, 1882, and OpuscuJa Fidicularum,
London, 1882 ; J. Rulilmann's Geschichte der Bogeninstnimente, 1882 ; Carl Engel's liesearches into tlic Early History
of the Violin Family, 1883 ; James M. Fleming's Old
G. de Piccolellis's
Violins and their Makers, 1883-84
Liutai antichi e moderni, 1885; E. Heron-Allen's excellent bibliography of works relating to the Violin, De
Fidieulis Blblioqra-phia, London, 1890-93 ; P. Stoeving's
Story of the Violin, 1904.
;

;

;

;

WIND INSTRUMENTS.

(e)

1.

Flutr.

—C. B. Thorn and Caspar Bartholinus's De

Tibiis Veterum, 1677-79; W. N. James's A Word or Two on
the Flute, 1820; Cornelius Ward's The Flute, explainrd,
1844 ; Chr. Welch's History of the Boehm Flute, 1883 ;
Italo Piazza's Dissertazione storia-critica sul Flauto,
1890 R. S. Rockstro's The Flute, 1890.
2. Trumpet. H. Eichborn's Die Trompete, 1881.
3. Descriptive Catalogue of the Musical Iiistrum^nts
exhibited at the Ro-yal Military Exhibition, London, 1S90
(1891).
;

Special Subjects.

IV.

—

Church Music.
In the subjoined list it has not
been thought necessary to include all the innumerable
treatises on Plain-Song.
The following works have
been selected as throwing most light on the subject :—
Michael Praetorius's Syntagma Mv^icum (on Psalmody,
etc.) 1614-18 Cardinal Giov. Bona's De Divina Psolmodia,
1653-1747
G. G. Niver's Dissertation swr le Chant Grigorien, 1683 G. E. Scheibel's Geschichte der Kirchenmusik^
1738
Abbe J. Lebteufs Traite historique et pratique
sur le Chant Ecclesiastinue, etc. 1741 Gius. Santarelli's* Delia Musica del Santuario, Rome, 1704; M. Gerbert's
De Cantu et Musica Sacra, 2 vols. 1774 J. A. Latrobe'a
Music of the Church, 1831 H. A. Hoffmann's Geschichte
(a)

;

;

;

;

;

;

;

des deutschen Kirchenliedes (1832, 1854); J. E. Hiiuser'sGeschichte der KirchenmiLsik, 1834; A. Mankell's Kyrkomusikens Historia, 1841 ; H. A. Daniel's Thesaurus-

Hymnologieus, 1841-46; Felix Clement's i/is^ozre 6'c«.era^e
de la Musique Religieuse, 1861-77 R. Schlecht's Geschichte
der Kirchenmus-lk, 1871 J. Belcher's Lectures on the History of Ecclesiastical Music, 1872
A. Goovaerts's De
kerkmuziek, with French version La Musique de V&glise,
1876
Y. von Arnold's Di-e alten Kirchenmodi, 1879 ;
Dom Joseph Pothler's Les Melodies Grigoriennes, 1880
(German edition, 1881); Rev. E. Hicks's Church Music,
with Illustrations, 1881 J. Sittard's Kompendium der
Thiery's itude sur le
Geschichte der Kirchenrnusi-k, 1881
chant gregorien, 1883 Julian's Dictionary of Hymnology
(1892, 2nd ed. 1904); H. Caissier's Le Systems musical de
I'eglise Grecque, etc., 1901
Myles B. Foster's Anthems
;

;

;

;

;

;

;

;

and Anthem

Composers, 1901.

—

Dance Music. John Playford's English Dancing
Master, 1050, is not a regular History. J. Weaver wrot©
an Essay towards the History of Dancing, 1713. The best
histories, however, of Dance Music are by Frenchmen.
Of these we have L. de Cahusac's La Danse, 3 vols. 1754;
C. Compan's Histoire de la Danse, 1787, 1802
C. Blasis'
(b)

;

Manuel Complet de

la Danse, or the Code of Terpsichore,
A. Lenoir de la Page's Histoire de la Musique et
de la Danse, 2 vols. 1844; F. Fertiault's Histoire de la
Danse, 1S54; A. Czerwinski's Geschichte der Tanzkunst,
etc., ist)2, and Brevier der Tanzkunst, 1879.
Some of
the latest works on this subject have been written by
Germans, F, L. Schubert and O. Umgewitter having
been the authors (in 1867 and 1868 respectively) of
works bearing the title Die Tanzmusik F. M. Bohme's
Geschichte des Tanzen ini Deutschland, etc., 1880.
(c) Gipsy ^^usic.
The only work of importance on this
subject is Liszt's, alluded to above under Hungary; a
French edition was published in 1859, and a Hungarian

1830

;

J.

;

—

in 1861.
(d) Military Music has been treated of by very few
authors
we need only instance J. G. Kastner's Les
Chants de I'Armee fran^aise, avec un Essai, historique sur
les Chants Militaires des Fran^ais, 1855, Albert Perrin's
Military Stu-dies, Military Bands, etc. 1863
H. G.
Farmer's Memoirs of the Royal Artillery Band, 1904, ao
;

;

excellent book of its kind.
(e) National Musie.
Works on this subject have been
mentioned under the countries to which they specially
relate; other general works are:— C. Engel's Introduction
to the Study of National Music., 1*^66, and Literature of
National Music, 1879 H. F. Chorley's Natiojial Mu^ic of
the ll'arld, published in 1880-82 after the author's death.
(0 Notation. A. J. H. Vincent's De la Notation Musicale attribuee a Boece, etc. 1855 ; Hucbald's E}iehiridion
jlfusico* (see Gerbert's Scriptores, vol. i.); G. Jacobsthal's
Die Mensu ralnotenschrift des XII. und XIII. Jahrh underts,
1871 J. Bellermann's LUe Mensuralnoten tend Taktzeichcn
des XV. and XVL Jahrhunderts, 1858 ; Pere L. Lambillotte's L'Unite dajis les Chants Liturgiques, 1851
Abb6
F. Raillard's Explication des Neumes, 1855 (?) A. Baumgartner's Geschichte der mmsikalischen Notation, 1856 ;
Hugo Reimann's Studienznr Geschichte der Note nschrift,
1878, and Die Entwickelung unserer Notenschrift, 1879,
etc.
E. Da\-id and M. Lussy's Histoire de la Notation
Musicale, 1882
Abbe Tardife's *Plain Chant, Angers,
1883
C. F. Abdy Williams's Story of Notation, 1903.
The most important work in this department is.Johannes
Wolf's Geschichte der Mensural-Notation, 1250-1400 (1904).
Among the numerous
(g) Opera and Musical Drama.
writings on this branch of music weselectthe following:
G. B. Doni's Trattato della Musica Scenica (see the
1768 edition of his works); Claude F. Menestrier's Des
Pepresentations en Musique anciennes et modernes, 1082;
J. Mattheson's Die Neiiestc Untersuchung der Singspiele^
1744 Gabriel Gilbert's Histoire de I'Opera, in two parts,

—
;

—

;

;

;

;

;

;

—

—

;

HOBBS
1757

;

* Lyric

of Opera in

HOCHZEIT DES CAMACHO, DIE

^[usic revived in Europe, a critical display
all its Kevolutions, London, 17(38; Ant.

Dell Optra in Musiai, 177'2 A. B. Marx's Gluck
und die Oper, 186*2; G. W. Fink's iVesen und Gcsehichtc
der Oper, 1S3S ; Geo. Hogarth's j^lemoirs of the Musical
Drama, 2 vols. 1S3S, and Memoirs of the Opera (in French,
German, and English), 1S51 H. Sutherland Edwards's
History of thi Opera, 2 vols. 1862
F. Clement and P.
Larousse's Di'-iionnaire Lyrique, ou Histnire des Operas,
1S69-S0 E. Schure's Le Drame Afusical, 2 vols. 1S7.5
A. Reissmann'sDie Oper, 1885; H. Sutherland Edwards's
£.^s*aj/s on Modern Opera, ISSl ; L.
Lyrical Drama
NobVs Das Moderne Musikdrama, 1SS4 Hugo Riemann's
Opern-Handhuch, 1887 ; R. A. Streatfeild's The Opera, 18961902 W. F. Apthorp's The Opera, J'ast and Present, 1901.
C. H. Bitter's Beitrdge zur Geschiehte des
(h) Oratorio.
Cratorium^, 1S72 Otto "Wangemann's Geschiehte des Oratoriums, 1882 Dr. Annie Patterson's Stonj of Oratorio,
Plarielli's

;

;

;

'

;

;

.

.

.

;

;

—

;

;

1902.

—

Part Music. P. Mortimer's Der Choral-Gesang zur
Zeit der Pcformation, 1S21 Thomas Oliphant's La Musa
Madriffale^ca (A Short account of Madrigals), 1836
E.
F. Rimbault's Bihliotheca Madrigaliana, 1847 H. Bellermann's Ueher die EntuAcklung der Mehrstimmigen Musik,
(i)

;

;

;

1867.

—

Song.
F. C. Diez's Lchen und ll'crke der Troyhadours, 1829 A. B. Marx's Die Kunst des Ge^a}tges, 1826
des weltlichen Gcsanges,
R. G. Kiesewetter's Sc?ii^'^*sa^
des Gesanges,
H. F. Mannstein's Geschiehte .
1841
184-5
K. E. Scheider's Das musikalische Lied-, 3 vols.
1865; G. Fantoni's Storia ^miversale del Canto, 2 vols.
1873 T. Leniaire and H. Lavoix's Le Chant, ses Principcs,
tt son Histoire, ISSl.
(k) Sonata.— J. S. Shedlock's The Pianoforte Sonata,
(j)

;

;

.

.

.

.

:

.

;

;

1895.

0) H. Riemann's Geschiehte des Musiktheoric, in 9 his
13tcr Jahrh., 1S9S.

For further information see the articles on
DiCTiONAF.iES, Song, Yiolix, etc. in this work,
and similar articles in Mendel and Reissmann's
Musik- Conversations Lcxikon. J. N". Forkel's
AUgeiruine Literatur der MusiJc may also be
consulted with advantage for early works on
A. H. H,
the history of music.
HOBBS, .John "\Villi.4.m, was born August 1,
1799, at Henley-on-Thames, where his father
was bandmaster of a volunteer corps.
He sang
in public at the early age of three years, and at
five was admitted a chorister of Canterbury
Cathedral, of which his father was a lay vicar.
The beauty of his voice attracting the attention
of John Jeremiah Goss, the alto singer and singing master, young Hobbs was articled to him.
He appeared as principal singer at a llusical

Norwich in 181:3.
On arriving at
manhood his voice had developed into a tenor of
limited compass, but of remarkable purity and
sweetness.
He became a member of the choirs
of King's, Trinity and St. J-ohn's, Cambridge,
and afterwards of that of St. George's Chapel,
Windsor, of which his father was already a
member. In IS'27 he was appointed a gentleman
of the Chapel Royal, and in 1836 a lay vicar of
Hobbs long held a pro^Vestnlinster Abbey.
minent position as a concert-singer. His singing
was distinguished by taste, refinement, and
He was the composer of a very
•expression.
large number of songs, several of which gained
prizes from the Melodists' Club, and many were
Festival at

highly popular, especially 'When Delia sings,'
My Ancestors were
Phillis is my only Joy,'
Englishmen,' and The Captive Greek Girl.' He
^v. h. h.
died at Croydon, Jan. 12, 1877.
*

'

'
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Obeecht.]
The Koniglichb
HocHsCHULE FL'K MusiK, Or the Royal High
School for Music at Berlin, was established
[See

HOCHSCHULE

(Berlin).

in its present form in 1876, on the reorganisation of the Royal Academy of Arts.
It was

formed by the amalgamation of two distinct
bodies.
The first of these, which constitutes
the Abtheilung fiir musikalische Composition
of the present School, was founded in March
1833. In 1S69 the Abtheilung fiir ausiibende
Tonkunst' (consisting only of instrumental classes
for violin, violoncello, and jiiano) was added
under thedirectionofProfessor Joachim. Inl871
an Organ class, in 1872 classes for Brass Instruments, Donble Bass, and Solo Vocalists, and
in 1873 a Choral class were added
and in
1874 a full chorus was organised: the 'A
'

'

;

Capella

choir of the school has attained great

'

renown in the performance of works by Bach
and others. The High School thus consists of
two departments. The first of these is devoted
to instruction in Composition.
The
second department is devoted to executive
music, and is under the direction of Professor
Joachim.
There are thirty-six professors, and
instruction is given in the violin, violoncello,
quartet placing, pianoforte (both as a principal
and a secondary subject), jilaying from score,
organ, double bass, flute, oboe, clarinet, bassoon,
horn, trumpet, ensemble playing, solo playing
with orchestral accompaniment, orchestral playsolely

ing, solo singing, part singing, choral singing,

training choruses, theory of vocal instruction,

declamation and acting, Italian, pianoforte
(with regard to vocal music), theory, and liistory.

The number

of pupils in 1904 was 288.

This division receives from the State a grant
of 149,868 marks (£7493).
The receipts are
estimated at 41,760 marks (£2088), so that
the institution costs the State about £5400.
One-fifth of the number of pupils receive free
instruction, awarded according to progress, or
talent,

and a yearly sum of 1200 marks

is

devoted to the assistance of needy and deserving
pupils.
The orchestra consists of seventy or
eighty performers, amongst whom are ten professional leaders, each with a salary of 600

marks (£30).
Since 1872 the pupils of the
Hochschule have gii-en three or four public
concerts every year, and since 1876 operatic
performances have been given by the pupils
on an average three or four times in the year.
In 1902 a new building in Fasanenstrasse,
Charlottenburg, was opiened with much cere«'. E. s.
mony.
HOCHZEIT DES CAJIACHO, DIE (The
'Wedding of Camacho).
A comic opera in
^\'ords by Klingemann, after Don
two acts
Quixote: music by Mendelssohn (op. 10); score
dated August 10, 1S25.
Produced in the
small theatre, Berlin, April 29, 1827, and not
perfoi'ined a second time.
The music was
;

HOCKET
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published in PF. score by Lane of Berlin.

Mendelssohn.]

[See
g.

HOCKET. A term which occurs in old
English writers on music, beginning with De
Handle (1.326), for passages which were truncated
or mangled, or a combination of notes and pauses.
The term puzzles Sir John Hawkins (Hist. chap.
63), but it is certainly a corruption of hocqiiet, a
hiccup.
[Professor Wooldridge (Oxford HiH. of
Mus. vol. i. p. 250) defines it as a sudden hiatus
in the voice governed by the rliythmical mode
of the passage.
In modes consisting of longs
and breves either the long or the breve is
omitted in the hoquct from its proper situation,
'

... for the sake of continuity, the hiatus
created in one voice is tilled by another.'
See
and

also

OCHETTO.]

G.

HODGES, Edwakd,
1796, at Bristol,

Mus.D., born July 20,
was organist of Clifton Church,

and afterwards of the churches of St. James (from
1819) and St. Nicholas (from 1821), Bristol.

At

the age of fifteen he developed remarkable
inventive faculties, and some of his projects have

been adopted in different branches of
mechanical science. Connected with music were
improvements in organ bellows, etc., and, more
important than all, the introduction of the C
compass into England is claimed for him. The
new organ in St. James's church, remodelled
under his direction, and opened 1824, contained
the first CC manual, and CCC pedal made in
England.
He produced a Morning and Evening
Service and two Anthems on the reopening of
St. James's organ, May 2, 1824, and published
them in 1825. He obtained his doctor's degree
since

Cambridge in 1 825. He was a contributor to
The Quarterly Musical Magazine, and T}ie MusiIn 1838 he quitted England for
cal World.
America, was appointed organist of the cathedral
of Toronto, and in the following year became
director of the music of Trinity Parish, New
York, taking the duty at St. John's while the
new Trinity Church was being built. He published An Essay on the Cultivation of Church
Music at New York in 1841. On the opening
of Trinity Church, New York, May 21, 1846,
(the organ in which had been built from his
specifications). Dr. Hodges quitted St. John's
He composed chureh
to become its organist.
music, published in New York and London.
During his long residence in America he was
at

much esteemed

performance on the organ.
up duty in 1859, and
in 1863 he returned to England, and died at
Besides the contribuClifton, Sept. 1, 1867.
tions to musical literature mentioned above, he
wrote many pamphlets, etc., on musical and
other subjects.
He was an excellent contrapuntist, and possessed a remarkable gift of
improvisation, and especially of extempore fugueplaying. His church compositions are numerous
and elaborate.
They comprise a Morning and
Evening Service in C, with two anthems, a
Illness obliged

for his

him

to give

F, and another in E, Psahn
published by Novello), besides
many MS. compositions, and occasional anthems
His daughter,
for various royal funerals, etc.
Faustina Has.se Hodges, organist in Brooklyn, and subsequently of two churches in
Philadelphia, composed some songs and instrumental pieces. [She died in New York in 1895,
and in 1896 her memoir of her father appeared
His son Rev. John
in New York and London.]
Sebastian Bach Hodges, D.D., Rector of
St. Paul's Church, Baltimore, is an excellent
full

service

in

cxxii., etc. (all

w. H. H.

organist.

HODSOLL, William,

London music-seller
and publisherwho first worked in 1794, at Sevenoaks, Kent, and succeeded shortly before 1800
to the business established by John Bland (q.v.)
at 45 High Holborn, then in the hands of Francis
a

Linlcy {q.v.) Hodsoll published sheet music,
country-dances, and other collections, and held
the business until about 1831, when it was taken
over by Zenas T. Purday, noted for his great
issue of the comic songs of his period.
F. K.
HOEY, James, a famous Dublin printer of
the first half of the 18th century.
In 1728 he
issued the 'Beggar's Opera,' and in 1742 published the word-book of the 'Messiah.' In 1749
he printed a book of songs with symphonies
and thorough-bass, by Lampe, then residing in
Dublin, and some pieces by Pasquali.
His address was 'the signe of the Mercury in Skinner
Row.' James Hoey died in 1773 in extreme
old age.
w. h. g. f.

HOFFMAN, RiCHAKD, a pianist, teacher, and
composer of English birth and European training
but for over half a century intimately associated
with the best musical activities of New York.
He was born in Manchester, May 24, 1831, and
studied at various periods with his father, Leopold de Meyer, Pleyel, Moscheles, Rubinstein,
Dohler, and Liszt.
He was sixteen years old
when he went to New York in 1847, and a year
later embarked on his first concert tour with
Joseph Burke, a precocious Irish lad, who was
both actor and violinist.
Meanwhile he had
introduced himself to

New York

as a pianist,

debut at a concert of the Philharmonic Society on Nov. 27, 1847, mth Meneffecting his

delssohn's Concerto in G minor.
He played
again the next season, and in March 1854
gave the society's patrons their firet opportunity
to hear Chopin's Concerto in E minor.
He
had sjient some of the intervening time on a
concert tour with Jenny Lind, and stood so high
with the musicians of the city that the Philharmonic Society now elected him an Honorary
Member. His name figures on the society's

programmes

for sixteen seasons,

and

forty-five

appearance in New 'i''ork,
at the age of sixt\'-one, he took part in the eoncert with which the Philharmonic celebrated the
fiftieth anniversary of its foundation.
Ten years
later he was still interested in his profession,
years after his

first

HOFFMANN

HOFFMANN

though enjoying well- deserved ease and comfort, sweetened and dignified by the affectionate
admiration of hundreds of former pupils.
Mr.
Hoffman composed and published many pianoforte pieces of the brilliant kind in vogue in his

obtained official employment at Berlin, which
he discharged with efficiency, and kept till his
death at a Silesian bath on June 25, 1822, of
gradual paralysis, after much suffering for four
months.
He was fantastic and odd in the
greatest degree, much given to liquor and
strange company, over which he wasted faculties which might have seasoned the nectar of
the gods.'
(Carlyle. )
He sang, composed,
criticised, taught, conducted, managed theatres,
wrote both poetry and prose, painted
all
equally well
and in fact could, and did,
turn his hand to anything.
The list of his
works is extraordinary eleven operas (]\ISS. in
tlie Berlin Library) [see above], one of which
ran for fourteen nights, incidental music for
three plays, a ballet, a requiem, two sym-

early period, including an excursion into the
field of folk-music in the shape of some Cuban
H. E. K.
Dances.

HOFFMANN, Eenst Theodoe Wilhelm,
man

a

and an extraordinarily clever and
eccentric musician and litterateur, who though a
voluminous composer will not live by his compositions so much as by some other productions
of his pen. He was born at Konigsberg, Jan. 24,
1776 learned music and law at the same time,
and bid fair to rise in the ofBcial world but an
irrepressible love of caricaturing put an end to
such solid prospects and drove him to music as
[His music to Goethe's
his main pursuit.
Scherz, List, und Eache was given at Posen
in ISOl, and three other compositions in the
department of incidental music are mentioned
in Riemann's icriX-Ort. His operas include 'Der
Kanonikus von Mailand (1805), Scharpe und
Blume (1805, to his own libretto), 'Der
Trank der XJnsterbliehkeit (Bamberg, 1808),
'Das Gespenst' (1809), 'Aurora' (1811), and
Undine (Berlin, 1816). One act of another,
'Julius Sabinus,' was unfinished at his death,
as well as a ballet, 'Harlekin.'] His first musical
appointment was to the theatre at Bamberg in
1809, but it was a post without salary, on which
of genius,

;

;

'

'

'

4U

'

—

;

—

phonies, etc. etc.

Beethoven took the unusually spontaneous
stepof addressing him a letter (March 23, 1820).
This probably led to a closer acquaintance,
to judge from the canon in his letter to the
Cacilia (Nohl, No. 328)—
P

'

'

'

'

'

HoffmanDl HotfmaDUl

Sei

kein

Ja

Hof-m&Dii

which it is difficult not to refer to him.
Hoffmann's devotion to Mozart led him

1

etc.

add

to

names. Weber knew
and loved him, and he died keenly regretted by
many friends. Carlj'le has translated his Goldne

Amadeus

to his Christian

It fortunately urged him to writing
a set of papers in the character of Johannes
Kreisler the Kapellmeister' for the AUgemeine

Topf in German Romance (vol. ii. ), and gives
a sketch of his life, which is also in the Misrellanics (vol. iii. ).
His life by Rochlitz is in F'dr

mustkalische Zeilung of Leipzig. They appeared
at intervals from Sept. 26, 1810, and onwards,
and in 1814 Hoffmann republished them with
other essays in the same vein in two volumes as
Fantasicstiicke in Callot's Manier, with a preface
by Jean Paul, in whose style they are couched.
Among the most interesting, and at the same
time most practically valuable, are the essay on
far in advance
Beethoven's instrumental music
another on Gluck, and a third on
of the day
'Don Giovanni.' The essays, which have often
been reprinted, are all more or less humorous,
some extremely so. They were followed by the
Elixiere des Teufcls, a novel (1815) Nachtslik'ke
(1817), Serapionsbriider {i vols. 1819-21); and
by the Lebensansichten des Katcr Murr, etc., or
Views of life of Murr the tomtat, with fragments
of the biography of Johann Kreisler, the Kapell-

Frcunde d. Tonkunst, vol. i., and Hitzig's Aiis
Hoffmanns Lchen, etc. (Berlin, 1823), contains
an estimate of him as a musician by A. B.
F. G.
Marx.
HOFFMANN, Geraed, architect, born at
composed sacred
Rastenberg, Nov. 11, 1690
cantatas and church music
is credited
by
"Walther with certain improvements in musical
instruments an additional key to the horizontal
an adflute, making it easier to tune (1727)
ditional key to the oboe, by which the Gj in
both octaves was given much more correctly a
mechanical arrangement by which the whole

he starved.

'

—

—

;

meister,

from

loose

and

spotted sheets.

[Many

from the above have been transa
lated into English in various periodicals
single stories

;

;

—

;

;

four strings of the violin could be altered at once
was then in use for church

(a different pitch

and chamber music)

version

of the

Serapionsbriider,

as

Serapion

by Major Alex. Ewing, appeared in
Schumann's admiration of these pieces
1886.]
may be inferred from his imitations of them in
his Florestan and Eusebius, and his adoption
of their nomenclature in the titles of his music.
After the fall of Napoleon, Hoffmann again

a

new temperament

for

;

;

bass-viols,

and other stringed instru-

lutes,

M.

ments.

0.

c.

HOFFMANN,

;

Brethren,

;

tuning instruments (1728) and for the organ
(1733) and a gauge for the strings of violins,

'

Heinkich ArousT, surnanied
von Fallersleben from his birthplace in Han-

over,

'

born April

and German

2,

hymn

1798,
writer

philologist,
;

poet,

was educated at

Helmstedt, Brunswick, and (under Grimm) at
the University of Gottingen (1816). In 1819 he
removed to Bonn, and in 1821, after studying

Dutch

literature in Holland,

was appointed in

HOFFMANN
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HOFHAIMER

1835 professor at Breslau,
His political views
caused his dismissal in 1S43, and he was not
allowed to return to Prussia till 1848. Finally
he became librarian to Prince Lippe at Corvey in
Westphalia, and there died Jan. 19, 1874. His
Gesckichte des Deutschen Kirc]unliedes (1st ed.
1832, 2nd 1854 Rumpler, Hanover) is written
in a thoroughly scientific spirit, and contains
;

He

important discoveries.

edited Schlesische

Mdodien (1842), and DpAitsche
GeseUschaftsUeder des 16. und 17. Jahrhunderts
Volkslieder mil

His original melodies, and above all
(1844).
his poems ioT ciiiXAxen {Kinderliedcr, 1843), are
widely and deservedly popular.
F. G.

HOFFMANN,

K.a.kel.

See

Bohemian

String Quartet.

HOFFMEISTER, Franz Anton, born at
Eothenburg on the Neckar, 1754 studied law
;

at Vienna, began his musical life as a ChurchCapellmeister, and in 1783 opened a book, art,
and music business there. This he threw up in

1798 with the intention of going to London. He,
however, got no farther than Leipzig, remained
there, and in Dec. 1800, in conjunction with
Ambrosius Kiihnel, founded the well-known
'Bureau de Musique,' which still flourishes more
than ever. [Peters,] On Jan. 2, 1805, he
again relinquished his business, returned to
Vienna, devoted himself to composition, and
died Feb. 10, 1812. Hoffmeister was an extraordinarily prolific writer
he left 350 pieces of
all dimensions for the flute alone
120 for
strings
symphonies and nocturnes for full
;

;

;

wind band and for clavier
songs
church music
and nine operas
all
light and pleasing, and nmch relished by dilcttanti.
[See the Qaellen- Lexikon.]
The early
orchestra

;

pieces for

—

;

;

publications of his firm were very coarsely
engraved, as, for instance, Haydn's overture in
and quartet in
minor (known as op. 8),
also Mozart's PF. quartets in G minor and
Ei>, which promised to be the beginning of a
long series, but on Hoffmeister'g allegation that
they were too obscure for the public, Mozart
cancelled the contract, though applying to
Hoffmeister when in want of money shortly
afterwards.
[He started a subscription in 1801
The
for the publication of Bach's works.]

D

D

nature of Beethoven's relations with him is
shown by his letters of ISOO and 1801, in which

he

olfers his opp. 19, 20, 21, 22, to his

testen Herrn Bruder.'

c.

'

gelieb-

Y. p.

HOFHAIMER (Hoffheimer), Paul, horn
Jan. 25, 1459, at Radstadt in the territory of
the Archbishop of Salzburg, became, apparently
without much special instruction, one of the
most distinguished organ players of his time.
He entered first the service of Archduke Sigismund of Tyrol, but afterwards betook himself
to tlie court of the Emperor Maximilian I.
He
was in high favour with the Emperor, and
frequently accompanied him on his journeys.
There is some uncertainty as to the precise dates

1480 to 1519
would seem to have
been Innsbruck, where the Emperor had his
regular chapel with Hofhaimer as organist.
In
1515, on the occasion of a solemn Te Deum sung
of his appointments, but from
his

chief place of abode

inSt. Stephen's Church, Vienna, whenHofhaimer
played the organ in the presence of three crowned
heads, he was, at the Emperor's request, created

a Knight of the Golden Spur by King Ladislaus
of Hungary, and was raised to the rank of
After the
nobility by the Emperor himself.

Emperor's death in 1519 he would seem to
have returned to Salzburg, where from 1526 to
his own death in 1539 he was in the service of
It was
the Archbishop as Cathedral organist.
chiefly as an organ player that Hoihaimer acquired fame in his lifetime and was celebrated
byhis contemporaries. OttomarLuscinius praises
his playing in the highest terms, describing it
as full of warmth and power, uniting the most
wonderful finger -skill with a majestic flow of
harmony pireviously unsurpassed. But of his
orgau compositions little if anything remains.
In a MS. of song compositions by Isaac, Senfl,
and others, now in the Imperial Library, Vienna,

Ambros was

fortunate enough to discover a piece

with Hofhaimer's name, which ap)peared to be
a three-part organ fantasia upon a song,
On
Ritter in his
freudt verzer ich manchentag.
Geschidde des OrgelspieU {\>. 97), wdiere the piece
is reproduced (n. 58), confirms the judgment of
Ambros as to its being really an organ piece, and
'

'

considers that it alone suffices to give Hofhaimer
his place as a master of the organ beside Arnold
Schlick, who, if he surpasses Hofhaimer in the invention of florid passages for the organ, is inferior
to

him

But

as a harmonist.

it is

chiefly as the

composer of simple four-part German songs that
Hofhaimer is now known to us.
Eitner is able
to reckon up fifteen songs as certainly by Hofhaimer, but many more by him may be hidden
among the anonymous works in the \'ariouscollections of the time. Five of them are foundwithout
name inOeglin's Liederhiich, 1512(see thereprint

by Eitner, 1880).

Several others besides these

met with

in Forster's Liederhiich, 1539.

are to be

Kade in the Noten-Beilagen to Ambros has reprinted three from Forster, one of wdiich is the
same as in Oeglin. These songs, as Eitner says,
are distinguished by a rare tenderness of feeling
and unusual loveliness of expression.
They are
written for the most part in very simple fourpart harmony, without much contrapuntalelaboIn the Monatshefte x.xv. p. 191, Eitner
gives a specimen of Hofhaimer's different conIn
trapuntal treatment of a three-part song.
ration.

,

one of the four-part songs reprinted by Kade,
(' Jlcius trauern ist') Ambros calls attention to
the remarkable resemblance to the melody of
the well-known chorale, Aus tiefer Noth.' Another work of Hofhaimer's to be noticed is his
Harmoiiiae Pocticne, sire carinina noiinuUa
Horatii, 4 voc. published at Nuremberg in 1539.
'

,

HOFMANN

HOGARTH

This work consists of forty-four simple harmonic
settings (thirty -five by Hofliaimer, nine by
Senfl) of Odes of Horace in strict accordance
The idea of
with the rules of Latin prosody.
writing music in strict accordance with the
rules of metre was one of the fruits of the
classical huiuanism of the time, and had considerable influence in helping forward the movement in favour of homophonic music, as also
on the development of the simple note-for-note
setting of the Protestant Chorale. These settings
of the Horatian Odes have been reprinted in

op. 78, a serenade for strings and flute, op.
Go, serenade for strings, op. 72, concertstuck for
flute, op. 98, an orchestral scherzo,
Irrlichter

recent times.

.J.

HOFMANN,

M.

P..

Heineich Karl Joh.\nn, born

Jan. 13, 1842, in Berlin, was a cliorister in the
Domchor at nine years old, and at fifteen entered
Kullak's academy, studying the piano \\'ith that

master, and composition under DelinandWiierst.
For some years after leaving this institution he

His earliest
played in public and gave lessons.
compositions were pianoforte pieces, but he first
came before the public as a composer with his
comic opera, Cartouche, op. 7, produced 1869,
In
and performed successfully in several places.
1873 the production of his 'Hungarian Suite,'
op. 16, for orchestra, obtained such renown that
he determined to devote himself thenceforth to
composition alone. In the next year his Frithiof
symphony, op. 22, was brought out with extraordinary success at one of Bilse's concerts in
Berlin, and rapidly became known all over
'

'

'

Germany

1S75 hiscantata, 'DiesehuneMeluand from
that time onwards he held a position equalled,
in respect of immediate popularity, by scarcely
any living composer. As in many other cases,
this ephemeral popularity led to almost complete oblivion on the part of the musical public
of Germany, even before his death, which took
place on July 16, 1902.
In 1882 he was made
Besides the
a member of the Berlin Academy.
works mentioned, the following are the most
Nornengesang,
important of his productions
for solos, female chorus, and orchestra, op. 21
two orchestral suites, opp. 16 and 68 string
sine,

'

in

;

op. 30, gained a similar success,

;

—

an

25

op.

18

op.
octet,

;

;

violoncello concerto, op.

quartet,

80;

op.

31

piano and strings

for

cantatas,

'

'

'

'

1872, 'Armin' (produced at Dresden
1877), 'Aennchen von Tharau,' 1878, 'Wilhelm
Ton Oranien' (three acts, op. 56), 1882, the
words of the first two by Felix Dahn, and
dor,'

Donna Diana

'

(op. 75, Berlin,

Nov.

13, 1886).

his later compositions are a Liederspiel

accompaniment,
Lenz und Liebe, a set of songs for baritone and orchestra, Die Lieder des Troubadours
Kaoul (op. 89), and Harald's Brautfahrt' for
taritone solo, male chorus, and orchestra (op.
90), 'Johanna von Orleans,' Nordische Meer(op. 84)for solo quartetwith PF.

entitled

'

'

'

'

'

'

fahrt,

'

etc.

An orchestral

suite,

'

Im Schlosshof,

Many

concerted vocal

works, songs, duets, and jtianoforte pieces have
also been published.
m.
HOFMANN, Josef, was born at Cracow in
His father was a professor at the Warsaw
1877.
Conservatoire and conductor of the Warsaw
opera, his mother having been a distinguished
singer.
Till 1892 he studied the piano with
his father, and then till 1894 he studied with
Rubinstein, who declared him a boy such as the
world of music had never before produced.
At
the early age of six he played in public, and when
only nine made a tour of Germany, Denmark,
Norway, Sweden, playing also in Vienna, Paris,
and London.
Whilst touring in America in
1887 he was overworked, giving fifty-two concerts in two and a half months, which caused
gi'eat indignation, and ended in tlie Society for
Prevention of Cruelty to Children taking tlie
matter up, his health having given way under
tlie strain.
After six years' rest in Berlin, he
reappeared stronger, more mature, and more
musical, making his debut in Dresden in 1894,
and in 1898 made a successful tour in America.
He played in London as a mature artist in 1903.
He has been summed up by an eminent critic
as an astonishingly individual artist, and has
been classed as one of the group of jiianists that
concerns itself with the orchestral development
of piano tone.
He has also composed for the
pianoforte.

w.

E. c.

HOGARTH,

George, writer on musical and
other subjects, was born in 1783.
He studied
music as an amateur, and became a violoncellist
and composer.
He studied law in Edinburgh,
associating with the literarj' characters of the

St. Luke's, "Chelsea, April

Aschenbrcidel,'

'

'

op, 94.

;

Waldfraulein, and
'Editha,' 'Prometheus,'
'Festgesang, op. 74; the operas Der Mata-

Among

'

und Kobolde,'

;

'

;

trio,

is

day and taking part in the musical life of the
city as joint secretary, with G. F. Graham, to the
Edinburgh Musical Festival of 1815, etc.
He
came to London in 1830, when he contributed
articles to the Harmomccm, and was engaged
on the staff of the Morning Chronicle,
His
eldest daughter, Catherine, was married at

;

sextet,

417

2, 1836, to Charles
Dickens, who is recorded in the parish register
as Charles John HuHliam Dickens.
On the
establishment in 1846 of the Daily News,
under the editorship of Dickens, Hogarth was
at once ajipointed musical critic, an office which
he held until his failing health obliged him to
Besides filling a similar post
resign in 1866.
for the Illustrated London Keirs, editing for
their short period of existence the Evening
Chronicle and the Musical Herald, assisting
Dickens in the compilation of the Houselwld
Narrative, and contributing articles to several
periodicals, Hogarth found time to write some
volumes on musical subjects, in which his judg-

ment on contemporary
been

art-life appears to have
sound and his mind open to the new
•2

E

HOLBORNE

HOLCOMBE

work for his artistic instinct was
sure even where his knowledge was limited.
These works are Musical History, Biography, and
Criticism, 1835 Memoirs of tJie Musical Dravia,

public, principally as a composer of orchestral
His
music of pronounced modern tendencies.

418
influences at

;

;

1838
a revised edition of the same, called
Memoirs of the Opera, 1851
The Birmingham
Festival, 1855
and The Philharmonic Society,
from its foundation in IS 13 to its 50th year in
1862, a history he was well qualified to undertake, owing to his connection with the Society
as secretary from 1850 to 1864.
Other literary
works are mentioned in the Diet, of Nat. Biog.
;

;

;

His musical compositions comprise ballads, glees,
and editions of standard English songs.
Hogarth died on Feb. 12, 1870, in his eightyseventh year, and was buried in Kensal Green
Cemetery.
L. M. M.
HOLBORNE, Axtomy and William. There
was published in 1597 a work bearing the title
of

'The Cittharn Schoole, by Antony Holbonie,

Gentleman, and seruant to her most excellent
Maiestie.
Hereunto are added sixe short Aers
Neapolitan like to three voyces, without the Instrument done by his brother, William Holborne.
It is dedicated to Thomas, Lord Burgh,
Baron Gainsburghe.
In the Preface the author
says he was induced to publish these early works
in consequence of some stranger having put forth
corrupt copies of them.
The Cittharn Schoole
:

'

'

'

contains thirty-two

pavans,
galliards, popular song tunes, etc.) for the cittharn alone, in tablature twenty-three others
for the cittharn with an accompaniment, in
ordinary notation, for bass viol
and two more
for the cittharn, with accompaniments for treble,
tenor and bass viols. The six Aers by William
Holborne are stated to be the first fruites of
Composition done by him. The second of them
spieaks of
Bonny Boots as dead, agreeing in
that respect with one of Morley's Canzonets,
(preludes,

pieces

;

;

'

'

'

'

'

'

'

or.

Little Short Aers to five

and

sixe voices,'

The Cittharn
published in the same year.
Schoole was unnoticed prior to 1847, when Dr.
'

'

Eimbault

partially described it in his Bibliotheca

Madrigaliana, from a copy, presumably unique,
then in his possession, but now in the library of
[Music by Antony
the Royal College of Music.
Holborne is also in Dowland's Varietie of Lute
Zessons (1610), and he is there called Gentleman Usher to Queen Elizabeth. A duet, My
Heavy Sprite,' is in Dowland's MusicoJ Banquet
'

(1610), and commendatory verses by him are
prefixed to Morley's Plaine and Easie Introd.

(1595 and 1608), and

to Farnaby's Canzonets,

w. H. H.
Joseph
Holbrook), was born at Croydon on July 6,
1878.
He studied at the Royal Academy of
Music, his principal teachers being F. Corder
for composition, and Frederick Westlake for
1598.]

HOLBROOKE,

Jo-sef

(originally

the pianoforte.
Since leaving the Academy in
1898 he has devoted himself entirely to composition and has come frequently before the

important work to be performed was a tone
entitled 'The Raven,' after Poe, filayed
This
at the Crystal Palace Concerts in 1900.

first

poem

was the

first

of a series of

symphonic poems of

Ode
unusual interest.
It was followed by the
The Skeleton in Armour
to Victory (Byron),
'

'

'

'

(London Symphony Concert, Nov. 26, 1904), 'Queen Mab'
(Shakesi)eare), (Leeds Festival, 1904), and 'The
Masque of the Red Death (Poe). His other
orchestral works include an overture entitled
The New Renaissance,' and three fantastic sets
(Longfellow),

'

Ulalurae

'

(Poe),

'

'

of variations on tlie following popular melodies

'Three Blind Mice,' 'The Girl

:

Left Behind
Of his choral

I

Me,' and
Auld Lang Syne.'
works the most important is his setting of The
Bells,' which at the date of writing has not yet
'

'

been performed.
He has also written a large
quantity of chamber music and some songs and
smaller instrumental piieces.
In these smaller
forms it can scarcely be said that he is entirely
successful, his methods adapting themselves
only with ditficulty to their narrow limits.
Neither can it be said that he has as yetfurnished
evidence that he possesses the jjeculiar temperament that can find its expression through the
medium of chamber music. His works in this
branch almost invariably leave one with the
impression that they could with advantage be
scored for full orchestra.

It is in his orchestral

musicthathehas asserted himself as athoroughly
characteristic and independent member of the
younger group of British composers. He possesses
a vivid imagination of that type which is
readily stimulated by the intensely tragic, and
occasionally drifts into that debatable territory

which divides the morbid from the grotesque.
without significance that so many of
works are based upon the •(vritings of Edgar
Allan Poe, and that these are to be reckoned
the most successful.
His orchestration, like
his construction, is always bold and occasionally
sensational.
If at times it threatens to become
It is not

his

the defect must be attributed to the
impetuosity with which the eff'ects are produced,
nor is it out of keeping with most of the subjects

turgid,

illustrated.

e. e.

HOLCOMBE, Hexrt,

born about 1690, probably at Salisbury, where he was a chorister.
He came to London while a boy, and sang in the
Anglo-Italian operas at DruryLane as Prenesto
in 'Camilla' (1706, 1708), and the Page in
'Rosamond' (1707). On the breaking of his
voice he left the stage and became a teacher of
the harpsichord and singing, in which he was
very successful. He died in London about 1750.

Holcombe issued as op. 1 six solos for a violin
1745, and about the same year published
two collections of songs, viz.
The Musical
Medley or, A Collection of English Songs
and Cantatas set to Musick, and The Garland ;
in

'

;

'

'

HOLDEN
of

a Collection

Two

eleven

of his songs

—

'

HOLLANDER

Songs and Cantatas.

Happy Hour

'

presented to the rectory of Northwold in Norfolk, and to that of Tidd St. Giles, in the
Isle of Ely, in 1662.
He was elected F.R.8.
in 1663.
He had succeeded in teaching a
deaf-mute to speak, and he wrote a paper on the

(printed in

the Musical Miscellany), and 'Arno's Vale,'
were much sung in their time. See Jlrs. Delany's
w. H. H.
Autobiography, i. 189.

HOLDEN,

John, lived in Glasgow during

the latter half of the ISth century, settling
there as a potter, and becoming a burgess in
He jjublished an Essay towards
about 1757.

a Rational System of Music, Glasgow, 1770

;

other editions appeared in Calcutta, 1799, and
Edinburgh, 1807.
He publislied a Collection
of Church Music, consisting of New Setts of the
'

Common Psalm Tunes, with some other Pieces
adapted to the several Metres in the Version
authorised by the general assembly
principally designed for the use of the University of
Fetis's statement tliat he
-Glasgow,' I7t56.
was a professor in Glasgow University is an
w. h'error,
;

.

HOLDEN,

Smollet.

Dr.

.

Petrie

.

in

his

Ancient Music of Ireland, 1855, refers to him
the most eminent British composer of military music in his time.'
He was the lather of
Dr. Francis Holden, who, with his sister, was

as

'

down many of the old
Smollet Holden kept a
music shop at 26 Parliament Street, Dublin, at
the end of the 18th century.
He issued a very
valuable collection of Irish airs, many being
printed for the first time.
It is in two volumes
instrumental in noting
Irish traditional airs.

folio,

and

is

lished Irish

entitled

A

Collection of Old-Estab-

Slow and Quick Tunes,
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circa 1806-7.

Other of his pviblications include A Selection of
Masonic Songs, A Collection of Original IVelsh
Music, A Collection of {24} Quick and Sloio
Marches, and a collection of Irish melodies
published periodically,
F. k.
HOLDER, Joseph William, Mus.B,, born
in St. John's, Clerkenwell, in 1764, and educated
in the Chapel Royal under Dr. Nares.
After
quitting the choir he became assistant to Reinhold, organist of St. George the Martyr, Queen
Square.
He next obtained the post of organist
of St. Mar}''s Church, Bungay, wdiich he held for
many years, after which he removed to the neighbourhood of Chelmsford. He took his degree of
Bachelor of Music at Oxford in Deo. 1792, his
exercise being an anthem, the score of which is
preserved in the Bodleian Library.
Holder's
compositions consist of a mass, anthems, glees
(three collections published), canons, songs, and
pianoforte pieces, including arrangements of

many

Holder claimed
of Handel's choruses.
descent by the father's side from Cardinal
w. H. H.
Wolsey.
He died in 1832.

HOLDER, Rev. William, D.D., born in
Nottinghamshire in 1616, and educated at
Pembroke Hall, Cambridge, became, in 1642,
[He was
Rector of Bletchington, Oxfordshire.
incorporated M.A. at Oxford in 1643, collated to the third prebendal stall in ElyCathedral
He was
in 1652, and installed there 1660.

subject in Fhilosojihical TransaHicms for

May

1668, publishing his Elenicnts of Speech, etc..
in the following year.
He was appointed a
canon of St. Paul's in 1672.] He took thedegree of Doctor of Divinity in 1660.
On Sept.
2, 1674, he was sworn Sub-dean of the Chapel
Royal, wljich office he resigned before Christmas
1 689, and he was also Sub-almoner to the King.
[In 1687 he was presented to the rectory of
Therfield, Herts, and gave two bells to the
church, besides making other impirovements.]
He was author of A Treatise on the Natural
.

Grounds and Principles of Harmony, 1694

;

second edition 1731, a very able work, written
ehiefiy ibr the service of the gentlemen of the
Chapel Royal.
An Evening Service in C and
two anthems by him are in the Tudway Collection (Harl. MSS. 7338 & 7339).
Dr. Holder
died at Hertford, Jan. 24, 1697, and was buried
in the undercroft of St. Paul's Cathedral. Holder
married a sister of Sir Christopher Wren, and
had a considerable share in his education. [Adw. H. H.
ditions from Diet, of Kat. lliog.'\
HOLE, William. It may be claimed that
he was the first to engrave music in England.
This was the celebrated work Parthenia, or
the Maydenhead of the First Musieke that ever
ivas printed for the Virginalls.
Folio.
The
imprint says that it was engraven by William
Hole for Dorethie Evans.' There is no date,
but this has been fixed at 1611. Later editions
were issued from the same plates.
William
Hole in 1613 engraved the Prime Musicke nuove
of Angelo Notari, and the portrait of Michael
Drayton which is prefixed to the 1627 edition
of his works.
Robert Hole of the same family engraved a
companion work to Parthrnia named Fartlienia
Inviolate, circa 1614.
Of this work only one
copy is known, which is in the hands of an
'

American

F. K.

collector.

HOLLANDER, Alexis, was born

in Ratibor,

He went to
on Feb. 26, 1840.
where he was a pupiil of Schnabel
and Hesse, and conducted the Gymnasium
From 1858 to 1861 he
scholar singing society.
studied in Berlin at the Royal Academy under
Grell and A. W. Bach, and was also a jirivate
In 1861 he was appiointed
fiupil of K. Bohmer.
instructor at Kullak's Academy, and in 1870
conducted the Caecilienverein, being nominated
He has written several comprofessor in 1888.
in

Silesia,

Breslau,

positions for the piano, a suite for violin and
a piianoforte quintet, also songs, piart
songs, studies as a preparation for choral sing-

piiano,

besides editing a volume of
pianoforte pieces.
ing,

HOLLANDER,

Gustav,

Schumann's
w.

E, c.

violinist, teacher,

HOLLANDER

HOLLINS

and composer, was born in Leobschiitz, in Upper
Silesia, Feb. 15, 1855, and was taught the violin
by his father, a physician, appearing in public
as a prodigy when very young.
From 1867 to
1869 he studied with David at Leipzig, and then
went to Berlin, where he was for ti\'e years a
pupil of Joachim.
In 1875 lie became the
principal \dolin teacher at Kullak's Academy,
and was appointed Royal Chamber Slusician,

and 1884 he was leader of the orchestra under
Richter, was appointed professor of the violin at
the Guildhall School of Music in 1887, and was
leader of the orchestra for Henschel during his
The
seasons of London Symphony Concerts.
"Wagner concerts conducted by Mottl, Strauss,
AVeingartner, and Levi were led by Hollander,
and the practical experience he had gained of
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making

a successful tour with Carlotta
Patti in Austria.
From 1878 to 1881 he gave
also

a

'

conducting bore excellent fruit in the establishof an organisation of his own, called the

ment

-^
""~T^
H

I

chamber concerts in
Berlin, and in 1881 became leader of the
Giirzenioh orchestral concerts, and teacher at
series

of subscription

the Cologne Conservatorium. After Japha's retirement he took the leadership of the Cologne
string quartet, playing not only locally but in
various continental towns with success. In 1 884
he was leader of the Stadttheater orchestra, and
in 1894 led the Professorien Streichrpiartette,
being in the same year appointed director of
the Stern Conservatorium in Berlin, a post he
still holds.
In 1896 he was engaged as Concertmeister of a new orchestra in Hamburg, and
has toured in Belgium, Holland, and Germany.
Besides being an excellent violinist, he has

composed several works
as well as arrangements,
.small violin concerto for

and piano,
and more recently a
w. e. c.
pupils.
for violin

HOLLANDER,

Victor, is a younger brother
and was born in Leobschiitz in
1866, and studied with KuUak.
In 1897 he
became substitute director of the Stern Conservatorium, and in 1901 musical director of
of the above,

the Metropol Theater in Berlin.
He has composed pieces for the piano and a one-act comic
opera
Carmosinella,
which was produced
in Frankfort - am - Main in 1888, and another
The Bay of Morocco,' produced in London in
'

'

'

w. K. c.
HOLLANDER, Bexno, born in Amsterdam,
June 8, 1853, iirst appeared as a violinist in London in the Hanover Square Rooms when quite
a child. On the advice of Isodor Lotto, who was
p)laying at the Promenade Concerts at the time,
the boy was sent to Paris to study at the ConHere he had the good
servatoire with Massart.
fortune to become acquainted with Berlioz during
the last years of that master's life, and had the
advantage of hearing Wieniawski, from whom
he learnt much, and of studying composition
with Saint-Saens. He carried off the first violin
prize in 1873, and came to London in 1876
after a long tour in Sweden, Denmark, Russia,
Germany, and France, where he made many
1894.

At first, like so many
successful appearances.
young artists, he was much discouraged, but
on Costa's strong recommendation he remained
in London composing and playing viola while

He
waiting for more important engagements.
joined Auer's (juartet at the Musical Union, and
played the viola frequently at the Popular Concerts.
For the German Opera seasons of 1882

'

{i.e.

B.H.) Orchestral Society,

which,

after

a preliminary

ex-

periment, began its regular work in the KenBy the
sington Town Hall in May 1903.
conductor's skill and enthusiasm, by the intrinsic interest of his programmes, and by the
eminence of the soloists wdio have appeared at
the concerts, they have already gained a high
position among the less pretentious of London
enterprises.
Hollander's compositions include
two violin concertos with orchestra, a pastoral
fantasia for the same (played by Ysaye at a
Queen's Hall Symphony Concert in Feb. 1900),
an opera in German (ilS. ), 'The Last Days of
Pompeii,' a septet for piano, strings, and two
horns, two string quartets, a trio for two violins
and viola, a trio for piano, violin, and violoncello, two sonatas for piano and violin, a sonata
for piano solo, a symphony, 'Roland,' and two
pieces for orchestra, 'Drame' and 'Comedie,'
as well as numerous songs and violin solos.
He
was appointed court violinist to the late King
of Holland.
M.

HOLLANDER, Cheistiax Janszox, from
1549 choir-master at St. "ffalburg's, Audenarde,
became in 1559 singer in the imperial chapel
at Vienna under the Emperors Ferdinand I.
and Maximilian II.
He died before 1570. A
large number of motets by him are contained
in the collections of the time, and especially in
the Thesaurus of Joannelli, 1568, from which

Commer

has reprinted twenty-five.
The only
other works of Hollander that appeared in print
are (1) a collection of German songs, sacred and
secular for four to eight voices (Munich, 1570),
and (2) 'Trioinia' (Munich, 1573). From the
former, Commer has reprinted two sacred songs

Herr durch deinen bittern
Allmachtiger Gott der du all' ding
erhaltst, and two secular songs for four voices,
'Der Wein, der schmeckt,' 'Ach edles Bild.'
For a critical account of his motets, see Ambros's
Geschichte der Musih, Bd. iii.
j. K. M.
HOLLINS, Alfred, born at Hull, Sept. 1 1,
1865, is a remarkable example of the attainfor five voices,

Tod,'

'

'

'

ment

of great proficiency in spite of total blindHe was taught by relatives until the
age of nine, when he went to the Wilberforce
ness.

Institution for the Blind at York, remaining
there for three years, studying under the eldest

brother of Sir Joseph Barnby.
In Jan. 1878
he entered the Royal Normal College for the
Blind at Upper Norwood, where the pianoforte

HOLLINS

HOLMES

was his principal study under Frits Hartvigson.
He was soon promoted to learn the organ with
Dr. E. J. Hojikins, and it is remarkable that

HOLMES, Alfeed, born in London, Nov. 9,
1837, son of Thomas Holmes of Lincoln, a selftaught man, was at the age of seven initiated
by his father in the practice of violin jilaying.
With no other instruction than that of his
parent and Spohr's
A'iolin School,' he soon

throughout his career he has maintained his
He "was
skill equally on hoth instruments.
quite a boy when he played Beethoven's E flat
concerto at the Crystal Palace, under Manns's
direction, and only sixteen when he played to
He went to
Queen Victoria at Windsor.
Berlin to study with Hans von Billow, and
derived much l:)enetit from the intercourse with
He played before the
that inspiring teacher.
King and Queen of the Belgians at Brussels,

and the Empress Frederick

at Berlin,

and was

appointed to the post of organist at St. John's
In the Music and
Church, Eedhill, in 18S4.
Inventions Exhibition of 1SS5 he appeared with
great success as an organist, and in 1886 was
taken hy the princijial of the Eoyal Normal
College, Dr. F. J. Campbell, to America, with
A second
a quartet party of blind peribrmei-s.

United States was made in 1888
but before that Mr. Hollins had studied again
in Germany at the BatT Conservatorium at
and in 1886 he had appeared at
Frankfort
one of the Popular Concerts, and in 1888 at
the Philharmonic Concert, in Beethoven's E flat
concerto.
In 1888 he was appointed the first
visit to the

;

;

and organist of
Andrew's Presbyterian Church, Upper Norwood.
During his tenure of tlie latter post he
was a professor of pianoforte and organ in the
In 1897 he was apRoyal Normal College.
pointed organist of Free St. George's Church,
Edinburgh, when the organ was first introduced
into that church.
In August and September
190i he gave a number of organ recitals in
Australia, creating great enthusiasm by his
wonderful skill.
Mr. Hollins's compositions
are marked by sound musicianship), and no
They include some six anlittle originality.
thems a trio for female voices, to words by
a
Kingsley
a few songs, some published
several piano
romance for violin and piano
solos
and a considerable number of organ
pieces, among them two concert overtures and
a triumphal march, written for the Sydney
recitals.
He is lionorary Fellow of the Royal
organist of the People's Palace,

St.

;

;

;

;

;

College of Organists.
It is often the case that the performances

and works of blind musicians are felt to be
in
wanting in what may be called vitality
;

many

notable instances a certain dryness of
undoubtedly been noticed but if a
practical argument against the assumption that
it is universally the case were wanted, none
better could be given than both the playing
and the compositions of Mr. Hollins, both of
which are eloquent and vividly full of vigour
style has

;

An excellent article on him apfeeling.
peared in the Mimical Times for October 1901,
from which much of the above information is
M.
taken.
and
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'

became distinguished, and

especially noted for
performance of duets -(A-ith his younger
brother, Henry.
At a later period their father
made tliem study tlie classic French school of
Rode, Baillot, and Kreutzer.
'W'hen about ten
years of age Alfred became principal soprano
boy at the Oratory, then newly established in

the

King William

Street, Strand, in the building
the Lowther Rooms, afterwards
Toole's Theatre.
On July 13, 1847, the two
brothers made their first appearance in public
at the Haymarket Theatre at the benefit of
F. Webster, and played Auber's overture to
Masaniello,' arranged as a violin duet.
They
were heard by Spohr about 1862, but did not
again appear in public until 1853, in the summer
of which year they played at a concert at the

theretofore

'

Beethoven Rooms, assisted by W. H. Webb,
Piatti, and Lindsay Sloper.
In 1855 they
made their first visit to the continent and went
to Brussels, where they remained for several
months performing with great success. In 1856
the}' visited Wiesbaden, Frankfort, Darmstadt,
Leipzig, Mayence, and Cassel [where Sjicthr paid
them the compliment of dedicating his three
grand duos to them].
In 1857 they went to
Vienna after that to Sweden, where they
remained for two j'ears, and then to Copenhagen
in 1860 and Amsterdam in 1861, meeting everywhere with great success.
In 1864 Alfred
Holmes settled in Paris, where in 1866 he
established a quartet party.
In 1867 he made
a tour in Belgium, Holland, Germany, and
Russia.
At St. Petersburg he produced his
Jeanne d'Arc, symphony with solos and chorus,
which was performed for the first time in
England at the Crystal Palace, Feb. 27, 1875.
Returning to Paris he gave some fragments of a
symphony called 'The Youth of Shakespeare,'
at one of the Concerts Populaires, and an opera
Inez de Castro,' was accepted, though never
;

'

'

*

performed, at the Grand Opera.

He

alterwards

produced two symphonies entitled Robin Hood
and 'The Siege of Paris,' and composed two
others under the names of 'Charles XII. and
'Romeo and Juliet' His overture 'The Cid,'
was played at the Crystal Palace, Feb. 21, 1874,
and another, 'The Muses,' after the composer's
He died, after a short illdeath, in London.
'

'

ness, at Paris,

March

Hexky Holmes,

4, 1876.
born in London, Nov.

7,

1839, was, like his brother, instructed solely by
his fatlier. In his boyhoodhe was alsoa chorister
After quitting his brother in
at the Oratory.
Paris in 1865 he proceeded to Copenhagen and
thence to Stockholm, where he remained some
time, but ultimately returned to England and

HOLMES
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settled in London, where he

HOLMES

was highly esteemed

as a solo violinist and quartet player.
His
principal compositions are four symphonies

(No. 1, in A, performed at the Crystal Palace,
Feb. 24, 1872), a concert overture, two quintets
for stringed instruments, a violin concerto (in
F, Crystal Palace, Dec. 11, 1875), many violin
solos, two sacred cantatas for solo voices, chorus

and orchestra, entitled 'Praise ye the Lord,'
and 'Christmas,' and numerous songs.
[A
symphony,
Boscastle,' was performed at one
of the London Symphony Concerts in the spring
of 1887.
For some years from 1868 he gave
chamber concerts under tire title of Musical
'

Evenings

he held

post of professor of the
violin at the Royal College of Music from its
foundation until his enforced resignation in
;

tlie

1891, since which time he has not appeared in
public in ^England. ]
w, h. h.

HOLMES (properly Holmes), Augu.staMaky

AxxE, born

in Paris, Dec. 16, 1847, of Irish
parents, and naturalised in France in 1879, was,
in fact, a composer of French music, for, being a

member

advanced school of Franck, she
only wrote music to French words. Her parents
were strongly opposed to her musical propensities,
and she began her career as a prodigy, playing
the piano at concerts and in drawing-rooms, and
singing airs of her own composition signed with
the iiom de plmne of Hermann Zenta.
She
studied harmony and counterpoint with H.
Lambert, organist of the cathedral at Versailles,
where she was then living, and received excellent
advice as to instrumentation from Klose, bandmaster of the Artillerie de la Garde Imperiale,

and

of the

professor of the clarinet in

tlie

Conservatoire.

however, Mile. Holmes, whose character was one of great independence, worked
alone both at her musical and literary studies,
for between the time of her debut and her
intimacy with M. CatuUe Mendes she always
wrote her own librettos but in 1875 she became
aware of the necessity for more serious studies
under a master, and enrolled herself as a pupil
"With the exception of an
of Cesar Franck.
opera,
Hero et Leandre, submitted to the
directors of the Opera Populaire, and of the
Psalm 'In exitu, performed by the Societe
Philharmonique inl873, her compositions nearly
After two years of
all date from tliis time.
serious study under Franck's direction, she produced at the Concerts du Chatelet (.Jan. 14,
1877) an Andante Pastorale from a symphony
on the subject of Orlando Furioso, and in the
following year she gained a second place after
Dubois and Gotlard (bracketed together) at the
musical competition instituted by the city of
Paris.
Her p)rize composition, a symphony entitled
Lutece, was afterwards played at the
concerts at Angers (Nov. 30, 1884).
In 1880
jnie. Hoi Dies again entered the second competition opened by the city of Paris, and though
she only gained an honourable mention she was

In

reality,

;

'

'

'

'

'

fortunate enough to attract the attention of
Pasdeloup, who performed the entire score of her
work, Les Argonautes,' at the Concerts Populaires (April 24, 1881), and this unexpjected test
'

proved to be entirely to her credit, and to the
discoratiture of

Duvernoy, whose

'

Tempete had
'

been preferred to Mile. Holmes's work by eleven
judges against nine.
On March 2, 1882, Mile.
Holmes produced at the Concerts Populaires a
Poeme Symphonique entitled Irlande' another
symphony,
Pologne,' after its production at
'

;

'

Angers, was played at the same concerts on Dec.
and a symphonic ode for chorus and
9, 1883
Ludus pro
orchestra with recitative, entitled
patria,' was given on March 4, 1888, at the
The above, with
Concerts of the Conservatoire.
a collection of songs called Les Sept I\Tesses,'
are the works by which Mile. Holmes's vigorous
and far from effeminate talent may be judged.
'We see the influence of Wagner, but only in the
we do not light upon whole
general conception
bars and passages copied literally from him, such
;

'

'

;

are found in the case of some compiosers.
Certain portions of Mile. Holmes's work, as the
opening of Irlande (1885), her most complete
work, and the third part of Les Argonautes,'
although they contain serious faults in prosody
and in the union between the words and the
music, are nevertheless creations of great worth,
evincing by turns a charming tenderness, ardent
passion, and masculine spirit. It is true that the
author did not always measure her effects she
gave rather too much prominence to the brass
instruments, and in seeking for orginality and
grandeur she was sometimes affected and pompous but this exuberance was at least a sign of
an artistic temperament, and of a composer who
had something to say and tried to give it a litting
as

'

'

'

;

;

This virtue, rare enough amongst
men, is exceptional in women, and is therefore
worthy of the highest praise. [An Ode triomphale,
for solos, choir, and orchestra, was
played at the Paris Exhibition of 1889
a
expression.

'

'

;

'Hymne

a la Paix,' for the same, at Florence in

May
Au

1890, at the fetes in honour of Dante and
pays bleu,' a symphonic suite, was played
in 1891.
Her four-act opera, 'La Montague
noire was produced at the Grand Opera in Paris,
Feb. 8, 1895, and had a considerable success.
Two more operas, Astarte,' and 'Lancelot du
Lac,' remain in MS.
She died in Paris, Jan.
On July 13, 1904, a monument to
28, 1903.
her memory was unveiled in the St. Louis
Cemetery, A^ersailles.
c;. F.]
A. J.
HOLMES, EnwARD, born in 1797, schoolfellow and friend of Keats, was educated for
the musical profession under V. Novello, and
;

'

'

'

He was
became a teacher of the pianoforte.
engaged as musical critic of the Atlas newspaper.
In 1827, he made a tour in Germany,
and wrote a volume entitled, A liamble among
the Musicians of Ger7na7iy, etc. 1828.
It
In 1845 he published
reached a third edition.

HOLMES

HOLYOKE

Tly. Life of Mozart^ including his Correspaiidence,
in an Svo volume, which justly attracted great
attention.
This book, which was the result of
a second visit to Germauy, and bears traces of

In 1826 he became Sub-professor and
subsequently Professor of the Piano.
As a
teacher he was remarkably successful, having
trained some of the most eminent of English
musicians among them Sterndale Bennett, the
two Macfarrens, J. AA^. Davison, and others.
His knowledge of PF. music was very great,
and as a virtuoso he long enjoyed a high reputation.
His first appearance at the Philharmonic
was in Mendelssohn's Introduction and Rondo,
March 24, 1851 and as late as 1876 he performed at the Alexandra Palace a concerto of
his own, in A major, written for the Jubilee of
the R.A.1\L
His compositions are numerous
and of all classes
symphonies, concertos,
sonatas, songs, and an opera
still in MS.
Like his friend Cipriani Potter he was ahvays
ready to welcome new compiosers and new music,
in proof of which we may name the fact that it
was at its instigation and under his care that
Brahms's fii^st PF. Concerto was first played
in England by Miss Baglehole, at the Crystal
Palace, March 9, 1872.
He died in London,
April 23, 1885.
g.
HOLSTEIN, Fr,\nz von, the son of an officer
of high piosition, born at Brunswick, Feb. 16,
1826.
He was himself obliged to adopt the
military profession, but eagerly embraced every
opportunity of improving his musical knowledge.
He studied with such success under Griepenkerl
that in 1845, while he was working for an examination, he found time to finish an opera in
two acts, Zwei Nachte in Venedig, which was
privately performed.
He went through the
Schleswig-Holstein campiaign, and on his return
to Brunswick set to work upon an opera on the
This more ambitious
subject of 'AVaverley.'
work in five acts was finished in 1852, and was

great and conscientious labour, as well as of
talent and judgment of no common order, was
characterised by Otto Jahn as the most useful,

complete, and trustworthy biography then iu
existence (Jahn's Mozart, 2nd ed. A'orwort. p.
xv).
Jahn's own Life of the master contains
a mass of materials which no one but a German
residing on the spot could have collected, but
Holmes's has greatly the advantage of it in compression and readableness, and a new edition
was prepared by Professor Prout (Novello k Co.,

In addition to this, his great work.
Holmes wrote a life of Purcell for the second
issue of Novello's edition of his Sacred Music,
an Analytical and Thematic Index of Mozart's
PF. works, often reprinted by the same firm,
analyses of several of Mozart's Masses, which
were published in the Musical Times, with many
other papers on musical subjects.
He married
the grand-daughter of S. "VVebbe, and died in
America, August 28, 1859.
(See Mas, Tiuics,
w. H. H.
Oct. 1, 1859.)
HOLMES, George, organist to the Bishop of
Durham, was aptpointed organist of Lincoln
Cathedral on the death of Thomas Allinson in
1704.
He composed several anthems, two of
which
'Arise, shine,
daughter of Zion,'
compcraed on the Union with Scotland, 1706,
and I will love Thee,
Lord/ are to be
found intheTudwayCollection(Harh MS. 7341),
and others are in the choir books of Lincoln.
[His setting of the Burial Sentences is still sung
Holmes composed an
in Lincoln Cathedral.]
Ode for St. Cecilia's Day, but for what particular
year is not stated
its contents, however, show
it to have been written between 1703 and 1713.
He died in 1721. Some catches by a George
Holmes are contained in Hilton's Catch that
Catch can,' 1652; their composer may possibly have been the father of the organist of
1878).

—

—

'

:

'

Lincoln.

HOLMES,

iv.

JoHX, organist of

h. h.

Winchester

Cathedral in the latter part of the 16th century.
and organist of Salisbury Cathedral from 1602
to 1610, contributed to 'The Triumphes of
Oriana,' 1601, the madrigal for live voices,
'Thus Bonny Boots the birthday celebrated.'
Some church music of his composition is extant
in MS.
He was master to Adrian Batten and
Edward Lowe. His son Thomas was sworn a
gentleman of tlie Chapel Royal, Sept. 17, 1633.
Some catches by him are contained in Hilton's
He died at
'Catch that Catch can,' 1652.
w. H. H.
Salisbury. March 25, 1638.
HOLMES. "\ViLLi.4M Henry, son of amusician,
born at Sudbury, Derbyshire, Jan. 8, 1312,
entered the Royal Academy of Music at its
opening in 1822. and gained two of the first
medals granted there for composition and the
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piano.

;

;

—

—

'

'

to Hauptmann, who was so pleased with
that he persuaded Holstein to leave the army
and devote himself to art. From 1853 to 1856

shown
it

therefore,

with a considerable

by ill-health, he studied at

inter^'al

Leipzig,

several very promising works,

concert overture, 'Loreley.

'

occasioned

and produced

among them

a

He went to Rome in

the winter of 1856-57, and continued his studies
there, and subsequently at Berlin and Paris.
In 1869 a new opera, 'Die Haideschacht, was
produced with success at Dresden, and was heard
'

the principal stages of Germany. A comic
Die Erhe von Morley,' was produced in
1872 at Leipzig, and in 1876 yet another, Die
Hochlander, was given at Mannheim.
In the
night of May 21-22, 1878, the composer died at
Besides the dramatic works we have
Leipzig.
mentioned, the following are important a postFrau Aventiure,' a solo
humous overture,
from Schiller's 'Braut von Messina,'- 'Beatrice,'
a scena for soprano with orchestra, and many
songs and instrumental compositions.
ii.

on

all

opera,

'

'

'

:

'

HOLYOKE, Samuel, A.M.

An American

teacher and composer of both vocal and instru-

mental music, born at Boxford, Mass., 1771.

HOME, SWEET HOME

HOLZ
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He

published Harmonia Americana (printed in
type at Boston, 1791)
a collection of hymntunes and other pieces. Also The Instrumental
Assistant (vol. i. 1806, vol. ii. 1807, Exeter,
N.H. ). Also Ths Columbian Repository of Sacred
Harmony (E.xeter, N.H., 1809), a very voluminous work. Also, with Oliver Holden, The
He died at Concord,
Massachusetts Compiler.
N.H., in the spring of 1816, much regretted
G.
and esteemed.
HOLZ, Karl, Austrian official, able violinist,
and devoted lover of music, born at Vienna,
1798. In 1824 he became one of Schuppanzigh's
quartet party, and an active member of the
direction of Gebauer's
Spirituel Concerte, in
which he led the first violins. A jovial, pleasant
fellow, devoted heart and soul to Beethoven,
who dubbed him Mahagoni-Holz,' ' and often
invited him to dinner, where he took more than
'a hard
his share of his entertainer's wine
drinker, between ourselves,' says Beethoven.^
Possibly drink was not his only failing, if we
may so interpret the Monsieur terrible amoureux of another letter of Beethoven's.^
In 1826 Beethoven informed him by letter^
that he had chosen him for his biographer, in
the confidence that whatever information might
be given him for that purpose would be accurately communicated to the world. According
to Schindler, Beethoven afterwards repented of
this arrangement. In 1843 Holz made over his
rights to Gassner of Carlsruhe, hut nothing has
been done. Holz died at Vienna, Kov. 9, 1858.
One of the last times that Beethoven's pen
touched the paper before he took to his deathbed
was to add his signature and a line of music (in
a strange scale) to a note of his dictation to Holz,
'Dec. 1826' (N"ohl, Letters, 385):—

—

'

'

'

—

*

'

HOOK

HOMILIUS
The

air is

marked

To

the

'Sicilian,'

Home

My

of

and

is

now

as follows:

Childhood.
Sicilian air.

:^§^^iiJ^^^"S"^}^^-^-s
:*^i^«tl:

H^^^^^^^gg^^:^
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endorse that verdict, we

mus-t.

allow

still

Homilius to have been no unworthy pupil of
J. S. Bach's.
His numerous sacred compcisitions
are characterised by a peculiarly happy vein of
melody, and, in accordance with the taste of the
day, an avoidance of polyi^honic treatment of
the parts.
On the other hand, it is difficult to
compare his music with more modern honiopihonic compositions.
His treatment of bis
themes as is the case throughout this period
in which Bach's influence was paramount
is
always interesting, and sometimes masterly.
His most important works are his motets, model
compositions of the kind.
Little of his music
has been pirinted, but he was very liberal in
allowing copies of his works to be taken.
Of
his thirty-two motets some excellent examptles
are to be found in his pupil J. A. Hiller's VierstimmigeMotetten, 'inSander's 'HeiligeCaecilia'
(Berlin, 1818-19), Weeber's Kirchlicbe Chorgesiiuge (Stuttgart, 1857), and Trautwein's Auswahl.
Specimens of his organ works are to be
found in Kurner's Orgelvirtuos.
A Pater noster

—

'^^^^^^m

—

'

be noticed that this is Home, Sweet
without the characteristic refrain, and
having some slight diH'erence in melody.
No
notice appears to have been taken of the song
and air in this form, and it was never repubIt will

Home

'

'

lished.

Bishop was writing the music for his
The Maid of Milan,' produced in
May 1823, he took the supposed Sicilian melody,
and adapted it to the two verses paraphrased
by John Howard Payne from T. H. Bayly's
'

'

'

bearing out the description
is ]>riuted in Hullah's
Vocal Scores.
His published works include,
a Passions-Cantate (1775)
a Christmas oraDie Freude der Hirten iiber die Geburt
torio,
Jesu'(1777); 'Sechs Deutsche Arien fiirFreunde
ernsthafter Gesiinge (1786) and a AVeihnachtsmotette.
Those still in MS. are much more
numerous, and comprise a course of church
for four voices, fully

of his style just given,

When

opera

'

'

Clari, or

earlier song.

'

'

'

'

;

'

'

'

'

In the theatre the lyric was sung

Maria Tree, and

by

Jliss

at once leaped into an extra-

it

ordinary popjularity.
It was included as one
of the items of the Birmingham Festival of
that year, and was sung by Miss Kate Stephens
in the second evening concert (Sept. 25) of the
York Festival of 1823.
Home, Sweet Home
now became a valuable copyright, and Goulding
issued it as
composed by Bishop, who afterwards confessed to William Chappell and to
others that he was the real author of the melody.
"Whatever may be its merits or demerits it has
become the great Home song of the Englishspeaking people.
T. K.
HOJIILIUS, GoTTFitiED AuGrsT, born Feb.
Beyond the
2, 1714, at Rosenthal in Saxony.
facts that he was a pupil of J. S. Bach, and
master of Adam Hiller, little is known of his
life or circumstances.
[He matriculated at the
miiversity of Leipzig in 1735]; in 1742 he
became organist of the Frauenkirche in Dresden,
and in 1755 director of the music in the three
principal churches there, and Cantor of the
Kreuzschule, the choir of which he brought to a
high pitch of perfection. Heled a simple, modest
life, entirely occupied with his duties, and died
June 2, 1785. He enjoyed a considerable reputation among his contemporaries as an organist,
'

'

'

*

'

'

especially for his skill in registration.

He was

an industrious composer, and in the latter part
of the 18th century his larger church works
Although we cannot
were ranked very high.

music for Sundays and festivals several Passions,
including one according to St. Mark, pierhajis
a Chiyralhuch containing 167
his best work
chorales
and finally organ music, consisting of
[See
fugues, chorales with variations, and trios.
tlie article on him by Spitta in the AUgcm.
deiiische Biographic, and the Vicrteljahrsschrift
fiir Musil-wiss., vol. 10, No. 3, p. 346, where an
extensive list of his works is to be found.] A. M.
;

;

;

HOMOPHONY

(6no<p(^)i'6s),

—

voices or instru-

ments sounding alike unison. The term is
sometimes applied to nmsic written in what
[See Monodia.]
is called the Monodic style.
But it is now ordinarily employed for music in
plain harmony, the parts all sounding together,
as opposed to the Polyphonic treatment, in which
the several voices or parts move independently
Thus in Elijah,'
of each other or in imitation.
Cast thy burden would in this laxer sense
He that shall
be called homophonic, while
endure to the end' is polyphonic after the
'

'

'

'

sixth bar.

HOOK,

[PoLYrnoNY.]

G.

James, born at Norwich, June 3,
1746, studied music under Garland, organist of
When a very young man be came
the catliedral.
to London and composed some songs which were
sung at Richmond and Ranelagh, and which he
In 1 769 he was engaged
published as his op. 1.
at Marylebone Gardens as organist and composer, and continued there until 1773.
In 1774
he was engaged at A^auxhall Gardens in the same
2 e

HOOPEE
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HOPKINS

capacities, and continued there until 1820.
He
wag for long organist of St. John's, Horsleydown.
During his engagements at Marylebone and Vauxhall he is said to have composed upwards of
2000 songs, cantatas, catches, etc. He gained
prize medals at the Catch Club in 1772, for
his catch, 'One morning Dame Turner,' and
in 1780 for 'Come, kiss me, dear Dolly.'
In
1776 Hook brought out 'The Ascension,' an
oratorio.
He composed the nmsic for the following dramatic pieces:
'Dido,' 1771
'The
Divorce,' composed in 1771 for Marylebone, but
not produced until 1781 at Drury Lane
'Trick
upon Trick,' 'II Dilettante,' Country Courtship,' and 'Cupid's Revenge,' 1772; 'Apollo
and Daplme, 1 7 7 3 'The Fair Peruvian, '1776
The Lady of the Manor,' 1778
'Williara and
Nancy,' 1779; 'Too civil by half,' 1783
The Double Disguise,' 1784
The Triumph of
Beauty,' 1786
Jack of Kewbury,' 1795 'Dia
mond cut Diamond,' 1797; 'Wilmore Castle,
1800
The Soldier's Return,' 1805 'Tekeli,
' The Invisible Girl,' and
Catch him who can,
1806
Music Mad,' and 'The Fortress,' 1807
'The Siege of St. Quintin,' 1808 'Killing no
Murder,' and 'Safe and Sound,' 1809.
Besides
these he composed a number of odes, such as
that on the return of peace, 1783, and nmsic

—

;

;

May

9, 1606, was appointed organist of Westminster Abbey.
Three anthems by him are
printed in Barnard's collection, and six others,
and a set of Preces, Psalms and Resj^onses are
contained in Barnard's MS. collections in tlie
library of the Royal College of Music, and two
anthems in the Tudway Collection (Harh MSS.
7337 and 7340).
He contributed two pieces
to Leighton's ' Teares or Lamentacions,' 1614.
He died July 14, 1621, and was buried July
16, in tlie cloisters of Westminster.
His eldest son James, a lay vicar of Westw. H. H.
minster, died Dec. 1651.

HOPKINS, Edward Johx,

'

'

;

'

'

;

'

'

;

'

;

;

'

;

;

'

'

;

;

for the

following, the dates of production of

which are uncertain
Love
The "Wedding,
and Virtue,' 'The Cryer of Vauxhall,' 'The
Pledge,' 'Coralie,
'Blanche and Edgar,' and
' The Country Wake.
Many of his songs were
published in collections, as The Feast of Anacreon,' 'Hours of Love,' etc., but the greater
number were issued singly. Hook composed
;

'

'

'

'

'

'

several concertos for the organ or harpsichord,

and

sonatas for the pianoforte, and was author
of Guida di Musica, a book of instruction for
the pianoforte. Several of his glees, catches, and
rounds are printed in "Warren's Collections. Hook
Several members of
died at Boulogne in 1827.
His first
his family were eminent in literature.

Madden

was
His son,
James Hook, D.D., Dean of Worcester (born
1772, died 1828), was author of the words of
'Jack of Newbury, Diamond cut Diamond, etc.
His younger son Theodore Edward (born 1788,
died 1341), was the well-known humorist and
his grandson, Walter Farquhar Hook, D.D.
wife, Miss

(died Oct.

19, 1795),

authoress of 'The Double Disguise.'

'

'

'

;

Dean of Chichester (born 1798, died 1875), son
w. h. h.
of James, was the famous divine.
HOOPER, Edmoxd, born at Halberton,
Devon, probably about 1553, is said to have
been a chorister in Exeter Cathedral he became connected with the choir of Westminster
Abbey about 1582, and on Dec. 3, 1588, was
apiiointed Master of the Children.
He was one'
of the ten composers who harmonised the tunes
for
The Whole Booke of Psalms,' published by
Este in 1592.
On March 1, 1603-4, he was
sworn a Gentleman of the Chapel Royal, and on
;

'

born in West-

minster, June 30, 1818, became in 1826 a
chorister of the Chapel Royal under William
Hawes. On quitting the choir in 1833 he

studied under Thomas Forbes Walmisley.
In
1834 he was chosen organist of Mitcham Church,
in 1838 organist of St. Peter's, Islington, and
in 1841 of St. Luke's, Berwick Street.
In
1843 he was appointed organist of the Temple
Church, the musical service of which under
his care acquired great reputation.
As an
accompanist he was quite unrivalled.
Hopkins

composed

many church

anthems,

services,

chants, and psalm tunes.
His anthems, Out
of the deep,' and 'God is gone up,' obtained
the Gresham prize medals in 1838 and in 1840
respectively.
He was also composer of May
'

'

day' (duet) and 'Welcome'
of

T?ie

Organ,

its

(trio),

and author

History and Construction,

an excellent treatise published in conjunction
with Dr. Rimbault's History of the Organ in
1855 2nd edit. 1870 3rd edit. 1877. He
edited Bennet's 'Madrigals,' and Weelkes'
;

;

First Set of Madrigals for the Musical Antiquarian Society, and the music portion of The
Temple Church Choral Service.' [He received
the degree of Mus.D. from the Archbishop of
Canterbury in 1882.
He had sung at the
coronation of William I"V. in 1831, and he lived
to join the choir at the Diamond Jubilee of
yueen "\^ictoria, in 1897. On the completion of
Ids fifty years' service as organist of the Temple,
in Maj' 1893, he had a presentation from the
Benchers.
He retired in 1898, and died in
London, Feb. 4,1901.
He was buried in Hampstead Cemetery.]
John Hopkins, his younger brother, born
in Westminster in 1822, was a chorister of
St. Paul's from Sept. 1831 to Sept. 1838.
In
August 1838 (before quitting the choir) he was
appointed to succeed his brother as organist of
Mitcliam Church.
He afterwards became suc'

'

'

cessively organist of St.

Stephen's,

Islington,

June 1839
St. Benet's, Paul's Wharf, July
1841
Trinity Church, Islington, May 1843
St. Mark's, Jersey, Feb. 1845; St. Michael's,
Chester Square, 1846 and Epsom Church, Jan.
1854.
In May 1856 he succeeded his cousin,
John Larkin Hopkins, as organist of Rochester
Cathedral, a post wdiich he held till his death,
;

;

;

;

HORN

HOPKINSON
August
vices,

27, 1900.

John Hopkins composed

anthems, chants,

ser-

hymn tunes, voluntaries,

pianoforte sketches, songs, and part-songs, a few
of which liave been published.

His cousin, John Larkin Hopkins, Mus.D.,
born in Westminster, Nov. 25, 1819, was a
chorister of Westminster Abbey under James
Turle.
In 1841 he succeeded Ralph Banks as
In 1842 he graduated
organist of Rochester.
In 1856 he removed
Mus.B. at Cambridge.
to Cambridge ou being appointed organist to

He jiroTrinity College and to the University.
Hopkins composed
ceeded JIus.D. in 1867.
many services and anthems, and published a
In 1847 he edited,
collection of his anthems.
in conjunction with Rev. S. Shepherd, a collection of the Words of Anthems used in
He died at Yentnor,
Rochester Cathedral.
w. h. h.
April 25, 1873.
HOPKINSON.
The greater part of the
pianoforte making of this country has centred
in London, and the firm of J. & J. Hopkinson
though foundedand at hrst carried on exclusively
cannot now be quoted as an exception.
at Leeds
John Hoptkinson established his workshops in
Leeds in 1835, and removed them to London
The warerooms were at first in Soho
in 1846.
Square, and were in 1856 removed to Regent
Street, where the business was carried on until
1882, when it was removed to 95 New Bond
Street.
From 1892 to 1900 the business was
carried on at 34 Margaret Street, Cavendish
Square, and in the latter year it was moved
back to the piresent address, 84 New Bond Street.
Branch showTooms at Kilburn were opened in
1900.
From 1886 to 1895 a music-publishing
business was carried on in addition to the pianoforte trade.
Hopkinson patented a repetition
action for a grand pianoforte in 1850, and in
1862 he further patented a 'harmonic pedal,'
producing the octave harmonies from the strings
by the contact, at the exact half of the "vdbrating
length, of a very slender strip of felt governed
by a special pedal. The firm gained high distinction at the Exhibitions of 1862 and 1878
at the latter the Great Gold Jledal.
A similar

—

—

was conferred at the Music and
Inventions Exhibitions of 1885.
John Hopkinson retired in 1869, leaving his brother, James
Hopkinson, the first place in the business.
The
latter's son, John, a director of the company
formed in 1895, is the only member of the
a. j. h.
family now in the firm.
HOPPER. A name applied to the jack or
escapement lever in the action of a pianoforte,
or to the escapement lever with its backpiece,
[See Gkassregulating screw, etc. complete.
HOPPER. ] So named because this lever hops out
of the notch against which its thrust has been
directed
allowing the hammer to rebound, and
A. J. H.
leaving the string free to vibrate.
(Russian).
In 1751, J. A.
Maresch, a horn player attached to the Court of
distinction

;

HORN BAND
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the Empress Elizabeth of Russia, conceived the
idea of forming a band exclusively conifjosed
of hunting horns.
The instruments varied in
length from one foot to seven feet, covered a
distance of four octaves, and were thirty-seven
in number.
Most of the players could only
jiroduce the one fumjamental tone, but a few of
the smaller horns jiroduced two notes. The difliculty of playing with precision by such a band
as this must have been enormous
but nevertheless the first concert at Moscow in 1755 W'as
a huge success.
Horn bands became the rage
with all the great nobles, and they frequently
sold the bands
horns and players to one
another.
In 1817 one of these bands visited
Germany, and performed a Te Ikum at Mannheim. Another band visited France and England
in 1833.
In the latter case there were twentytwo performers led by a clarinet.
Two com;

—

plete

sets of these

—

Horns made of hammered

copper were exhibited in the ^'ienna Exhibition,
1892.
Further piarticulars niay be found in
Dalyell's Musical Memoirs of Scotland, p. 170.
See also Ccdalogitc du M%isM InstrumsniaZ

du Conservatoire Royal dc Bnixelles, tome
liv.

V.

J.

c.

ii.

B.

FRENCH HORN

HORN,
(Fr. Cor, Cor dt
Chasse
Ger. Horn, JJ'ahihorn
Ital.
Corno,
Corno di Cac'ia).
[In popular language all
instruments with cupped mouthpieces
are
frequently called either horns or trumpets.
The two terms, howe^'er, even when used in
the broadest sense, are not projterly interchangeable,
for 'horn,' as siginfying any instrument having its origin in a natural horn
may be held to include the trumpet, but
'trumpet,' having a much more limited significance, cannot include the horn.
By withdrawing trumpets (including with them for this
purpose, trombones) from the whole group of
lip-blown instruments, we have left under the
term horn a large variety of wind instruments,
the mutual relationship and developments of
which can be easily understood, and if we
speak of horns a)id trmnpets and not of horns
or trumpets, we are using terms which can be
defined with some accuracy, and which afford
a xiseful means of classifying the two main
divisions of brass instruments.
A general view of the horn class is presented
;

;

Wind Insthuments, but in this article
somewhat more detailed account may be

under
a

conveniently given.
Among primitive races of men, the convenience both in war and the chase of some means
of signalling more powerful than that atforded
by the human voice must have led to the
appreciation of some rude instrument fashioned
from a conch-shell, an ox-horn, or an elephant's
tusk.
The interior form of all these objects is
approximately conii-al, and such a tube, when
blown with the lips at the small end, gives a succession of notes approximately iu the harmonic

HORN

HOEN

the exact agreement between the notes
obtained and this series depending chiefly
upon tlie precise internal form of the horn.
Other things being equal, the better the intonation of the horn, the greater is the ease of
blowing, and the greater its carrying power
it is, therefore, not unreasonable to suppose
tliat the more powerful horns would be particularly prized, and men's ears w'ould become accustomed to the true intervals of the common
chord.
The gradual evolution of the best
signalling instrument is, therefore, closely connected with music itself.
This power of giving
the common chord cannot be realised, however,
on very short horns, and the instrument must
be from three to four feet long for the first six
harmonics. These, on a horn of about four feet

instrument in its most simple form, that is,
without valves, is the outcome of the longer
The short horns or
horns used in hunting.
bugles were by degrees lengthened, the bore
reduced in diameter, and the inconvenience of
a long horn, especially on horseback, obviated
by bending the instruments into one or more
In this form it is easily carried
circular turns.
over the shoulder, and is known as the Cor de
It is difficult to say at
chasse or "Waldhorn.
what precise date this horn superseded the more
ancient cornet, of wood, horn, or ivory, which
was more akin to the bugle, and it is probable
Special
that all were used contemporaneously.
hunting calls and fanfares in four and five distinct
parts for horns in F as used by the huntsmen of
the German princes are extant, and the gradual
development of the instrument in France may
be gatliered from the following notes.]
Louis XI. of France ordered the statue on his
tomb to be dressed in the costume of a hunter
Dufouilloux dediwith his cornet at his side.
cated a treatise on Venery to Charles IX., who
had himself written a similar work. He therein
praises the cornet, and imitates its sound by the
In the woodcuts contained in his
word tran.
work, and in pictures of Louis XL's projected
monument, the cornet appears to have only a
being thus competent to
single ring or spiral
In the edition of
produce only a fe'w notes.
Dufouilloux published in 1628, however, the
king and his lords are represented as having
cornets with a second half-circle in the middle.
Louis XIII., who was extremely fond of hunting
the fox, invented a call, to distinguish that
animal, containing several different notes, which
show that for their proper intonation the instrument itself must have made progress, and
increased in length.
Louis XV., however, and
his master of the hunt, M. de Dampierre, composed and selected the greater number of calls
and fanfares used in the royal hunt, which
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series,

;

long, are

c,

Horns

c',

(/',

c", e",

g"

BucciXA, CoRSu) were
used in the Roman armies, and also by the
Greeks and other more ancient nations.
Large
war - horns (somewhat improperly called
trumpets) were also used by the Norsemen,
and drawings of interesting specimens of these
are given in Du Chaillu's work. The ViMng Age.
Coming to medieval times, we find the bugle
carried by knights was often made of ivory,
richly carved, and known as the oliphant, and
various forms of forester's or hunting horns
There were also Burginote horns,
were in use.
the property of town corporations, and horns
of metal (see

'

'

used for transferring inheritances in connection

with feudal proprietorship.

From

these various instruments used either

in war, in the chase, or for purely ceremonial

our modern horns have grown.
These may be grouped under three heads
1st, Simple horns for signalling and such-like
purposes,

:

purposes
2nd, Saxhorns, used chiefly in
and 3rd, The
military and brass bands
orchestral or French horn, the most refined and
delicate instrument of the horn group.
The ordinary foxSimple Horns.
1st.
hunter's horn agi-ees most closely with a natural
Longer
horn, but it has no musical value.
than this, are the various post- and coach-horns,
on the best of which bugle-calls can be given.
The military Bugle {q.r.) ranks in this group.
The post-horn in A has been introduced by
Kooning into his well-known post-horn galop.
As these instruments are
2nd. Saxhorns.
described under their name, it will be sufficient
to state here, that they are essentially bugles
made in various keys and embracing a compass
extending from about one octave below the
lowest notes of the bass voice to the highest
notes of the soprano, their total range being
thus about one octave more than that of the
human voice. It is by the introduction of the
Valve (q.r.) that these instruments stand
differentiated from the simple horns described
in the first group.
This
3rd. The Orchestral or French Horn.
;

;

'

'

—

—

—

;

still employed up to the present time.
Three kinds of hunting airs are to be made

are

out.
(1) Calls (t.ons de chasse), of which there
are about thirty-one.
These are intended to

cheer on the hounds, to give warning, to call
for aid, and to indicate the circumstances of the
hunt.
(2) Fanfares, of which there is one for
each animal, and several for the stag, according
to his age and antlers. (3) Fancy airs performed
as signs of joy or after a successful hunting.
The best-known calls are the Eiveillee, the
Lane^ and Relanct the Hourvari, or default
the Debudii
the Voleelest (when the fresh footmark of the animal is found) the Halali, and
the Mart.
Of fanfares there are the Eoyale,
sounded for a stag of ten points invented by
Louis XV.
the petite Eoyale, sounded for the
wild boar
various others distinguishing the
wolf, fox, weasel, and hare
and the Fanfare
de St. Hubert, as the patron saint of hunting,
only sounded on his day.
(3) The third series
;

;

;

—

;

;

;

HORN

HORN

approximates more than the

otliers to regular

musical performances, and furnishes the link
between the use of the horn as a signal and as
These airs are many
a melodious instrument.
and various, named after royal personages or
Donner du, cor is the
distinguished hunters.
term for sounding the horn.^

[The players of these hunting airs and calls,
and the companies who heard them, thus became practically acquainted with the possibilities of their instruments both in melody
and harmony. Towards the close of the 17th
century the coiling of the huntsman's horn,
which was sufficiently large to be worn obliquely
round the body, resting on one shoulder and
passing under the opposite arm, was modified
so as to give the proportions of the orchestral
The records of the
horn as we now know it.

Eoyal Theatre of Dresden show that there were
It was
two horns in the orchestra in 1711.
introduced into the Imperial Opera at Vienna
from 1712 to 1740, and it appears that its use
In France
was then discontinued for a time.
it was introduced into the orchestra by Campra
Achille et Deidamie' in 1735,
in the opera
'

and probably before that date by

Lnlli

;

in

1759 Eameau used a couple of hunting-horns
The horn was, however,
in one of his operas.
first used in England as early as 1720 by the
opera band in the Haymarket, in Handel's
*

Radamisto.'
It may be noted that the only horn of which

Praetorius gives an illustration in his Syntagma
(published in 1618) is the closely coiled Jager-

trommet.

The horns

coiled thus closely,

of that period, whether

or in a wide circle to go

over the shoulder, were not differentiated so
distinctly from the trumpet as they subse-
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from the hunting-field to the orchestra, it was
suggested to introduce a mute or damper into
tlie bell, for the purpose of softening the tone
this was at first made of wood, and afterwards
of card-board.
It was the custom to produce a
like effect in the oboe by filling the bell, made
globular for the purpose, with cotton-wool
a
plan which suggested to Hanipl, a celebrated
horn-player at the court of Dresden, about the
year 1770, to do the same with the horn.
To
his surprise, the insertion of the pad of cotton
lowered the pitch of the instrument by a semitone.
Struck with the result, he employed
his hand instead of the pad, and discovered
the first and original method by which the
intervals between the harmonic series of open
notes could be partially bridged over.
The
notes thus modified have since been termed
'hand-notes,' and the instrument itself the
'hand-horn.'
Sir John Hawkins mentions a
concerto played by an artist named Spandau
with the help of the hand notes in 1773,
attempering the sound by the application of
his fingers in the different parts of the tube.'
[Before describing in detail the rationale of
these
stopped or
hand notes, it will be
convenient to define the general characteristics
and capabilities of the typical hand horn as
;

;

'

'

'

'

'

'

now

'

used.

The horn in
pitch when

which appears to have been
was first introduced into the
orchestra, and which is still the pitch in which
it is most used, is a tube of about 12 feet in
length.
At the end in which the mouthpiece
is inserted its diameter is about a quarter of an
inch, and the conical expansion, which, iu
proportion to its length, is much more gi-adual
than on instruments of the bugle type, rapidly
its

F,

it

mouth

quently were, and we find that about a century
elapsed from the time of Praetorius to the time
when, after modifications of the conical bore
and of the mouthpiece, the instrument was
fitted to take its place in the orchestra with its

increases, or flanges out, at the bell

general proportions established substantially as

slides.
The mouthpiece
about five-eighths of an inch across inside the
rim, and its cup is of a deep funnel-shape, in
this respect dift'ering greatly from the cup of
the trumpet mouthpiece, which is almost hemispherical.
The mouthpieces of bugles, cornets,
and saxhorns are intermediate in character
between these two.
(See Mouthpiece.)
Such an instrument as described is capable
of giving the notes of the harmonic series up
to about the sixteenth, although tlie prime is
practically useless, and those above the twelfth
are difficult.
Although the horn as pitched in
F is more used than in any other key at the
present time, it is seldom built in this key,
owing to the need of changing both to higher
and to lower pitches.
As a means of effecting
slight changes of pitch for tuning purposes the
instrument is fitted with a pair of slides connected by a U-shaped bow, and in some cases

we now have them.]
;

of a rude instrument of the chase
refined

among more

sources of sound, such as the violins

and oboe.

Montagu

[In

1717,

Lady Mary Wortley

the fondness of the
Viennese for it, and said she considered it as
a deafening noise.'] It is remarkable how subsequent experience has reversed this hasty judgment the smooth tender tone peculiar to the
referred

to

'

;

horn contrasting admirably with its orchestral
companions, and forming a firm foundation for
harmony in chords and holding notes.
In consequence of this prejudice, when the
horn was originally transferred in Germany
1

wind the horn
upon the bugle horn.'

In EngUahwesay 'aound the horn,'

('Locksley HaU'), 'aouud

the pitch by crooks or
is

It was much objected to when first heard in
and severe
the orchestra, as coarse and vulgar
strictures were indulged in at the introduction

'

'

;

Tennyaou

to

a rim of about eleven inches diameter.
The
general lines of the cone are hyperbolic, but a
certain portion of the tubing is cylindrical,
owing to the provision to be made for changing

'

'

HORN
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the various lent'ths of tube for the different

Hand H
pitches required are fitted to supplementary
slides.
The more usual construction, liowever,
is one in which the body of the horn terminates
in a conical ferrule at a length of about 90
inches from the rim of the bell.
Into this
ferrule various crooks or bent tubes fit, each
one of which is of the size to receive the mouthpiece at its smaller end.
The length of these
crooks for the old (high) Philharmonic pitch
is about as follows
:

Bb crook

AS

,.

HOEX

HORX
hand the

hell alone

hand

the second the

is,

as it were, closed

;

in

introduced as lar as if it
were intended almost to jirevent the passage of
[The half-stop is used to depress an
air.
open note by a semitone, and the wliole-stop
more than this in
in like manner gives a tone
the ordinary way cannot he done by stoppiing.]
Between the stopped or 'hand notes' and
the open notes there is au obvious difference in
character and quality which it is impossible
wholly to suppress, but wdiich may be sufficientl)'
modified so as not to otlend the ear.
This
object is attained by blowing the open notes
softly, so as to reduce the contrast between
their sonorousness and the closed or
stuffed
((touffe) character of those modified by means of
the hand.
Much difference of opinion exists
as to the superiority of the simple handdiorn,
or the more modern instrument furnished with
valves.
Some experts are of the opinion that
the lightness and vibratile power of the former,
added to the absence of abrup't bends and sinuosities in the bore, adds materiallj' to the
brilliancy of the tone.
But, on the other hand,
in rapid melodic passages, such as it is now the
is

'

'

'

'

;

'

'
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to a 16-foot scale, w-hereas those in the treble,

as alread}' explained, belong to one of 8

feet,

and the

This

real note

accounts

for

ment

Horn

is
it

is

sounded

is

as at

the ordinary but erroneous stateJletliods. that the
treble jiart
couventionalh- written an octave higher than
is played,' the fact being that the bass piart
an octave too low.
In consequence of this
in

'

misconception, no two scales as given in the
ordinary instruction books agree with one
anotlicr. This is partially owing to the fact that
the extreme low tones are difficult, if not impossible, to produce excejit with a larger mouthjTiece,
Indeed, 16-foot C can only be feebly
touched with a trombone mouthpiece, and by
an experienced trombone player,
[On the introduction of valves, scale passages
of even quality, both diatonic and chromatic,
.

became possible, and this piower is fully recognised by modern composers.
At first, two
valves only were used, but at the j>resent day
three valves are almost universal.
(For
produced by valves see Valve.)]

The horn
orchestra.

seldom played

is

A

piair

at least,

third

is

first,

and the second and fourth

'

moderato of his .Sonata in F for Horn
and Piano (op, 1 7) the following passage occurs
allegro

twice over

Horn

:

in F,

-=

2:=-~

3^
=t

^ESEE^
The same note

also occurs in the 7th

Allowing for a crook one-fifth
soimds would be as at (a)

—

the real

(t)

(.7)

S^

Symphony,

low^er,

EE
=ti

S;

in

the

or tvvo

four,

most commonly emploved.

pairs,

are

singly

and

alternation of open and

tlie

the

scale as

stopped notes tends to produce uncertainty and
tmevenness.
The older composers, esptecially
Mozart, seem to have been aware of this fact,
and employ both open and stopped notes with
full consciousness of their respiective effects.
Many examples could be given of the mournful
and mysterious effect of the stopiped notes
judiciously used.
[The tone-quality of the horn
is full, but on the whole soft and mournful, and
it blends well with the wood-wind.
There is
a great range of quality, how-ever, from the
mysterious mournfulness of the low- stopped
notes to the almost painful and despairing cry
of the upper notes when sounded f{&<^e Bell).]
The great value of these low notes was well
known to Beethoven, as is evident from more
than one passage in his works.
In the

fashion to write,

(f>).

The

in the latter case regarded as a ripieno
as being cor-

relative to one another.

Every great composer since Handel has
written freely for the horn.
A characteristic
specimen of this master occurs in his Allegro
and Pcnsieroso, where the bass song 'Mirth,
admit nie of thy crew,' is embellished by a
brilliant arjieggio accompaniment rising to the
top C.
^Mozart, even where his score is otherwise
limited, hardly ever dispenses with two horns.
For these he WTites with the most perfect tact
and judgment seldom introducing hand-notes,
'

'

;

exceptt

when

their

peculiar effect

is

required.

Instances of this can easily be found in any of

He

his symphonies, overtures, or operas.

has,

moreover, written three concertos for orchestra
with horn obbUgato, and a large quantity of
concerted music such as that named under
Clarinet for two horns and the reed instruments.
All his compositions are eminently
fitted for the hand -horn, of which he had
thoroughly studied the capacities,
Beethoven has been especially lavish, though
singularly cruel and exacting, in the use of the
horn, for besides the Sonata in F for Horn and
Piano, the Sestet for String quartet and two

Horns obbligato, which is so difficult as to be
never played, and the Septet, which contains a
tr)-ing passage in triplets for E^ horn
Horn in E'?
:

that is to say, 16-foot F and 16-foot C.
The
former of these is practically, and the latter
entirelv, impossible on a tube of under 12 feet
long.
It is evident, therefore, that by a freak
of notation, the bass notes have been referred

he constantly gives it a prominent pjace in all
his works.
The most noticeable of these are

HOEN
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the Second

Horn solo

HORN
2nd Horn in D.

in the overture to 'Fidelio,'

which incidentally demonstrates the
in notation adverted to above
in E,

(a)

error

:

Undo

Solo.

In the minuet of the 8th occurs a long 'and
important duet for two horns in F, accompanied
by the violoncello solo, and beginning as follows
Horn3 in
:

In the

last bar

but one there

is

jump

a

F.

dol.

of a

twelfth from treble G to bass C
wliereas horn
players invariably fulfil the obvious intention of
;

the composer by descending only a fifth, and thus
completing the common chord.
The fact is, that the first part of the melody,
written in the treble clef, is really played by the
E horn a minor sixth lower than its written
symbol, and the bass part a major tliird higher,
thus reaching E in the 8-foot octave. The passage, if literally played, as it would be by an
organist, would end on the impossible and hardly
musical E of the 1 6-foot octave.
These remarks
also apply to the illustrative passage quoted
below from the Choral Symphony the Scena
(' Komm Hoii'nung') in Fidelio' for three horns
and a very florid obbligato to the bass song
'
Deign, great Apollo, in the Ruins of Athens,
scored for four horns, two in F and two in C.
In the Eroica Symphony the trio is scored for
three horns in Eb, playing on closed notes.
In
the 4th Symphony two horns in Eb attack top
pianissimo, and slur down to G and E below.
The slow movement of the Pastoral contains a
dilhcult passage for two horns in thirds kept up
for several bars.
In the Vivace of the 7th
near the close
the low note already named
(sounding E) is sustained by the second horn
;

^^r^1—^

---^
•ir
^
T-J
imitated by the clarinet, and running into a
conversation between the two horns, who repeat
alternately the

**=•

'

same notes

In the Adagio of the 9th, or Choral Symphony, the 4th horn-solo is said to be hardly
playable as written for the E>j crook, without
valves, but becomes possible by transposing on
Even these difiiculties are surto an E 5 horn.^

'

Horn

;

i/i

E5.

'

'

'

'

—

for

—

no

less

than twenty-two bars without

Hor
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passed by a bar of fifteen notes closely following
the foregoing.

inter-

in A.

The G

here

given,

Schubert's great

which has been shown to be noted an octave too
low, really appears to be an outlying harmonic,
or fictitious note, not recognised in the ordinary

harmonic scale, obtained by a very loose lip and
sounding the fifth of the fundamental note, intermediate between that and the first harmonic.
To make it a real note, the horn should begin
on 32-foot C, which is impossible for a 16-foot
tube, and there ought to be a harmonic third
on the second space in the bass clef, which does
Many players cannot produce it at
not exist.
The slow
all, and few can make sure of it.

movement

contains a melodious passage in contrary motion with the clarinet, and in the
scherzo the two move in close harmony with the
bassoons and clarinets, the second horn beginning the second portion of the trio with a solo

low G and Fj! (sounding A and Gj, as at
a phrase which is
the latter a closed note
repeated seventeen times with but slight change.

on
J),

its

;

Symphony

in

C (No.

9) opens

with a passage of eight bars for the two horns in
unison, and they are used with beautiful effect,
with the accompaniment of the strings alone in
the Andante of the same work just before the
return to the subject.
No other composer up to his time surpassed or
even equalled Weber in his masterly use of this
instrument.
He evidently loved it above all
other voices in the orchestra. Besides abundant
concerted music, the effective opening of the
Overture to Oberon,' the weird notes in that of
Der Freischiitz, and the lovely obbligato to the
'

'

'

immediate rememnot only
as a melodic instrument, but as a source, whether
alone or blended viifk other qualities of tone, of
strange and new sesthetical effects.
Mermaid's song, will

brance.

He

rise into

fully appreciates its value,

The difficulty of this paa3,as;e is sometimes met in the orchestra
by giving the two low notes which sound EbandBp below the basa
stave) to one of the other players, so that the sudden transition of
three octaves is not felt, and the low notee are obtained with greater
'

I

cleamesa.

HORN

HORN
The aame,

in a somewhat leas marked degree,
be said of Mendelssohn, who makes comparatively less melodic use of the horn, but very
much of its combining and steadj'ing powers.
Rotable exceptions are, however, the opening
plirase of the Duet and Chorus in the Hymn of
Praise,' and the Notturno in the 'Midsummer
AVhen the latter was first
Night's Dream.'
performed in England, the composer especially
desired the copyist to forward the part early to
Mr. Piatt, who was to play it.
With Rossini, tlie son of a horn player, and
himself no mean performer on it, a new school
may be said to begin. He uses it freely for
his bright and taking melodies, whether alone or
but the old method of Mozart is lost,
in pairs
and valves become essential for the execution
of runs, turns, scales with which the part is
abundantly strewn. In William Tell especially
a favourite and recurring effect is that of the
horn imitating the Alpenhorn, and echoing
among the Swiss mountains. The triplet passages thus allotted it in rapidly shifting keys
are to the last degree difficult and treacherous.
Rossini's example seems to have been followed by
Auber and many more recent composers.
[Notable examples in the works of Wagner
are extremely numerous
all amateurs will remember the effect of the four horns in act iii.
of Tristan at the words Wie sie selig, hehr,
und milde wandelt,' and the magical impression of the six stopped horns in the scene of the
Tarnhelm in sc. iii. of 'Das Rheingold.'
In
Brahms's 2nd Symphony (in D, op. 73) the
horns have a very important part, especially in

may

'

;

'

'

;

'

'

'

the first Allegro.
An interesting example of
the use of horns is to be found in the overture
to

Humperdinck's

'

Hansel und Gretel,

another striking instance
Juan. ']

is

in Strauss's

and

'

*

Don

Music FOR THE Horn
WUh

Orchestra

Mozart. — Op.

9*-,

.—
Fir3t Concerto

op. 105,

Second do.

:

op. 106,

Concertino do.
Kalliwoda. — Op. 51, Introduction and Ronde.iu.
REIS61GER. Op. 15;}, El,igie and Roiide.au for chromatic horn.
Schumann. Op. 36. Concerto for four horns and orchestra.
4.0.

—
—

Strauss.

— Op. 11,
—

Concerto.

Concerted
17,

— Op.

Qaintet for pi.ino and wind instruments. Op.
Sonata for piano and horn. Op, 20. Septet. Op. 815. Sextet for

Beethotek.

two horns and

Ifi,

string' ijuartet.

English nobility. Having
published his first work,
Six Sonatas for the
Pianoforte,' he was appointed music master in
ordinary to (Jueen Charlotte and the Princesses,
an office which he held until 1811.
In 1808, in
conjunction with Samuel Wesley, he commenced
the preparation of an English edition of J. S.
Bach's JVohUemperirles Clavier, which was
published in 1810.
In 1823 he succeeded
William Sexton as organist of St. George's
Chapel, Windsor, anddiedAugust 5, 1830. Horn
composedsome' Military Divertimentos, ''Twelve
Themes with Variations for the Pianoforte, with
an accompaniment for Flute or Violin,' and
several sets of sonatas.
He was also author of
a Treatise on Thorough-Bass.
His son, Charles Edward, was born in St.
Martin's-in-the-Fields in 1786.
He received his
early musical education from his father, and in
1808 had a few lessons from Rauzzini.
Returning to London, he endeavoured to obtain a
position as a concert singer, but not succeeding
he changed his course, and on June 26, 1809,
appeared at the English Opera House, Lyceum,
in M. P. King's opera, 'Up all night.'
In the
next year he composed and produced
The
Magic Bride,' upon which he quitted the stage
and studied singing under Thomas Welsh.
[Horn's musical setting of Moore's only attempt at an opera libretto,
M. P., or the
Blue Stocking,' was produced at the English
Opera House, London, on Sept. 4, 1811, but
was a failure.
Shortly afterwards, a more successful work, 'The Beehive,' was produced at
the same house.
In 1820 he "wrote music for
Moore's
Lalla Rookh, and had it performed
tlie

'

'

'

'

'

in

Dublin

;

it

met with

little

Two

favour.

years later his
Dirce and
Annette were
given at the Theatre Royal, Dublin.]
In
1814 he reappeared as the Seraskier in Storace's
'

'

'

'

His

connection with the tlieatres both as composer
for many years.
His voice
but of such extensive compass that
he was able to undertake baritone as well as
tenor parts.
[He visited Dublin again in 1823,
bringing back with him, as an articled pupil,
M. W. Balfe.] On the production of Der Freischiitz in 1824 at Drury Lane, Horn took the
part of Caspar, displaying considerable histrionic
ability.
[His Peveril of the Peak (1830) had
a passing popularity.]
In 1831 and 1832 he
was director of the music at the Olympic.
In
1833 he went to America and introduced several
English operas at-the Park Theatre, New York,
with marked success. A severe illness having dejirived him of the use of his voice, he retired from

and singer lasted

"was poor,

'

HiMMEL.— Op. 18. Grand Sextet for piano, two home, and string.
Mozart. — First Divertimento (or two violins, viola, two horns,
and violoncello.
Mozart. Op. 106. Quintet for horn and string quartet Quintet
for piano and wind instruments.
Reicha.— Op. S^, Twenty. four Trios for three horua. Op. 93.
Twelve Trios for two horns and violoncello.
HuMiiEL. — Op. 74. Grand Septet for piano, oboe, horn, flute, viola,
Tioloncello, and contrabasso.
Kalkbkennek. Op. 13. Septet for piano, two violins, two horns,
tenor and ba3.s.
ScauMANy. — Op. 70, .\dapio and .\lle^o for piano and hoi-n.
TuALBERG. — Op. 7, Grand Divertissement for piano and horn.
Brahms, — Op 40, Trio for piano, violin, and horn (or violoncello).

—

him as

bassador, patronised him, and introduced

a teacher amongst

'Siege of Belgrade,' with great success.
;

Third do.

Webeh. — Op.

433

;

—

[Additions in square brackets by D. .1. B.]
K.ARL FiiiEDRiCH, was born at Nordhausen, Saxony, 1762.
After studying music
R'. H. s.

HORN,

under Schrciter at Nordhausen, he came in
1782 (Mrs. Papendiek says, as a valet) to
London, where Count Briihl, the Saxon am-

'

'

'

the stage and began teaching, and established
himself in business as an importer and publisher
of music in connection with a Mr. Davis. During
his stay in America he produced an oratorio, entitled

'

The Remission

of Sin.

'

In the beginning

2f
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of 1843

HORNPIPE

Horn returned

to England.
In 1845
renamed 'Satan,' was performed by
the Melophonic Society, and he was appointed

hia oratorio,

musical director at the Princess's Theatre.
In
1847 he again went to America, and on July 23
elected
was
conductor of the Handel and Haydn
Society of Boston.
Early in 1848 he revisited
England for a short time, and produced his
oratorio 'Daniel's Prediction.

'

Upon his return to

Boston he was re-elected conductor of the Handel
and Haydn Society, June 10, 1848. He died at
Boston, Oct. 21, 1849.
His productions for the
theatre include The Magic Bride, and Tricks
upon Travellers' (with Reeve), 1810
M. P.'
(1811); 'The Beehive' and 'The Boarding
House,' 1811; 'Rich and Poor,' and 'The
Devil's Bridge' (with Braham), 1812
Godolphin, the Lion of the Korth,' 1813; 'The
'

'

'

'

;

'

;

Kinth Statue,' and 'The Woodman's Hut,'
1814 'Charles the Bold,' 1815 'The Persian
Hunters,' 1816; 'The Election,' and 'The
Wizard,' 1817
'Lalla Rookh,' Dublin, 1820
'Dirce'and 'Annette,' 1822 Songs in 'The
Merry Wives of Windsor (with Webbe, jun.
;

;

;

;

;

'

Parry,

including the popular duet,

etc.,

'

I

know

a bank'), and 'Actors al fresco' with T. Cooke
and Blewitt), 1823; 'Philandering,' 1824 'The
Death Fetch,' 1826
Pay to my order,' 1827
Peveril of the Peak, and
Honest Frauds
(containing the beautiful ballad, The deep, deep
sea, originally sung by the composer, and afterwards raised to the summit of popularity by the
singing of Malibran), 1830.
He also composed
Nourjahad, the date of performance of which
;

'

;

;
'

'

'

'

'

'

'

'

is

uncertain

;

[his last opera,

was produced at the
in 1840.

'Ahmed

al

Kamel,'

New York National Theatre

Diet, of Nat. Biog.^ a cantata entitled
Bells,' a set of canzonets, besides

'Christmas

numerous

single songs, glees, etc.,

collection

and edited a

Some

of Indian Melodies.

of his

'Cherry ripe,' 'Thro' the wood,' 'I've
been roaming, and Ev'n as the sun, were
highly popular,
w. H. H. (with additions in
square brackets by w. h. g. f.).
HORNPIPE, in its present meaning, a step
dance, also a particular type of melody in common
The name aptime to which this is danced.
pears to have been derived from a certain early
rude instrument mentioned by Chaucer in
songs,

'

'

'

in the line,
but
shepherds pipe on oaten straws
the present writer would rather refer it to its
more obvious original, a pipe made from a horn.
As a dance the hornjdpe was well known in
There is a
this country in the 16th centur}'.
Hornepype by Hugh Aston {temp. Hen. VIII.)
in the Brit. Mus. MSS. Reg. Appendix 58, a
portion of which is printed in Wooldridge's
Barnaby
edition of Chappell's Prjpular Music.
Rich, writing in 1581, mentions its popularity,
and Ben Jonson in the Sari Shepherd speaks
Among the
of it as 'the nimble hornpipe.'
country people of Lancashire and Derbyshire
the hornpipe was much cultivated, and for a
long time after its disappiearance in other parts,
these counties were famous for it.
Hawkins names one John Ravenscroft, a
Wait of the Tower Hamlets, who was especially noted for the playing and composition of
hornpipies
he jirints a couple of these (in date
All these early
about 1700) in Ids History.
hornpipes are in triple time, and the method of
dancing them is now unknown.
As many are
included in collections of country dances some
would be danced as these are, but there is a
probability that tliey were also, like the modern
hornpipes, danced by a single performer to
Though there are
either a bagpipe or a violin.
several books of hornpipes mentioned in the
advertisements of early 18th century music
books, yet very few collections have survived in
our libraries.
One of the books of hornpipes so
advertised (in Keller's Thorough Bass published
by John Cullen in 1707) is called A Collection of original Lancashire Hornpipes old and
new
being the first of this kind jiublished.

straw,
'

'

'

.

.

.

Collected by Thomas JIarsden, price 6d.'
The following is a faiily typical example of
an early triple time hornpipe
it is found in
several books of country dances issued about
;

1735 as

—

Wright's Colledion of 200 Country
i., and
one of Walsh's C'ompleat
Country Dancing Master, etc.
'

Dances, vol.

The London Hornpipe.

'

irJS^JtUiit^

'

or other animal, which, from a primitive design,

most

;

;

'

The instrument of this day must
have been a pni>e made from the horn of an ox

'

'

his translation of the Moviaunt of the Rose,
the original of which is in date about the
Chaucer translates
middle of the 1 3th century.
'
Hornpipes of
into
Estives de Cornoaille

Cornwailes.

andmentioned by Shakespeare

When

likely culminated in the

Stock and Horn

[q.v.) in common use in certain districts of Scotland and Wales during the earlier portion of the

18th century.
Stainer and Barrett in their Z>i><to»t(irj/o/' 3/wshornpipe has been
ical Terms suggest that
originally
cornpipe named from a pipe of
'

'

'

'

may be seen under the titles
Ravenscroft's Hornpipe and Bullock's Hornpipe,' in the third volume of The Dancing
Earlier specimens

'

'

'

Master (Pearson and Young), circa 1726.
About 1760 the hornpipe underwent a radical
change, for it was turned into common time and
was altered in character. Miss Anne Catley,
Mrs. Baker,

Nancy Dawson, and

dancers, introduced

it

other

into the theatre,

stage

and they

HORSLEY
liave given t]ieir

even

now

names

HORSLEY

to hornpipes

which are

jiopnlar.

Dr. Arne included a couple of common time
King Arthur/
hornpipes into his version of
1770.
A specimen of the late hornpipe (circa 1798)
It is named after one Richer, a
is here given.
rope and circus dancer of some celebrity in his
'

day.
HicJicr's Sornttipc.

^^C^

^^S^^ji^^^g

^^^S^^
^^
The stage hornpiipewasgenerally danced between
the acts or scenes of a play even as late as 1840
or 1850.

The hornpipe's association with sailors is probably due to its requiring no piartners, and occupying but little dancing space
qualities essential
on shipboard.
The latest modern development of the hornpipe is to break up the regular time and even

—

notes of the old common time ones, by making
the bars up of dotted quavers and semiquavers,
producing a sort of Scotch snap.'
'

Handel ends the seventh of his 12 Grand
.Concertos with one which may serve as a specimen of the hornpiipe artistically treated. In
Now Love, that everhis Semele the chorus,
F. K.
lasting boy,' is headed alia Hornpipe.
'

'

'

HORSLEY, William, Mus.Bac, born in
London, Xov. 15, 1774, having at the age of
sixteen chosen music as a profession, was articled
for five years to Theodore Smith, a pianist and
minor composer, from whom he received but
He prosmall instruction and much ill-usage.
fited greatly, however, by his intimacy with the
three brothers Pring and Dr. Calloott, his association with whom led him to the practice of
purely vocal composition, and he soon produced
many

excellent glees, canons,

services

and anthems.

and rounds, besides

He became

organist of

Ely Chapel, Holborn, in 1794, and was made
a member of the Royal Society of Musicians in
1797.
In 1798 a suggestion of his resulted in
the establishment of the Concentores Sodales.
About the same time he was appointed assistant
the Asylum for
Female Orphans, upon which he resigned his
appointment at Ely Chapel. On June 18, 1800,
he graduated Mus.B. at Oxford, his exercise
organist

to

Dr.

Callcott

at
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being an anthem, 'When Israel came out of
Egypt.'
On the revival of the Voeal Concerts
in 1801, Horslej' produced several new compositions, and for several years continued to supply
them, not only with glees and songs, hut also
with instrumental pdeces, amongst which were
In 1802,
three symphonies for full orchestra.
Callcott having resigned the organistship of the
Asylum, Horsley was appointed his successor.
In 1812 he was chosen organist of the newly
erected Belgrave Chapel, Halkin Street, Grosvenor Place, which he held in conjunction with
the Asylum.
He was one of the founders of
the Philharmonic Society in 1813.
In 1838
he succeeded J. S. Stevens as organist of the
Charter House, still retaining his otlrer appointments.
[He was elected member of the Royal
Academy of iMusic at Stockholm in 1847.2
Horsley published five Collections of Glees
(1801-7) a Collection of Hymn and Psalm
;

'Tunes,

1820

;

a Collection of

a Collection of forty Canons ;
Psalm Tunes with Interludes,

1828 many single glees and songs, sonatas,
and other pieces for the pianoforte, and -/»
Explanation of the Major and Minor Scales^
;

1S25.
He contributed several glees to Clementi
and Co. 's Vocal Harmony^ the second edition of
which was issued under his care.
He edited a
Collection of the Glees, etc., of Dr. Callcott, to
which he pirefixed a memoir of the compioser
of his works, and Book I. of
(for the Musical
Byrd's
Cautiones Sacrae
Antiquarian Society). Horsley holdsadeservcdly
His
high rank among glee composers.
By
Celia's Arbour,' 'See the Chariot at Hand,'
Mine be a Cot,' Cold is Cadwallo's Tongue,' O
Kightingale,' and others, have long held, and
will doubtless long continue to hold, a foremost
place in the estimation of lovers of that class
He died June 12, 1868, and
of composition.
He
was buried in Kensal Green Cemetery.
married in 1813 Elizabeth Hutchins, eldest
daughter of Dr. Callcott, who survived him
until Jan. 20, 1875. During Mendelssohn's visit
to England in 1829 he began an acquaintance
with the Horsley family which ripened into an
intimate friendship, as is evident from the letters
printed in Goethe and Mendelssohn.

and an analysis
'

'

'

'

'

'

Horsley 's son, Chaeles Edward, was born
London, Dec. 16, 1822, and instructed in
music by his father, and in the pianoforte by
His promise was so great that he
Moscheles.
was sent, in 1839, on Mendelssohn's' advice,
in

to study

under Hauptmann at Cassel, whence

he afterwards went to Leipzig, and enjoyed the
friendship and instruction of Mendelssohn himWhilst in Germany he produced several

self.2

instrumental compositions, amongst them a Trio
for pianoforte,

violin,

and

violoncello,

and an

overture, the latter performed at Cassel in 1845.
Returning to England he became organist of St.

HOWARD

HORTENSE
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John's, Netting Hill, and produced several im-

portant works

— 'David

'

and

'

Joaejih, oratorios,
'

both composed

for the Liverpool Philharmonic
Society
and Gideon, oratorio, composed for
the Glasgow Musical Festival, 1860
an anthem
for the consecration of Fairfield Church, near
Liverpool, 1854 and music for Milton's 'Comus,'
besides many pieces for the pianoforte, songs,
etc.
In 1862 he quitted England for Australia,
becoming organist of Christ Church, South Yarra,
Melbourne while there he wrote an ode entitled
'Euterpe,' for solos, chorus and orchestra, for
the opening of the Town Hall, Melbourne, in
1870.'
After remaining in Melbourne for some
tiuie he removed to the United States, and died
at New York, Feb. 28, 1876.
His body was
'

'

;

;

;

;

brought back to England and buried in the
family grave in Kensal Green Cemetery.
He
edited his father's Glees in 1873, and a Text Book

of Harmony by him was published posthumously
in Dec. 1876, by Sampson Low & Co. [Additions
and corrections from Diet, of Nat. Biog. private
sources, etc.]
w. h. h.
,

HORTENSE Eugenie de Be.4.uh.\rxais,
daughter of Josephine, Queen of Holland and
mother of Napoleon IIL, known as 'La reine
Hortense,' born in Paris, April 10, 1783, died at
Viry, Oct. 5, 1837, the reputed authoress (at
Utrecht, 1807) of both words and melody of

Partant pour la Syrie, an air which was to
the Second Empire what the Marseillaise was
to the Republic.
Her musical knowledge was
Tery slight, but in Drouet she had a clever
musician for secretary, who has left an amusing
account ^ of the manner in which he was required to reduce into form the melodies which
she hummed.
Whether Drouet or the Queen
of Holland were the real author of the pretty
tune in question, it is certain that she will
always be credited with it.
M. c. c.
HOS ANNA, a Hebrew word, hosliia na, meaning Save now
(Psalm c.xviii. 25), used as an
exclamation of triumph in Matt. x.xi. 9, etc.
In its Latin form Osamia in exmlsis it occurs in
the Mass, after both Sanctus and Benedictus.
[M.4SS.]
In English music the word will
always live in the grand anthem of Orlando
Gibbons, Hosanna to the Son of Daidd.
G.
HOTHBY, John. Nothing is known of the
early life of this learned musician beyond the
fact that he was born in England and belonged
to the Carmelite order.
He is said to have
'

'

'

'

!

'

'

'

'

and Germany, and
1440 in Florence other

travelled in Spain, France,
to have settled about

;

accounts say that he lived for many years at
Ferrara
he certainly left traces of his work in
;

both of these

was

places.

called in Italy,

is

Hothby, or Ottobi, as he
to have spent the

known

greater part of the last seventeen or eighteen
life at Lucca, from about 1468 to
1486, in which year he was summoned

years of his

March
I

A selection
•

See

waa performed at the Cryatal Palace. March 25.
supplement to F6tis, art. Drouet.'

Pouffiii'a

'

1876.

back

He

England by

to

is

his sovereign,

Henry VII.

said to have returned at once to England,

and

Certainly his
to have died Nov. 6, 1487.
death was announced to the chapter of Lucca on
Nov. 16 in the latter year. He appears to have
been invited there by the Canons of St. Martin's
to teach music in their schools, in which he was
most successful, judging from the testimonial
given to him by the Commune of Lucca on his
departure.
Besides being Doctor of Music he
was Doctor of Theology, and held several important ecclesiastical preferments in the town
of his adoption.
In addition to music in its
various branches, he also taught grammar and
arithmetic in the schools of St. Martin's.
His
only known w^orks are
Ars Musica';
(1)
(2) a dialogue on nmsic, in which the author
quotes, among others, Dimstable, Dufay, and
even Okeghem (3) a letter in Italian, refuting
the censures of Osmense, a Spaniard (of these
three there are copies in the National Library
at Florence)
(4) La Calliopea Legale (copies
in the same library
at Venice
and, in an
epitomised form, at the British Museum) (5)
Regulae super Proportionem (copiies in the
libraries of the Liceo Communale at Bologna,
at Venice, and in the Bibliotlieque Nationale
at Paris
the latter dated 1471, and in the
hand of a pupil of Hothby's) (6) De Cantu
Figurato' (7) Regulae super Contrapunotum
Manus per genus diatonicum declarata
(8)
(9) Regulae de Monochordo nianuali (copies
of these last four at Bologna)
(10) 'Quid est

—

'

;

'

'

;

;

;

;

'

'

—

'

;

'

'

;

'

'

'

'

;

proportio' (copies at the British

Museum and

Lambeth Palace); (11) 'Tractatus quarundam
regularuni artis musices (copies at Florence and
at the British Museum)
(12) another treatise
on counterpoint, beginning Consonantia interpretatur sonus eum alio sonans (in the Paris
MS., immediately following the 'Regulae super
proportionem,' but without Hothby's name at'

;

'

'

tached to

it).
No. 4 has been published by
Coussemaker in his Histoire de rharmonie au
moyen dge, p. 295 and Nos. 5-7 in his Scriptores de 3Iusica, voh iii. pp. 328-334.
The
Bologna MS. is itself a copy of one at Ferrara
(since lost), said to have been made by Padre
;

Martini
'

Kyrie,

the

;

a

'

'

MS. contained

Ferrara

a

'

by Hothby.

a. h.-h.

HOVINGHAM
vals, ante,

also

Magnificat, and other compositions

p.

FESTIVAL.

See

Festi-

28J.

HOWARD,

Samuel, Mus.Doc, born 1710,
Chapel Royal under Croft, and
subsequently a pupil of Pepusch was afterwards
organist of St. Clement Danes, and St. Bride,
Fleet Street.
In 1744 he composed the music
for
The Amorous Goddess
or,
Harlequin
Married,' a pantomime produced at Drury Lane.
In 1769 he graduated as Doctor of Music at
Cambridge.
He composed numerous songs and
cantatas (many of which appeared under the
name of The British Orpheus,' in several books,
a chorister of the

;

'

;

'

HUBER

HOWELL
and others in rarions

collections), sonatas,

and

other pieces for instvunients. He assisted Boyce
Cathedral Music.
in the compilation of his
He died in London, July 13, 1782. An anthem
of his, with orchestra, 'This is the day,' was
published in 1792.
A melodious song by him,
'

'0 had

I

been,'

from 'Love

in a

given in the JIusical Librarii, vol.

HOWELL,

A'illai^e,'

iii.

is

h. h.

av.

James, was boru at Plymouth in

Possessing a fine voice he was, at an early
age, taught singing, and at ten years of age sang
He w^as brought to London in 1824,
in public.
and in the next year admitted a pupil of the
Royal Acailemy of ilusie, where he studied singing under Rovedino and afterwards under Cviyelli, and the jiianoforte and clarinet under T,
U Jludie. He subsequently learned the double
bass under Anfossi, and made such rapid progress
that he decided upon making it his especial instrument. He continued a pupil of tlie Academy
for about five years, during piart of which time
he acted as sub-professor of the double bass.
On the cessation of his jiupilage he was appointed
a Professor, and al'terwards Associated honorary
member of the Academy. He soon took his
place in all the best orchestras, and on the death
of Dragonettiin 1846 succeeded hinr as pirinciptal.
He died August 5, 1879.
His elder son, Arthve, born in 1836, was an
excellent double bass player and bass singer
for some time was stage manager to the Carl
Rosa Opera Company, and died Apiril 16, 1885
and his younger son, Edward, born Feb. 5,
1846, held the post of principal violoncello at
the Royal Italian Optera, and in the principal
orchestras for many years
[he w-as educated at
the Royal Academy of Music, at which he became
professor of the violoncello.
He was a member
of Queen Victoria's Band and the Philharmonic
Society, and appeared at the Crystal Palace and
elsewhere as a soloist on many occasions.
He
First Book for
adapted Romberg's treatise into
He retired in 1896, and died
the I'ioloHct'Uo.

1811.

.

;

;

;

A

w. h. h.
at Whitehaven in 1794, and afterwards in London published
Four Voluntaries, part of the third
Jan. 30, 1898.]

HO'WGILL, William,

organist

;

'

chapter of the Wisdom of Solomon for three
voices, and Six favourite Psalm Tunes, with an
Two Volunaccompaniment for the Organ
taries for the Organ, Avith a Miserere and Gloria
Tibi, Domine, and An Anthem and two preludes
'

'

;

'

'

for the

w. h. h.

Organ.

HOYLAND, John, son of a cutler at Sheffield,
born in 1783, in early life a pupil of William
Mather, organist of St. James's Church in that
town.
In 1808 he succeeded his master, and in
1819 removed to Louth. Lincolnshire, where he
established himself as a teacher, and was shortly
afterwards chosen organist of the parish church.

anthems and other pieces
and pianoforte
Hedied Jan.18,1827. His son, William,

He composed

several

of sacred music,
pieces.

besides songs
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was elected organist of Louth parish church
in 1829, and held the appointment until his
death, Nov. 1, 1S57.
w. h. h.
HOYLE, Joiix, was author of a dictionary of
musical terms entitled Didionarlain Mnstca
(sic), I'cing ft coinphtc Diclionarii or Treasury
of J/HS(tv published in 1770, and republished
with a varied title in 1790.
It is a mere
abridgment of Grassinean's Dictionary.
See
Gkassineau.
Hoyle is said to have died in
1797.
w. H. H.

HUBAY, Jeno

(originally

known

Eugen

as

HvBEi;), violinist and composer, was born in
Budapest, Sept. 14, 1858.
From his father,
Karl Hubay (Huber), violin professor at the
Pest Conservatorium, and capellmeister of the
Hungarian national opera, he received his lirst
instruction, and was heard in public, in a Viotti
concerto, at the age of eleven.
But though
hailed

b)'

child,

his

the Hungarian press as a wonderprecocity was, fortunately, not ex-

and he was sent at the age of thirteen
Hochschule at Berlin, where he studied
for five years under Joacliim.
During this
period he was in the receipt of a Hungarian
State stipiend. and at its conclusion returned to
Budapest. Subsequently (in 1878) visited Paris,
apjieared with success at the Pasdeloup concerts,
and made the acquaintance of Vieuxtemps,
whose intimate friend he became, and whose
posthumous works were edited and in some
cases completed by him (shortly after the compioser's death in 1 880).
In 1882 was appointed
ploited,

to the

post filled by many brilliant violinists,
that of firincipal professor at the Brussels Conservatoire, but in 1886 accepted, from patriotic
motives, an offer to return to his native town
to fill the jiosition at the Conservatorium which
became vacant on the death of his father. Both
at Brussels and Budajiest he formed quartets,
in the one place with Josef Servais, in the other
with Hegy-esy, as violoncello. He has toured as a
soloist in most European countries, and by virtue
of a certain romantic quality to be noticed in
his style and tone (he plays on a very fine
Amati) has made a great name on the Continent.
As a quartet leader he was enthusiastically
praised by Brahms.
He is the composer of a
successful two-act opera based upon Coppee's
'Luthier de Cremone,' a four-act opera Alinor,'
and a Hungarian opera 'A Fain Rossza.' He has
written also several songs, a 'concerto dramasenate romantique' with
tique
for violin, a
pianoforte, and countless violin pieces, of which
the
Scenes from the Czardas are the type,
founded mostly upon Hungarian national tunes.
They are in the repertory of most violinists,
w. w. c.
and are popular all the world over.
to a

'

'

'

'

'

HUBER, Haks, born June 28, 1852, at
Schonewerd in Switzerland, studied from 1870
to 1874 at the Leipzig Conservatorium, and
subsequently, after two years' experience as a
teacher in AJsace, took

up

his residence at Basle,

HUBERMANN

HUCBALDUS

where he succeeded H. Bagge as director of the
music school in 1896. He received the honorary
degree of D.Phil, from the university in 1892.
His compositions, most of which are for the
piano, either in combination with other instruments or alone, show tlie strong influence of
Brahms, but not to tlie exclusion of the more
romantic style of Liszt.
Two operas, Weltfri-ihling' (Basle, 1894), and
Kudrun (Basle,

the early Middle Ages is derived chiefly from
the information furnished by tliree learned
writers, of whom tlie earliest was a monk,
named Hucbald, of S. Amand sur I'Elnon, in
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'

'

'

1896), a fairy opera Tlorestan,' concertos for
piano and for violin, three trios, a pastoral
sonata for piano and violoncello, a Tell-sym'

phonie

'Sommernachte,' a serenade
(op. 87), 'Carneval,'
Liindliche Symphonic,'
and 'Eomischer Carneval,' for orchestra, as
'

(op. 63),

'

may

well as piano pieces and songs,
tioned.

HUBERMANN,
born

Dec.

Bronislaw,

be menM.

violinist,

was

Czenstochowa, near
Warsaw. He received his first instruction from
Michalowicz, a teacher in the Conservatorium,
and performed, at the age of seven, Spohr's second
violin concerto, besides taking the leading part
in a quartet of Rode.
After taking a short
course of lessons under Isidor Lotto, a distinguished pupil of the Paris Conservatoire, he
was taken by his father, in May 1892, to
Berlin, where he studied for eight months under
the direction of Joachim, and was able already in
1893 to make public appearances in Amsterdam,
Brussels, and Paris.
Playing in London in May
1894, he attracted the notice of Adelina Patti,
who introduced him the following year to an
Austrian audience, engaging him to play at her
farewell concert given at Vienna on January 12,
1895. At this concert he made a sensation, and
attracted the favourable notice not only of the
capricious Viennese public, but also of Hanslick
and Brahms. He then made tournies through
Austria, Italy, Germany, Russia, America, and
1882,

19,

England (1904).

An

at

incident of his Italian

journey was his engagement by the Municipality
of Genoa to play, in one of tlie chambers of the
Tow^n Hall, on Paganini's Guarnerius violin, an
honour he shares with tlie late Camillo Sivori.
HuberThis took place on May 16, 1903.
inanu is a resident of Berlin, and a prominent
As an
figure in the musical life of that city.
artist he may be described as eclectic, having
attached himself to no particular school, and

Flanders, who is frequently mentioned under
He was born
the title of Monachus Elnonensis.
about the year 840, ami flourished, therefore, a
full century before Guido d'Arezzo, and a century
and a half before Magister Franco the only
two writers whose musical treatises possess an
Of the
interest comparable with his own.
details of his life we know but very little more
than that he was a disciple of S. Remi of Auxerre,

—

and the intimate friend of S. Odo of Cluny
that he was a poet, as well as a musician
and, that he died, at a very advanced age, in
the year 930.
But of his lifework we know all
;

;

that need be desired.
Of Hucbald's Enchiridimi or tract, De Harmonica Institutione the only work by him that
has been preserved to us the two most perfect
copies known are those in the Paris Library, and

—

—

(now Corpus Christi) ColThe title of the Paris MS. is
Cambridge.
The Cambridge MS.
Enchiridion Mwsicac.^
forms part of a volume' entitled Musica Hogeri,
sive Excerptiones Hogeri Abbatis ex Autoribus
Musicae Artis,' and containing, besides the £71chiridion of Hucbald, a less perfect copy of
another Enchiridion by his friend, S. Odo of
Cluny, which, though written in Dialogue,
in that of S. Benet's
lege,

'

it, in many respects, so closely that
copies of the one MS. have sometimes been
mistaken for the other.*
In this tract Hucbald describes, under the

resembles

name of Symphonia, the primitive form of Partwriting called, by Guido d'Arezzo, Diaphonia,
or Organura, and, by Magister Franco, Discant.
Of this Symphonia he mentions three kinds,
w-hich he calls Diatessaron Symphonia, Diapente
Symphonia, and Diapason Symphonia in other
words. Harmony in the Fourth, the Fifth, and
Examples of these rude attempts
the Octave.
at Harmony will be found in the article NotaBut, in addition to the rules for the contion.
struction of these, he tells us, in his eighteenth
chapter, that so long as one voice continues to
sing the same note, the others may piroceed at
will
of which method he gives the following
;

;

example

:

worked out his own musical salvation. With
an excellent technicfue, especially of the right
he is able to give a good account of all
the great concertos and solos for the violin,
whilst the hope has been expressed by his
friends that he will devote more attention
than he has hitherto done to chamber music,

To hu

liand,

for

which his interpretative

gifts

feeling pre-eminently suit him.

HUBERT.

and depth of
w. w. o.

See Pokporin'o.

HUCBALDUS DE

S.

AMANDO

(Hubald

-

mi

-lesfa-mTi-li mo-du-lia ve-ne-r

These examples are written in a peculiar form
of notation invented by himself, which is
exhaustively described and illustrated by his
own examples in the article above referred to.

He

did not, however, confine himself entirely

to this ingenious device, but

supplemented

it

by

'
He dedicated to the l^mperor. Charies tile Baid, a poem in
praise of tialdneaa, beginning Camiiua Clariaonae, Caivis, Caatate
Camoenae
in wliich every word began with the letter C.
'

'

;

BE

S.

Amaxd

;

Hugbald de

S.

Amand).

^ N"o. 7202.

Our

Hucbald and S. Odo were both disciples
Odo was bom a.d. 878, and died iu 942.

1

knowledge

of the

condition of Music during

S.

3

No. cclx.

of S,

Hemi

of Anxerre.

HUDGEBUT

HUEFFER

the invention of fifteen arbitrary signs, for
representing the notes of the Gamut, from F to
The signs for the four finals of tlie antliena'.
tic modes which form hia second tetracliord

development of his ideas he excels in works of
an elegiac character. He has written numerous
songs, choruses, a symphonic overture, a symphony, Riibezahl, a symphonic legend in three
parts (Colonne concerts, 1886)
'Resurrection'
(Concerts du Conservatoire, 1892); 'LeBerger,'

are as follows
/?

:

c/ravissiinus Graece Protoa

et

dicitur vel Archos.

'

'

^

and others deduced from
and the tract concludes
with an account of the descent of Orpheus into
Hades, in search of Eurydice.
w. s. i\.

of these principles,
them, is very great

HUDGECUT,

;

A London

John-.

music-

and other
1679 to an

em[ilo3"ed Heptinstall

His name is attached in
exceedingly curious engraved work (probably
unique), now in the Bodleian Library,
Vade
MecumfoT the Lovers of Musick sJyixuing the Excellency of the Eechorder
MDCLXXIX,
London^ printed by A^. Thovipson for John
Mudgebut, at the sign of the (Golden Harp, and,
Hoeboy in Chancery Lane. Obi. 8vo.
In ] 695
he published from Heptinstall's press the Sonys
in the Indian Queen
by Mr. Henry Purcell,
.
and in the preface he, with another bookseller
who was concerned in the work, calmly confesses
that it is published without knowledge of the
printers.

.

author.

.

.

.

K.

F.

HUDSON", Robert, Mus.B., born in London,
Feb. 25, 1732, was a tenor singer, and sang
when a young man at Ranelagh and Marylebone
Gardens.
In 1755 he was assistant organist of

Bread Street.
In 1756 he was
appointed vicar-choral of St. Paul's, in 1758 a
gentleman of the Chapel Royal, and in 1773
almoner and master of the children of St. Paul's,
which offices he resigned in 1793. He was also
music master at Christ's Hospital. Hudson was
the composer of 'The Myrtle,' a collection of
of a
songs in three books, published in 1767
St. Mildred,

;

and some cliants, and many hymn tunes.
He also set for five %'oices the lines on Dr. Child's
monument at Windsor, commencing 'Go, happy
soul.'
He died at Eton, Dec. 19, 1815. His
service

daughter M.A.RY was, in 1790, and till her
March 28, 1801, organist of St. Clave,
Hart Street, and St. Gregory, Old Fish Street.
She was the composer of several hymn tunes,
and set for five voices the English version of the
Latin epitaph on PurceU's gravestone, 'Applaud
w. h. h.
so great a guest.'
HtJE, Geouoes Adolphe, French composer,
born at Versailles, May 6, 1858, studied under
Eeber and Paladilhe, and competed for the
Grand Prix de Rome in 1878, when he obtained
honourable mention, and the prize itself in 1879.
The Cressent prize was awarded to him in
1881, and that offered by the city of Paris in
1885.
Hiie is a master of the art of musical
colour, and is also remarkably skilful in the
death,

'

'

'

'

Concerts,

;

'

;

1903).

A

.

Ballade et Fantaisie

for violin (Colonne
1893); 'Jeunesse,' on a poem by
Hettich (Colonne Concerts, 1897)
His
etc.
works for the stage have been received with
various degrees of favour.
They are Les
Pantins,' opera-comique, two acts (Opera Comiqne, Dec. 28, 1881); 'Coeur brisc,' pantomime
(Boutfes Parisiens, 1890); 'La Belle an Bois dormant,' incidental music (Theatre de I'CEuvre,
1894) 'Le Roi de Paris,' lyric drama, three acts
(Opera, April 26, 1901); 'Titania,' musical
drama, three acts (Opera Comique, Jan. 20,

a

/? Secuiulus Deuteros tono disians a Proto.
Tertius Tritos se^uitono distans a Deutero.
/t" Quartus Tetardos tono distans a Trito.
The number of examples given in illustration

who

;

;

Primus qui

publisher,
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G. F.

HUEFFER,

author and

Ph.D.,

Fean-ois,

musical critic, was born at Miinster, May 22,
1843.
After studying modern philology and
music in London, Paris, Berlin, and Leipzig, he
his residence in London and devoted
himself to literary work.
His first articles
appeared in the North British Ecvieu\ in the
Fortnightly Pericw (when under Mr. John
Morley's editorship), and in the Academy, of
which he became assistant editor. At a time
when England hesitated to acknowledge the
genius of Wagner, Huelfer brought home to amateurs the meaning of the modern developments
of dramatic and lyrical composition by the
publication, in 1874, of his Pdehard Wagner
and the Music of the Future. He was in 1878
appointed musical critic of The Times, and
consistently followed up his advocacy of the
modern in art by supporting the claims of living
English musicians.
He also wrote librettos
for several eminent English composers.
Thus
Colomba and The Troubadour were written
for Mackenzie, and
The Sleeping Beauty for
Coweu.
He made an excellent adaptation of
Boito's libretto of Verdi's Otello.'
As early as 1869 Mr. Huetfer had published
a critical edition of the works of Guillem de
Cabestanh, which gained him the degree of
Ph.D. from the University of Gottingen, and
led to his election to the 'Felibrige,' or Society
of modern Troubadours, of which ilistral (the
author of Mireijo), Theodore Aubauel, and oliher
distinguished poets were the leading spirits.
The Troubadours, a history of Provencal life and
literature of the Middle Ages, appeared in 1878 ;
and a series of lectures on the same subject was
delivered at the Royal Institution in 1880.
A
collection of Musical Stuelies from The Times,
etc., was published in 1880, and soon appeared
in various translations
The Life of Wagner,
the first of the Great Musicians series, in 1881 ;
Italian and other Studies in 1883.
The Corrcspondenee of Wagner and Liszt, a translation,
followed soon after the publication of the
fixed

'

'

'

'

'

'

'

;

HUNTEN
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Briefwechsel,

No more

hy Breitkopf &

HULLAH
Hiirtel in 1888.

than a brief reference can be made to

Hueffer's occasional contributions to tlie Quarterly
and other reviews, and to some songs composed

by him from time

He

to time.

died in London,

Jan. 19, 1889.

L.

HtiNTEIf, Franz,

M.

ii.

and composer,
born Dec. 26, 1793, at Coblentz, where his father
Daniel was organist. In 1819 he went to the
pianist

Paris Conservatoire, studying the piano with
Pradher, and composition with Reicha and

Cherubini.

He

lived by teaching and arranging

and in time his lessons
and compositions commanded high prices, although the latter, with the exception of a trio
concertante for PF. violin and violoncello, were
pieces for the pianoforte,

of little value.
His ilethode nouvelle pour le
piano (Schott) had at one time a reputation.
In 1837 he retired to Coblentz, and lived on his
means till his death, Feb. 22, 1878. His two
brothers, Wilhelm and Peter, were for many
years successful pianoforte teachers at Coblentz
and Duisburg.
F. G.
'

'

HUGUENOTS, LES. Opera in five acts
words by Scribe and Deschamps, music by
Meyerbeer. Produced at the Academic, Feb. 29,
1836 in London, first by a German company,
at Covent Garden, June 20, 1842
in Italian
at Covent Garden as 'Gli Ugonotti,' July 20,
1848 in English at the Surrey Theatre, August
Like William Tell,' the opera is in
16, 1849.
England always greatly shortened in perform;

;

;

;

'

[In the early days of Harris's operatic
management at Drury Lane, this opera was
given with the fifth act, and lasted till nearly
one o'clock in the morning.]
For a remarkable criticism by Schumann see
the Neue Zeitschrift, Sept. 5, 1837, and Gesammslte Sehriften, ii. 220.
G.
ance.

HULLAH, John

Pyke, LL.D., was born at
June 27, 1812, but came whilst
very young to London, where his life was spent.
He received no regular musical instruction until
1829, when hewasplaced under "WilliamHorsley.
In 1833 he entered the Royal Academy of Music
"Worcester,

for the fiurpose of receiving instruction in singing from Crivelli.
He first became known as
a composer by his music to Charles Dickens's
opera,
The Village Coquettes,' produced at the
[The whole
St. James's Theatre, Dec. 5, 1836.
of the music was destroyed in a fire at the
Edinburgh Theatre soon after the production
This was followed by
of the piece there.]
'

The Barbers of Bassora, a comic opera, produced at Covent Garden Theatre, Nov. 11,
1837, and 'The Outpost,' at the same theatre.
May 17, 1838, [In 1837 he became organist of
Croydon Church, and composed some madrigals.]
Soon after this HuUah's attention was turned
to that which became subsequently the business
of his life
popular instruction in vocal music
and attracted by the reports of Mainzer's success
'

'

—

aa a teacher,

;

he visited Paris,

only to

find

In 1839
Mainzer's classes entirely dispersed.
he went to Paris, and remained for some time
observing Wilhem's classes, then in the full
tide of success.
On his return to England he
made the acquaintance of the late Sir James Kay
Shuttleworth, then Dr. Kay, and undertook the
instruction of the students in the Training
the

College at Battersea,

first

established in

England, and just opened under the direction
and at the cost of Dr. Kay and Jlr. Edward
Carlton Tufnell.
On Feb. 18, 1840, he gave
his first class-lesson at Battersea, and from that
On
day dates the movement he originated.
Feb. 1, 1841, he opened at Exeter Hall a school
for the instruction of schoolmasters of day and
Sunday schools in vocal music by a system
based on that of "Wilhem, which met with
remarkable success. Not only schoolmasters, but
the general public flocked to obtain instruction,
and country professors came to London to learn
the system and obtain certificates of being
qualified to teach

it.

niously attacked, hut

From

The
it

sj'stem was acrimooutlived all opposition.

HuUah formed two
an ^^ppe^ and a lower, and commenced

his elementary classes

schools,

giving concerts in Exeter Hall, the members
of his upper school forming his chorus, and
the orchestra being completed by professional

and instrumentalists. Remarkthese were four historical concerts
illustrating in chronological order the rise and
principal singers

able

among

progress of English vocal music, given at Exeter
Hall on Mondays in the first four months of

1847.
At this time his friends and supporters
determined on erecting and presenting to him
a concert hall, and, having procured a piece of
ground near Long Acre, the foundation stone
of St. Martin's Hall was laid June 21, 1847.
The hall was opened, although not entirely
completed, on Feb. 11, 1850, and Hullah continued to give his concerts there until the
building w-as destroyed by fire August 28, 1860,
on the occurrence of which event his friends
and pupils testified their gratitude and sympathy
for liim by the presentation of a handsome
testimonial.
During the existence of the upper
school he brought forward a large number of
unknowm works, old and new. From 1840
to 1860 about 25,000 persons passed through
his classes.
In 1844 Hullah was appointed
Professor of Vocal Music in King's College,
London, an office which he held till 1874.
He held similar appointments in Queen's College

and Bedford College, London, with both of
which he was connected from their foundation.
From 1870 to 1873 he was conductor of the
students' concerts of the Royal Academy of Music.

On

the death of his old master, Horsley, in
1858, Hullah was appointed organist of the
Charter House, where since 1841 he had carried
on a singing-class.
For many years he conducted the annual concert of the Children of
the Metropolitan Schools at the Crystal Palace.

HUME

HUMFREY

In March 1872 he was appointed, by the Committee of Council on Education, Inspector of
Training Schools for the United Kingdom, which
In 1876 the
office he held till his death.
University of Edinburgh unexpectedly conferred
on him the honorary degree of LL.D., and in
1877 he was made a member of the Society of
St. Cecilia in Rome and of the Musical Acadenry
[In 1880 and 1883 he was atin Florence.
tacked by paralysis, and died in London, Feb. 21,
18S4, being biuied in Kensal Green Cemetery.]

many

Hullah composed

—such

as

'Three

Fishers,'

'0

and

popular,

songs,

some of which

we two were Maying,'
were very
'The Storm'

tliat

—

A

"nTote

G-ranimar

of

Vocal

Music (1843), A Grammar of Harmony (1852),
and A Grammar of Counterpoint (1864), The
History of Modem Musie (1862), and The Third
or Transition Period of Mnsiccd History (1865)
(courses

of

delivered

Lectures

at the

Roj-al

The Cultivation
of the Speaking J'oice (1870), Music in the
House (1877), and numerous essaj's and other
papers on the history and science of music contriInstitution of Great Britain),

buted to various periodicals. He edited Wilheni's
Method of teaching Singing, adapted to English
'use (1841), The Psalter, a Collection of Psalm
Tunes in four parts (1843), The Book of Praise
Htjmnn! (1868), The: fPTi.ole Book of Psalms, with
Chcoits and a large number of vocal compositions
in parts, and other publications for the use of his
Amongst these should be named Part
classes.
Music (reprinted as Koced Music), for four voices,
two most admirable collecand T'ocal Scores,
tions; ScKred Music {\861), The Singer's Library;
[See Pakt Music, Vocal
Sea Songs, etc. etc.
Scores.]
[A memoir by his .second wife was
published in 1 886 it has been used in correcting
w. H. H.
the above article.]
HUME, Tobias, an officer in the army, and
an excellent performer on tlie viol-da-gamba
published in 1605 'The First Part of Ayres,
French, Polish, and others together, some in
"With
Tabliture, and some in Pricke-Song.
Pavines, Galliards, and Almaines for the Viole
and some Songs to bee
de Gambo alone
sung to the Viole,' etc., containing 116 airs in
[The title Musicall
tableture and five songs.'
Humors,' sometimes applied to the publication
of 1607, is printed at the top of every page of
In 1607 he pubthe First Part of Ayres.']
Captaine Hume's Poeticall Musicke
lished
principally made for two basse-viols, yet so contrived that it may be plaied eight severall waies
upon sundry instruments with much facilitie,'
etc., conta,ining eighteen instrumental and four
vocal pieces.
In 1642, being then a poor
brother of the Charter House, he presented a
'
True Petition of Colonel Hume to the House
of Lords offering his services against the Irish
rebels, which he afterwards printed, but it is
evident from its contents that he was labouring
[There is no authority
under mental delusion.
;

—
;

;

.

.

.

'

'

'

'
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He

his rank of colonel.

died April 16,
w. H. H.
HUMFREY, Pelhaji (as he himself wrote
his name, although it is commonly found as
for

1645.]

Humphry

or Humphrys, with every possible
He is
variety of spelling), was born in 1647.
'

have been a nej)hew of Colonel John
Humphrey, a noted Cromwellian, and Bradshaw's sword-bearer.'
In 1660 he became one
said to

of the first set of Children of the re-established

Royal under Captain Henry Cooke.
a chorister he showed skill in composition, as appears by the second edition of
Clifford's Divine Ser\"ices and Anthems,' 1664,
which contains the words of five anthems composed by Pelham Hunifrey, one of the Children
of His Majesties Chajipel,' the music of two of
which is still extant.
During the same period
he joined Blow and Turner, two of his fellowChapel

A\'liilst still

'

'

what is commonly
^
In 1664 he
quitted the choir and was sent abroad by Charles
choristers, in the com position of

known

the Club- Anthem.

as

He received from the
II. to piursue his studies.
Secret Service money in that year
to defray
the charge of his journey into France and Italy,
'

£200

in the following year from the same
His studies
source £100, and in 1666, £150.
were prosecuted chiefly in Paris under Lully.
'

;

On

Jan. 24, 1666-67, he was during his absence
appointed a Gentleman of the Chapel Royal in
He
the room of Thomas Hazard, deceased.
returned to England in the following October,
and on the 26th was sworn into his place.

[Amusing

references

Humfrey's

to

skill

and

Pepys's Diary, Nov. 1667.]
Anthems by him were at once performed in the
On the death of Captain Cooke,
Chapel Royal.
conceit

are

in

Humfrey was appointed

his successor on July
On
Master of the Children.
August 8 following he had a patent (jointly
with Thomas Purcell) as Composer in Ordinary
Humfrey died
for the Violins to His Majesty.'
at "Windsor, July 14, 1674, at the early age of
twenty-seven, and, three days afterwards, was
buried in the cloisters of "Westminster Abbey,
He was the composer
near the south-east door.
of several fine anthems, seven of which are
printed, but without the orchestral parts, in
The greater part
Boyce's Cathedra! Music.
of these, together with six others and the Club
Anthem, also an Evening Service in E minor,
30,

1672,

as

'

are contained in the Tudway Collection (Harl.
MS. 7338), and others are extant at Ely,

Salisbury, Windsor, Oxford,

and the Fitzwilliam

JIany are also in the Royal College
Three Sacred Songs by him, and a
of Music.
Dialogue, composed jointly with Blow, are
Harmonia Sacra,' book ii. 1714.
printed in

Museum.

'

Said by Dr. Turtw-.ty to have been compoaed on a naval victory
over the Dufth by the Dnlie of Yorlt but it Oiinnot have been so.
as no such event occurred iintil .Tune 166.'i. at which time Humfrey
was abroad. The Btatement of Dr. Boyce and others that it ^vas
composed as a meinoriiil of the fnitemal esteem and friendship of
the authors is much more probable. Humfrey is said to have composed the former, and Blow the latter portion of the anthem.
Turner's share beiug an intermediate bass solo.
'

;

2/
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He composed two Odes
'Smile,

smile

for the

and

again,'

and an Ode

HUMMEL
King's Birthday,

'When from

his

New

Year's day, 'See,
him are included
in 'Choice Ayres, Songs and Dialogues,' 16761684 and on the rare, separately-paged, sheet
inserted in some copies of book i. of that pubthrone,'

mighty

sir.'

for

Many

songs by

;

The
The Tempest

lication, containing

Play

call'd

Ariel's

'

'

Songs in the

(Dryden and Dare-

naut's alteration printed in 1670), his setting
of Where the bee sucks is to be found.
His
song I pass all my hours in a shady old grove
'

'

'

'

was

printed in the appendix to Hawkins's
Sistorij.
J. S. Smith included five songs by
Humfrey in his JIusica Antiqua,' amongst
first

'

them, 'Wherever I am and whatever I do,'
composed for Dryden's 'Conquest of Granada,'
part i. 1672.
Humfrey is said to have been
the author of the words of several songs published
in the collections of his time, and to have been
a tine lutenist.
He introduced many new and
beautiful effects into his compositions.
He was
the first to infuse into English church music the
new style which he himself had learnt from
LuUy, and' which was carried much farther by
Purcell (see HuUah's

Modern

Iftisic,

Lect. 4).

His predilection for minor keys was remarkable.
[A curious orchestral piece attributed to him
in the Conservatoire of Brussels, is mentioned
in the Qicelleii-Lexikoii as being set for strings,
oboes, trumpets, and drums, but Dr. Eitner
thinks it is hardly possible to assign it to so
early a writer as Humfrey. ]
w. H. H.

HUMMEL, JoHANX Nepomfk

(properly

Johan Nepomuka), was born on Nov. 14, 1788,
and was the son of Joseph Hummel, the Director
of the Imperial School of Military Music at
Presburg. He married Elisabeth Kockl, an opera
singer (born 1793, died at Weimar 1883); and as
he died in 1837, he was a contemporary of Beet-

hoven, Cramer, Kalkbrenner, Weber, and Field.
Forthe firstmusical studiesof the little Johann
liis father selected the violin, but this only led
to signal failure, and the boy was allowed to take
up the piano instead. Upon this instrument
he at once displayed a most remarkable facility,
so much so that when, in the year 1785, the
Imperial School at Presburg was dissolved, and
Joseph Hummel obtained the position of conductor at Schikaneder's Theatre in Vienna,
whither the boy accompanied him, Mozart was
so struck with the child's playing that he
offered to give him lessons, and for that purpose
took him to live with him in his house in the
Grosse Schulenstrasse. Here the little Hummel
remained for two years, and although his lessons
were very informal and irregular he made

immense
a

progress,

brilliant future.

and Mozart predicted for him
Hummel was nine years old

1
It ahonld be remembered that the piano, though atiU constructed
with the light Viennese action, and buclcBitin hammers, iavouring
ease of execution and hardness of tone, was just receiving at the
hands of Broadwood those improvements which have since heen
adopted by all the great piano-malrers in the world.

to live with Mozart, and we can well
imagine that to live for two years in daily intercourse with such stupendous genius, and to be
brought into contact with all the distinguished
pieople who frequented the house, would constitute
a very paradise of musical and social education
to a young, eager, and sharp-witted boy such as

when he went

Hummel.

close of the two years (1787)
his first appearance at a concert
Mozart, and his success was so decided

At the

Hummel made

given by
that his father resolved to take him on a conthey
cert tour through Germany and Holland
then visited Edinburgh, where Hummel made a
great success and then went south to London,
where they lived for about a year, the boy
;

meanwhile receiving instruction from dementi.
The change from the live melody of Mozart to
the didactic scholarship of Clementi must have
been an experience to the boy, but probably he
gained more from the sound, logical method of
Clementi than has usually been acknowledged
by his biographers. Hummel's first concert
in London was given at the Hanover Square
Concert Rooms, May 6, 1792. The programme
announced that Master Hummel would f>lay a
Concerto (by Mozart), and the pierformance was
given under the direction of Salomon.
On the
'

'

conclusion of the visit to London Hummel made
a short stay in Holland, and by way of that
country returned to Vienna in 1793.^ He now
devoted himself to more serious study of composition under Albrechtsberger, who was now,
at the age of sixty-seven, a veteran among
teachers,
but by no means superannuated.
And in addition to the classic instruction of
Albrechtsberger, and the advice of Haydn,
Hummel also sought the assistance of Salieri
for dramatic composition.
It was presumably
at this time that some, if not all, of his four
operas were composed.
Between this date and
the year 1803 Hummel made a concert tour to
St. Petersburg, where he was very well received,
and accorded an ovation such as rarely falls to
the lot of an artist.
In 1803 he w-as back in

Vienna, where he appears to have held an
engagement in the Court Theatre but in the
following year, 1804, he accepted the very
important post of capellmeister to Prince Esterhazy, a pjost rendered famous by the fact that
it had been held for thirty-eight years by Haydn,
who now resigned it, only on account of the
;

infirmities of old age.
Hummel
retained this post until 1811, and it was during
his tenancy of office that Beethoven's Mass in C

increasing

was first performed (1810), on which occasion
some remark of Hummel's caused an unfortunate
estrangement betweenhim andBeethoven, which
continued until the time

Beethoven in his

when Hummel

visited

almost in the
shadow of death, the old enmity faded away.
last illness, and,

^ Beethoven also came to Vi enna in this same year, and placed
himself under Haydn and Albrechtsberger, so that the two young
men. fellow-students under two professors, probably became
acquainted with each other.

HUMMEL
Hummel

resigned his post in 1811, and for the
time returned to Vienna, where he lived,
without appointment, as a teaclier and concert
player until 1316, in which year he once more
undertook the duties of court capellnieister, this
However, the duties or the
time at Stuttgart.
surroundings seeming uncongenial, he in 1820
exchanged his appointment for a similar one at
W'eimar, an office which he retained until the
Frequent leave of absence
time of his death.
was granted him, of which he took advantage to
revisit Petersburg in 1822, and to visit Paris,
on tlie conclusion of his Russian tour. The
audiences in the French capital were delighted
with his performances, and gave him unstinted
was about this time that
applause.
It
Hummel began to give up public playing, and
to turn his attention to conducting the orchestra.
It is true he made a visit to Paris again in
1829 but, being coldly received, immediately
came to London, where his playing still excited
After a short sojourn
the former enthusiasm.
in Weimar (1830-33), he returned to London as
conductor of the German Opera Company at the
King's Theatre. Here he seems to have remained
only for one season, for he was again in Weimar
in 1833, and never again left that city, until
in 1837 death closed a brilliant career, full of
triumphs, and plentifully sweetened with pleasant
In appearance
and enduring friendships.
Hummel was large and rather ungainly, while
his dress was the reverse of foppish. His face was
not full of artistic intelligence and cidture, but
was ratlier that of a healthy business man with
an abundance of common sense and savoir faire.
Hummel as a composer displays a thorough
mastery of tlie mechanism of his art, a keen
sense of rhj'thm and compact form, a full ap-

last

and a great command
The themes are
of appropriate ornamentation.
usually concise and to the point, and there is
a certain square cut about them which gives
The treatment is
satisfaction to the hearer.
conducted with tact and discretion. Like those
preciation of shapeliness,

men of the world, his creations, even
seeming to lack human sympathy, are always
well behaved, tactful, and heefroraaxiy gauchcrie.
His work, if sometimes artificial in style, is at
aU times well dressed, and although he does
not pierce the depths of the human heart, he
gives well-finished and beautifully symmetrical
of polished
if

HUMMEL
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pathy.

Associated afterwards with the shapely
beauty of Mozart's themes and developments,
he learned from that to give his work neatness
and finish, even at the expense of warmth and,
accustomed, as a concert player, to judge his
ert'ects according to the amount of applause they
evoked, he was at times too jiowerfully drawn
;

by

tlie

charms of

brilliant, if supierfluous orna-

mentation, and away from deep thoughts and
grand emotional ideas.
Unfortunately, much of Hummel's music is
not accessible now, for many of tlie concerted
works were never scored (at least the scores are
not to be found), so that it is not possible to

some departments of his work justly
but the general character of all the work which
still exists is very fairly described in the words
already' written.
Considering tliat Hummel was
criticise

;

the pupil of Mozart, Haydn, Salieri, Clementi,
and Albrechtsberger the fellow-pupil of Beethoven, and the teacher of Czeniy, Hiller,
Henselt, and Thalberg, to whom he doubtless
transmitted his style, his music is almost exactly
;

what might be expected from

a brilliant virtuoso

Add

in such circumstances.

to this the fact
that he was a public player upon the piano with
the old Mennese action, so eminently suited to
a facile execution of light ornamentation, but
deficient in expressing depth of emotion, and
we have a pretty complete idea of Hummel's

methods

— andweno longerwonder at his making

use of themes which at times were hardly worthy
of the delicate and tasteful costumes in which
he clothed them, or at his being apt to regard
his music more from the standpoint of a virtuoso,
than from that of a purely intellectual and
emotional musician.

The same set of influences no doubt dominated
Hummel's mind when he played hut it is hardly
possible that a player, environed as he was by
;

much

the world has ever
have been the mere animated machine
that some would have us believe. Wherever he
appeared as a pianist. Hummel achieved very
distinct success
and in order to hold his own
with credit in a city where, under the refreshing
shadow of Mozart and Haydn, Beethoven reigned
over an assemblage of ability, which contained
of the finest talent

seen, can

;

Schubert, Moscheles, and Ries (in addition to
those already named), a man must have had more
than mere cleverness and dexterity to recommend

Compared to the work
more emotional writers, his music bears somewhat the relation tliat photography does to
Accustomed as he was from early
colour.
infancy to the marked accuracy and impersonality of military music, in which there seems
always present a certain measured blaring, and
which appeals more to the excitement of a scenic
display than to the more individual and domestic

him.
Besides, Hummel's strongest point was
his remarkable power as an extemjiore player. In
this department he was considered a rival to
Beethoven, a fact which speaks for itself
To
take a high position as an extemporist in such
circumstances required great development of
the mental and physical powers, wonderful skill
in presentation, both in the imagination and
upon the keyboard, and a full command of the

natural that he should lean to a
music in WTiting. and should
give us precision even at the expense of sym-

instantaneous use of

pictures of the surface.

of

emotions

;

it is

like character of

all

the intricate devices

and ornamentation.
The
amount expected from an extemporist in those
of figiu'es, passages,

HUMMEL

HUMMEL

days was very great. Every kind of elaboration
was required, and every phase of art-form suit-

asthat of thefirst, though the third was suggested
by the desirability of all the accents beiug placed
upon the notes which would have sounded with
the nielody note, had there been no trill a view
which would certainly meet with the approval
Hummel also suggested the use
of harmonists.
of tliis mark /^ to indicate the use of the
Celeste
Pedal, invented in its present form
by Sebastien Erard, as distinguished from the
shifting
Pedal, first used by Stein, which
permitted the use of one, two, or three strings,
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able

to

tlie

melody up

instrument used, from a simple
complete fugue, had to be well

to a

understood and readily expressed. To succeed in
this branch oF the art necessitated a nmsician
far removed from a mere skilful designer or
artful player.
Hummel did not achieve his
reputation as a pianist by performing his own
compositions only, and therefore he must have
had tlie 'gift of interpretation,' as well as the
gift of speech
and in tliis connection it is
pleasant to remember that the symphonies of
Beethoven became known to many people, and
perhaps were only known, tiirough the medium
of the excellent arrangements for Piano Duet,
which were made by Hummel, Tliis fact shows
that on Hunmiel's part there was no narrow
prejudice against Beethoven's work.
His production of the great Mass in C strengthens this
;

and honour is due to a musician,
arranged or produced the work of an artist
of wliom even Albrechtsberger said,
He has
learnt nothing, and will never do anything well
while Weber wrote, He is now quite ready for
the asylum.
How little can a glorious mountain
peak be appreciated by most of those who live
so close to it that they cannot see its noble proportions
In his later years Hummel published
his celebrated Piano School (1824), in which
he advocates a rational system of fingering.
Although of course not free from the tradition
that the thumb should be forbidden to play
upon the black keys, he argued that, apart from
this restriction, the same shaped passage or
figure should be fingered in the same way
wherever it occurred, thus foreshadowing tlie
conclusion,

who

'

'

'

'

!

modern method

He

of fingering, alike in all keys.

tried to alter the

manner

of playing the

(which had hitherto followed the tradition
of C. P. E. Bach, in beginning upon the
auxiliary note) by insisting that it should commence upon the principal note and when the

;

'

'

'

'

(' Nach und nach mehre Saiten,' Beethoven Sonata, op. 101.)
The Piano School
altogether was a decided advance upon the
previous methods, and a valuable contribution to
the more logical development of the technique,

at will.

which, already raised to a high degree of excellence by Clementi, was soon to receive such
vast improvement from the methods of Czerny,
Liszt, Schumann^ and Chopin.
It should be
remembered that Czerny was the pupil of Beethoven and Hummel, that the playing of Hummel
was a 'revelation to him,' and that he was
the teacher of Liszt, so that modern pianists,
whilst acknowledging their indebtedness to C. P.
E. Bach and Clementi, owe a gi'eat deal to the
Viennese School and to Hummel in particular.
Hummel's compositions, which number 127,
contain the following items, of which those
marked with a * are still played, the remainder

having become practically obsolete.
There are
a great many more without opus numbers, and
in many cases the same number is attached to
two difterent compositions (see Quellen-Lexiko^i).
1.
2.

3.

&•.

8.

E ice r care.

1.

>Two Caprices.
Eondo in Eb.

2*.

jq'

II*.

17.
18.
19.
20.

an essential note of the melody,
common sense would seem to be in Hummel's
favour.

He

also tried to reverse the accepted

meaning of the direct turn ~, and the inverted
turn S, and to reverse the accent in the simplified
trill
when accompanied by holding notes as
The
in the Rondo of the Waldstein Sonata.
object of these last two changes is not so obvious
'

'

'

B-

'

f^^^^m

Viola,

0.

Das belebte Gtmalde,
Piano Concerto in C.

PF.

9.

0.

Uebung-StUcke from 'Piano

1.

Eaelshaut ').
Die gute Nachricht.

School' (also opera,

'Die

Patriotic Choruses.
No. 1 Serenade.
Sonata for PF. and Flut«.
Trio in G.
6. No.
2 Quartet for Piano,
Guitar. Clarinet, and Bassoon [also called Serenade].
7. Preludes.
2.

Eb.

Ballet.

9.

de MityWne.
Riickfahrtdes Kaisers, Opera,

0.

6 Polonaises,

1.

La

S. Sfi-ppho

4*.

Piano.

5.
6.

(12

minor.

Violin.

Sentinelle.
PianOi Toicei.
violin, guitar.

2.

Beutache

Tanze).

Bninmel.

and

Plajio.

G

5.

Songs [Trio in G].

Variations

Rondoletta.
Potpourri in

Variations for Clarinet and.
Piano.
5*. La Bella Capricciosa.
6. Kondo in A.
'1*. Variations.
'B. Sappho, BsUlet H^roique.

3.

40.

Caprice).

4.

12 Minuets.

37. Pi(>ce8
38. Sonata in C.
39. Variations.

(f

3.

28. 12 Deutsche Tiinze.
29. 12 RedowaB.
30. String Quartets in C, G,
31. Tiinze f. d. Apollo Saale.

35. 4

Rondo in F

Sonata for PF. and Flute.
Duet Sonata in Ep or Diver-

4.

Sonata for Piano and Viola.
Sonata in F minor. Piano.

25.
26. Ht-l^ne et Paris, Ballet.

34.

'

tissement.
3.

Trio in Eb.
Sonata in Ef. Piano.
VariationB. Piano and Violin.
Variutiona.
6 Balli Tedeechi.
Concerto. Piano and Violin
in G.
Rondo (? Grand Fantasia) in
Eb. Piano.

VariationB.
22. Trio in F.
23. Balll Ongaresi.
24. 12 Minuetaand Trios.

33!

Gnm-

Tanze fiir dem Apollo SaaJe.
PantouDime,
Der Zanbet-

Eb

21.

27.

Music to Jobann von
land (or Finnland).
12 Deutsche Tiinze.

ring.'

with Violin.
Caprices.
3 Fugues for PF.

16.

is

.

7.

15.

principal note

.

6.

14.

Hummel.

.

3 Sonatas Bf, F,

13.

Bach.

.

5.

12.

tT.

Piano Solo.
Scotch Country Dances,

i-

trill

:

Variations.
3 Sonatas Bb. and G-, with
Flute, VioloDcello, in C for

7*.
8.

41.

9.

42«. 6 Pieces trfis faciles.

0*.

Concertino in D.
Septett.

Adagio. Varlationand&ondo.
Variations.
Mass in Bb.
Adagio, etc., for PF.

MasB in Eb.

HUNT

HUMORESKE
Op.
81.

Soaata in

FS minor.

Piano.

Concerto in

A

Caprices.
106. Sonata in D.
i07*. Bagatelles.

108.
109.
87. Quintet for PF. and atringa. 110,
111.
88. Gradual for Four Voices.
Virgo. Sop. 112.
89. Offertory.
Solo and Clu
.3 [Concerto] 113.
uiinoi].
114.
in
115.

85.

i

j

Ah

1887, as well as a large quantity of music in the
In
smaller forms, for male or mi.xed choirs.
1893 his niasterpiece, the opera Hansel uud
Grctcl
(libretto by his sister A. Wette), was
brouglit to a hearing at AVeimar (London, Dec.
1895), and immediately captivated all music-

Aniuaenieuts en forme

105. 3

Russian Songs.

82. Polyiiielur,
83. Trio iu E.

Piuno.

'

Amusement. Piano, Vio
Rondo in B minor.

'

Piano Coiicertjj in E.
3 Easy Pieces [Mass in D].
Liindler.

j

E

Valsea

dem Apollo

aiis

116.

91.

6

92.

Duet Sonata Ap.

93.

Trio in Eb-

94.

Potponrrifor ViolaandOroh.
Second ditto.

1'20*.

Vi.

97.

Trio in Et>Variationa, PF. and Orch.

93.

Rondo.

99.

Nottumo.

95.
96.

Piano.

123.

Rondo, La Galante.

t

komm.
124*. Fanta.iie
1-25.

127.

HUMORESKE.
for his op.

A

Rondo, Retour de Londres.

Anweisung zum

Pianofoi-toapiel

(published 1828J.

Sonata? Clarinet and Piano.

title

20 and

r^

jj

adopted by Sclm88, No. 2, the

op.

former for piano solo, the latter for piano, violin,
violoncello.
Heller and Grieg have also
used the term for pianoforte pieces op. 64 and
There is notliing
opp. 9 and 16 respectively.
obviously humorous in any of these, and the
terra
caprice might equally well be applied to
them. Rubinstein also entitles his Don Quixote
' Humoreske,
but the humour is there of a
much more obvious and boisterous kind. G.

and

—

'

'

'

'

'

'

'

HUMPERDINCK,

Engelbert,

born

at

Siegburg in the Rhine provinces, Sept. 1, 1854,
is a composer who rose with lightning rapidity
After
to a very high pinnacle of popular fame.
studying at tlie Gymnasium at Paderborn he
entered the Cologne Conservatorium under
Ferdinand Hiller in 1872, and while a student
there he won (1876) the Frankfort Mozart Stipendium.
By the aid of this fund he proceeded
to Munich, where he was a pupil at first of
Franz Lachner and later of Josef Rheinberger
Next
at the Royal Music-School (1877-79).

Humperdinck won the Mendelssohn Stiftung of
Berlin in 1879, and promptly went to Italy,
At
where at Naples he met Richard Wagner.
Wagner's invitation Humperdinck followed him
to Bayreuth, and materially assisted him during
1880-81 in the preparations for the production
of 'Parsifal.'
I5ut having won still another
the Meyerbeer prize
prize in the latter year
of Berlin
he set out south once more, and after
travelling again in Italy, France, and Spain, he

—

—

for two years at Barcelona, where in
1885-86 he taught theory of music in the Conservatoire.
In 1887 he returned to Cologne,
and in 1890 till 1896 he was a professor at the
Hoch Conservatorium in Frank fort-a.-M. and
teacher of harmony in Stockhausen's Vocal
School, as well as nmsical critic for the FrankMeanwhile he had not been
fm-ter Zeitung.
idle as a composer, for in 1880 he produced a
Humoreske for orchestra, which enjoyed a vogue
in 1884 his popular choral work
in Germany
Das Gliick von Edenliall was first sung, and the
choral ballade Die Wallfahrt nach Kevlaar in

settled

;

'

'

'

lovers, so that it ran a rapid course the wide
world over, and was warmly welcomed as an
antidote to the then prevailing craze for the lurid
work of the young Italian school of Mascagni,
etc.
This he followed up with another opera,
or rather play accompanied witli music throughDornout, 'Die Konigskiuder,' in 1896, and
roschen in 1902, neither of which made any
success comparable with that of the first-named
work.
A Maurische Rhapsodic for orchestra
In 1896 the Kaiser
was produced in 1898.
created Himiperdinck Professor, and in 1897
he went to live at Boppard, but in 1900
he was once again in Berlin, where he had
been appointed head of a Meister-Schule for
musical composition, and a member of the
Akademie der Kiinste.'
Senate of the Roj'al
His opera, 'Die Heirath wider Willen,' was
As a
brought out at Berlin, April 14, 1905.
composer he has a complete mastery of technique, and in his operas he relied very largely
upon folk-tunes the tunes he invents are often
beautiful, and are largel}' formed on the model
'

on Figaro.
Piano.
24 Etudes.
126. Rondo (sonata, PF.andVln.).

Piano Duet and
Two Horns.

mann

MiUta]-y Septett.
Variations, PF. and Orch.
Fantasia ou Oberon.

121.

100. Opera, Matilde von Guiae.
101. Overture in BtJ.
102. Variationa. Oboe and Orch.
103. 3 Grand Waltzes.
104.

Piano Concerto in Ab.

117. Rondo.
118. Tyrolean AiraiidVariationa.
119. Variationa.

Saale.
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'

'

'

'

'

;

of tlie folk-song.

B. H. L.

HUMPHREYS,
Handel

to

make

Samuel, was employed by

additions to the libretto of his
fit it for public perform-

oratorio 'Esther,' to

He subsequently provided him
with the words of 'Deborah and Athaliah.' He
was also author of 'Ulysses,' an opera set to
music by John Christopher Smith, and of a poem
He
on the Duke of Cliandos's seat at Canons.
died at Canonbury, Jan. 11, 1738, aged about
ance in 1732.

'

'

forty years.

HUNGARIAN

"vv,

MUSIC.

[See

h. h.

Magyar

Music]

HUNT, Arabella,

singer, lutenist,

and

sing-

ing mistress, was the instructress in singing of
She was
the Princess (afterwards Queen) Anne.
also a favourite of Queen Mary, who made her
one of her personal attendants in order that she
might have frequent opportunities of hearing her
JHany of the songs of Purcell and Blow
sing.
were composed for her. The beauty of her person
Congreve wrote an
equalled that of her voice.

ode 'On Mrs. Arabella

Hunt

singing,' wdiich is

mentioned by Johnson as the best of his irregular
poems. She died Dec. 26, 1705. After her death
an engraving from her portrait by Kneller was
published, with some panegyrical lines by Congreve (not from his ode) subjoined, vv. h. h.
HUNT, RiCHAJiD, a viol and other instrument maker at the sign of the Lute in St.
Paul's Church Yard, wdio from this address and
in conjunction with
ob.

Humphrey

Salter published,

The Genteel Companion for Hie Secorder,
According to Mr. Wheatley's new
8vo.

in 1683,

HUNT

HURDY GURDY

Pepys on Oct. 25,
1661, called at Hunt's about his lute, which
was almost done, having had a new neck for
double strings.
Three days later he went to
St. Paul's Church Yard to Hunt's, and found
his Theorbo ready, which pleased him, and for
which he paid 26s., but is told that it is now
worth £10, and as good as any in England.
In
April and in August 1663 Pepys again is in
communication with Hunt seeing, first, a Viall
which Ire is considering whether to buy and
next, having bought it for £3, is assured that he
has now as good a Theorbo, Viall, and Viallin
as is in England.
F. K.
HUNT, Thomas, contributed to 'The Triumphes of Oriana,' 1601, the 6-part madrigal,
Hark did you ever heare so sweet a singing ?
An anthem by him, Put me not to rebuke,' is
contained in Barnard's MS. collection in the
Sacred Plarmonic Society's library.
Notliing is
known of his biography. He is said to have
been Mus. B. but no record of his degree is forthcoming,
w. H. H.
HUNTER, Anne, a Scotch lady, wife of
John Hunter the surgeon, and sister of Sir
Everard Home the physician.
She was born
The Hunters lived in
1742, and died 1821.
Leicester Square during Haydn's first visit, and
were intimate with him.
Mrs. Hunter wrote
the words for his twelve Canzonets (1792), of
which the first six were dedicated to her and the
second six to Lady Charlotte Bertie.
Hunter's
death (Oct. 16, 1793) put a stop to the acquaintance.
Mrs. Hunter published a volume
of poems (1801 ; 2nd ed. 1803), which are condemned by the Edinburgh and praised by Blackwood.
She was also probably the author of
both words and melody of 'Lady Anne Bothwell's
Lament.'
She is mentioned in Robert Burns's
MS. 'Edinburgh Commonplace- Book,' and two
To the Nightingale, on leaving
poems by her
E[arrs] C[ourt], 1784,' and 'A Sonnet in
Petrarch's manner'
are there copied out by
the poet, the only poems which received that

Ghouquet (Catalogue du Mnsee du Conservatoire,
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edition of Pepys's Diary,

Paris,

1875,

p.

23) adds, for the instrument
by Baptiste and other
composers, and two

alone, sonatas, duos, etc.,

methods for instruction by Bouin and
Corrette. This music
of a modern Arcadia
seems to have culminated about 1750

'

two brothers, Charles
and Henri Baton, the

'

'

former
Vielle,

'

—

distinction.

G.

HURDY GURDY
tedesca,

orbo

;

(Fr.

Vielle

;

Lira
Viola da

Ital.

Ghironda ribeca, Starapclla,
Germ. Bauernleier, Deutscheleier,

Bct-

Lyra rustica,
Lyra pagana). Has a place among musical instruments like that of the Dulcimer and the
tlerUier,

Drehleier

;

Latinised,

life,

and quite

It is

true that

Bagjjipes, as belonging to rural

outside

modern musical

art.

in the first half of the 18th century the Hurdy
Gurdy or Vielle contributed to the amusement
of the French higher classes, but evidently with
that affectation of rusticity so abundantly
shown when mock shepherds and shepherdesses
flourished,
Engel (Musical Instruments, 1784,
p. 23.5) gives several titles of compositions wherein the Vielle formed, in combination with Bagpipes (Musette), Flutes (of both kinds), and
Hautbois, a Fete Champetre orchestra.
M. G.

the

the
Musette.
Their father, a luthier
at Versailles, was a
latter

'

—

playing

which he had

much improved,

!

,

the virtuosity of

in

the

famous Vielle maker,

who about 1716-20
adapted old guitars
and lutes and mounted them as hurdy
gurdies.
Other eminent
makers were
Pierre and Jean Louvet, Paris, about 1750;
Lambert, of Nancy, 1770-80 Delaunay, Paris ;
;

and Berge, Toulouse. The last popular streetplayer in Paris was Barbu
according to M.
Louis Paquerre he was to be heard before 1S71,
and was also heard in London.
He is supposed
;

have been shot during the Commune.
is an instrument the sound
of which is produced by the friction of stretched
to

The Hurdy Gurdy

strings, and the different tones by the help of
keys.
It has thus analogies to both bowed and
clavier instruments.
It is sometimes in the

shape of the old Viola d'Amore (a viol with very
high ribs), of the Guitar, or, as in the woodcut,
of the Lute.
Four to six tuning-pegs in the
head bear as many strings of catgut or sometimes wire, two of which only are carried direct
to the tailpiece, and tuned in unison, and one
or both are stopped by a simple apparatus of
keys with tangents, which directed by the fingers
of the player's left hand, shortens the vibrating
length to make the melody.
The chanterelle
has two octaves from the tenor G upwards the
drones are tuned in C or 6 G being the lowest
'

'

;

;

string in either key.

"When in the key of C, the lowest drone is
tenor C. The lowest drones are called Bourdons,
the next higher open string is the Mouche.
The Trompette which is again higher, a copper
string next the two melody-strings, may be
tuned as indicated and used at pleasure.

Chanterelles.

Trompette.

Mouche.
Bourdons.

g=i=E

w

HURDY GURDY

HURLSTONE

or other of the bourdons, shown as round
black notes in tlie exampk's, is silenced by a
spring, according as the key is C or G.
In the cut showing the wheel and tangents
The
one string only is used as a melody string.
ebony keys are the natural notes, the ivory the
prom the position in which the Hurdy
sharps,
Gurdy is held the keys
return by their own weiglit.
The longer strings, de-

monastery of St. Blaise in the Black
and published by him (Ve Cantu et
Jfiisicd Sacrii) in 1774.
Engel has reproduced
this drawing in the work already referred to
The instrument had eight keys acting
(p. 103).
on three strings, tuned either in unison or concord.
The Sympihonia or Chifouie was the

One

flected

and

round

carried

the ribs or over the belly
and raised upon projecting

tuned as drones
bourdon strings. All

studs, are

or

these

strings

%"ibration

are

set

in

which, being rohas the function of
a violin bow, and is inin

an

opening of the belly just
above the tailpiece, the
motor being a handle at
the tail-end turned by the
player's right hand. There
are two sound-holes in the

The
Hurdy Gurdy here represented is a modern French
belly near the wheel.

'

'

'

'

Hurdy Gurdy in the 13th century. As for the
name Hurdy Gurdy it was probably made merely
for euphony, like 'hocus pioous, 'harum scarnm,'
but it may have been suggested by the peculiar
tone.
The Hurdy Gurdy was the prototype of
the Piano Viulix. and all similar sosUnnite
instruments, and we may perhaps see in its
simple action the origin of the Clavichoi:p.
Donizetti's Linda di Chamouni (1842) contains two Savoyard songs with accompaniment
for the Hurdy Gurdy.
In recent performances
violins and violas, and even the concertina,
have been substituted for the original instrument,
which, however, remains in the score. A. J. H.
By some strange misconception, a common
example of the erroneous nomenclature which
exists among average non-musical persons regarding the lesser -known instruments, it has
long been the practice, both in literature and
in speech, to refer to the barrel and piano
organs as 'hurdy gurdics.
This has probably
arisen from the fact that the Italian streer-boy,
who in the twenties and thirties perambulated
town streets with this instrument, in due course
discarded it for a primitive form of organ
which simulated the then popular cabinet
piano.
Out of this the modern piano organ
has evolved.
f. k.
'

'

instrument (' Vielle en
forme de luth '), 27 inches
in length without
the
Two of the drones are spun strings,
handle.

and one, the so-called 'trumpet,' is of copper,
and is brought upon the wheel at pleasure by
There
turning an ivory peg in the tailpiece.
are also four synijiathetie wire strings tuned in
the fifth and octave.
Like lutes and other
medisval instruments, the Hurdy Gurdy was
often much and well adorned, as may be seen
in the Victoria and Albert JIuseum
fancy
woods, carving, inlaying and painting being
;

employed. The Hurdy Gurdy has been
sometimes called Rota (from its wheel), but the
Kote of Chaucer had no wheel, and was a kind
of half fiddle, half lyre, with an opening (as in
the Ce^vth) for the hand of the player to touch
the strings from the back.
The old Latin
name for a Hurdy Gurdy was Orgaxistiu'm,
and this large form of the instrument it took
two persons to play, as it was so long as to lie
across the knees of both.
The artist touched
the keys
the handle-tm-ner was no more
The
important than an organ bellows-blower.
summit of the arch of the Gate of Glory of
a cast of which is in
Santiago da Compostella,
is occupieil by
the Victoria and Albert Museum
The date
two figures playing an Organistrum.
There are
of this great Spanish work is IISS.
other early representations, especially one in the
museum at Kouen, but the earliest, dating in
the 9th century, was copied by Gerbert from a
lai-ishly

;

—

Forest,

'

sined,

crosswise

JIS. in the

'

by the wooden

wheel,

serted
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—

HUKLSTONE,

AVilliam Yeates, pianist
was born in London, Jan. 7,
1S76. Though coming of a family with artistic
leanings (his grandfather was President of the
Royal Society of British Artists), he did not
enjov- the advantage of upbringing in a musical
atmosphere. His mother was his first instructor
for pianoforte
in comptosition he received no
instruction whatever in early life.
Yet at the

and

compioser,

:

'

age of nine he published a set of Five Valses
for jtianoforte solo, and at the age of eighteen
gained a scholarship at the Royal College of
JIusic.
In this institution he studied until
1893, under Stanford for composition, Algernon
'

Ashton and Edward Dannreuther

for pianoforte,

the college a brilliant pianist, with
exceptional gifts as a sight-reader, and pierformer
of chamber music. Ill-health has prevented him
making as many public appearances as a soloist
as he would otherwise have done, but as a composer he has won considerable reputation.
In
Jlay 1904 a series of Fantasic-A'ariations on a
Swedish air for orchestra from his j:ien was
produced at the fii-st concert of the Patron'3
Fund (founded by S. Ernest Palmer), and received not only the applause of the public, but
also the congratulations of the professors present.
He has further written for' orchestia a pianoforte
anil

left

'

'

'

'

HUSK
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D (played by himself at St. James's
Hall in 1896), and a fairy Suite, 'The Magic
Mirror.'
His chamber works include an early
sonata for pianoforte and violin of conspicuous
merit, another for violoncello and pianoforte,
and a string quartet in E minor, all of which
were produced at the British Chamber Concerts
given in St. James's Hall in 1897-8-9
a quintet for pianoforte and wind instruments
and

two others, at Ely, Durham, and Peterhouse,
w, H. H.
Cambridge.
HUTSCHENRUIJTER, Wouter, born Dec.
28, 1796, at Rotterdam, at first studied the
violin and horn, but subsequently devoted
himself to composition and to the direction of
various choral and other musical societies, the
Eruditio Musica, the Musis Sacrum, and the
Euterpe. He was also music-director at Schiedam,
and was for many years a member of the Academy
He wrote more than
of St. Cecilia in Rome.
150 compositions of various kinds, of which the
Le Roi de
an opera,
most important were
Boheme,' produced at Rotterdam, four symphonies, two concert overtures, an overture for
wind instruments, several masses, cantatas,
songs,
etc.
A fine sonata for piano and
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concerto in

;

;

and pianoforte, frequently
played by Mr. Clinton.
Once more, in December 1904, a work of his was chosen for perform-

.a

suite for clarinet

ance at a

'

Patron's

Fund
and

'

concert, this time a

:

and was well
received.
Mr. Hurlstone's published works include several songs, part-songs, and compositions
for violin and pianoforte.
His aim has been
to reproduce the spirit of British music with
all mo'iern resources, and he has admittedly
•quartet for pianoforte

strings,

w. w. c.
born in London,
Nov. 4, 1814.
He was librarian to the Sacred
Harmonic Society, and compiled three editions

.succeeded.

HUSK, William Henry,

of

a catalogue of the books, the last (a most
useful bibliographical work) being dated 1872.
Prior to this he had published An Account of the

Musical Celeirations on St. Cecilia's Day, London,
1857, and an excellent collection of Christmas
Carols, with many of their airs, as Songs of the
Nativity, 1864.
His careful and conscientious

work

in the biographies given in the first edition
of the present work needs no comment. He died
F. K.
in London, August 12, 1887.

HUTCHESON,

Francls, an amateur comborn in Glasgow in 1720, only son of
Professor Hutcheson of Glasgow, who was well
Tcnown in connection with the study of ethical
philosophy he took a Scottish degree in medicine before 1762, when he took the degree of
;

as

at

Glasgow.
In the roll of Graduates the following
Francis Hutcheson (or Hutchisentry occurs
He
aon), B.A. 1745, M.A. 1748, M.D. 1762.'
:

—

'

.adopted the pseudonym of Francis Ireland,
fearing to injure his professional prospects by
Under this name
being known as a composer.
he produced in the latter half of the 18th century
many vocal compositions of considerable merit.
The Catch Club awarded him three prizes, viz.
in 1771 for his catch 'As Colin one evening'
in 1772 for his cheerful glee 'Jolly Bacchus'
and in 1773 for his serious glee Wliere weeping
Eleven glees and eight catches by him
yews.'
are printed in Warren's collections. His beautiful
madrigal, Return, return, my lovely maid, is
;

;

'

'

'

-universally adnrired.

HUTCHINSON,
Durham
lie

'

violoncello, op. 4, may also be mentioned.
He
(Riemann's
died at Rotterdam, Nov. 18, 1878.
M.
Lexikon. )
HUYGENS, CoNSTANTiN, was born at the
Following in the footHague, Sept. 4, 1596.
steps of his father, Christian Huygens, who
had been secretary to William of Orange,
Constantin became in 1625 military secretary
to Prince Frederick Henry, a post he retained
under William II. and William III. of the
Netherlands until his death on March 28, 1687.
In 1618, soon after the conclusion of his
studies at Leyden University, he made his first
visit to London.
Anxious to hear as much
music as possible, he went twice a week chez
Monsieur Biondi, ou il y a un college de musieiens
touts italiens
autres m'ont promis de me faire
entendre la Musique de la Reine, qui sont touts
Francois, avecques des voix admirables, tellement
que je me trouve ici entierement en mon climat
'

poser,

M. D. at Trinity College, Dublin. As early
1750 be had published a medical work

—

w. H. H.

Richard, was organist of

Cathedral from 1614 to about 1644
had, probably, previously held some appoint-

;

He composed
ment at Soutliwell Minster.
^some anthems, one of which is preserved in the
Tudway collection (Harl. MS. 7340), and, with

;

dated June 12, 1618).
He also by
request played on the lute to King James.
He
seems to have been noted for the ingenuity
mth which he improvised accompaniments to
songs, either on the lute or theorbo.
In 1627
he married Susanne Van Baerle of Amsterdam,
who died ten years later, leaving him with one
daughter and four sons.
He twice revisited
England, and was also sent on diplomatic
missions to Germany, Venice, and Paris, where
he was made a Chevalier de I'ordre de S. Michel,
on Dec. 4, 1632, by King Louis XIII.
He came into contact with learned and
distinguished people of all sorts, with whom he
kept up a large correspondence.
There are
533 Latin letters and 1352 French letters, the
larger number autograph, preserved in the
Amsterdam Royal Library alone. Ninety-four
selected letters touching on musical matters and
people, preceded by an excellent biographical
sketch, were published by MM. Jonckbloet
and Land {Correspondance ct ceuvres musicales
de Constantin Hiiygevs, Leyden, 1882).
They
are written in French, sometimes delightfully
racy in expression, with a curious intermixture
of phrases in Spanisli, Latin, etc., for Huygens
(Letter,

HUYGENS

HUYGENS

iad seven or eight languages at his command.
Some extracts from his letters to Pere Mersenne (in
the British Museum, Add. MS. 16,912, f. 180),
written irom the military camp at Maldeghem

Lutetiae editi ; this refers to the work Pathodia
sacra et profana occupati, published under the
supervision of Sieur Gobert by Robert Ballard
at Paris in 1647.
(Van der Straeten, La
m>isique aax I'aiis-Bas, ii. 362.)
It contained
twenty Latin, twelve Italian, and seven French
compositions, for 'un seul tiorbe,' which he had
written before 1627 while in camp.
MM.

1640, show yet another side of his manysided character, his interest in physical science
for he minutely describes the sinking of a well,
with diagrams to illustrate the methods adopted
to prevent its being choked with sand.
He was also author and poet his first poems
were published at Middelburg as early as 1622.
collected edition of Latin and of Dutch poems
called Otia was published at the Hague in 1625,
and a collection of all his poetry entitled KorenIn 1653 he published an
Bloenien in 1658.
account in Dutch verse of his country life at
Hofwijk (Vitaulium), the house he had built
ill

;

;

A

near the Hague in 1641, and where he princiWhen over eighty years of age
pally resided.
he wrote his autobiography in Latin as it was
intended for the use of his family only, it was
not piLiblished till nearly 150 years later, under
Dc Vitapro^yria
the title Cmista7tiini IfHgcnii.
^ermonwininter libcroslibriduo, Haarlem, 1817.
Throughout his life he always found time to
devote to music, and was a competent performer
on several instruments, such as the viol, harpsichord, organ, theorbo, gnitar, and lute.
In
one of his letters he says that by the time he
was seventy-nine years old he had composed
Sur les deux sortes de luths, le
769 airs
clavecin, la viole de gambe, et s'il plaist i Dieu
sur la gnitarre, as well as others pour plusieurs
violes, et nommement pour trois violes basses
These all remained in manuscript.
en unison.'
;

*

'

'

A

H. du Mont, organist of S. Paul,
at Paris, dated April 6, 1655, thanks du Mont
for looking through his compositions, and incidentally mentions la firactique des Italiens,
qui, a mon advis, ne sont pas les plus mauvais
compositeurs du monde.
His friends in Spain,
England, and France were placed under contribution for his line collection of music and of
thus, with the lutenist
musical instruments
Gautier's help, he obtained a luth de Bologne
wiih the assistance of M.
from England
In a letter to
Chieze, a guitar from Madrid.
Mademoiselle de la Barre, July 21, 1618, he
letter to

'

'

;

'

'

;

writes that in his house are

'

luths,

tiorbes,

vous divertir, quasi autant
Suede vous en pourra fournir.'

violes, espinettes k

que toute

He had

la

also collected a large general library

;

death his three surviving sons added
considerably to it, but they died lietween 1695
and 1699, and it was then sold at Leyden in
1701
a catalogue was published with the title
Bibliotheca magna et elerjanlissima Ziiylickeniiana, rarissirfioritm, exquisitissiviorwinque lihrorum, in omnibus facuUatibus cl Unguis,
nobilissimi viri D. Constanlini Euygens, Leyden,
after his

;

'

Jonckbloet and Land (^Corrcspondancc, etc.)
reprinted the volume in its entirety, with a
facsimile page of music.

Another work by Huygens, cited byMattheson
(Her musika.lisehe Palriol, Hamburg, 1728, pi.
21), was written on the use and misuse of the
organ in the Protestant Church he held that
it should be used only for the g'.ory of God,
and not played merely with a desire to charm
the listeners as they leave church.
According
to Eitner, it was first published at Amsterdam
;

.There are two editions in the British
Gebruyck of migcbruyck vunt orgd
inde Kercken der Vereenighde Ncdcrlandcn,
Leyden, Abraham Elsevier, 1641, 8vo, published anonymously ; and Ghebruik, en Onghebruik van't Orgliel, in de Kerken der Vereenighde Nederlanden, Beschreeven door Cmistantyn
ffuigens, Bidder, Heere van Zuylichcin, Zeelhem,
en de Monickeland, Eerste Jiaad, en Bekenmeester
van zign Hoogheide, den Heere Prince ran Oranje.
Verrijkt met eenighe Zanghen.
Amsterdam,
Arent Gerritsz van der Heuvel, 1659, 8vo,
which gives the author's name and titles in full.
The first engraved title-page in this volume
has a small medallion poi trait of Huygens,
inscribed
Constanter,' and is dated 1660.
Another edition was published at Amsterdam
in 1660.
An excellentportrait of Huygens was engraved
by W. Delff from a painting by Michel Miereveld
it is inscribed 'Constauter, 1625, aetatis
XXVII.' Thisis reproduced by Van derStraeten
in 1606.

Museum

;

(La musiqne aux
also mentions the

ii.

p.

366),

who

at a

later

date,

and

admirably engraved.

Christian Huygens, Constantin Huygens's
second son, was born at the Hague, April 14,
1629 he died there June 8, 1695.
He .--tHdied
at the University of Ley den, and wasdistinguisbed
both as a musician and as a niathematician.
He wrote vaiious scientific works two dealing
with musical matters were jiublished after his
death JVovus Cyelus harinonieus and Christiani
;

;

:

Hiiqenii Cosmotlicoros sire de tcrris coelestibiis,
earuTnque oriuitii, eovjeetitrae. Ad Ccnistantin-wni
Hiigenium, Fratrem : Giigliclmo III. Magnae

Britanniae regi, a seeretis.
The Hague, 1698,
4to.
A copy is in the British Museum, also an
Tlie Celestial Worlds disEnglish translation
:

cover'd, or eonjcctures concerning the inhabitants,

plants,
planets.

II

J-'ays-Bas,

well-known portrait painted

by Antoine Van Dyck

In Huygens's autobiography is the marginal
note Psalmi ad citharam in castris compositi,

VOL.

:

'

Sept. 26, 1701.
'
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and

of the wailds in the
This work is distinctly

jyi-oehictienis

London, 1698.

entertaining.

The author

states that music, like

2g
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was a combat between Nicolini and
this incident is amusingly treated
Hydaspes was perin No. 1 3 of the Spectator.
formed twenty-one times, and was well received.
The songs were published in a folio volume by
Walsh and Hare, contemporary with the producAt the Lincoln's Inn Fields
tion of the opera.
Theatre, in 1719 was performed a parody of it
by a Mrs. Aubert, entitled 'Harlequin Hydaspes,

geometry, is everywhere immutably the same.
All harmony consists in concord, and concord
is all the world over fixed according to the same
So that in
invariable measure and proportion.
all nations the difference and distance of notes
is the same whether they be in a continued
gradual progression or the voice makes skips
over one to tlie next. Nay, very credible authors
rejiort that there's a sort of bird in America that
can plainly sing in order six musical notes
whence it follows that the laws of music are

of the piece

a

'

lion

;

'

'

r. K.

or the Greshaniite.'

:

HYDRAULUS,

unchangeably tixed by nature.'
Discussing the probability of other planets
being inhabited, and of the inhabitants' possible
interest in music, and invention of musical instruments, he continues
what if they should
excel us in the theory and practick part of
musick, and out-do us in consorts of vocal and
instrumental musiek, so artificially composed,
that they shew their skill by the mixtures of
discords and concords ?
'Tis very likely the
'The
fifth and third are in use wuth them.'
inhabitants of the planets may possibly have a
greater insight into the theory of musick than
For if you
has yet been discovered among us.
ask any of our musicians, why two or more
perfect fifths cannot be used regularly in com:

sham

'

the water - organ of the
ancients, was invented by Ctesibius the Egyptian
about 300-250 E. c. and after undergoing various
additions and improvements became the popular
instrument of the gladiatorial shows and musical
,

contests,

Nero himself, according

to Snetonius,

Owing to its
having been a performer on it.
close association with [tagan customs it was

some say 'tis to avoid that excessive
sweetness wdrich arises from the repetition of
others say this must be
this pleasing chord
avoided for the sake of that variety of chords
But an inhabitant of Jupiter or Venus
.
will perhaps give you a better reason for this,
viz. because when you pass from one jierfect
fifth to another, there is such a change made as
immediately alters your key, you are got into
a new key before the ear is prepared for it, and
the more perfect chords you use of the same
kind in consecution, by so much the more you
(See
offend the ear by these abrupt changes.'
Latin version,
English translation, pp. 86-89
position

;

;

.

.

;

c.

p. 73.)

HYDASPES
Italian opera

(or 'I'ldaspe Fedele

').

s.

An

London audience by
It was produced at the Hay-

composed

for a

Francesco Mancini.
market (or Queen's) Theatre on May 23, 1710.
It followed 'Almahide,' which was performed
Almahide
in the January of the same year.
and Hydaspes wei'e of the series of Italian
operas prior to Handel's advent in England,
and were the first to be wholly given in that
'

'

'

'

'Camilla,' 1706, and some others
language.
were, according to CoUey Gibber {Life, 1740 ed.
p. 262), sung at their representation by the
singers in their native tongues, Italian or English

Hydaspes was brought
might be.
on to the stage by Nicolini, and the libretto was
dedicated to the then Lord Chamberlain, tlie
Marquis of Kent it was staged with much finery
as the case

'

'

;

in decoration.

Tlie principal singers in it were

Signora Margarita de
I'Epine, afterwards the wife of Dr. Pepusch,
and some other Italians. One of the features
Nicolini,

Valentini,

proscribed as an element in Christian worship,
and so entirely was it lost sight of, at any rate
in "Western Europe, tluit in the Jliddle Ages the
details of its construction became a matter of
conjecture, the keyboard and stop action having
in fact to be re-discovered.

Hero (2nd

cent.

)

and the

The Pneiimatica of
De Architec-

treatise

tura of Vitruvins (1st cent. A.D.) contain descriptions of the instrument, but such drawings as
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accompanied them are unfortunately lost.
Tlie
Hydraulus is freciuently jiortrayed on coins, in
sculpture and mosaic, but it was not until 1 885,
when a little model ot the instrument and a
player, moulded entirely in baked clay, was discovered in the ruins of Carthage, that its actual
form could he accurately determined. The model
(about 7 inches high) dates from the early
part of the 2nd century A.ii.
It is now in the
JLuseum of S. LouisatCa.rthage,and the fragment
of the organist has enabled the proportions of
the original instrument to be fairly ascertained.
It appears to have been about 10 feet Idgh
including the base, and 4-}; feet in its gri_'atest
width.
The air was f'jtvrd b)- side jiumps
through a valve to tlie wind-cln >.t, and so into
a
compressor,' shaped like an inverted bell,
standing in water held in a ceutrnl container or
water-box.
The water, being ex[H.'lh.d by the
in-rushing air, reacted on it and compressed it in
the same way and I'or the same purpose as lead
weiglits are now usfd on the wind le.servoir of
pneumatic organs.
In the model the details
of the kej'^board are very distinct.
AVhen perfect
there were nineteen pivoted keys (abuut 8
inches long and 2 inches wide in the original),
which on being depressed pushed in metal slides
held in position by springs and pierced with
holes correspondingto similar holes in the soundboard of the orLTan.
Three ranks of metal flue
'

Wind-Pump.

B. Pliingpr.

C Wind

entr
I). Pump-h.iHiile
£. Wiiid-truiik.
r. Win.! cutlet
inlet valve.

vnlve.

passage

O.

Wind-cheat.

to

Waterbox.

./,
/.,

//

Compres.«cr

Wm

i

A

Wind pa-s-SAge throuLh

stop to ^V, Cross channel
O
Sound-board. P. Slider. Q. Check
s
Ji.
RegulatiDg pin
Metal attachment to T. Ke\
T
M
Key centre. V. Key spring
Plug of stopped pipe. X, T\uung
slide of open pipe.
J/,

block.
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shown placed on three cross channels,
which the wind could be admitted at will

pipes are
into

by stops

in the form of taps placed at the
side of the instrument as minutely described

A working half-size reproduction
(wind pressure 3J inches) has been made by the
writer, and was exhibited at the Musicians' Company's Exhibition in the Fishmongers' Hall
(1904), where a demonstration with extant
specimens of Graeco- Roman music was given,
showing the use of the Hydraulus for solo performances and also with the Kithara as an
accompaniment to the voice. The writer also
published a description of the instrument with
photographs and diagrams in the Reliquary
(July 1904) and the Scientific American (Nov.
19, 1904). The pipes, which are all of the same

by Vitruvius.

diameter, a peculiarity observed also in the
bronze pipes of two small organs now in the
Museum at Naples, are pitched as unison, octave
and super-octave. Following the explanations of
Greek writers and extant traces the unison rank
is formed of stopped pipes furnished with movable plugs the other ranks are open and provided
with tuning slides. The feet of the pipes may
have been of wood. An anonymous writer of
the 2nd century A.D. states that six tropes or
scales weie used for the Hydraulus, viz. the
Hjpeiljdian, E ypeiiastian, Lydian, Phrygian,
Hypolydian and Hypophrygian which was a
The notes
perfect octave below the first.
(according to Westphal and others) required to
give the last five of these scales are nineteen,
corresponding to the nineteen pipes in the Car;

thage organ.

G A Bb Ba

c

They
oJ ei>

ctl

are as follows

fft ggfabi,

:

bt,

c'

cf

d' e

the Hyperlydian trope being in this case played
on the octave stop. Vitruvius mentions organs

with more than three stops in some cases reedpipes were probably used. [See, besides treatises
,

and papers already alluded to, articles Organ
also Cliappell, History of Music
and PiPK
(1874); Loret, Revue Archeologique (1S90),
Art. 'Hydraulus,' in Darenberg and Saglio's
;

Dictionnairc des Antiquites grecques et roniaines
and an excellent article by Dr. C. Maclean in
the Sammelbiinde of the Int. Mus. Ocs. vol. vi.
;

F.

p. 183.]

HYMN

w.

G.

Ital.
Lat. Hymnus
Inno Germ. Kirchenlied, Kirchengcsang). The
first Hymn mentioned in the annals of Chris-

(Gr.

vixvos

;

;

;

that sung by our Lord, and His
immediately after the institution of
There is some ground for
the Holy Eucharist.
believing that this may have been the series of
Psalms called Hallel (cxiii. to cxviii. of the
Authorised Version), which was used, In the
Second Temple, at all great festivals, and consequently at that of the Passover.
In early times, any act of praise to God was
called a Hymn, provided only that it was sung.
Afterwards, the use of the term became more
tianity

is

Apostles,

The Psalms were eliminated from
the category, and Hymns, properly so called,
*ws
formed into a distinct class by themselves.
iXapoc, a composition sometimes attributed to
Athenagenes (c. 169), and still constantly sung

restricted.

in the Offices of the Eastern Church, is supposed
of this description now
to be the oldest
Little less venerable, in point of
in use.

Hymn

antiquity,

the

is

'

Hymn,

Angelic

'

Gloria in

mention is made
in the Apostolic Constitutions, a document of
the 4th century, but based on earlier writings.
It was not, however, until the latter half of the
4th century, that the immense importance of
the Hymn, as an element of Christian Worship,
S. Ephrem of Edessa
became fully understood.

which

excelsis Deo, of

special

made many

valuable contributions to the store
S.
already in use at that period.
Chrysostom zealously carried on the work at
Constantinople, like S. Ephrem, with the special
object of counteracting heresy through the popu-

of

Hymns

larisation of orthodox

hymns.

In the West sacred poems of the same sort
were written increasingly, and those of S. Hilary
and of the Irish monks are of special merit. To
S. Ambrose, however, is due the honour of having
first introduced the true metrical hymn into
the services of the Western Church, and given
it a place side by side with the Psalms and
Canticles.

His example was followed by

S.

Benedict and other monastic founders and the
hymns on being adopted into the monastic ser;

vices speedily

overcame opposition, and became

Only in conservative
general in Divine Service.
Home were they excluded, and the opposition to
them there was not broken down until the 9th
century. S. Ambrose's favourite species of verse
was Iambic Dimeter the Long Measure of
English Hymnology which was long regarded
S.
as the normal metre of the Latin Hymn.
Gregory the Great first introduced Sapphics as

—
—

*

'

;

in

Node
Some

surgcntes mgilcniv-s omnes.

of the poems which Prudentius had
written in the 4tli century were utilised as
hymns, and thus were introduced several fresh
metres
Trochaic tetrameter catalectic, as in
C'orde natiis ex parentis
Iambic trimeter,
Nazarene,liixBethlem,verhumpa.tris; andlambic
dimeter catalectic, Cultor dei memento.
One of
the earliest instances of a hymn in elegiac verse
is found in the C'ricx benedict a nitet of Venantius
Fortunatus (530-609).
Other metres came into
use from time to time, but the Ambrosian metre
remained dominant.
When the Proses and
Sequences were introduced at the Mass, the two
forn)s of composition went on side liy side without confusion.
The difference in their structure
and use was sufficiently marked to keep them
:

—

;

distinct (sec

Sequentia).

The authorship

of the Plain-song melodies of
very uncertain.
The unbroken
connection which exists in many cases between
words and melody makes it probable that in

these

Hymns

is

HYMN

HYMN

such cases both came from the same source.
But melodies werenot ahvayslinked permanently
to the words with which they were first connected.
Tlius the tune universally associated
with the Vcni Creator had in earlier days belonged to S. Ambrose's Easter hymn itic est
On the other hand, it seems
dies vcrus Dei.
clear that the tunes of Vexilla regis prodeunt
and 2'atige lingua gloi'iosi praelium certaviinis
must spring from the same occasion which produced the words, viz. the translation of the
relics of the Cross to Queen Rhadegund's monas-

Nov. 19, 569.
Plain-song melodies are to be seen in the
Antiphonal, and many of them in the Vesperal,
with the modernised forms of the Latin words.
Many of them appear in English dress in Chureh
Hyrnns and in Hymns Ancient and Modern^
with the ancient melodies in the forms in which
they are given in early English Antiphonals
tery at Poitiers,

<— The

and Hymnals

these are in some cases more
now current abroad.
character of tliese Plain-song melodies
;

correct than the forms

The

from that of measured tunes in the greater
freedom of rhythm which the Plain -song has,
owing to the factthat its noteshave in themselves
On the other hand.
no determinate time-value.
Plain-song melodies of this class, and especially
diS'ers

those that are entirely or nearly syllabic, ap-

proximate more closely to measured music than
those of any other class
since, being set to
metrical "words, they acquire from them a more
regular rhythm than melodies set to prose can
;

ever have.

After the invention of Discant, these venerable
Tunes, or phrases selected from them,
were constantly used as Canti ferini for Masses
and Motets. In the year 1589 Palestrina turned
them to still better account in his great w^ork
entitled Hijmni Totius Anni
a collection of
Hymns for every Festival throughout the Ecclesiastical Year, admirably treated, in the poly-

Hymn

—

phonic style, for three, four, hve, and six voices,
and bearing traces of the great composer's best
manner on every page. From a fine tall copy
of the. original Roman edition of this work of
Palestrina's, preserved in the British Museum,
we transcribe a portion of the Hymn for Passion
the wellSunday
Vexilla regis prodeunt^
known melody of which is combined, throughout,

—

with contrapuntal treatment of the most masterly
Tenor.
..

mVex-il

-

-

^2- ^2-

:^

j^.

.,
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turned these circumstances to account by producing a vast amount of German KirchenUeder,
which, adapted to the most favourite melodies
of the day, both sacred and secular, and set for

has already been recounted in the article BoUK-

454

and

Chant
by Johannes Walther, were first
published, at Wittenberg, in 1524, and re-issued,
in the following year, with a special pireface by
four, five,

six voices (with the Plain

in the Tenor)

Luther himself.* Innumerable other works of a
similar description followed in rapid succession.
The vernacular Hymn found its way more readUy

than ever

inmost heart of the German
far and wide
and, at last, under the treatment of John
Sebastian Bach, its beauties were developed, with
a depth of insight into its melodic and harmonic
resources which is not likely ever to be surpassed.
Even the simplest settings of this great master
bear tokens of a certain individuality which
will render them household words, in the
land of their birth, as long as true musical
expression shall continue to be valued at its
true worth
and, perhaps, in these gentle
people.

to the

The Chorale was sung,

;

:

Bach speaks more plainly to the
outer world than in some cases where he has
subjected the melody to more elaborate treatment.
[See Choeale.]
inspirations,

Nun

ruhen

alle

Wdlder.

GEOI.S.

It was not to be supposed that the movement
which had spread thus rapidly in France and
Germany, would be suH'ered to pass unheeded in
England.
The Reformation had created here

demand for a musical outlet
enthusiasm, and moreover the
study of the Madrigal had already brought
part-singing to a high degree of perfection.
[Madkigal,] Here, as in France, the first
incentive to popular Hymnody seems to have
been the rendering of the Psalms into verse in
the mother tongue, and the English metrical
Psalter of Sternhold and Hopkins met the
need.
[See P.saltek.]
Apart from the metrical Psalter there was
little development of Hymns properly so called,
and nothing at all analogous to the German
Chorales. The old Latin hymns disappeared for
no other reason than that there was no one to
put them into English dress.
Archbishop
Cranmer himself lamented the failure of his
efforts in this direction.
Thus the bald transVeni Creator
lation of the
into Common
Metre inserted in the Ordinal in 1550 represented
the sum total of the result of the efforts of the
Reformers to preserve the old office-hymns.
Attempts to introduce the German chorales
in an English dress were no more successful
Bishop Coverdale began them in 1546 with his
Goosfly PsaJmes aiid Spirituals Songs
but the
moment was not propitious, and he found no
imitators in this direction.
Indeed his little
book with its crude adaptations of German words
and tunes is of excessive rarity, and it is doubtful
if any copy exists except the one preserved in the
Library of Queen's College, Oxford.
One great hindrance, no doubt, to the spread
of the hymns was the objection, which had
militated against the introduction of hymns in
early days and now appeared afresh and with new
force, against the use in public worship of
anything that was not directly scriptural. The
early metrical Psalters, it is trae, accepted into
the Appendix, wdiich mainly comprised the Bible
canticles, some few pieces of a non- scriptural
character.
Besides the Te Deum and Veni
Creator which had the authority of the Prayer
Book to support them, there were, for example,
the Lamentation,
Lord, turn not Thy face
away,' which survives in an altered form in
Hymns Ancient and Modern, No. 103 ; and
the like popular
for its religious

'

'

:

iLLljnAiAJA,
^iP^a?^

P^

f-le=r-FtfE^:^=^.

3^^

'

'

'

'

'

'

'

—

The Complaint
'The Humble Suit of a Sinner,'
together with a prayer for peace and occasionally
some other prayer or a thanksgiving at Communion. But it is noteworthy that apart from
these, the Appendix drew direct upon German
others of a penitential character

'

of a Sinner,'

'

'

In France, the metrical Psalms of Clement
Marot, and Theodore Beza, were no less enthusiastically received than the Hymns of Luther
in Germany, though their popularity was less
lasting.
The history of the French Psalter

sources, not only for the metrical version of the

Lord's Prayer but also for Luther's celebrated
Pope and Turk hj'nm, Preserve us, Lord, in
Thy dear word, From Pope and Turk defend
'

'

'
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Lord
hut here the hospitality of the
Appendix came to an end, and the metrical
Psalter atimitted for a hundred years or more
no new guests.
us,

'

Hymns

;

apart from the metrical
chance of being taken into
public use.
The Elizabethan period "was not
unproductive of such compositions, e.g. Hunnis's
Handfiill of HiyiiisueHes (16S3), but they gained
no entrance to the Church Services.
In 1623
a bold attempt to widen the sphere failed,
though it was an attempt of a very high order.
George Wither then published his Htiinns and
Songs of the Chureh
a volume in which he was
prudent enough to begin with paraphrases of
existing

had

Psalter

little

,

—

Scripture, of the recognised sort, before
to the

He

Hymns

music the co-operation

also secured for the

of Orlando Gibbons,
set in

coming

for Festivals or Special Occasions.

who provided sixteen tunes,

two p)art3 only, treble and bass, thus
from the usual method of setting the

they came into
18th century.

among them
verse

When

the
church music after the Restoration, he was not
content merely to re^iroduce the old Psalter, but
he began to enlarge its scope.
In his Psalms
and Hymns of 1671, he introduced a hymn for
Good Friday as well as Six divine songs for one
voice to the organ.' Finding this publication too
elaborate and musicianly for the low state of
musical efficiency prevalent since the Rebellion,
he published his simpler Whole Book of Psalms
in 1677, which became the standard edition of
Sternhold and Hopkins. To this he made further
additions, including the translation which Fushop
Cosin had made in 1627 of the hymn, Jam lucis
orto sidere, for his Collection of PrivateDevotions.
Already his version of the Veni Creator had
been adopted into the Prayer Book of 1661,
from the same source and no doubt this reflected
a sort of authority on the other hymns in the
Pla3'ford

tried

to

recover

'

'

'

'

'

;

same book.

When

the

New Version

of the Psalter, written

by Tate and Brady, was issued in 1696, it
drew a sharper line at the Psalms and cast
the additional matter more definitely into a
Supjileraent.'
Within this section simultane'

number of hymns began a little to
and the Su]iplement was definitely
authorised, with the Psalter, by the Crown in
1703.
Thus there appeared for the first time
the familiar hymn, 'AVhile shepherds watched
their flocks by night, and with it, Easter hymns
Hymns
and Hymns for Holy Communion.
for the latter occasion had ajipeared occasionally in the early Psalters
for example in
Daman's Fsalmes of 1579, but henceforward
ously, the

increase

;

'

—

throughout the

;

But in spite of these advantages
psalm tunes.
the book was a failure.
The work of Withers
and Gibbons fell flat subsequent generations
recognised its worth, but it is only in the 1904
edition of Hymns Ancient and Modern that
Gibbons's tunes have received the full welcome
due to them. (See Xos. 6, 124, 266, 267, 450,
484.)

use

The end of the 17th century had already seen
one book win success in \vhich the Hymns had
crept out from beneath the shelter of the Psalms,
and taken up a stand on their own account.
This was Select Psalms and Hymns for St.
James's, Westminster, 1697. But with the new
century the position began entirely to change,
and the Hymns began a new career of selfassertion, which has ended in their ousting
almost entirely the metrical Psalms. The years
immediately preceding had witnessed the real
beginnings of English creative hjTunody. John
Austin had followed Cosin in setting hymns
in his book of Devotions, and had gone beyond
him in appending a larger collection. Bishop
Ken had written his three immortal hj'uins
and, most important of all, the new liberty of
worship conceded to Nonconformists had set free

differing

;

regular
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a great creative

force

of sacred

and song.

Baxter and Mason had begun
the traditions, which were taken up by Watts
and Doddridge, and handed on to the Wesleys.
Among the Nonconformists, at any rate, the
monopoly of the metrical Psalter was now broken

down, and the hymns had won an established
place for themselves.

Simultaneousl}', Playford and others began to
gather up the results of a parallel activity on
the part of the musicians.
The first edition of
The Divine Companion was designed as a supplement to the Psalter, and contained only
novelties. These included six tunes by Dr. Blow,
several by Jer. Clarke, and one by Croft.
Of
these, one by Clarke has since held the field
viz. the fine tune later called Uftingham
Hymns
Ancient and Modern, No. 453.
In the second
edition of 1709 there w^ere great additions, including Clarke's Brockham, 'I will extol,' and
St. Magnus, with Croft's 14Sth (Hymns Ancient
and Modern, Nos. 3, 90, 171, 234).
The new hymn tune was marked by the

same solidity and sterling character which had
the old Psalm tunes so satisfying
and
later books carried on these good traditions.
Thus Gawthorn's Harmonia Perfecta of 1730
contains a large part of the Ravenscroft Psalm

made

;

tunes, together with a collection of the best

new

hymn

Some tunes of
tunes in the same style.
earlier date were also recovered and perpetuated,
such as Tallis's 'Canon,' and Gibbons's 'Angels.'
A fine example of the new accessions is the
massive tune Eltham (see Hymns Ancient and
Side by side ivith the
Modern, No. 322).
h}unn- books there were also collections of
tunes by individual authors, such as Battishill's "Twelve Hymns' (1765), Hayes's 'Sixteen Psalms' (1774), and others.
These made
valuable contributions to the succeeding general
collections.

But already before this there were signs that
the frivolity which had spoilt the music of the

HVMN

456

HYMN

Restoration period had not teen without an
effect upon the hymns.
In 1708 there was
published a curious collection under the title of
Lyra Davidica. The chief interest of the book
lies in the fact that it was a new and serious
attempt to introduce the German chorale to
England but at the same time the preface expressed the hope that a freer air than Psalm
tunes might be acceptable.
The freest air given
is the familiar
Jesus Christ is risen to-day,
Hallelujah {Hym-iis Ancient and Modern, No.
The hymn is such a favourite that one
152).
can but judge it indulgently [and in its purest
form, as given in Songs of Syon (1905), it is a
good deal less florid than in the usual version]
nevertheless it marks the introduction of a new
and frivolous spirit into English hymn tunes,
which gradually spread throughout the 18th
century, and had disastrous results. The same
criticism may be made of the famous tune
Helmsley.
[See Carter
Catley Lo, He
COMES.]
The Church of England kept very
close to the metrical Psalter
and indeed it
was not until 1769 that the first Church hymnbook for general use was published, viz. iladan's
Collection of Psalms and Hymns, known as the
Lock Hospital Collection. But long before this,
books for Nonconformist use abounded, and in
them grave and frivolous tunes were combined,
secular and unsuitable music was adapted to
sacred words, repetitions were multiplied wliich
obscured the meaning of the words, and vocal
exercises more suitable to the Italian opera of
the day were introduced for the honour and
glory of the singers. The following tune is not
;

'

^

m^
m^
m^
To meet

f1

J^
Pi^"^

^^=mm
th"

asaem -bliea

Thy

of

saints.

'

'

'

;

;

;

by any means an extreme

instance.

In 1791 the collections began to be codified.
Dr. Rippon, who had already published a collection of words, then with the help of T. Walker,
put out his Selection of Psalm and Hymn Tunes
when this was received with enthusiasm, Walker
further issued a Companion to Dr. Pd'pjxms Tuivi
Book and these two stood out prominent among
the many collections for Nonconformist use
throughout the early part of the 19th century.
With the coming of the new century, came an
awakened interest in hymns among English
Churchmen, and the publication of many colthese were
lections of Psalms and Hymns
chiefly for local use, but a few attained a wider
popularity.
Little was done on the musical
side
the old Psalm tunes, and the solid hymn
tunes still held their ground more or less
successfully against the frivolous compositions,
while on the borderland lay a number of tunes,
of which Rockingham, ilartyrdom, Abridge,
Moscow, in triple time, Jliles Lane, Truro,
Duke Street, in common time, may be cited as
representatives. These had not the solid quality
of the early tunes, but they had a grace and
attraction of their own, and were far from the
triviality of the worse tunes.
From 1850 onwards the influence of the
;

;

;

;

Church revival made
set in.
T. FlETH.

Hymns

itself felt,

and a new

era

from the Latin and the German

became more frequent, and a protest

rose against

the unworthiness of many of the existing

hymns

The Hymnal Xoted (1853) revived
not only the Latin Hymns, hut also their plainsong melodies.
The work of sifting the old
collections was carried out by H. Parr, whileDr. Maurice and Canon Havergal, in addition to
and tunes.

undertaking this task on a smaller scale, set
themselves also to adapt and introduce the best
German melodies. Meanwliile a new school of
indigenous hymn-tune writers had grown up,
imbued with the new spiirit. Some, inspired by
the ancient Psalm tunes, produced solid tunes
of a lasting character
others, while avoidingthe frivolity of the 1 8th centurj' tunes, fell intosimilar snares, such as catchy melodies and
luscious liarmonies, and produced tunes more
suitable for part-songs than hj'mns, which have
enjoyed an immense but a waning popularity.
Many of the writers produced work of both
classes, notably Sir John Stainer and Dr. Dykes,
whose tunes are among the best and among the
worst of those written in tlie latter half of the
19th century.
The Church Hymn and Tune
Book, published in 1852, set a high standard of
;
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Church hymnody the music was brought out
by Dr. Gauntlett, who liad already proved himself a skilled writer of good tunes.
Two years
later this was followed by Mercer's Church
Psalter and Hymn Book, which acquired a wide
circulation, and was of a comprehensive character.
1861 saw the first appearance of Hymns
Ancient and Modern, 1863 of the Chorale Book
for England, the Bristol Tune Book, the ilerton
Tune Book, and others.
The tide was then
flowing strongly.
Meanwhile, among the K"onconformist bodies the production of hymns and
tunes had gone on without diminution.
Numberless books for various denominations have
been produced they have drawn to a large extent upon the hymns and tunes of the Church
of England as well as of Roman Catholic writers
such as Faber and Caswall, and have given back
much in return.
The level of some of this
work has been high, but on the contrary much
of it has sunk to levels untouched before
and
it is difficult to describe the emptiness and
;

;

;

vulgarity of

much

that has been produced in

England and America

for revival services,

and

even for use in regular Sunday worship.
Of late years the books have diminished in
number from the survival of the iittest. Among
Church books, Hymns Ancient and Modern,

Church Hymns, and The Hymnal Companion
Book of Common Prayer have occupied tlie
larger part of the field.
Among Nonconformist
bodies there has been a good deal of assimilation, notably among
the "Wesleyans.
The
Scottish Church has done good work in preserving many fine old tunes, and such commentaries as James Love's Scottish Church Music
(1891), and Th-e Music of the Church Hymnary
by Cowan and Love (1906) are of great value.
Eeference should also be made to Julian's
Dictionary nf Hymnolocjy (1892, 2nd ed. 1904).
Both Chureli Hymns and Hymns Ancient and
Modern, have recently undergone a thorough
and well-e.xecuted revision similarly the new
Scottish Church Hymnary has taken a liigh
place, and reached a high standard.
These are
representative names among a large class of good
hymn-books.
All of them, no doubt, contain
a certain jiercentage of matter that is on its
trial, and some that will before long disappear.
This must be the case in any p)rogressive era.
Meanwliile it is much to be hoped that they
will oust the weaker ami less wortliy collections
to the

;

of

hymns and hymn

Among
lections

tunes.

more important and tj'pieal colof metrical liymns and tunes, published
tlie

in this country for use in Divine worship during
the last half century, the Ibllowing may be

named

John Gobs, 1857 (Nisbet). Hymns Ancient and Modern.
If. Monk, 1881-1904 (Clowes).
The Congregational Psalmist.
Dr. Gauntlett, 1862 (Hodder & Stougbtonl. The Chonile-book for
England, W. S. Bennett and Otto Goldschmidt, 1863 (Longmans).
The Eruitol Tune Book. 1863 (Novello). Kemble's Selection (18&4).
A Hymnal, chiefly from the Book of Praise, J. Hullah, 1868 (Macmiilan). The European Psalmist (1872). The Hymnary, J. Bjirnby,
1872 (Novello). The Church Hymnal [for Ireland], Sir R. P. Stewart.
1873-78, with excellent Biographical Index by Major Crawford
(Dublin, S.P.C.K.).
Church Hvmns with Tunes, A. Sullivan,
1874 and 1904 (London. S.P.C.K.).
Yatteudon Hymns 1(1899),
(Mercer's),

W.

—

Aymcoii/oriid.^l
Wesley's Hymns and New Supplement, George
Cooper and E. J. Hopkins, 1877 (Wesleyan Conference Office) and
New Wesleyan Book, 19U4. Scottish Psalmody, etc., authorised by
the Cenerd Assembly of the Free Church of Scotland. 1878 (Nelsons).
The Book of Psalms and Scottish Hymnal, by antliority of the
Geneial Assembly, W. H. Monk, 1879 (Edinburgh, Nelsons). The
Presbyterian Hymnal of the U.P. Church. Henry Smart (A. Elliot).
Tbetirbceof Praise[Baptist] (Hamilton, Adams, iCo.). The Psalter

and Hy mn Book

of the Presbyterian Church (Nisbet). The Christian
The Church Hymnary (1898). a selection of great
Carftofic .'—Arundel Hymns, edited by C, T. Gatty
America: Hymns and Songs of Praise, John K.
Paine. U.C. Bumap, and James Flint, 1874 (New York, Randolph).
The children's Hymn Book (1881). The Scottish Hymnal (1885).
T)ie Congregational Church Hvmnal, 1887. The Church of England

Hymnal
(1893,

(Shaw).

Roman

merit.

Nation.ll Psalmody, B. Jncoh (Novello)
Surrey Chapel Muaie,
V. Novello (NoveHol. The Psalter with appropriate Tunes, John
Hullah, 1843 (J. W. Parkerl. Church of England Psalmody, Rev.
H. Parr, with List of Composers and Authorities. 18J6-77 (Novellol.
The Standard Ps.-Um-tune Book, H. E. Dibdin, 1852 (Shaw). The
Union Tune Book, J. I. Cobbin, 18M ISund.ay School Union), with
Supplement by .Tohn Hullah, 1879. The Kvmnal Noted, Eev, T.
Helmore, 1853 (Novello). The Church Psalter and Hymn Book
:

—

etc.).

Hymnal

(1895).
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continued by w. h.
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OF PRAISE.

The English

f.

title of

Mendelssohn's LoBGE.s.iXG.

HYMNS ANCIENT AND MODERN.
originator of this

Hymnal was

Henry Williams Baker,

The

the Rev.

Bart., vicar of

Sir

Monk-

land in the diocese of Hereford, who wrote and
translated many of the hymns which it contains,
and by his ability, by his profound knowledge of
hyninolog}^, and by his energetic discharge of the
duties of cliairman of its committee for twenty
years, mainly contributed to its success.
After
ascertaining by private communications the
widely spread desire of Churchmen for greater
uniformity in the use of hymns and of hymnbooks in the services of the Church, Sir Henry
Baker early in 1858 associated with himself
for this object about twenty clergymen, including the editors of many existing Hymnals, who
agreed to give up their several books in order as
far as might be to promote the use of one.
In the autumn of that year an advertisement
was inserted in the Guardian inviting cooperation, to which more than 200 clergymen
resjionded.
In Jan. 1S59 the committee set to
work.
A specimen was issued in May of the
same j'ear.
In 1860 the first Edition was published, wdth the Imprimatur of Dr. Hampden,
Sir Henry Baker's diocesan.
The first 'Efiition
with Tunes,' under the musical editorship of
Professor W. H. Monk, King's College, London,
appeared March 20, 1861, an 'Appendix' in
Dec. 1868, and in 1875 'The Revised and Enlarged Edition appeared, completing the work
for the time being.
In 1889 a fresh supiplement
"was added, but almost at once negotiations between the Proprietors and Convocation led to a
fresli revision being set in hand.
The result
of this was the publication in 1904 of a new
edition, with extensive alterations both in words
'

and music.
Since

:
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its first

introduction

many million

copies

book have been sold.
Its publication has
been carried on by the survivors of the original
committee and others associated with them, as
a body of trustees constituted by deed for its
management, "w. p^- additions by vv. h. f.
of the

;

23

HYPO-

HYPEK-

458

HYPER- (Gr. hwip, 'over,' 'above'; Lat.
A prefix, extensively used in the termino-

super).

—

logy of ancient tireek music wherein it appears
and thence
in tile names of the five Acute Modes
transferred to the musical system of the Middle
Ages. The nomenclature of the one system must,
however, be very carefully distinguished from that
for, though the same terms are, in
of the other
many cases, common to both, they are used to
designate very ditt'erent things.
For instance,
the discarded Locrian Mode (B, G, D, E, F, G,
A, B) is often called the Hyper-ffiolian, in recognition of the fact that its range lies a tone above
that of the true jEolian
but this Mode has no
connection whatever with the Hyper-^olian of
the Greeks neither have the Authentic Modes,
as we now use them, the slightest affinity with
the Greek acute forms, though the prefix 'hyper
has sometimes oeen very unnecessarily added to
the names of all of them.
[See Modes.]
Greek authors constantly use the prepositions
VTr4p and virh in what we should now consider an
inverted sense
applying the former to grave

—

;

;

;

*

;

This apsounds, and the latter to acute ones.
parent contradiction vanishes when we remember
that they are speaking, not of the gravity or
acuteness of the sounds, but of the position

on the lyre of the strings designed to produce
w. .s. ii.
them.
HYPO- (Gr. virb, under,' below' Lat. sul).
A prefix applied, in ancient Greek music, to the
In the Middle
names of the five Grave Modes.
Ages it was added to the names of the seven
the Hypo-dorian, the HypoPlagal Modes
'

'

;

—

phrygian, the Hypo-lydian, the Hypo-mixolydian, the Hypo-seolian, the discarded Hypothe range of
loorian, and the Hypo-ionian
which lies a fourth below that of their Authentic
originals.
[See Mode.s.]
Early writers also add this prefix to the names

—

of certain intervals,

when reckoned downwards,

instead of upwards as Hypo-diatessaron ( = SubHypo-diapente
diatessaron), a fourth below
[See IntekSubdiapente), a fifth below.
(
;

;

=

VAL.]

w.

s.

K.

An Iamb

TAMBIC.

Iambus is a metrical
and a long syll-

or

foot consisting of a short

able

— as befSre
*

;

or as Coleridge

^

gives

it,

Iambics march frOm short t6 long.'

Mozart's autograph is in the possession of Andri^
at Olfenbach.
Full score published by Simrock

with Italian

text.

plete

in

ballet

which appears

&

Hartel.
'

Eevengel

revenge

revenge

1

1

Ti-mo-theua

criea.

This, from Handel's 'Alexander's Feast'

is

an

So also is Rejoice greatly
iambic passage.
So is the following from
from the 'Messiah.'
the Finale to Beethoven's
Kreutzer Sonata
'

'

(op. 47).

«7

sf

^

Xf

in

The opera contains a comnumbers (autog. Andre)
the new edition of Breitkopf

five

Idomeneo has never been a favourite opera.
'

The

Allg. Musik. Zeitimg during fifty years onljchronicled sixteen performances, and it appears

never to have beenput onthestage either in Paris
or London.
It has been twice newly arranged
by Treitschke (Vienna, 1806), and by
Lichtenthal (Milan, 1843).
Mozart himself
felt that some improvements were w'anted, as
he speaks (Letter, Sept. 12, 1781) of rewriting
the part of Idomeneo and making many alterations in the French style.
g.

—

'

^te

iE^^ggetc.
s/

sf

sf

lASTIAN MODE. [See Modes.]
IBACH & SONS. Johannes Adolf

Ibach, the
founder of this firm of pianoforte makers, was
born in 1766 in Barmen.
In his childhood he
learnt music from the monks of Beyenberg,
whose organ he restored in later years, this being
the first piece of \York to bring him notoriety.
He began life by being a children's shoemaker,
and then made pianos with his own hands,
withoutaid from anyone, in the day when pianos
He thus founded the
were only made to order.
pianoforte and organ manufactory in Barmen
in 1794.
In the year 1811, the worst year of
the war, it was his proud boast that he made
and sold no fewer than fourteen pianos. The
manufactory became a family concern, his wife
In
and daughters even helping in the work.
1834 his son Carl Rudolf, and in 18.39 his
son Richard were taken into the firm, which
in consequence became known as Adolf Ibach
Scihne.
At his death the firm was called Carl
Rudolf and Richard Ibach thenin IS69 Richard
took the organ building and Carl Rudolf's son
continued the pianoforte business alone, under
the title of Rudolf Ibach Sohn, bringing it into
high repute, founding a branch at Cologne and
being appointed purveyor to the Prussian Court.
The English business was established in 1880,
and the premises in Wigmore Street were opened

seria in three acts

;

music

'

eet— Leaaona

:

'

'

A

Two

cantataa

:

'

'

Strekozi

'

and

'

The Rousaalka

'

(for

female

voices only).

Operatic
'

The Fountain

of Bakchlserui.'

Miscellancow!.

String quartet.
Songa, op.
Pieces for violin, op. 6.

5.

Pianoforte pieces, opp.

7,

13,

R N

IMBERT, Hughes, French

musical critic and
1842, at Moulins-

for a bo y.

'

Poetical tVorks,

litterateur,

;

;

Varesco (also author of that of L'Oca del Cairo')
from a French jjiece of the same name by Danchet,
which had been composed by Carapra in 1712.
f

Three aultaa 1. Op. 4. 2. A Village Holiday.' 3. ' Nour and
Anitr^,' op. 13.
A aymphony. Symphonio acherzo, "Croatian
Dances." Mnaic to 'Oedipus Rex' and Philoctctea of Socratea.
Overture to Count
Tolstoi's Taar Feodor.' Symphonic sketch,
Payche.'
Vocal and Orchestral.
'

Portraits

R. c.

by Mozart. Composed at Salzburg in 1780,
and produced at Munich, Jan. 29, 1781. The
libretto was Italian, adajited by the Abbe

'Metrical

:

For Orchestra.

DI CRETA, ossia Ilia e

Adamante. An opera

1

His chief works are as follows

or subject.

w.

in 1886.

A theme
IDOMENEO Rfe

composer, was born, Jan. 24, 1859, at Tsarskoe
Selo.
He studied music in Berlin, first under
T. KuUak (pianoforte) at the Conservatoire, and
afterwards under Bargiel (theory) at the Kijnigliche Akademie. In 1885 he returned to Russia,
and has since held a professorship at the Music
School of the Philharmonic Society, Moscow.

born Jan. 11,
Engilbert (Nievre), received his first lessons in
music from his father, and was educated at the
College Sainte Barbe in Paris, where he had
violin lessons from Faucheux and R. Hammer.
Notwithstanding the duties of an official
career, he kept up his intimacy with musicians, and his first book of criticism, Frofls
de Musiciens (consisting of articles published
first in the Indipciidcmce rnusicale in 1886)
Another series of Projih de
appeared in 1888.
and in the previous
jffusicievs appeared in 1 892
year, under the title Symphonie, he published
a volume of critical essays, mainly musical

;

IDEA.

ILYINSKY, Alexander Alexandrovich,

it.

145.

£tudes (1894) contains, among
other musical studies, a striking article on
Brahms's 'Requiem,' and a separate £tudc sur
el

Brahms

ajipeared in the same j'ear.
Profils
contemporains (1897) deals with the
Pevibrandt et
younger French comjiosers
H'agner, le Clair-Obscur dans I'art (1897) is,
as its title indicates, a contribution of some
value to the "Wagner literature, treating many
J.

d' Artistes

;

IMMYNS

IMBROGLIO
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from a fresh point of view. His
works are Ch. Gounod (1897), 0. Bizet

questions
otlier

(1899), La Symplionie apris Beethoven, a reply
to AVeingartner's pamphlet (1900) and the last
of M. Irabert's volumes is a set of studies,
literary and musical, called ileclaillons ccntempoHe contributed to important
raiiis (1903).
articles to the Ecvue d'art draviatique, the
Revue d'art mieien et inoderne, the Revue hleue,
I/Arttnusieal, The Musician (his sketch of Vincient d'I)idy and Remhraiult and Wagner being
included in translations, in Studies in Music,
1901). From 1889 he was a regular contributor
to the Guide Musical, of wliich he shared the
direction with M. Maurice Kufferath.
He was a
valiant champion of the cause of modern music,
and while fostering the love of Berlioz and Schumann in France, may be said to have revealed
He
the music of Brahms to the Parisian public.
died from the eti'eots of an operation, on Jan.
15, 1905.

which the vocal

i.e.

confusion.

A

passage, in

or instrumental jiarts are

made

to sing, or play, against each other, in such a
manner as to produce the effect of apparent,

The

but really well-ordered confusion.

three

orchestras in the ball-room scene of Don Giovanni may be cited as an instance, and the end
of the second act of Die Meiatersinger is perhaps
'

'

'

e.g.

—

rarely
as

=rp?irp:

$^^gj^

^P^^gigj
^lEH^ilii^E^ii
In the former of these examples the imitation
takes place at one bar's distance, and at the
In the latter it
interval of an eleventh above.
is at the interval of an octave below.
If the imitation is absolutely exact as to interBut in tlie majority
vals it becomes a Canon.
of cases imitations are not canonical. Imitations

may take place at any interval or at any distance.
They may also be sustained by any number of
e.g.

m^^^

^^^

rr

-P=5

P
'-^

iHi^^

voices or instruments,

'

:

-^AU_A^
iit«=

IB.

s^

we meet with imitations ^?r rede
they are sometimes called, by reversion,' in which the antecedent, being read
backwards, becomes the consequent
More

et retro or,

'

the most elaborate example in existence.
IMITATION is a name given to one of the
most useful and indeed necessary devices in
It consists in a
contrapuntal composition.
repetition, more or less exact, by one voice of
a phrase or passage previously enunciated by

im

'

G. F.

IMBROGLIO,

another,

mdmkkm^
where we have an imitation in four parts.
Imitations are sometimes conducted by conby inversion,
trary motion of the parts, or
e.g.—

mm

^^^m

(These examples are all taken from Fetis.)
Imitations may also be made by
inversion
and reversion' or by 'augmentation,' or 'diminution.'
It will be needless to give examples of
all these different kinds.
Good examples may
be found in the theoretical works of Baltiferri,
Azopardi, Zinunermann, Marpurg, Fux, and
Cherubini. The Suites and Fugues of Bach, the
Symphonies and Sonatas of Haydn, Mozart, and
Beethoven are full of good examples of various
kinds of imitation. In fact e%'ery classical writer,
whether of vocal or instrumental music, has derived some of his finest effects from a judicious
employment of such artifices. Every student of
music nmst make himself familiar with these
contraiiuntal resources if he would fain scale the
loftiest heights and make himself distinguished
as a composer of high-class music.
F. A. G. o.
IMMYNS, .lOHN, by profession an attorney,
was an active member of the Academy of
Ancient Music.
Having in his younger days
been guilty of some indiscretion which proved
a bar to success in his profession, he was reduced
*

IMPERFECT

IMPERFECT

become clerk to a city attorney, copyist to
the Academy, and amanuensis to Dr. Pepusch.
He possessed a strong alto voice and played
inditferently on the flute, violin, viol da gamba,
and harpsichord. At the age of forty, by the
sole aid of Mace's
uncle's Monument, he
learned to play upon the lute.
In 1741
he established the Madrigal Society [see
Madrigal Society]. In 1752, upon the death
of John Shore, he was appointed lutenist of the
Chapel Royal.
He was a diligent collector and
assiduous student of the works of the madrigal
writers and other early composers, but had no
taste whatever for the music of his own time. He
died of asthma at his residence in Cold Bath
Fields, April 15, 1764.
His son John' made music his profession,
became a violoncellist and organist, and was
the first organist of Surrey Chapel, Blackfriara
Road, which post he held for about a year,
until his death in 1794.
w. h. h.
to

though written under the signature
Greater

Prolation,

IMPERFECT (Lat. Imperfeetus, Ital. ImperA term employed, in Music, in relation

Time, to Melody, to Cadence, and to Interval.
I.
Time.
Medieval writers (accustomed to
look upon the number Three
the symbol of
to

—

—

the Blessed Trinity
as the sign of perfection)
applied the term, Imperfect, to all rhythmic
proportions subject to the binary division.

The notes of measured music
Imperfect, when divisible
into

—

were

called

two

equal

Thus, the Minim
always equal to
two Crotchets only was essentially Imperfect,
in conmion with all other notes shorter than
the Semibreve.
The Large was also Imperfect,
whenever it was made eijual to two Longs the
Long, when equal to two Breves
the Breve,
when equal to two Semibreves and the Semibreve when equal to two Minims.
The Imperfection of the Minim, and Crotchet,
was inherent in their nature.
That of the
longer notes was governed, for the most part,
by the species of Mood, Time, or Prolation, in
which they were written for, Mood, Time, and
Prolation, were themselves capable of assuming
a perfect, or an imperfect form.
In the Great
Mood Imperfect, the Large was equal to two
Longs only, and therefore Imperfect while all
shorter notes were Perfect, and, consequently,
divisible by three.
In the Lessej- Mood Imperfect, the Long was, in like manner, equal to no
more than two Breves.
In Imperfect Time, the
In the
Breve was equal to two Seinihreves.
Lesser (or Imperfect) Prolation, the Semibreve
was equal to two Minims.
But notes, even when perfect by virtue of the
Mood, Time, or Prolation in which they were
and that, in
written, could be made imperfect
several different ways.
A Perfect note was made Imperfect by
position,' when another note, or rest, of half its
value, was written either before or after it
thus, the Semibreves in the following example.
portions.

—

;

;

;

were

each

of

the

equal to

two

Minims only

E^

M

felto).
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Black square notes, though Perfect by the
Modal Sign, became Imperfect in like manner
when mixed with white ones thus, in the
following example, each white Breve is equal to
three Semibreves, and the black one, to two
:

only—

Again, the Perfection, or Imperfection, of any
note whatever, could be regulated by means of
a Point.

Imperfect notes were made Perfect by the
Point of Augmentation
the exact equivalent to
the dot in modern music, and, therefore, needing no example.
Notes perfect by the modal sign, but rendered imperfect by position, could be restored to
perfection by a Point of Division, as in the next
example, where the first Semibreve, equal, in
the Greater Prolation, to three Minims, would
be made imperfect by the Minim which follows
it, were it not for the Point of Division placed
between the two notes

—

^

In both these cases, the Point serves to augment the value of tlie notes but, it may also
be made to produce an exactly contrary effect.
For instance, a Point of Division, jJaced between
two shorter notes, following and preceding two
longer ones, in Perfect Time, served, anciently,
to render both the longer notes Imperfect.
In
the following example, therefore, the Breves are
equal to two Semibreves only
:

P=b^

;

;

;

'

;

There are other ways in which the Perfection
may be changed to Injperfection,
and vice versa and, for these, the Student
will do well to consult the pages of Zaceoni,
Zarlino, and Thomas Morley.
[See Mood,
Notation, Point, Prolation, Proportion,
Time.]
II. Writers on Plain-song apply the term
Imperfect to melodies which fail to extend
throughout the entire compass of the mode in
which they are written.
Thus, the melody
of the Antiphon, Angclus autem Domini, is in
but, as it only extends from
the Eighth Mode
F to D two notes short of the full range of the
Hypomixolydian scale it is called an Imperfect
Melody.
w. s. r.
III. For Imperfect Cadence, see Cadence,
of certain notes

;

—

vol.

i.

;

—

p. 4.37.

IV. For Imperfect Interval, see Interval.
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IMPRESARIO,

The

L".

adaptation (considerably
'

Schauspieldirector,

'

IMPROVISATION

L'

title of

altered)

the French
of Mozart's

by Liion Battu and Ludo-

vic Halevy, produced at the Boutfes Parisiens,

May

This piece

20, 1856.

mixed up with Cimarosa's

said to have been
Impresario in An-

is
'

so as to form one piece, by Goethe in 1 7 9
while director of the theatre at Weimar.
G.
IMPROMPTU. Originally no doubt the name
but as no piece can be
for an extempore piece
extempore when written down, the term is used
for pianoforte compositions which have (or aim
at) the character of extempore performances.
The most remarkable are Chopin's, of which
there are 4
opp. 29, 36, 51, and 66 (FantaisieImpromptu in Cj minor). The two sets of pieces
by Schubert known as Impromptus op. 90,1^08.
1 to i, and op. 142, Nos. 1 to 4, mostly variawere, the first certainly and the second
tions
probably, not so entitled by him. The autograph
It has no date, and no title
of the first exists.
to either of the pieces, the word Impromptu
having been added by the publishers, the Haslingers, one of whom also took upon himself to
change the key of the third piece from G\y to G.
The autograph of the second set is at present
unknown. It was to these latter ones that
Schumann devoted one of his most affectionHe
ate papers [Gcsaiiuii. Schriften, iii. 37).
doubts Schubert's having himself called them
Impromptus, and would have us take the first,
second, and fourth as the successive movements
The first does in fact
of a Sonata in F minor.
bear the stamp of a regular 'first movement.'
Schumann himself has Impromptus on a theme of
his wife's, op. 5, and another Impromptu among
Neither Beethoven, Weber,
his Albumblatter.
G.
nor Mendelssohn ever used the word.
IMPROPERIA, i.e. 'The Reproaches.' A
series of Antiphons and Responses, forming part
of the solemn Service, which, on the morning of
Good Friday, is substituted for the usual daily
mass of the Roman Ritual.
The text of the fmjjroperia, written partly in
Latin, and partly in Greek, is designed to illustrate the sorrowful remonstrance of our Lord
with His people, concerning their ungrateful
return for the benefits He has bestowed upon
them. The touching words in which these remonstrances are expressed were originally sung
to well-known Plain -song melodies, preserved
goscie,

'

;

—

—

—

alone could have succeeded in drawing, from the
few simple chords which enter into their construction, the profoundly imjiressive effect they
never fail to produce.
No printed copy of the Iinproperia was issued,
either by Palestrina himself, or the assignees
They were first published in
of his son, Igino.
London, by Dr. Burney who, on the authority
of a MS. presented to him by the Gavaliere
Santarelli, inserted them, in the year 1771, in
;

a work entitled La Musica delta Setlimana
Santa, which has now become very scarce.
Alfieri also printed them among his Excerpta,
and, in 1863,
published, at Rome, in 1840
Dr. Proske included them in the fourth volume
;

These three editions
That
from each other very considerably.

of his Musica Divina.
differ

of Proske,

'

in the

GraduaU Eomamim, and

still

retained

in very general use, both in England and on
but, since the Pontificate of
the Continent
Pope Pius IV. tliey have been invariably
:

ohaunted, in the Sistine Chapel, to some simple,
but exquisitely beautiful Fcmx bourdons, to
which they were adapted, by Palestrina, in the
year 1560.
In depth of feeling, true pathos, and
perfect adapitation of the music to the sense of
the words, these wonderful Improperia have
never been exceeded, even by Palestrina himself.
We may well believe, indeed, that he

copied from the Altaemps-Otthoboni MS. preserved in the Vatican Library, may fairly be
assimied to represent tlie work exactly in the
but the
condition in which Palestrina left it
:

varied readings of Burney (1771),

and

of Alfieri (1840),

i-5^HZ^=^^
ter

-

ra

^

-

SEiE,

gyp

Siii
w^

m
are both valuable

m
and

interesting, as records of

the abhelliw.enti used in the Pontifical Chapel at
the time of their transcription. Burney 's version
was reproduced, by Choron, among his examples
of the great masters, in 1836
and again, in
1840, by Vincent Novello, in Ilohj Week Music,
as used ai the Sistine Chapel at Home.
w. s. It.
IMPROVISATION, an equivalent term for
ExTEMroRE Playin'g or Extemporising. Moscheles has left a curious account of the way in
which Mendelssohn and he used to amuse themselves by improvising d quedre mains, a feat
already mentioned in respect to Beethoven and
Wdlil under Exticmpore.
'We often,' says he
(Lifc,\. 274), 'improvise together on his magnificent Erard, each of us trying to dart as quick as
lightning on the suggestions contained in the
;

other's harmonies,

and

to

make

fresh ones

upon

INCLEDON

INCIDENTAL MUSIC
Then, if I bring in a theme out of his
music, he immediately cuts iu witli one out of
them.

mine

;

then

I retort,

and then

and so on ad
blind man's butf
lie,

infinitum, like two people at
running against each other.
Nottebohm remarks in his

Bccthoveniana
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for special occasions
and it was the
incidental nuisic to
The Tempest that first
brought the name of Sullivan into prominence,
although it was first played at the Crystal
Palace apart from any revival of the play.
During Irving's management of the Lyceum

musician

;

'

'

it became the fashion for managers to
commission new incidental nuisic for almost
every play they produced or revived, thus giving
opiportunit)^ to many e.^cellcnt composers of the
younger English school. Sullivan's later works
in this kind were for
^Macbeth
(Lyceum
Theatre, 1888), Tennyson's 'Foresters' (Daly's
Theatre, 1893) and 'King Arthur' (Lyceum,

54) that of all Hecthoven's string cjuartets,
that in CS minor (op. 131) has most thecharacter
of an Improvisation, but at the same time he
quotes alterations from the sketch-books (fifteen
of one passage only) which show that the work
was the very reverse of an impromptu, and the
result of more than ordinary labour and vacillation, thus corroborating the remark made in the
article on Beethoven in this Dictionary (vol. i.
p. 229) that the longer he worked at his
phrases, the more apparently spontaneous did

Theatre,

they become.

Jlascagni was called upon for music to
The
Eternal City' (His Majesty's Theatre, 1902).
Stanford's music to Tennyson's 'Queen Mary'

(p.

G.

JIU.SIC is the term applied
to music which proceeds during the action of a
play, and is thus distinguished from overture,
Propierly speaking, the
entr'actes, or interludes.
name should be confined to the nuisical numbers
which are incidental to the action, such as
marches, dances, or songs but it is often applied
'

'

;

what

is

Germany

in

'Melodram,

called

/.<.

'

the kind of music that accompanies the speaking
voice, and reflects, more or less faithfull}', the
emotions through which the characters are

imagined to be passing. That music of an incidental kind was in use in Shakespeare's time is
proved by the first words of the Duke in 'Twelfth
Night,' but none of this instrumental music
has come down to us, and only a few of the
many songs in the whole range of Elizabethan
drama have carried with them the tradition of
The Theatre Ayres of
their original tunes.
Purcell and his contemporarieswere of the nature
of entr'actes, and therefore do not come under
the head of incidental music but such works
'

'

;

and King
seem to have been a kind of incidental
music, although the whole scenes in which the
music occurs were apparently intercalated in the
drama, as a succession of interludes vith vocal
The
and instrumental music as well as action.
ballad operas of a later period adapted words
of PurceU's as

Arthur

'

The Fairy Queen

'

'

'

'

'

to tunes that were well knoA\'n to every one in

and the p)rocess of arrangement
of these tunes was more justly called compilation
Beethoven's music to Egthan composition.
mont,' 'The Ruins of Athens,' 'King Stephen,'
and lieonora Prohaska, is known, at least by
name, to all students Weber's to Preciosa
the audience

;

'

'

'

'

'

;

has preserved that play
many a German theatre

in

the

repertory of

and Mendelssohn's
'ilidsummer Night's Dream' music is considered
by many good judges as among the ver}^ finest
of his compositions.

;

Coming

to

modern

'

Sir Julius Benedict supplied
1895).
some
incidental music for Irving's revival of Konieo
and Juliet' in 1882, and twenty years later,
'

'

INCIDENTAL

to

'.

times,

Hatton's compositions for the Shakespearean
revivals of Charles Kean at the Princcss'sTheatre
from about 1852 to 1858, were among the most
important things written by a distinguished

and

'

Becket

at the Lj'ceuni Theatre,

'

Parry's

Haymarket, Mackenzie's to
and The Little Minister, and

to 'Hypatia' at the
'

Ravenswood

'

'

'

Heuschel's to 'Hamlet,' are exceptional instances
of incidental compositions by men who have
done most of their work outside the theatre.
Edward German has won special fame as a
writer of incidental music, and his list of
such compiositious is a long one (see German).
Coleiidge-Taylor's music to Stephen Phillips's
Herod and Ulysses,' and Percy Pitt's to the
same writer's Paolo and Francesca are famous
recent works of the kind.
Special qualities seem
to be needed for sueccss in incidental music,
and the most inijiortant of all from a jiractical
point of view, is a certain elasticity as to the
formalstrnctureofthepiecesintroduced. A stagemanager will insist on his right to cut out as
many bars as he considers redundant from a
piece of processional music, or the chief actor
may require more emotional colouring in the
'

'

'

'

'

accompaniment of his chief soliloquy, just as he
will want more limelight on his face.
If the
jilay is a great success, the composer may find
the numbers of the orchestral p)erfbrmers reduced
by half, in order to accommodate an extra row of
stalls
and iu many ways there are practical
;

the way of those who cleave to
the idea that music ought to be presented as
it was conceived.
ji.
INCLEDON, Charles Ben.j.amin,
the
second of which names he despised and seldom
used,
"was the son of a medical p)ractitioner at
St. Kevern, Cornwall, where he was born in
1763 [and baptized on Feb. 5 of that year, as
Benjamin
Charles being adopted by him
later].
At eight years of age he was placed in
the choir of Exeter Cathedral, where he received
his early nuisical education, first from Richard
Langdon and afterwards from "William Jaekson.
difficulties in

—

—

'

'

—

In 1779 he entered on board the Formidable,
man-of-war, ninety-eight guns, under Captain
(afterwards Rear- Admiral) Clcland.
On tho

INCLEDON
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"West India station he changed his ship for the
Jtaisonnable, sixty -four guns, Captain Lord
Hervey.
His voice had now become a fine
tenor, and liis singing attracted the attention
of Admiral Pigot, commander of the fleet, who
freijuently sent for him to join himself and
Admiral Hughes in the performance of glees and
catches.
Incledon returned to England in
1783, when Admiral Pigot, Lord Mnlgrave, and
Lord Hervey gave him letters of introduction
to Sheridan and Colman.
Failing to obtain an
engagement from either manager he joined
Collins's company and made his first appearance
at the Southampton Theatre in 1784 as Alphonso
in Dr. Arnold's 'Castle of Andalusia.'
In the
next year he was engaged at the Bath Theatre,
where he made his first ^appearance as Belville
in Shield's Rosina.'
At Bath he attracted the
attention of Rauzzini, who gave him instruction
and introduced him at his concerts. [Here he
took the part of Edwin in Robin Hood.'] In
1736 he made his first appearance in London at
Yauxhall Gardens with great success, and during
the next three years he w\as engaged there in the
summer and at Bath in the winter. On Sept.
17, 1790, he made his first apjiearance at Covent
Garden Theatre as Dermot in Shield's Poor
Soldier,' and from that time for upwards of
thirty years held a high position in public
favour singing not only at the theatre and
Yauxhall, but also at concerts, the Lenten
oratorios, and the provincial music meetings.
[He sang in the first performance of the Creation on March 28, 1800, at Covent Garden,
and in 1803 at the Worcester Festival.] In
1817 he visited America, and made a tour
through a considerable part of the United States,
where he was received with great applause,
[though his voice was past its prime.
He returned to England in 1818, and took his leave
of the stage at the English Opera House, April
Dur19, 1822, and went to live at Brighton].
ing the latter years of his life he travelled
through the provinces under the style of The
"Wandering Melodist, and gave an entertainment
which was received with much favour. Early
in 1826 he went to Worcester for the purpose
of giving his entertainment, where he was
attacked by paralysis, which terniinated his
He was buried in Hampexistence on Feb. 11.
stead Churchyard. Incledon's voice and manner
of singing were thus described by a contemporary
'He had a voice of uncommon power,
The former
both in the natural and falsette.
was from A to g', a compass of about fourteen
notes
the latter he could use from d' to e" oxf,
His natural voice was full
or about ten notes.
and open, neither partaking of the reed nor the
string, and sent forth without the smallest
artifice
and such was its ductility that when
he sang pianissimo it retained its original
quality.
His falsette was rich, sweet and
He took
brilliant, but totally unlike the other.
'

'

'

'

'

'

'

:

—
;

;

without preparation, according to circumd', e', or /', or ascending an
octave, which was his most frequent custom ;
he could use it with facility, and execute ornaments of a certain class with volubility and
sweetness.
His shake was good, and his intonation much more coiTect than is common to
it

stances either about

He had
singers so imperfectly educated.
a bold and manly manner of singing, mixed,
.

.

.

however, with considerable feeling, which went
He sang like
to the hearts of his countrymen.

His forte was ballad,
and ballad not of the modern cast of whining or
wanton sentiment, but the original manly energetic strain of an earlier and better age of English
poesy and English song-writing, such as Blackej'ed Susan' and 'The Storm,' the bold and
a true Englishman.

.

.

.

'

cheering hunting-song, or the love -song of
Shield, breathing the chaste and simple grace
All who had heard
of genuine English melody.
Incledon's singing of 'The Storm (which he
sang in character as a sailor) were unanimous
in pronouncing it unique, both as a vocal and an
histrionic exhibition.
Of the songs written ex'

'

pressly for
'

him

it

may

Heaving the lead

'

'

suffice to

and

'

mention Shield's

The Thorn.
He was
song The Arethusa,
'

famous in the fine
probably composed by O'Carolan.
CH.iELEs Vexaxzio Incledon, his eldest son,
originally engaged in agricultural pursuits, but
on Oct. 3, 1829, appeared at Drury Lane
Theatre as Young Meadows in
Love in a
Yillage,' and shortly afterwards played Tom Tug
in Dibdin's 'Waterman.'
Meeting, however,
with but very moderate success he returned to
his former avocation, for a time, [and afterwards
lived at Vienna as a teacher, and died at Bad
Tiifferin 1865].
w. H. H. additions from Z)jd.
also

'

'

;

of Nat. Biog.

IlfCORPORATED SOCIETY OF MUSICIANS, THE, was founded

in June 1882.
Mr.
James Dawber, Mus. B. of Wigan, in conjunction
with Dr. Henry Hiles, of Manchester, invited
,

tlie

musicians of Lancashire to attend a meeting

to consider the establishment of a professional

association for the furtherance of the following
objects
The union of the musical profession
:

in a representative Society

the provision of
opportunities for the discussion of matters connected with the culture and practice of the art
the improvement of musical education
the
;

;

;

organisation of musicians in a manner similar to
that in which allied professions were organised
and, by means of registration, the obtaining of
legal recognition of qualified teachers of music
as a distinctive body.
At the meeting the formation of the Society of Professional Musicians
was decided upon, and the promoters of the
movement by visiting the neighbouring towns
soon obtained the cordial supportof themusicians
of the district, and by extending their missionary
work they succeeded in forming allied Sections
in Yorkshire and the Midland Counties.
;

'

INCORPORATED SOCIETY

INDY

In Jan. 18S5, matters were considered sufficiently advanced to render combined action
advisable by the union of the Sections in one

Council on principles securing perfect impartiality, and have become an important factor in
The
the musical education of the country.
Society contains more than two thousand
members, is governed by a General Council
consisting of Delegates elected annually by the
various Sections.
The General Council is thus
directly representative of teachers of music, and
has sought to obtain registration for them by
introducing a Bill into Parliament.
A Monthly
Journal is published in which the meetings
and proceedings of the Society are recorded, and
of which Mr. A. F. Smith, Mus.B., is the Editor.
In addition the Society has not iorgotten the
needs of unfortunate musical brethren. Most of
the large Sections of the Society have formed
Benevolent Funds, and in 1897, in commemoration of Queen Victoria's Jubilee, the Society took
over and has since continued the Orphanage for
the Children of Musicians, first established by
Miss Helen Kenway.
The London Section contains more than ,560 members, and the proceedings at its Sectional Meetings are always interesting and largely attended.
The Section is
represented on the General Council by Dr. W.
H. Cummings, Professor Prout, and Dr. C. Vincent.
Dr. C. W. Pearce is the Hon. Treasiu'er,
and Mr. F. Harold Hankins the able and
energetic Secretary of the Section. The General
Offices of the Society are at 19 Berners Street,
London, W.
Mr. A, Page is the Hon. CJeneral
Treasurer, Mr. Edward Chadfield the CTcneral
Secretary, and Mr. Hugo T. Chadfield the
E. c.
Acting Secretary.

Society.

Each Section elected two delegates

to form a General Council, and in this capacity
Dr. H. Hiles, Dr. H. Fisher, Mr. J. Dawber,

Mr. A. Page, and Mr. A. F. Smith, met
After much consideration this
at Blackpool.
first General Council adopted a constitution,
invited Mr. E. Chadtield, of Derby, to take
charge of the interests of the Society as Hon.
General Secretary, and Mr. A. Page, to act as Hon.
General Treasurer. Mr. Chadtield energetically
carried on the propaganda so Mxll commenced
by the promoters, and organised deputations in
the provinces with so much success that in Jan.
1886 it was resolved to hold a Conference of
the whole Society in London for the purpose of
obtaining the adhesion of the London musicians
A meeting was held in the
to the movement.
Charing Cross Hotel, under the presidency of Dr.
F. H. Cowen, and the claims of the Society
were advocated by Dr. Hiles, Professor Prout,
and Mr. Chadfield, with the result that Dr. W.
H. Cummings, Dr. C. Vincent, Mr. A. Gilbert,
Mr. C. J. Stevens, and many others, joined the
Society, and afterwards became some of its
warmest advocates.
The whole of England
being thus included in the organisation, the
word National was added to the title of the
'

'

'

'

Society.

In 1892 the Society was incorporated as an
association, and assumed its present
title 'The Incorporated Society of Musicians.'
The following year, 1893, the Duke of Edinburgh became President of the Society, a position which he retained until his death.
In the
autumn of the same year a missionary deputaThe deputation visited Ireland and Scotland.
tion was warmly welcomed, and Sections were
formed embracing the whole of the sister KingIt is unnecessary to follow in detail the
doms.
continued progi'css of the Society, which now
consists of twenty-five Sections, in which meetings are held periodically, discussions on musical
subjects take place, addresses are read, and
performances given, so that each Section becomes
a social and artistic centre for the musicians of
the district.
In addition an Annual Conference
in one of the capitals, or one of the large cities
of the United Kingdom, is held.
These Conferences of the Society, as representative of the
musical profession, have always received a
cordial welcome from the municipal authorities,
and members jouniey from the most distant
parts of the country to take part in the proceedings.
This Annual Conference is both
social and instructive in character, and the
addresses delivered at the various Conferences
by the highest authorities, embrace the whole
range of musical thought.
The Examinations of the Society, both Local
and Professional, are conducted by the General
artistic
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INDY, Paul Marie Theodore Vincent

d',

born in Paris, March 27, 18.51,' studied for
three years under Diemer, attended Marmontel's class, and learnt harmony and the elements
He then, withof composition with Lavignac.
out having learnt counterpoint or fugue, undertook to write a grand opera, Les Burgraves,'
which was not finished, and a quartet for piano
and strings, which was submitted to Cesar
Franck in the hope of overcoming the objections
to the musical profession which were expressed
Franck, recognising much
by his family.
yiromise in the work, recommended the presumptuous youth to study composition seriously.
In 1873 d'Indy, who was now a first-rate pianist,
entered Franck's organ class at the Conservatoire,
where he obtained a second acce^ssit in 1874,
In 1875 he
and a first in the following year.
became chorus -master under Colonne, and in
'

order to obtain experience of orchestral detail,

took the position of second drummer, which he
retained for three years, at the end of which
time he began to devote himself entirely to
He has since been extremely
composition.
helpful in organising Lamoureux's concerts and
in directing the rehearsals, which have led to
tine results as the

such
grin.

'

Like
1

performance of

'

Lohen-

many another musician, d'Indy owes
Diite Teriiied

by

register of bilth.

2

H

INDY
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performance of his works to Pasdeloup,
Piccolomini (Concert Populaire, Jan. 25, 1874), revealed a musician of
lofty ideals, whose music was full of melancholy
This
sentiment and rich orchestral colouring.
overture, altered and Joined to the Camp de
(Societe Nationale, 1880), and
Wallenstein
the Mort de Wallenstein (Concert Pojiulaire,
March 14, 1880), forms the trilogy of Wallenstein,' a work inspired directly by Schiller, and
one of the composer's most remarkable productions.
Tlie entire trilogy was performed for the
first time at the Concerts-Lamoureux, Feb. 26,
1888. A fter this work he prod need a symphou}',
'Jean Hunyade (1875); an overture to 'An'La Foret enchantee
tony and Cleopatra
symphonic ballad after Uhland
a
(1378)
La Chequartet for piano and strings in A
vauchee du Cid, scena for baritone and chorus
Saugefleurie, legend for orchestra
a suite in
D for trumpet, two flutes, and string quartet
a Symphony on an Alpine air tor piano and
orchestra, all of which have been performed at
[A
Symplionie
various Parisian concerts.
a fantaisie for
Cevenole appeared in 1886
orchestra and oboe solo, op, .31, on French
themes, was played at the Lamoureux Con'Tableaux de Voyage,' a suite
certs in 1888
for orchestra, op. 36, was given at Angers in
the

first

and

his overture

'

'

'

'

'

'

'

'

'

;

;

;

'

;

'

'

'

;

;

'

'

'

'

'

'

;

;

1891

Istar,'
a set of symphonic variations,
at the Ysaye Concert in Brussels
'

;

42,

op.

a 'choral varie' for saxophone and
55 and a second symphony
in B flat, op. 57, was played at the Lamoureux
D'Indy's first work for the
Concerts in 1904.]
stage was a small opera entitled Attendez-moi
sous I'orme,' produced at the Opera Comique
on Feb. 11, 1882, with but little success, but
he has since made up for its failure by the
dramatic legend Le Chant de la Cloche,' which
gained the prize at the competition of the city
of Paris in 1884, and was performed three times
[His
in 1886 under Lamoureux's direction.

in 1897

;

orchestra, is op.

;

'

'

important opera, Fervaal, op. 40, in three acts
and a prologue, was given at Brussels, March 12,
1897 and L'jfitranger, op. 53, in two acts,
'

'

'

'

;

Besides
tliese, d'lndy has written several minor works,
for violoncello and orchestra, piano
a lied
at the
'

same

theatre,

Jan.

7,

1903.]

'

pieces

and

songs, sacred and secular.
and violoncello, op. 29

for pf., clarinet,

tets in D, op. 35,

in C, for pf.

and

and

E, op. 45

violin,

;

[A
;

trio

quar-

and a sonata
most

op. 59, are the

He has
important of his chamber works.
written incidental music to various plays, such
Karadec,' op. 34 (Theatre Moderne, 1892),
as,
and 'Medee,' op. 47 (Th. Sarah - Bernhardt,
1898).
He collected a set of ninety 'chansons
du Vivarais,' op. 52.] He is a serious and
thoughtful composer, who does not in the least
The melodic idea
care to please the public ear.
may be sometimes poor and not very striking,
but the composer has such a command of the
'

resources of his art as to be able to make the
In order to
most ordinary phrases interesting.

obtain this extraordinary knowledge of technical
combinations and of vivid musical colouring,
d'lndy, who was at first a follower of Schumann,

has borrowed largely from Berlioz's methods
but in conception and general style his Chant
de la Cloche' approaches more nearly to Wagmer.
[He is the author of the libretti of Fervaal
he has published the first
and L'Etranger
and he was
part of a treatise on corapjosition
one of the founders of the Schola Gantorum, a
director, and professor of composition in it.
An essay on him, by the late Hugues Imbert,
was published in The Musician, and reprinted
additions
A. J.
in Studies in Music, p. 110.]
in square brackets by G. F.
;

'

'

'

'

;

;

;

INFLEXION. Whenever sentences are to
be uttered loud for many people to hear, in the
open air or in a large building, there is a natural
tendency, for distinctness' sake, to say the
greater part on one note, that is, in monotone.
It is not, however, natural to say the whole at
one pitch
nor is it pleasing, for then monotone
becomes monotonous.
It is natural and pleasing to make at the opening some short gradual
ascent to the note in question, to make at the
and, if
close some gi-adual descent from it
the phrase is long, possibly also to make some
variation of the monotone in the middle of its
course.
The foregoing statement contains the
germ out of which a great part of plain-song has
developed
the simpler developments denoted
by the term inflexion will be treated in this
article, the more elaborate ones under Respok;

;

:

soEiAL Psalmody.

The simplest method

of singing a religious

may

then be described as
'monotone with inflexions' and three classes of
inflexion above indicated have their technical
the ascent to the monotone
names as follows
service, or part of one,

:

:

is

—

called the intonation, the descent

is

called

the cadence or ending, the variation that may
occur between these two is called the mediation.
The Gregorian Tones attbrd an excellent illustration of this
for in their normal form each of
them consists precisely of these elements. An
intonation leads up to the monotone, which is
broken bya half close expressed in the mediation ;
;

the monotone is then resumed, till it ends with
the closing inflexion called the ending. Of these
three ways of varying the monotone, the cadence
or ending is the most universal, the intonation is
the one most readily forgone (see Intokatiox).
for in the
This, too, is shown by Psalmody
ordinary singing of Psalms the intonation is
used but once, while the mediation and ending
are used at every verse.
But turning from
;

Psalmody, whicli

is

place, it is well to see

fully treated in

how

its

these principles

—

own
afl'ect

the reading
other simple parts of the service,
of lessons, the saying of collects, the singing of
In all
versicles and responses, and the like.

INFLEXION

INFLEXION

such matters as these, experience soon showed
the
that it was necessary to lay down rules
individual officiant could not be trusted in all
cases to use melodious or pleasing inflexions or
cadences, if left to himself and the light of
nature
it was necessary to define those that
Still more was such definition
were to he used.
necessary in the case of responses and chants in
;

;

which a large body of singers had

to unite.

Regular forms of inflexion have, therefore,
been prescribed for the guidance of ofiiciant and
the}' have differed in detail at vai'ious
choir
times and in various places, but the same prinSome examples from
ciples underlie them all.
the ancient English Sarum Use, compared with
Guidetti's Dircdorium Chori of 1582 and with
;

the recently revised choir-books of Solesmes,
will set the similarities and differences in a
clear light.

For the collect proper, the collect of the
Sarum books prescribe, as a rule, one
very simple inflexion, a cadence at the end taken
up by the Amen, thus
1.

day, the

:

h

IS
per

ijin

-

ni

-

sue

a

cu

sac

la

-

cu

lo

-

-J-

A

rum.

took a

-

men.

different

-J-

:

aie

-

cu

and sometimes there was
a cadence,

-

the cadence

In other cases
form, thus

-

I'or

-

A men.

In- ruin.

-

a mediation as Avell as

examjtle, tluis

:

—

H^^

n a

r'

iiu./l"'*^'euDi ..aanct ideas, per.. eaeculoruiu, Amen.

or thns

fl -

]i-um tu-uiu, qui teciiiu

.

.

deua, per.

sae-cu-lo-ruin. A-inen.

,

Guidetti prescribed tliree forms, one festal and
two ferial
the ordinary ferial is unintlected
monotone, the festal has two inflexions, thus:

—

:

per

The

——

•—

i-**

.

.

tuum

,

qui

.

.

_!

si>i-ri-tu.-<

latter of the

-

^auo-ti deus, per

two inflexions

also at the principal break, or

body of the

collect,

— — —•-

BHI

s.ie-cudu-ruiJi.

is

employed

metrnm

and the former

,

at

in the

minor

the other ferial form, used in
collects said on various occasions, the inflexion
employed is the drop of a minor third, or
* semiditonus.'
The Benedictine rules are more elaborate
breaks.

In

.

;

the Tonus solennis recites on G, but rises from
F for the intonation, and falls to it again in
mediation and cadence
:

«••

-•

-
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Ju-he

do

At the end
flexion,

-

mi

-

be

iil'

of lessons there

uu

-

INGEGNERI

di

-

ce

-

was a

re.

-

different in-

common

since.

thus

:

seiu

-

pi

ter-umn

-

:

Ec-ce nunciiipul-ve-re

dor-mi-o,

etaiiuiine.

.

The Chapter had

punctum

s

aimon Petrua ad lesum,

noQaub-ais-taiii.

Similar rules for the lessons prevail elsewhere.
similar inflexions, but

and the following conclusion

h

•

differently arranged

J

....

ue derelimiuea

su-pcr e

.

.

nna-ter.

semiditouus in case of a monosyllable.
When
sentences containing a question occurred, the reciting note was altered the bulk of the sentence
was said a semitone lower, and a rise took place
at the end to the normal reciting note. Guidetti
gives a special inflexion for the Chapter.
7. The descent of three notes already noted
above was used also in the normal form of the
;

h

-WBe-ue-di - ca

-

mu3 do-iui-no.

ly De

-

O gra-ti

-

but many elaborate forms of Benedicaonus were
and are still in use, which are distinct melodies
borrowed from elsewhere, and not inflected
monotone.
8. The singing of the Epistle and Gospel
hut the
follows the lines already indicated
The form used at
forms are more elaborate.
Salisbury comprised a mediation (metrum) and
an ending (punctum) for each sentence. The
;

metrum
thus

is

the same for Epistle and Gospel,
e-

:

In

The punctum
as follows

di

e- liua

-

differs

ill-ia.

that lor the Epistle

;

h

:

-iIn pecuuia

The

final

common

is

et the

-

sau

sentence has a special form of
also to the Gospel, thus ;—

-

its

ria.

own,

———

•—

uam

it can now only be
noted that they are very many and very different
from those given above. To describe them adequately would require another long article. They
may be seen in one form in La Regola del Canto

Of the Ambrosian

of the diapente was modified like the

:

-<

ter

h
obia

inflexions

w. H. F.
IN'GANN'0(Ital. 'Deception'). See Cadence,
Interrupted, vol. i. pp. 439-441.
INGEGNERI, Marc Antonio, born at
Verona about the middle of the 16th century,
received his musical instruction there from
Vincenzo Ruffo, then choirmaster of the Verona
Cathedral.
Some time before 1572 Ingegneri
became choirmaster of the Cathedral at Cremona, in which position he seems to have
remained till his death in 1592.
At Cremona
he had the celebrated Claudio Monteverde for

Fcnno Ambrosiano (Milan, 1622).

pupil.
Ingegneri is chiefly noticeable as
being the composer of a set of twenty -seven
Responsoria for Holy "Week, which passed for
a long time and until quite recently as the work
of Palestrina.
They were received into the
complete edition of Palestrina's works, among
the Opera diibia in the 32nd Volume.
But in
1897, the original printed work of Ingegneri
dated 1588, from which they were taken, turned
up at a sale, and the ascription of them to
Palestrina was thus proved to be erroneous.
Dr. Haberl of Regensburg has since republished
them under the name of their true author. In
themselves these Responsoria are veiy beautiful
devotional music, and quite worthy to be ranked
with the works of Palestrina, although there
occur in them harmonies and modulations foreign
to the usual style of Palestrina.
lugegneri's
other works are two Books of Masses, 1573 and
1587
three Books of Motets, 1576-89
one
Book of Hymns, and eight Books of Madrigals
not all completely preserved.
Besides the Responsoria the only other works of Ingegneii
lepublished in modern times are three Motets,
Surrexit Pastor Bonus,' a 5' in Dehn's Sammlung Aelterer Musik
Duo Seraphim,' a 8, in
Commer's Musica Sacra and Haec Dies in
Haberl's Musica Sacra, 1898.
j. k. m.

his

;

^
Et

ill

for

sentence and a descent again to the reciting
note.
For the Gospel he ordered no metrum.

the following

6

The drop

monotone

prescritjed

;

ill

6.

He

this,
the Epistle, except in case of a rpiestion
however, is sometimes varied by the rise of a
tone on the last accented syllafile of the last

or one with a mediation as well as a cadence,

thus

The Benedictines have preserved the same
forms as those used at Salisbury, in a slightly
Guidetti gave a very poor
difi'erent shape.
substitute for them, which has become sadly

plenitudine a;Lnctorum

The punctum

de

-

ten

-

ti

-

o

mo

-

a.

the Gospel is a mere drop of
voice, a semitone on ordinary days, a semiThe
ditouus, or minor third, on great days.
treatment of interrogatives is the same here
for

as in the case of the ordinary lessons.

;

'

'

;

'

;

'

m

INGLOTT
INGLOTT, William,

born

1554,

became

organist of Norwich Cathedral in 1608.
He
was distinguished for his skill as a performer
on the organ and virginals. [Two of his ])icces
for the latter instrument are in the FilzwiUiam

Virginal Book, vol. ii. pp. 376 and 381.] He died
in Dec. 1621 aged sixty -seven, and was buried Dec.
31 in the cathedral, where on the west side of
the southern pillar adjoining the entrance to the
choir a painted monument to his memory was
Nearly ninety yeai's
placed, June 15, 1622.
afterwards the monument, having become dilapidated, was restored at the expense of Dr.
An engraving of it in its restored state
Croft.

given in The Posthumous Works of Sir Thomas
w. H. H.
Browne, 1712.
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INITIALS, ABSOLUTE. Though it is not
necessary that a Plain -song Melody should
begin on the Final, Dominant, or even Mediant,
of the Mode in which it is written, the choice of
the first note is not left entirely to the composer's
He can only begin upon one of a
discretion.
series of sounds, selected from the Regular or
Conceded Modulations of the Scale in which he
ivi'ites, and invariably occupying the first place
in all Plain -song Melodies referable to that
These sounds are called Absolute Initials.
no
Their number varies, in ditt'erent Modes
Tonality possessing less than three, or, as a rule,
more than six and, among them, there are a
few which, though freely permitted by law,
are, in practice, very rarely used.
In the following Table the letters enclosed
in brackets denote the more unusual Initials
while those printed in Italics indicate that tlie
sounds they represent are to be taken in the
lower Octave, even though they should tlius
be brought beyond the normal bounds of the
Scale.

;

:

;

Mode.
Mode I.
Mode II.
Mode III.
Mode IV.
Mode V.
Mode VI.
Mode VII.
Mode VIII.
Mode IX.
ModeX.
(Mode XL)
(MoileXlI.)

ModeXin.
Mode XIV.

C. D. F. G. A.
A. O. D. P. [E.]
E. [F.] G. 0.
C. D. E. P. [G.] [A.]
F. A. O.
F. [C] [D.]
G. [A.] B. O. D.
C. D. F. G. A. C.
G. A. C. D. E.
B. G. A. C. [B.J
B. [C.]D. G.
G. A. B. C. [D.] [E.]

C. [D.] E. G.
[C] [A.]C. [D.]

[The Sarum Tonal, which is one of the most
careful and methodical of medifeval authorities
on such a point, gives a slightly ditferent list
:

the rarer initials are bracketed.

Mode

I.
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INSANGUINE

INSCRIPTION

the settings, by Salieri and Sterkel,
two more by Reichardt. For
another joint-stock volume in which Beethoven
took part, see Vaterlandisohe Kxjnstler-

Other
the island of Seriphos do not croak.
Vox
writers have contented themselves with

470
two
and

of

in Jan. 1810,

VEREIN.

G.

INSAKGUINE,

Giacomo, a Neapolitan comMonopoli from his birthplace
near Naples, was born between 1740 and 1744,
and was a pupil of the Conservatorio of Sant'
Onofrio, where he studied with Cotumaeci, being
poser, called also

appointed second professor of the school in 1774.
Besides masses, psalms, a setting of the Passion,
and several motets, he wrote about fifteen operas
(list in Florimo and Fetis), of which the following are extant
'Didone abbandonata' (1772),
Arianna e Teseo (1773), Adriano in Siria'
Le Astuzie per Amore' (1777),
(1773),
:

—

'

'

'

'

'Medonte' (1779), Calipso (1782), and Lo
Funnaco revotato, the undated score of which
is iu
the Fitzwilliam Museum, Cambridge.
'

'

'

'

Insanguine also wrote part of an opera Eumene,'
with Majo (1771).
He died about 1795 at
'

Naples.

(Quellen-Lexikon.)

INSCRIPTION

A

M.

(Lat. Inscriptio, Ital. 3fotto).

motto, or sign, or combination of both, placed

During the

manner

of its resolution.

latter half of the

15th century,

—

the founders of the Flemish School
by whom
the more abstruse forms of Imitation were
seem chiefly to have
assiduously cultivated
aimed at rendering the solution of their Eniniine,
Some of
or enigmatical canons, impossible.
their most extravagant conceits are presented in

—

the shape of crosses, circles, squares, triangles,
rainbows, chess-boards, sun-dials, and other
equally fantastic designs, without the addition
of any clue whatever to their hidden meanings.
(See examples in Hawkins's ffist. chap. 67.)
But, more frequently, they are written in a
single line

— called the Guida — headed by some

well-known quotation fiom
which, though ostensibly vouchsafed for the purpose of giving the student some
old

proverb,

or

Holy

Sorijiture,

little

insight into the secret of their construction,

tends rather, as a general rule, to increase his
Headings, such as these, are called
perplexity.
and so obscure is their occasional
Inscriptions
meaning, that even Glareanus calls one of them
:

TTJs

'

'

'

composer writes,
Canit more Hebraeorum
referring to the custom of reading Hebrew from
right to left.
.losquin sums up the whole
'Cancriza,' i.e. walk
matter in a single word
like a crab.
Equally terse is the motto prefixed
to the third Agnus Dei in his Missa L'Omme
arme
where the omission of all rests, in one

atpiyyds aifty/j-a.

Missa L'Ami baudichon,' he intimates that the
tenor is to be silent, by the pretty inscription,
In
Agnus secundum non est cum grege.
'

'

another place, he veils the same meaning under
the Greek proverb, fSdrpaxos en ^epl(pov, in
allusion to Aelian's statement that the frogs on

'

'

;

—

'

'

;

of

the

parts,

Clama ne

'

by the direction
Sometimes he gives us a

indicated

is

cesses.'

Missa de Beata Virgine,'
quatre temps' shows
to wait four semibreves, before

French motto, as in his
where Vous jeunerez
'

'

les

that one p'art is
taking up the subject a direction which is
less poetically expressed by another writer, in
the words
Fuga in epidiapason, post duo
a Canon in the Octave above, after
tempera

—

'

—

'

'

two Semibreves.'

Some

of Hobrecht's inscriptions are very ob-

Accidens potest inesse et abesse praeter
implies that the part
may be sung, or omitted, at will, without injury
Decimas reddo omnia quae
to the music.
possideo shows that the (unwritten) bass must
sing a tenth below the Discant.
Tu tenor
cancriza, et per antifrasin canta indicates that
the tenor is to sing backwards, and, with all
the intervals inverted.
Not less oracular is
Mouton's Duo adversi adverse in unum, which
means that two singers are to stand opposite
each other, with the canon between them, each
reading it upside down from the other's point
an arrangement which is also dictated
of view
Respice me, ostende mihi facicm tuam.'
b}'
More mysterious still is Justitia et Pax osculatae
indicating that the two performers are
sunt
to begin at opposite ends, and meet in the
middle.
When black notes are to be sung in the time
of white ones, we sometimes find Nigra sum,
sed formosa
or,
Noctem in diem vertere
or,
Dum habetis lucem credite in lucem. By
triplum ') we underCrescit in duplum (or
stand that the notes are to be sung iu double
or (triple) augmentation.
Tres deijt sex
foces
means, that each of the three written
parts is to be doubled, in canon, so as to form
a composition for six voices.
The list of these hard sayings is interminable
and the hardness of many of them is increased
by the signs of Mood, Time, and Prolation, with
which they are sometimes accompanied. For
instance, a semicircle, a semicircle with a bar
drawn through it, and a circle with a point in
the centre, would, if placed oue above the other,
at the beginning of a stave, serve to indicate
scure.

'

subjecti corruptionem

'

'

'

'

'

'

'

—

'

'

'

—

'

'

'

'

;

;

'

'

'

Foremost among the composers of these ingenious works, and high above them all, stands
Josquin des Pres, the refinement of whose
scholarship is as clearly proved, by the grace of
his Motti, as his quite exceptional genius is by
the smootli flow of the canons to which they are
prefixed.
In the second Agnus Dei of his

'

To show that the second voice is to begin at
the end, and sing backwards, Hobrecht says,
plainly enough,
Ut prius, sed dicitur retrograde.'
Pierre de la Rue more sternly exclaims,
Another quaint old
Vade retro, Sathanas.

more

at the beginning of a canon, to indicate,
or less clearly, the

'

faucibus haesit.

'

'

*

'

;
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that one voice was to sing four crotchets in a

bass stave ;^ [in Purcell's 'Ode on S. Cecilia's
Day there is a part for bass flute down to <?].
So soon, ho\\'evcr, as the combination of wind
and stiinged instruments was found to be
preferable, the feeble bass of the flute would
he insufficient and unnecessary, and the larger
kinds of flutes naturally enough fell into dis-

and the third, three
semibreves.
In the last Agnus Dei of Pierre de
la Rue's 'llissa Lhoninie arme,' we find a combination of no less than four such signs.
Following the example of Palestrina, the great
composers of the golden age cast all these
pedantries aside, and wrote their really beautiful
canons in notation which any singer could readily
bar, another, four niiuinis,

himself delights in
making two voices sing in canon, while three or
four others carry on the subject in close imitation, or complicated free fugue
as in the lovely
Missa Brevis, and
second Agnus Dei of his
many others, equally beautiful. In all these
cases, the voices to which the canon is committed
but,
are expected to sing from a single part
the inscription prefixed to that part is so plain,
that they find no difficulty whatever in doing
Thus,
Symphonizabis (ilissa Brevis as
so.
above) indicates a canon in the unison.
Canon in Diapason or Epidiapason,' a canon
The sign, 'S-, or
in the octave above, and so on.
some similar figure called the I'resa indicates
the place at which the second voice is to begin
and a pause, '^, is placed over the note on which
Palestrina

understand.

;

'

'

;

'

'

'

'

'

—

—

;

it

ends.

Tlie

two voices can,

therefore,

just as easily from a single part as from

sing

two

separate copies.

modem

matter is still further
simplified, by "writing out the canon in full
though, in the best copies, the inscrijition is
w. s, E.
still carefully retained.
IXSTRUilEXT (Lat. Instrumcnium, Ital.
Stroraento).
In general language, a tool, that
by means of which work is done hence, in
music, anapparatus forprodncingmusicalsounds.
Kumerous as arethevariouskindsof instruments
in practical use at the jiresent day, they form
but a small proportion of the immense number
which have been invented and used from time
Out of nearly 340 different kinds
to time.
mentioned in a list in Koch's ilusikalis'-he!'
Lexicon (art. Instrument ') only 67 are given as
being in use at present, and some even of these
are merely varieties of the same genus. Various
causes have contributed to the survival of certain instruments and the extinction of others.
In

editions, the

;

;

'

Quality of tone wouhl of course be a powerfully
operating cause, and practicablenessin a mechanibut besides
cal sense would he scarcely less so
this, the various wavs of combining instruments
in performance which prevailed at diti'erent
periods, had the effect of proving certain of
them to be unnecessary, and so indirectly tended
to abolish them. Thus before the time of Lully it
was customary for the most part to combine
instruments of the same class only, and we read
of a 'Consort of Viols,' 'Concert of Flutes,'
etc.
this fact rendered necessary flutes of
;
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'

use.

All musical sounds are the result of atmospheric vibrations
and such vibrations are ex;

by blowing with suitable
and direction into a tube, or indirectly, by
agitating an elastic body, such as a stretched
string, whereby it is thrown into a state of
vibration, and communicates its own vibrations
to the surrounding air.
One or another of
these two is the acting principle of e\'ery musicitett either directly,

force

On tracing the history of the
does not appear that either is of earlier
date than the other
indeed tradition with
respect to both carries us back from history
into myth and fable, the invention of the earliest
form of stringed instrument, the Lyre, being
attributed to the god ilercury, who, finding
the shell of a tortoise cast upon the bank of the
Xile, discovered that the filaments of dried skin
which were stretched across it produced musical
sounds while the invention of the tibia or pipe
cal instrument.

two

it

;

;

— the

earliest

made

(as its

of a crane

—

form of which is said to hai-e been
imi>lies) from the shank-bone
variously ascribed to Pan, Apollo,

name
is

Orpheus, and others.
To attempt to describe, however briefly, all
the various kinds of instruments which have
been in use from the earliest ages to the present
day would extend this article far beyond its due
limits.
It will only be possible to mention
those which are still of practical importance,
referring the reader for a fuller description to
the articles under the headings of their vai ions

names, and for the earlier and now obsolete
kinds to Hawkins's History of ihi^ic, which
contains copious extracts from the works of
Blanchinus, Kiroher, Luscinius, and others,
illustrated

by wood-cuts.

In all essential respects, instruments may
nauielj-, wind
be divided into three classes
instruments, the descendants of the jiipe
stringed insti'uments, descended from the lyre
;

;

;

and instruments of percussion. This classification, which is of considerable antiquity.- though
entirely satisfactory, is sufficiently comprehensive, and appears more practical than any

not

other.
1.

"\VI^D

Insteumexts

(Ger.

Blosinstrv.-

da rcnio Fr. Instruments
These are of two kinds namely, those
(t vent).
in which a sejarate pipe or reed is provided for
each ncite, ancl those in which the various notes

menfc

:

Ital. Stronu-nti

—

:

;

;

deeper compass than are now used, and accordingly we find tenor and bass flutes, extending
downwards to / on the fourth line of the

>
In LuUv's ballet Le trionipho de ranii.iir,' Paris. IfiSl. there
la a tjuartj^t of flutes, the lowest part of whieh is only possible on a
bass flute.
- Cas^iodorus. tt-ritinir in the fith century, gives the satne thr,e
divisions, under the names iiijlatiUa, ri:y>.TibiUa,!^r,'iperci'Ssiova7ia.
*
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produced from a single tube, either by
varying its length, or by the action of the lip
in blowing.
In the first kind the wind is provided by means of bellows, and is admitted to
each individual pipe or reed by the action of a
key.
The instruments of this kind are the
Organ, Harmonium, Concertina, and Accordion.
Tlie only menrbers of this class wdiich diti'er from
the others are the Syrinx or Pan's-pipes (wdiich
althougli it possesses a pipe for each sound has
neither keys nor bellows, but is blown directly
with the breath) and tlie jSTorthunibrian and
Irish bag-pipes, which are provided with bellows,
but have their pipes pierced with holes, as in
the flute.
Wind instruments whicli have but
a single tube are made of either w'ood or metal
(generally brass), and tlie various sounds of
which they are capable are produced, in the
case of two of the metal instruments
the Horn
and Trumpet, by simply altering the tension
of the lips in blowing, while in the otliers and
in the wood instruments this alteration is supplemented and assisted by varying the length
of the tube.
In brass instruments the length
of the tube is altered in three different ways
first, by means of a slide, one part of the tube
being made to slip inside the other, after the
are

—

—

;

manner of a telescope secondly, by valves,
which when pressed have the ert'ect of adding a
;

small piece of tube to the length of the circuit
through wliich the wind passes and thirdly,
by keys, which uncover holes in the tube, and
so shorten the amount of tube which is available
The brass
for the vibrating column of air.
instruments witli slides are the Trombone and
those with valves are the
Slide Trumpet
Cornet a pistons. Valve Horn, Valve Trumpet,
Flugelliorn or Valve Bugle, Saxhorn, Valve
Trombone, Euphonium, Bombardon, Bass Tuba,
and Contrabass Tuba wliile those with keys are
the Key-bugle or Kent Bugle and the Ophicleide.
All these are played witli a cup-shaped mouthWood wind instruments have the tube
piece.
pierced with holes, which are covered by the
fingers or by keys, and the uncovering of the holes
shortens the amount of tube available for vibraSome
tion au'l so gives notes of higher pitch.
of them receive the breath directly through a
these are the Flute,
suitably shaped opening
Piccolo (i. e. Jkmto piccolo, a small flute), Fife,
and the Flageolet and the toy 'tin whistle,'
;

;

;

;

which two

last are survivors of the

now

obsolete

In others tlie sound is
family of flMes a bee.
produced from the vibrations of a split reed,
which is either single and fixed in a frame or
mouthpiece, as in the Clarinet and Bassethorn
[see

Clarinet],

or

double,

consisting of

two

form a tube with
the upper end flattened out, as in the Oboe, Cor
Anglais or Oboe di Caccia, Bassoon, and ContraOne wind instrufagotto or Double Bassoon.
ment of wood remains to be mentioned, the
use of which is becoming rare, though it is still
reeds

bound together

so as to

occasionally

met with in military bands. This
which dillers from all other

the Serpent,

is

instruments in having a cup-shaped
It
mouthpiece, similar to that of the trumpet.
is the only remaining member of a now extinct
family of German wood instruments called
Zinken (Ital. Cornetli), which were formerly
much used in the Church service, and were in
use as late as 171.5 for playing chorales at
(See, Pipe, Wind
the top of church towers. ^
In.strumexts.)

wood

2.

Stringed Instruments
Ital. ,Stro»ienti da

strumente

;

— In

(Ger. Saiten-in-

corde

;

Fr.

In-

these the sound is
produced from stretched strings of either catgut,
wire, or occasionally silk, the naturally feeble

struvients a cordes).

all

resonance of wdiicli is in all cases strengthened
bya sound-board. Aswith the wind instruments,
some of these are provided with a separate string
for each note, wliile in others the various sounds
are obtained by shortening the strings, of which
there are now never fewer than three, by piressure
Stretched strings are thrown
with the fingers.
friction,
into vibration in three difl'erent ways
plucking, and percussion.
The mode of friction usually employed is that
of a bow of horse-hair, strewn with powdered
rosin (see Bow), and instruments so played are
called bowed instruments (Ger. StreichinstruThey are the Violin, Viola or Tenor,
mente).
Violoncello, and Contrabasso or Double Bass ;
and an humble though ancient member of the
same family is occasionally met with in the
Hurdy-gurdy, in which the friction is produced
by the edge of a wooden wheel strewn with
rosin and revolving underneath the strings.
In this instrument the stopping or shortening of the strings is eflfected by means of a
series of keys, Avhich are pressed by the fingers
of the left hand, while the right hand turns the
wdieel.
[See HuRDY-GuKDY,]
The instruments played by plucking are the
Harp, in which each note has a separate string,
and the Guitar, Mandoline, and Banjo, in which
the strings are stopped by pressure with the
fingers upon a finger-board, provided with
slightly raised transverse bars, called frets.
In
the Cither or Zither, an instrument much used
in Switzerland and the Tyrol, five of the thirty
strings are capable of being stopped with the
fingers, while the remaining twenty-five are
played open,' giving but one sound each.
In
most of these instruments the plucking takes
place mth the tips of the fingers (j)izzv:ato), but
in the Zither the thumb of the right hand is
armed with a ring bearing a kind of metal claw,
wdiile in the instruments of the Mandoline family
a plectrum of tortoiseshell is used.
In the
Harpsichord and Spinet the strings were also
played by plucking, each key being provided
with a small piece of quill or stiff leather.

—

'

'

'

'

'

In 1636 was publiahed in Paris a Plntntiaie i cinq partiea.
pour les Cornets, jiar II. Lejeune.' J. S. Bach occasionally UBea
'

>

them

in his

Church Cantatas.
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[Jack.] Only three stringed instruments are
played by percussion
the Dulcimer, Clavichord,

—

and Pianoforte
in the hrst the strings are
struck by hammers held in the hands, in the
second the metal tangents which strike the
;

'

'

it in such a position that it
can vibrate, and in the third the hammers are
attached to the keys.

strings also hold

3.

Instruments of Pekcussion

instrumenU

\

Ital.

(Ger. Schhoi-

Stromcnti per hi pcrciiaslonr

Fr. Iiistrnyfunts a percussion),

— These are ottwo

kinds, those whose chief use

is

to

mark

-^

the

rhythm, and which therefore need not, and in
many cases do not, give a note of any deHnite
pitch, and those which consist of a series of
vibrating bodies, each giving a definite note, so
that the whole instrument possesses a scale of

Of the instruments of
some are struck with drumsticks
these are the Bass
or other suitable implements
Drum, Side Drum, Tambour de Provence, Gong
others, such as
or Tam-tam, and Triangle
Cymbals and Castanets, are used in pairs, and
and one,
are played \>y striking them together

473

overpower the fundamental tone, and leave
just audible as a drone bass.
[See Jew's
Harp.]
In the Harmonica proper, another

as to
it

—

mode

sound -production is employed, the
edges of glass bowls being rubbed by a wetted
[See Harmoxlca.]
linger.
For much of the intbrnurtion contained in this
article the writer is indebted to Schilling's
Unirrrsallcxicon dcr Tonl'iin^^t.
r. T.
of

INSTRUMENTATION (orOECHESTRATioN),
the art of distributing music suitably among
the various instruments which the composer is,
for the time being, employing.
This important
branch of art is of quite modern growth, even the
gi'eatest of the older composers having scarcely

attempted to grapi)le with

its

numerous and

diffi-

Before it was possible to solve
was necessary that instruments should

cult problems.

greater or less extent.

these it

indefinite pitch,

be well developed into marked and contrasting
ty[)es, their mechanism rendered trustworthy, a
common tuning adopted, that players should
e.xist of tolerably advanced technique, and finally
that that wonderful product of our art, the
Conductor, should have been gradually evolved.
Under the head of Orchestr.a will be found
an account of the growth, during 300 years, of
the orchestral ensemble
under the names of
the separate instruments an historical account
of each is attempted.
It is our purpose in the
present article to follow the swift rise, during
the 19th century, oi' the art of ensemble writing.
A cursory glance at the state of music
during the 17th and early ISth centuries will
suffice to show under what difficulties the nuisiA'ocal music
cians of those times laboured.
was still the reigning branch instruments were
chiefly used to accompany this, either in counterpoint, as with the Bachs, or in harmony, as with
Scarlatti.
A fixed custom existed of writing
all such accompaniments in the form of a ceaseless figured bass (Basso Contixuo), which imparted a monotony of rhythm and colour to the
Until
music which notliing could disguise.
In the
this disappeared little could be done.
cantatas of Bach will be found exquisitely
ingenious instances of songs with an accompaniment, that is, a pol3'iJionio interweaving, of
two or three oboes, flutes, bassoons, or even
trumpets, with the voice, but the eternal continuo beneath robs these of half their beauty
[There is,
and nearly all of their originality.
however, strong evidence that Bach and Handel
used to fill up the basses with such a wealth of
melodic and harmonic resource that the monotony which is now generally felt can hardly
Bach, in particular, imhave been present.
provised real parts, which were woven into the
general fabric of the music with the most
Without the possibility of
beautiful results.
reproducing the real eft'ect of this, it is difficult
to imagine what impression it may have
created.]
The following is perhaps an extreme
case, but a striking one

;

;

;

the Tambourine, or Tambour de Basque, is struck
\\'ith the open hand.
The instruments of percussion which give definite notes, and which are
therefore musical rather than rhythmical,

are

the Kettle Drums (used in pairs, or more).
Glockenspiel (bells used in military bands and
oocasionallj' with orcliestra), and the Harmonica,
consisting of liars of either glass, steel, or wood,
resting on two cords and struck with a hammer.
4. There are still one or two instruments to

be mentioned which are not easily classed in
In
any of the three categories just described.
the Harmonium, which we have accepted as a
wind instrument, the sound is reall}' produced
by the vibrations of metal springs, called reeds,
though these vibrations are certainly e.xcited
so also
and maintained by the force of wind
stretched strings may be acted upon by wind,
;

and

Harp

of this the ^-Eolian

[See jEolian

is

an

illustration,

Harp.]

Metal tongues or reeds may also he ]'layed
by plucking, and this method is emploj^ed in
the so-called JIusical Box, in which a series of
metal tongues are plucked by pins or studs fi.xed
[See voL i. p. 136.]
in a revolving barrel.
Another instrument played by plucking, but
possessing only a single reed or tongue, is the
Jew's-harp.
In respect to the production of its
various notes this instrument differs from all
others.
It is played by pressing the iron frame
in which the reed is fi-xed against the teeth, and
while the reed is in a state of vibration altering

the form of the cavity of the mouth, by which
means certain sounds of higher pitch than the
fundamental note may he produced, and simple

melodies played. These higher sounds appear to
be upper partial-tones of the fundamental note
of the reed, which are so strongly reinforced by
the vibrations of the volume of air in the mouth
'

'

;

;

:

2 h
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Replace the monotonous bass by something
more varied and this would be a marvel.
The BasKo coalinuo appears to have kept its
ground in music so long because it really formed
a most convenient shorthand or sketch for the
harmonic outline of a piece.
But so long as
music was composed in an unvarying number
of parts
five

— whetlier this were two, three,

— the piece was a monochrome.

the fluctuating

tints,

four, or

To produce
the gusts of feeling in which

modern writers
all

high up, now

now

an ever-shifting quantity
sound is necessary now
low down, now in many

delight,

as well as quality of
all

—

And

here instrumentaJust as in vocal
music the glee in which the voices were employed in varying combinations gave us a new
source of vocal colour, so it was not till the
tradition of the continuo was broken through
that orchestral colour became possible.
parts,

in unison.

tion ma}' be said to begin.

—

—

Allegro,

from an early symphony of
4, in G) will give an idea of
The charm of such a passage deour meaning.
pends upon two things, —the unexpected use of
high-placed harmony after low-placed, and the
adroit entry of the new instruments. Before this
if a solo instrument was used it began in the
first bar and went solidly on to the last, so that
It
the element of surprise was wholly wanting.
is in Haydn and still more in Mozart that we

These few

Haydn

bars,

(Peters,

No.

made

out of a slender stock of
resources by adroitly bringing in a new element
Mozart's magin a prettily unexpected way.
nificent ear did not fail to catch the individual
characteristics of the separate wind instruments,
and though in his early works conventionality
first find capital

reigns, the

number

in his last three

of novel effects to be found

symphonies and his

last opera

is

really surprising.

It

must be borne

in

mind

that in Mozart's time the orchestra consisted of
a small body of strings
from six to ten first
violins, as many seconds, four violas, four violoncellos and two basses
one or two flutes, two
oboes, seldom two clarinets, one or two bassoons,

—

—

two natural horns, two natural trumpets, and
drums.
Only for large choral works were a few
extra instruments engaged, and these generally
included three trombones W'hy three no one

—

knows exactly. The prevalence of three-part
harmony in the 18th century is hardly a suffias the trombones never took a
but so universal was the custom
Pastoral Sym])hony is the
that Beethoven's
only instance known of the use of two of these

cient cause,
treble part,

'

'

instruments.
So the experienced composer learnt pretty

INSTEUMENTATION
how

INSTKUMENTATION

combine his strings and wood wind,
The ijuestion of balance between
his disproportionate toi'ces was ignored
it was
The treatment of the brass and
insoluble.
percussion at this period was like that of the

sources of effect.

toys in a toy syniphon}they were brouglit in
where the harmonj' would permit, and rather
because the composer was forced to give them

by the word Conccrtanfc

well

but no

to

furtlier.

;

;

something

to

do than because

his

music yearned

for tliem.

It

Haydn

"Wliat
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did

for

the

and Weber for the
clarinet, that and much more did Beetliovcn
do for the horn, trumpet, drum, and bassoon.
oboe, Mozart for the Hute,

His treatment of the orchestra

is be.st described
every instrument is
in turn a solo one.
The reader may be referred
to the articles in this Dictionary on the various
orchestral instruments, foranotion ofBeethoven's
prodigal invention with regard to each
were we
to attempt a review here space woidd quickly
fail.
One quotation only is irresistible from
the Adagio of the Fourth Symphony
;

;

was reserved

Beethoven to triumph

for

over this difficulty, and to convert the very
weaknesses of these instruments into fresh

—

;

Adagio,

It is

with reluctance that we omit the eight

or ten bars preceding this passage, but

we must

urgently beg the reader to examine the entire
movement and convince himself that nothing
more perfectly orchestral and more exquisitely
It will be
coloured could ever be achieved.
seen that even the trumpets, which can only
play the notes of the tonic chord, are worked
in with consummate address in the loud tutti
in G flat, a sudden piano accounting for their
absence from the one chord which contains no
possible note for them, while the initial accompaniment figure is so invented that every instrument in the orchestra may take it in turn.
Unfortunately it would onl}' he too easy to
quote instances where even Beethoven's skill
was baffled by the wretched limitations of the
One curious case
natuial horn and trumpet.
demands notice. The remarkable part for the
third horn in the Ninth Symphony is always
quoted as evidence tliat Beethoven understood
the valve-horn
but whether tliis is so or not,
can any one vmderstand why in the rest of the
symphony no attempit is made to depart from
conventional practice ? Here and here alone docs
the horn forsalce its harmonic scale. There is an
analogous instance in Jlendelssohn where, in the
Coda of the Ruy Bias overture and nowhere
else
he makes the trumpet play an entire
li octave of the scale of C, an impossible feat
for the natural trumpet.
The most important step in the progress of
instrumental art was the enfranchisement of
;

'

—

'

—

—

horn and trumpet
the completion

the

And

scientific contrivance.

how

to

or,

correctly,

put

their

of

it is

it

more
by

scale

really remark-

and indispensable step
was fought against by the composers wdiom it
was to benefit. As early as 1818 Fi0.ssini, who
was a proficient pl.ayer, had shown in his works
tliat a new held lay open to the horn
yet in
1874 when Verdi wrote in the Sandus of his
'Requiem' this jtassage for the full orchestra
in octaves, including the trumpets and horn,
able

this inevitable

;

iPi^i^^e
ConSrJ.

was received as a staggering novelty by many.
Even with the first contrivance — an attaclimcnt

it

i'or horn — the complete chromatic
from middle C (written notes) was attainbut the present -wi-iter well remembers
able
being earnestly warned by all his teachers and

of two valves
scale

;

fellow -musicians as late as

pernicious

lialiit

At that time

1876, against the
tlie valve-horn.

of writing for

cverj'

composer

in

Germany was

quite uncomprehendingly
— yetinstrument,
lleanwhile the
this
older and more conservative musicians —
even, among them — gave themselves endless

writing freely
for

des]iised

Berlioz,

unnecessary pains to write for four horns in as
many different keys thus four horns became
a tradition, and endure to this day, though two
would in most cases be sufficient.
Even the
greatest of the older composers had singularly
;
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little

personal,

practical

instruments, and one finds
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knowledge of wind
hard to understand

it

how Richard Wagner, an operatic conductor of
great experience, should have struggled in the
mists of ignorance so long as he did.
In his

—

works we find as in most contemporary
scores
two valve-horns and two hand-horns,
an absurd comi)romise which many composers
then made.
The hand-horns were to satisfy
early

—

the purists, the valve- horns to satisfy the
composer's needs, and a very slight inspection
of the Tanuhfiuser
Overture will reveal the
'

'

futility of this concession

to pedantry.

The

unique way in which valve-horns are written
for in
Lohengrin
Corni in E, in F, in C,'
etc. marked at every other bar
shows quite a
phenomenal misunderstanding of what seems
to us now a very simple matter.
But the
treatment of the trumpet question by the French
is still more curious.
French composers were
the first to adopt the useful cornet-a-pistons
into the orchestra, but instead of using it as
a substitute for the trumpet they kept both,
and they retain them to this day.
Therefore all French music suffers from too much
brass in the treble octave.
Another curious
feature is that the French have always been
accustomed to write for three tenor trombones,
'

'

—

'

—

instead of for alto, tenor, and bass, like other
nations, and to write the three parts on one
stave of tlie score.
Which is the cause and
which the result is hard to say, but it will
be noticed that they write their trombone
harmony in the tenor register, generally in
close position
the least sonorous arrangement
and have no lower octave. All the music of

—

—

Auber, Hali^vy, Gounod, and even Meyerbeer,
and Berlioz (where they are not employing
extra forces) shows this weakness, and Wagner,
in scoring his Rienzi 'forthe Parisopera, imitated
the French plan
he, however, added a tuba,
which was a considerable improvement.
'

:

Here are three typical passages for brass
first, from Gluck, shows tliat the faulty arrangement of trombones was traditional. Here
:

the

all tlie
bb

instruments are very badly placed

:
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quasi A'lagio.

Coming now

A

to the second stage of the orches-

tral art, the period

baritone oboe, called the heckelphone, has
just been invented (1904), and may perhaps
find favour.
It is a modern improvement of a

when the instruments were

perfected and musicians were really acquainted
with their powers and limitations, it may
be as well to look at each separately for a
moment. The llute underwent little change

all

mechanism by Gordon
1830 (for which Boehm obtained the credit),
but its numerous family becanie reduced to two,
the concert Hute and the military flute (a semitone higher), with two corresponding piccolos.
Meyerbeer gave us the boon of three flutes in
the orchestra
only exceptionally usedby Gretry
and Haydn before his time and afterwards
this was increased to four.
Tlie beautiful bass
flute (so-called) will perhaps be revived some day.
The oboe has had its comp)as3 restricted, and

after the perfecting of its
in

—

its

tone fined

down

—

to a silver thread.

Its valu-

able relative the Cor Anglais has only lately

attained to a permanent place in the orchestra.

known but

beautiful instrument called
Strauss has used the Ohoe
d' A mure in a recent work.
This is an oboe in
A, of no very distinctive tone-quality.
It is
sometimes brought out for revivals of Bach's
works, where it is frequently needed. The clarinet has undergone much develoiiment.
The
C clarinet has quite vanished, and the A is
seldom now encountered, the extra semitone of
compass being easily attained by an extra low
key on the Bb instrument. The Ei? and D high
clarinets are being introduced into the orchestra,
and when judiciously used serve materially to
strengthen the upper regions of wind harmony.
Few wlro have heard it will forget the wild
derisive shriek of the D clarinet towards the end
of Till Eulenspiegel
little

j

I

the

bass

oboe.

'

:

'

8"a

"Wagner
will come of the clarinet.
has given us that noble instrument the bass
clarinet (which Strauss and others have so terril)ly misused), and Messrs. Rudall & Carte now
make an equally beautiful tenor clarinet in Et».
A trustworthy double bass clarinet is much
needed to supersede the unsatisfactor}' contrafagotto, and now tlie saxophone is being at last
recognised as a novel source of power.
But
really fine players for all these are yet lacking.
Tlie bassoon has learned to be agile, and has
had its upward compass much extended, and of

Yet more

Molto invacf.

i„„

,,

— now

another instrument altogether
said.
The pilayer no longer
crooking in multifarious
keys, but uses his own judgment, and the composer is gradually learning (he has not yet quite
learnt) to simplify the maddening operation of
transposition by writing for the normal instrument that in F. Those who reallj' understand
the capabilities of this very difficult instrument
are not afraid to write passages which, a few
3'ears ago would have been declared to be quite
the horn

—

same may be
deranges his lip by
tlie

—

imjiossible

;

Till Eulenspiegel.

£lr^itij.

e.g.

:

—

'

'
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Till Eulenspiegel.

f5t

—

instruments in complete groups and a much
found out how to
more important matter
combine these groups with certainty of effect,

Symphonia Domestica.

—

Molto vivace.

however dispiroportionate their strength of tone.
What is aptly called the instrumental problem
of thethree bodies'had neverbeen systematically
solved before his time, the varying proportions
of each reqiured to balance in pj>, in mf, and in ff
requiring many years of experiment before it
was finally decided.
Any student now learns
it in a few months.
The publication of cheap
'

The natural and

trumpets have been

slide

rele-

gated to their proper habitat, the military band.
The valve-trumpet is now written for, generally
in F by the Germans, in C by the French, in Bb
by the Russians, and with sad vagueness by the
English, who generally find it replaced by the
more handy but less brilliant cornet. Strauss,
by his frequent use of stopped or sordino effects,
has given it a new voice in the orchestra.
He
has attempted, but without success as yet, to do
the same for the trombone and tuba.
"Wagner
first introduced us to the uncertain family of
the tubas, not, it is said, intending the saxhorn group, but a special type of a tone-quality
intermediate between horn and trombone.
The
tuba, or saxhorn is not yet employed with a
true comprehension of its rather gross tone,
but composers are learning.
The percussion
instruments have won only too much favour, and
musicians would do well to imitate Wagner's
admirable reticence and skill in their use rather
than to copy the semi-barbarous Russians.
To
Edward Elgar must be credited two new effects
on the Timpani, a roll executed with the fingers
and one with metal coins instead of drumsticks.
To Tchaikovsky we owe the admirable Celesta.
The harp remains what it was when first introduced a mere futility in the orchestra its
part very pretty to look at in the score and
agreeable to the conductor's ear, to which it is
generally in close proximity, but inaudible to
Almost the only useful effect
every one else.
is the glissando, first used by Liszt and so sadly
but the elaborate passages
abused by Strauss

—

;

;

of the latter composer

more than a

and Wagner

are seldom

vexation to the player.
Lastly, the stringed instruments have had their
compass extended, and the most enormous demands are made upon their execution. The
in
double basses creep note by note lower
useless

:

in our
teaching
have resulted in a new generation of composers
and almost a new orchestral language. The
earliest quotable example of this language of
emotional eoloiir, as it may be called, still
remains one of the very finest the opening
bars of the Prelude to Lohengrin.' (See p. 479.)
Of this new language the mostbrilliautexpouents

miniature scores,
music-schools,

the

fine

orchestras

and the more

scientific

—

'

beyond question, Tchaikovsky and his
band of compatriots. It is fortunate that
the principal works of this great Russian writer
are cheaply attainable by all, for there are no
scores to compare with them for educational
purposes, owing to the comparative simplicity
of the effects and the perfect certainty of their
are,

little

Merely to hear a performance of the
SjTnphonie Path clique and the Casse-Noisette
Suite with the miniature scores in one's hand
is worth all the books on orchestration ever
written.
In London, at least, the student of
to-day need not lack the necessary means of
learning instrumentation in its best form.
It sliould not be ignored that much orchestral
music is ^vritten in all countries mthout this
experience and knowledge, and nothing but the
curious fact that an orchestra will nearly always
sound beautiful, even when the composer has
gravely miscalculated his eft'ects, saves such
results.
'

'

'

works from failure.
It is quite a common
thing for a composer to experiment, in the full
assurance that though he cannot in the least
tell how his music will sound he is sure it will
not sound bad.
The Prelude to Rheingold
might be cited as a case in point. None of tlie
effects come off as intended
the first Bi> on the
'

Spohr's time

G was an

nowthey
tune down to C. The

exceptional note,

are sometimes required to
violoncello has nearly four octaves of compass, the
viola has learnt to play as difficult and relatively

as high music as the violin,

which

latter

some

of our present-day composers require to go as
Sim..

high

1

Such are the orchestral resources of to-day,
the development of most of which we owe to
He it was who first used the
Richard Wagner.

—

bassoons is too coarse for the double basses, tlie
arpeggios for the horns do not sound well, tlie
long notes of the tubas are impossible and too
coarse, the wood wind cannot come out against
the strings yet the general effect desired, that
of a swelling, surging river, is undoubtedly
attained.
Perhaps the same may be said of
some of Strauss's more extravagant tone-pictures.
So long as the harmonic structure is sound and
the music interesting, it is almost impossible to
write orchestration that sounds bad.

—
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Prelude to

'

But Strauss has exploited a field which is
gi'ave doubt and even oppiosition.
This
the

utilisation

still

bolder and more striking one from

Beethoven's ditto in

unresolved dissonances
merely for the purpose of obtaining thickness
It had been
of sound or novel tone quality.
discovered, even by Mozart, that a discord could
be sounded together mth its resolution, provided
the two were on instruments of different quality.
Here is a familiar instance from the first solo of
his pdanoforte concerto in D minor
is

Lohengein.'

and a

open to

479

G

major

;

of

on two pianos,
but perfectly well on the orchestra. On other occasions Beethoven has been less happy, and passages
could be pointed out which not all our reverence
for the king of music can make us admire. This,
from the Leonore' Overture is unobjectionable
on the piano, but hideous on strings
this sounds frightful if played

:

'

:

and so on
for 6
bars.

But at least such passages are theoretically
defensible, while Strauss not only always allows

i

himself to write (as Beethoven did occasionally)
counterpoint that does not fit, e.g.
:

|

Heldenleben.

\W

M —
-

\

=»^*«tl

.

,

—
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and harmony,
no sense

like Berlioz, that

INSTRUMENTATION

seems to have

:

Harp.

mw^

.zb.

y^-Fii

—^^f|%

—

!;^i3=

^

but writes deliberate cacophony such as these
Flute.fg: jp:|p:.

ll»-I2p.

quotations from scores, the more admirable they
are, the less they appeal to the student's needs.
Berlioz, for instance, gives seventeen examples
from Gluck, seventeen from Beethoven, and
but one hardly dare say
twelve eccentric
specimens from his own pen. None
successful
represent normal music such as a student would
Gevaert's monumental
be likely to write.
treatise is the best, but of his 276 (!) quotations
from Beethoven not one would be of practical
use, as they one and all are the outcome of

^b>

:

—

Eichard Hofmann
Beethoven's originality.
has written a ponderous treatise with many
hundreds of quotations mostly identical with
His method of teaching the
those in Gevaert.
art is to set the student to score chorales for
every conceivable combination of instruments.
This might teach score-reading, but would have
Not till about 1896 did it
no further effect.
occur to any one to teach the translation of
pianoforte music into orchestral idiom, which
is all that a book can teach on this subject.
For the relation between eye and ear can only
be learnt through exercise of both, especially

-

—

i3=i=

the latter.

The tyro who looks

at this simple

example

not to mention the bleating of sheep in Don
(Juixote and the battle in Ein Heldenleben,
things which really seem outside the pale of
music altogether.
And the consideration of
such exceptional cases as these leads us to glance
at the phase tlirough which the art of orchestraThe marvellous
tion is now (in 1905) passing.
polyphony of Wagner's later works was intended,
above all, to produce an emotional effect by
means which though subtle were yet susceptiljle of analysis, and only in the extremest
But
dramatic moments broke their own laws.
an attempt is now being made to produce still
greater emotional effect by a style of orchestral
writing which defies analysis, and in which the
music 2Jer se has but a weak structure and
This
material of the utmost degree of tenuity.
is surely a return to the poetically intended
It is
but unsuccessful strivings of Franz Liszt
of no use to astonish an audience and worry an
orchestra by writing almost impossible passages
if tliere be no definite structure beneath the
'

'

'

—

—

!

And there are very lew of the
dazzling surface.
musical works we now allude to which will bear
the simple but infallible test of being played
upon the piano.
The distinction to be drawn between the
merit of orchestration itself and the value of
the music to which it is applied brings us to
another point.
Many books on orchestration
have been written, and beyond the first details
the student finds them all equally disaj)pointi)ig
and

useless.

The reason

of this is

that the

Flute,
cannot possibly appreciate its beauty.
and clarinet, all have the same iihrases, and
look exactly alike.
And again, who could, from
a mere inspection of the notes, guess for what
instruments our first quotation from Bach was
scored, and appreciate its extreme boldness ?
No orchestration can only be learnt by teaching
the ear to remember effects already heard, while
the eye renders doubtful and untrustworthy assistance as to the putting these upon paper. But
much might be learnt by a critical comparison of

oboe,

:

—

when
the different scoring of similar passages
these can be found. One interesting example of
this kind exists in the two arrangements of
Weber's Invitation a la Valse by Berlioz and
Felix Weingartner, illustrating very vividly the
'

'

We

progress in our art from 1841 to 1896.
append a couple of specimens, giving, as in all
our other quotations, the real notes to all the

instruments, for facility of reading.
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Beelioz.
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The same

passage.

Weingartner.
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IXSTKUMENXATION
FiXAL TUTTI.

Piccolo and
2 Flutes.
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Clarinets.
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^i Horns.
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Tnunpeta.'
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Trombcnes.
and Tuba.
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15^
Castanets

and
Tambourine,

i^

-*-

* #_

Triangle.

Cymbals.

i^
[*

The percussion instruments loud but not

coarse.]

^m

?|^^
Harp.-
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Violins.'
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Cello.

Bass.
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INSTEUMEXTS A VENT

INTERMEZZO

limitationg of space forbid ua to enter into
the miiltilarious questions that arise when the
orchestra is used as an accompanying medium
to a solo instrument, a solo voice, or a choi-us.
The instrumentation of brass and wind bands is
also a matter to interest sj)ecialists only. F. c.

an arrangement,
separate lines of each verse
which, however eff'ective it may be in the hands
of an accomplished organist, is generally very
much the reverse in those of a tyro. (Good
examples are to be found in Ch. H. Rink's
•XXIV Chorale," op. 64, 1804.) The beautiful
orchestral interludes which embellish the choral,
'Cast thy burden upon the Lord,' in Mendelssohn's 'Elijah,' and those on a more extended
scale in Nun danket in the Lobgesang,' were
evidently suggested by this old German custom
while the grand crash of brass instruments,
introduced between the lines of Sleepers, wake
in the same composer's 'St. Paul,' illustrates,
perhaps, the most striking effect which it has
yet been made to produce.
For an explanation of the word Interlude, in
w. s. r.
its dramatic sense, see Intermezzo.
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The
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Socii5Tfe

BEs, was founded in Paris iu 1879 by MM. P.
Tallanel (flute), G. Gillet (oboe), Ch. Turban
(trumpet), A. Grisez (clarinet), T. Espaignet
(bassoon), and H. Dupont (horn).
Either
alone, or with the assistance of the pianist L.

Dicmer, and occasionally of a string quartet,
these artists brought forward, at tlieir concerts
given in the Salle Pleyel, from Feb. 6, 1879,
onwards, works by Bach, Raineau, Mozart,
Beethoven, Schubert,
Hummel, Boccherini,
^Veber, Schumann, Lachner, Rubinstein, Brahms,
Dvorak, besides many French compositions, such
as Gounod's 'Petite Symphonie,' Saint-Saens's
'Tarantelle, E. Bernard's Divertissement,' and
music by Godard, Ch. Lefebvre, G. PfeiHer,
L. Diemer, Perilhou, etc.
The concerts ceased
in 1893, and the society was reconstituted in
1896, by MM. I. Philipp, Berthelier, and Loeb,
with whom were associated Mil. Gillet and
Turban (membersof the old society), Hennebaius
(flute), Reine (horn), and Letellier (bassoon).
Tlie new organisation gave regular concerts in
the Salle Erard till 1901, when the society
was finally dissolved.
The English Wind In.sTiiuMENT Chamber Music Society, modelled
on the above society (see that article), W'as of
even shorter duration.
G. F.
INTERLUDE (Germ. Zwischens-pid). A
short voluntary, pjlayed by English organists of
the older school, between the verses of a Hymn
or Metrical Psalm.
In the early jjart of the 19th century, a good
extempore Literlude was regarded as no unl'air
Thomas Adams
test of an organist's ability.
(1785-1858) had a peculiar talent for voluntaries
of this kind: and, at St. Peter's, Walworth, John
Purkis charmed his hearers, at about the same
period, with delightful littleeffusions which were
frequently far more interesting than the hymns
between the verses of which they were interpolated.
In modern times, however, the inter,
lude has fallen entirely into disuse.
In French cathedrals, a long and elaborate
interlude is usually played, at Vespers, between
the verses of the Magnificat, as well as those of
and, at Notre Dame, S. Suljiice,
the Hymn
and other churches built on the same giand
scale, where the organ in the choir is supplemented by a larger one at the western end of
the nave, a line effect is produced by the
the
alternate use of the two instruments
smaller one being emjjloyed for the accompaniment of the voices, while the larger is reserved
'

'

:

—

'

'

'

;

!

'

INTERMEZZO (Fr. InterTiiide, Entr'acte
Old. Eng. Enterlude).
I. A dramatic entertainment, of light and pleasing character, introduced
between the acts of a Tragedy, Comedy, or
Grand Opera either for the purpose of affording an interval of rest to the pierformers of the
;

;

principal piece

;

of allowing time for the pre-

or, of relieving
paration of a grand scenic ert'ect
the attention of the audience from the excessive
strain demanded by a long serious performance.
The history of the Intermezzo bears a very
important relation to that of the Opera more
especially to that of the Op'era Butfa, with the
gradual development of which it is very inti;

;

mately connected.
The origin of both may be
traced back to a period of very remote antiquity.
It is, indeed, diflicult to point out any epoch,
in the chronicles of dramatic art, in which the
piresence of the Intermezzo may not be detected,
now in one form, and now in another. Its
exact analogue is to be found in the Satiro.e of
the olil Roman Comedy.
In the Mysteries and
iliracle Plays of the Middle Ages
those strange
connecting-links between old things and new
it assumed the form of a Hymn, or Carol, sung,
either in chorus, or by the Angela nunzio, to a
sort of chant which seems to have been traditional.
In a rare old work, by Macropedias,
entitled Bassariis, FahvJa fcstivisshna (Utrecht,
1553), some verses, adapted to a melody by no
means remarkable for its festive character, are

—

given at the close of every scene.
And the
popularity of the tune is sufliciently proved by
its persistent reiteration in other works of nearly
similar date.

w.

m^
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for the interludes alone.

Interludes are jjlayed, in Germany, not between the verses of the choral, but between the

These

rude beginnings contrast strangely
enougli with the highly finished Intermezzi
decennially presented in the course of the PassionPlay at Ober-Ammergau.
But, the PassionPlay is known to have undergone many im-

INTERMEZZO

INTERMEZZO

portant improvements, witliin a comparatively
recent period
and its case is, in every way, so
exceptional, that it is no easy task to determine
its true position as a historical landmark.
Ahiiost all the earlier Italian plays were
Many of these were
relieved by Intermezzi.
simply madrigals, sung hy a greater or less
number of voices, as occasion ser\*ed. Sometimes they were given in the form of a chorus,
The most
with instrumental accompaniment.
favourite style, perhaps, was that of a song, or
canzonetta, sung, by a single pierformer, in the
character of Orpheus.
In no case was the
subject of these performances connected, in any
W"ay, "with that of the pieces between the acts of
which they were interpolated. Their construction was e.Ktremely simple, and their importance
"We first find them assuming
relatively small.
grander proportions, at Florence, in the year
1589, on the occasion of the marriage of the
Grand Duke Ferdinand, with Christine de
Lorraine.
To grace this ceremony, Giovanni
Bardi, Conte di Yernio, produced a new comedy,
ent\t\ed L' Am ko Jido, with Intermezzi, a grand
spectacle, prepared expressly for the festival,
and presented with a ilegi'ee of splendour
hitherto unknown.
For the first of these,
called 'The Harmony of the Spheres,' the
poetry was written by Ottavio Rinuccini, and
the music composed by Emilio del Cavaliere,
and Cristofano Malvozzi. The second, also
written by Rinuccini, and called
The Judgment of the Hamadryads,' w'as set to nmsic by
The
Luca JIarenzio. For the third, called
Triumph of Apollo,' invented by Bardi, and
written b}' Rinuccini, the music was composed,
partly by Luca Marenzio, and partly, it is said,
by the Conte di Vernio himself. The fourth,

were made to embody a little continuous drama
of their own.
Their story
always quite unconnected with that of the princijial fiiece
was
more carefully elaborated than heretofore.
Gradually increasing in coherence and interest,
their disjointed members rapidly united themselves into a consistent and connected whole.
And thus, in process of time, two distinct
dramas were presented to the audience, in

;

'

'

'

The Infernal Regions,' was -written by
and accompanied by sombre
composed, by Giulio Caccini, for violins,

entitled

Pietro

music,
viole,

'

Strozzi,

lutes,

lyres of all forms,

double harps,

'Organs of AYood.'^ The
was written liy
fifth
'The Fable of Arion
Rinuccini, and set to music by Cavaliere and
trombones,

—

and

'

—

Malvezzi.

This grand p)erformance naturally gave an
extraordinary im]iulse to the progress of dramatic music.
Within less than ten years, it
was followed, in the same city, by the production of the first Opera Seria, at the Palazzo
Corsi.
llean^vhile, the Intermezzo steadily
continued to advance in interest and importance.
Guarini (1537-1612) wrote Intermezzi to his
own Fastor Fido, in the form of sin]ple madrigals.
In 1623, L'Amorosa Fnnoecnza was produced at Bologna, accompanied by Intermezzi
della Corcmazioiie di Apollo, -per

Dafne

cmivertita

in Leiuro, set to music by Ottavio Vernizzi.
This work introduces us to a new and extremely
important epoch in the history of this branch
By degrees, the Intermezzi
of dramatic art.
1

Organ'i di lefjno.
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—

—

the character of the Intermezzi
being always a little lighter than that of the
pjiece between the divisions of which they were
f)layed, and on that very account, ]")erhap)S,
alternate acts

;

win their way to iiublic favour.
inseparable from the Neapolitan
school undonlitedly did nmch for them
and,
before long, they began to enter into formidable
better fitted to

The merry wit

;

more serious piieces they were
only intended to relieve.
Their popularity spiread so widely, that, in 1723, a collection of them was printed, in two volumes, at
rivalry wilh the

at

first

Amsterdam

many

;

and

so lasting

was

that,

it,

for

a light Italian Operetta was frequently called an Intcruirizo in Musiea.
The next great change in the form of the
Intermezzo, though really no more than the
natiu'al consequence of those we have already
described, was sulhciently important, not only
to mark the culminating pioint in its career,
years

but to translate it, at once, to a sphere of art
contemplated by those who first called it
into existence.
Already complete in itself, all
it now needed was independence
an existence
of its own, apart from that of the graver piece
little

:

which it owed its original raiscm d'itre. Such
an existence was obtained for it, by the simple
process of leaving the graver piece
whether
tragedy, comedy, or serious opera
to depend
upouitsow'n resources, whilethe Intermezzo, with
its once disconnected links united in unbroken
sequence, was performed as a sep)arate work, in
This revolution was elfected chiefly
one act.
by the genius of a young composer, Avhose unto

—
—

timely death, considered in relation to its influence upon the lyric drama, can never be sufficiFrom beginning to end, the
ently deplored.
narrative of Pergolesi's art-life is identified with
His first
the ultimate fate of the Intermezzo.
important composition a sacred drama, called
was diversified
'San CTUglielmo d' Aqnitania,
by Intermezzi, of a playful character, introduced

—

'

between
triumph

—

His
— 'Laprincipal
Serva Padrona,' — was,
divisions.

its

Intermezzo, pur et simple.
This
work the whole interest of which

—

greatest
itself,

an

delightful
is

centred

two characters, whose voices are accompanied
only by a stringed band
was first produced, in
Ital}^ between the acts of another piece, in the
year 1733.
Its success was unbounded.
It
soon found its way to every capital in Europe ;
and, everywdiere but in France, was received
The French, however, were
with acclamation.
in

slow to appreciate

—

it

at its true value.

Its first

i:ntei{,mezzo

INTERNATIONAL SOCIETY

performance in Paris, Oct. 4, 1746, was little
but when, August 1, 1752,
short of a failure
Aois
it was played between the acts of Lulli's
et Galathee, it originated a feud between tlie

charming a grace to Beethoven's ^Valdstein
is said to be an afterthought,
inserted in place of the well-known Andante in
F (op. 35), which, after due consideration, the
great composer rejected, as too long for the
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:

'

'

and the Bouifonnistes, scarcely less
than that which raged, at a later period,
between the rival followers of Gluck and Piccinni.
National vanity Ibrbade tire recognition of tlie
Italian style
national good taste forbade its
rejection.
Rousseau, with characteristic impetuosity, threw himself into the thick of the
fray
fought desperately on the Italian side
declared French Opera impossible
and stultified his ovni arguments by the immediate production of a French Intermedc
the well-known
Devin du Village.' Long after this, the controversy raged, with unabated fury
but, in
spite of the worst its enemies could do,
La
Serva Padrona exercised a salutary and lasting
effect upon French dramatic music
indeed,
upon dramatic music everywhere. In 1750 it
met with an enthusiastic reception in England.
Its success was as lasting as it was brilliant
and, even to our own day, it has kejjt its place
upon the stage, not between the acts of a serious
marking
opera, but as an indepiendent piiece
the critical period at which the history of the
Intermezzo merges, permanently, into that of
[See OpEE.i
the Opera Buffa, its legitimate heir.
'

Lullistcs

'

'

'

bitter

:

;

;

;

—

'

;

'

'

—

;

;

BUFFA.]
The anomalous character of this sweeping
It was as
change became at once apparent.
necessary as ever, that, on certain occasions, some
sort of entertainment should be given between

The Intermezzo havthe acts of serious pieces.
ing so far outgi'own its original intention as to
be utterly useless for this purpose, something
else must needs be found to supply its place.
The dance was unanimously accepted as a suband soon became exceedingly popular.
stitute
;

thus arose a new species of interlude, which
at no time, perhaps, attained a gTeater degree
of perfection, than under the Lumlcy Management at Her Majesty's Theatre, where, night

Ami

'

'

after night, a Ballet Divertissement,

with Cerito,

or Carlotta Grisi, for its principal attraction,
given between the acts of a grand opera.

Instrumental music

is

was

frei|uently played, in

Gemrany, after the manner of an Intermezzo.
The noble Entr'actes composed by Beethoven,
Egmont, by Schubert for R' isafor Schiller's
munde,' and by Mendelssohn, for Shakespeare's
'

'

'

'Midsummer Night's Dream,' are familiar to
These, of course, can only be preevery one.
sented in association with the great works they
were originally designed to illustrate.
II. The word is also used for a short movement, serving as a connecting-link lictween the
larger divisions of a sonata, symphony, or other
great work, whether instrumental, or vocal as
;

in

No. 4 of Schumann's

'

Faschingsschwank

The beautiful Intermezzo
aus "Wien (op. 26).
which, under the name of Introduzione, lends
'

'

'

so

'

Sonata' (op. 53)

'

'

position he originally intended

it to occupy.
used for larger movements
as by Jlendelssohn ibr the third movement in his F minor PF. Quartet (op. 2), or for
the grand adagio which, under the name of
Nachruf, he specially composed in memory of
his friend Eitz, and inserted in his Quintet

The term
:

is,

—

howe\'er,

'

'

'

(op. 18), in lieu of the previous

Minuet (Letter,

Feb, 21, 1832)
or for the Entr'acte expressive
Midof Hermia's search for Lysander in the
summer Kight's Dream music. The second
movement of Goetz's Symphony, virtually a
Schumann
Scherzo, is entitled Intermezzo.
and Brahms, again, have both used the word
to denote independent pieces of small dimensions, the former in his Opus 4
six pieces
usually consisting of a main theme and an
Alternativo
and the latter in his opp. 76, 117,
w. s. E.
118, and 119, for PF.
;

'

'

—

;

INTERNATIOXAL MUSICAL SOCIETY
(Internationale Musikgesellschaft). This Society,
inaugurated in 1899 by Professor Oskar Fleischer

with the assistance of Dr.
has for
musicians and
others,

Max

Seiffert

and

object a federation of the

its

musical

connoisseurs

of

all

mutual information on
matters of research or on more current matters.
Its method is first of all to promote gi-oup-action
countries, for pur[)Oses of

shape of local bodies (Ortsgruppen),
for lecture, debate, or social and musical
intercourse
secondly to combine these and
other units for administrative purposes in larger
sections (Sektionen) corresponding to nationalities
and thirdly to federate the whole by
in

the

meeting

;

;

means of publications issued in four alternative
languages, or occasionally by General Congresses.
Of Local Groups (Ortsgruppen) there are already
organised about forty, each with its own
machinery.
Two large Societies already existing, the Musical Association of Ctreat Britain,
and the Vereeniging voor Koord-Kederlands
Muziekgeschiedenis of HoUaml, have consented
to act under certain conditions as Ortsgi'uppen
of the Society,

and

are therefore 'allied societies'

By

(Kartell-Vereine).

the side of tliese Local
very numerous separate
members (einfache Mitglieder), who have not
entered any of the groups. Of National Sections
(Sektionen), for administrative pnu'poses, there
are at present nineteen organised
Austria,
Baden, Bavaria, Belgium, Denmark, Finland,
France, Great Britain and Ireland, Holland,
India, Italy, North Germany, Russia, Saxony,
Sjiain, Sweden, Switzerland, Thuringia, United
States of .-Vmeriea. The Sectional administration
in the ease of Great Britain and Ireland is by
means of a body called the 'English Committee.'

Groups

there

are

:

The whole Society

is

controlled

—

by a Governing

INTERRUPTED CADENCE
Body

(Priiaidium), consisting of the aggregate

of the lieads of

The

INTERVAL

tlie

different National Sections.

fonr alternative laiignages of the pnblica-

German, English, French, and

tions are

The publications

consist

of

a

(</)

Italian.

Monthly

Journal, (b) a Quarterly Magazine, (c) Bookpublications. The Monthly Journal [Zcitschrift)

has varied in size from 32 to 72 pages ; it
usually contains official announcements of the
Society, three or four leading articles, reports
of current events, records of performances of
ancient music, records of lectures, occasional

book -reviews, music -reviews, lists of
newspaper articles on music in all countries,
The
notes and queries among members, etc.
Quarterly Magazine (Sammdbande^ averages 170
pages per quarter, and contains large articles of
scientific value. A quarter of the reading matter
A
in Journal and Magazine is in English.
yearly Index of Journal and Magazine combined
averages 70 pages. The Book-publications (JJcinotes,

hefte)

consist

Magazine

;

of articles too large for the
there have been hitherto fourteen.

The publishers are Messrs. Breitkopf & Hiirtel
The publications are controlled by
of Leipzig.
an Editing Committee (Redaktions- Kommission)
appointed by the Governing Body. The Editing
Committee in turn appoint one or more editors
{Redakteure). ThereareCorresponding Members
(Korrespondirende Mitglieder) appointed by the
Governing Body.
At the General Congress of
1904, held in Leipzig, the organisation was
tlie direction of strengthening
The present
the control of the Governing Body.
Chairman of the Governing Body is Professor
Hermann Kretzschmar. The Society contains
possibilities which ^^iU perhaps be further

slightly altered in

developed.

c.

INTERRUPTED CADENCE.

M.

See Cadence,

pp. 439-441.
The possible gradations of the
pitch of musical sounds are infinite, but for the
purposes of the art certain relative distances of
height and lowness have to be definitely deteriii.,

voL

i.

INTERVAL.

mined and maintained. The sounds so chosen
are the notes of the system, and the distances
between them are the Intervals. "With different
objects in view, ditl'erent intervals between the
sounds have been determined on, and various
national scales present great diversities in this
respect
for instance the ancient Gaelic and
Chinese scales were constructed so as to avoid
any intervals as small as a semitone while some

—

;

nations have made use of quarter-tones, as we
have good authority for believing the Muezzins
do in calling the faithful to prayer, and the
The interDervishes in reciting their litanies.
vals of the ancient Greek scales were calculated
for the development of the resources of melody
without harmony the intervals of modern scales
on the other hand are calculated for the de;

velopment of the resources of harmony, to which
melody is so far subordinate that many char-
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modern melody, and not
unfrequently whole passages of melody (such as
the whole first melodic phrase of Weber's Sonata
in At>), are based upon the use of consecutive
notes of a single chord ; and they are often
hardly imaginable on any other basis, or in a
scale which has not been expressly modified for
the purposes of harmony.
Of the qualities of
the different intervals which the various notes
form with one another, different opinions have
been entertained at ditterent times
the more
important classifications which have been proposed by theorists in mediieval and modern
times are given in the article Harmony.
The modern scale-system is, as Helmholtz has
remarked, a product of artistic invention, and
the determination of the intervals which se2)arate
the various notes took many centuries to arrive
at.
By the time of Bach it was clearly settled
though not in general use Bach himself gave
his most emphatic protest in favour of the equal
temperament upon which it is based in his
acteristic intervals of

;

;

IVohlicin-pcrirtes Clavier^ and his judgment has
had gTeat influence on the development of
modern music.
According to this system,
which is specially calculated for unlimited

interchange of keys, the semitones are nominally
of equal dimensions, and each octave contains
twelve of them.
As a consequence the larger
intervals contained in the temjiered octave are
all to a certain extent out of tune.
The fifth
is a little less than the true fifth, and the fourth
a little larger than the true fourth.
The major
thirds and sixths are considerably more than
the true major thirds and sixths, and the minor
thirds and sixths a gocd deal less than the true
minor thirds and sixths. The minor seventh
is a little larger than the minor seventh of the
true scale, which is represented by the ratio
9:16, and is a mild dissonance and tliis again
is larger than the harmonic sub-minor seventh
wdrich is represented by the ratio 4:7; and
this is so slight a dissonance that Helmholtz
says it is often more harmonious than the minor
;

sixth.

The nomenclature of intervals is unfortunately
somewhat confused state. The commonest

in a

is to describe intervals which have two
both alike consonant or dissonant as
major and minor in those two forms. Thus
major and minor thirds and sixths are consonant,
and major and minor sevenths and ninths are
dissonant and where they are capable of further
reduction they are called 'diminished,' as diminished thirds and se"\'enths and when of further
augmented,
as augmented
enlargement as
sixths.
"With intervals which have only one
normal form the terms 'major' and 'minor'
thus fifths and fourths lose their
are not used
consonant character on being either enlarged or
reduced by a semitone, and in these forms they
augmented and dimare called respectively
inished fifths and fourths.
The interval of the

system
forms
'

'

'

'

;

;

'

'

;

'

'

'

'
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augmented sixth
fluous

or

'

'

is

inditFerently called

extreme sharp

super-

'

and the same
the term false

sixth

'

;

'

terms are applied to the fifth
is also used for diniiiiished in relation to the
'

;

fifth

and

for

The term

augmented

in relation to the fourtli.

is used in two senses
In the classification
in relation to Intervals.
of Consonances it Avas common to divide them
into perfect and imperfect, or perfect, middle,
'

and imperfect

Imperfect

'

but as the classification varied
at ditferent times reference must be made for
details to the article Harmony,
On the other
;

hand, when an interval

normal condition as

eommonly known

is

in

such as a fourth
or a fifth, it is natural j3«/- contra to speak of
the interval which goes by the same name, but
its

is less

by a semitone,

perfect,

as

'

imperfect.'

For further details on the subject see Just
Intonation, Scale, and Tempee.ament.
c.

INTONATION.

The

H. H. p.

phrase of a
For the intonations of the
I.

initial

plain-song melody.
psalm tones see the article Ps.-VLMODY, and for
other intonations in simple inflected monotone
see the article Inflexion.
But the term is
applied more widely to the opening phrases of
other plain-song melodies besides those that
grow out of inflected monotone this is due to
the fact that such melodies as antiphons, hymns,
ete. were 'precented,' that is, the opening phrase
was started alone by the Precentor or other
skilled musician, or by some one else under his
direction.
This secured a right opening and a
Other pieces were precented by
suitable pitch.
the celebrant, and the intonations of the Creed,
and the various settings of Gloria in exeelsis
were inserted in the Missal for his guidance.
It is always interesting to observe the use
made, by modern composers, of ancient materials
and we shall find that some of the Intonations
given, in our examples, have bren turned by
the greatest masters of the modern school, to
For instance, Handel, in
very f>rofitable uses.
'The Lord gave the word, from the 'Messiah,'
uses the Intonation of the First Tone, transposed a fourth higher, with wonderful efl'ect
;

'

V.

1

etc.

INTRUDUCTION

INTRODUCTION

been carried out by great masters, and the
more inqtortaiic relations which seem to subsist
between a movement and its Introduction in

lias

their works.

In the first place there are many examples of
such as the single
simple signals to attention
independent chord which opens Haydn's Quartet
the simple cadence
in Eb (Trautwein, No. 33)
which introduces his Quartet in C, op. 72
(Trautwein, No. 16), and the group of chords
with cadence which precedes the t^uartet in Br>,
These have no
op. 72 (Trautwein, No. 12).
other relation to the movement than that of
giving notice that it is about to commence, and
are appropriate enough to the clear and simple
form of the Haydn Quartet. Similar examples are
to be remarked in very ditferent kinds of music
as for inst-ance at the commencement of the
Eroica Symphony, where the quiet soberness of
the beginning of the movement seems to call
;

;

;

some signal to attention, "while its supreme
from the very first seems to indicate
that introductory elaboration would be out of
place.
In Chopin's Nocturne in B major, op.
62, No. 1, again, it is not difficult to see the
reason for the adoption of the two simple forte.
chords witli which it is introduced since the
commencement of the Nocturne proper is so
quiet and delicate that without some such signal
theop?ning notesmightbolostupontheaudieuce
whilst a more developed Introduction would
for

interest

;

;

clearly be disproportionate to the dimensions of

the piece.
In great orchestral works, such as symphonies,
Haydn usually commences with a set and formal
Introduction in a slow tempo, which marks the
importance of the work, and by remaining so
close to the principal key of the movement as
hardly ever to pass the limits of the tonic and
dominant keys, assists the audience to realise
Mozart did not follow the exam pie
the tonality.
of

Haydn

many

in this respect, as

of his

—

sym-

especially
phonies are without Introductions,
the well-known ones in G (Jupiter) and G
minor.
In quintets, quartets, sonatas, and such
forms of chamber-music he is also sparing of
Introductions, but there is an example of some
extent in the quintet for pianoforte and wind
in Eb (Kochel, 452), in which the harmonic
successions are simple, and there is a more
celebrated one to the string quartet in C, in
which the harmonic bases vary more freely than
in other examples of that period which can be

adduced.
first to follow up
some pedants never

Beethoven began from the
this point,

and

it is

said that

the introductory Adagio
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in the highest degree

is

and impressive, and contains modulation even to the degree of an enharmonic change.
In the Symjjhony in A the idea of the independ-

beautiful

ent Introduction culminates. It has a decidedly
appreciable form and two definite subjects.
It
opens with gi'eat dignity and decision in A major,
and passes thence to CJ, the key of the minor third
above, in which a clear and beautiful second subject is given after this the figures of the opening
;

resumed and a short transition is made back
to the original key, passing on from thence to F
major, the key of the third below, in which the
are

second subject again appears.
From this key
the transition to E, the Dominant of the original
key, is at the same time easy and natural, and
sufficiently interesting

;

and considerable

stress

being laid upon this note both by its continuance
in the harmonies and its reiteration individually,
it thoroughly prepares the delhiite counuencement of the Vivace.
In the above instances the Introduction is
practically an independent mo^'cment, both as
regards the substance and the clear division
which is made between it and the succeeding
movement by a full or half close. In many of
his later works Beethoven made an important
change in respect of the connection between the
Introduction and the movement introduced by
abolishing the marked break of continuity, by
the use of figures which are closely related in
both, and by carrying the subject matter of
the Introduction into the movement which
;

follows.

One

of the clearest and

amples of his

most interesting ex-

treatment of the Introduction
is in the first movement of the Sonata in Eb,
op. 81 a, in which the introductory adagio opens
with the text of the movement, which is conw^orking out of the
stantly reiterated in the
Allegro, and yet more constantly and persistently
and with many transformations in the long and
Rubinstein has adopted the
beautiful coda.
later

'

'

same device in his Dramatic Symphony in D
minor in wdiich also the first subject of the
;

first

movement proper

is

a transformed version

of the opening subject of the Introduction.

In several of his later Quartets Beethoven

makes the most important material of the Introduction appear in the movement which follows
it, in difi'erent ways
as in the Quartet in Eb,
op. 127, and that in Bb, op. 130, and A minor,

—

op. 132, in the last

two of wdiich the subjects of

the Introduction and the first movement are
In the Eb Concerto
very closely intermixed.
also the Introduction reappears with certain
variations of detail in the latter part of the
to the
recapitulation of
In its intimate connection with
the subject.

foi-gave him for opening the Introduction to his
Symphony in C (No. l)with chords which ap])ear
not to belong to that key. The Symphony in D

movement previous

again (No. 2) has a very important Introduction,
in which there is free modulation, such as to Bb
and F, and many passages and figures of great
beauty and interest.
In the Symphony in Bb

the movement which follows it, the Introduction
to the first movement of the Ninth Symphony is
most remarkable.
It commences mysteriously
with the open fifth of the Dominant, into which

'

'

INTRODUCTION
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the

first

drop, at

rhythms

INTROIT

of the first subject begin to

sparsely, like hints of

first

what

to

is

come, then closer and closer, and louder and
louder, till the complete subject bursts in in full
grandeur with the tonic chord.
In this case
the introductory form reappears in the course of
the movement, and also briefly in the discussion
of the previous themes which immediately
precedes the commencement of the vocal portion
of the work.
After Beethoven no composer has grasped the
idea of intimately connecting the Introduction
with the work which it introduces more successfully than Schumann, and many of the e-xamples
in his works are highly interesting and beautiful.
In the Symphony in G, for instance, a striking
figure of the opening reappears in the first
movement, in the scherzo, and in the last
movement.
In the Symphony in D minor, in
which all the movements are closely connected,
the Introductory phrases are imported into the

Romanze, where they occupy no unimportant
In his Sonata in

pianoforte,

op.

121,

'

*

troduction.

Of all forms of musical composition none are
more frequently preceded by an Introduction
than overtures the two above mentioned, and
;

such superb examples as those in the Overtures
to 'Leonora' Nos. 2 and 3, and to 'Coriolan,
and such well-known ones as those to AVeber's
'
Der Freischiitz and 'Oberon,' Schumann's
'Genoveva,' and Mendelssohn's Buy Bias, will
'

'

'

serve to illustrate this fact.
Introductions are not unfrequently fouud in
the place of overtures before choral works, as in
Handel's '.Toshua,' Haydn's 'Creation,' Beet-

hoven's
Mount of Olives,' and Rossini's
'
In this sense also the VorStabat Mater.
spiel,' which Wagner so often adopts in place
of an overture before his operas is an Introduction
as in 'Lohengrin,' and 'Rheingold,' and
In these the
the three operas of the trilogy.
figures are generally very intimately connected
with thn music of the opera, and in all but the
first they are part of the first scene, into which
In Tristan nnd
they pass without a break.
Isolde Wagner gives the name Einleitung to
the orchestral prelude both of the first and
'

'

'

;

'

'

'

'

acts,

and

translatable as

this

'

'

'

'

'

'

leitung.'

In relation to instrumental music again Introductions are occasionally found in other positions

than at the beginning of an entire work as for
instance the preparatory adagio before the last
movement of Beethoven's Septet and of his
Symphony in C, the more important one in the
same position in Brahms's C minor Symphony,
;

the short passage before the slowmovement of the
Ninth Symphony, the two notes which introduce
the slow movement of the Bb Sonata (op. 106),
and the Introduction to the last movement of
c. H. H. p.
Brahms's Quintet in F minor.

D

minor, for violin
the Introduction
proposes in broad and clear outlines the first
subject of the succeeding allegro, in which it is
stated with greater elaboration.
The Overture
Manfred afiforda another very interesting
to
specimen of Schumann's treatment of the Introduction.
It opens with three abrupt chords
in quick tempo, after which a slow tempo is
assumed, and out of a sad and mysterious commencement the chief subject of the Overture
proper is made by degrees to emerge. An earlier
analogue to this is the Introduction to Beethoven's 'Egmont' Overture, in which one of the
chief figures of the first subject of the overture
seems to grow out of the latter part of the inposition.

and

term is yet more literally
Introduction than Vorspiel.
In earlier operas the term Introduction is frequently applied to the whole first scene, as in
'Don Giovanni,' Zauberfltite,' 'Figaro,' 'FreiIn
schiitz,'
II Barbiere,' 'Norma,' and so on.
Fidelio,' Beethoven gives the name to the
opening of the second act, which comprises more
Einof an orchestral prelude, like Wagner's
second

INTROIT

(Lat.

Introitus,

Antiphona

ad

Introitum, Ingressa). An antiphon and psalm,
sung, by the choir, at the beginning of mass.
The words of the antiplion, or introit proper,
come almost universally from Holy Scripture.
The psalm has been curtailed until one verse
only is sung, followed by the Gloria Patri.
The antiphon is repeated in full at the conclusion of the Gloria, and, according to English
custom, before it also.
Proper introits are
appointed for every day in the ecclesiastical
year and from the first words of these many
Sundays derive the names by which they are
familiarly known
as
Laetare Sunday, the
fourth Sunday in Lent
Quasimodo Sunday,'
the first Sunday after Easter (Dominica in Albis
the Low Sunday of the old English Calendar).
The music to which the introit is sung forms
part of the Gregorian chant (see Gkegokian
Music) and is to be found in the gradual. The
pisalms are sung to special forms of the Gregorian
tones, more elaborate than those used for the
;

—

'

;

—

'

'

'

'

Gospel canticles.
The introit for the first mass
on Christmas day, which we would have transcribed, had space permitted, is a remarkably
fine specimen of the style.
The First Prayer Book of King Edward VI.
(1549) appointed for an introit an entire psakn,
followed by the Gloria Patri, but sung without
an antiplion.
At first sight, the rubric Then
shall he say a Psalm appointed for the Introit,
would lead to the suppo-sition that the psalm
in question was not intended to be sung by the
choir
this idea, however, is disproved by the
fact that the music for it is supplied in Merbecke's
Booke of Common Praier Noted,' printed in
1 5
and adapted throughout, to King Edward's
First Book.
This provision of an introit ceased
in the second Prayer Book (1552), and has not
been renewed.
But of recent years the use of
an introit has been restored in many Anglican
'

:

'

.5

,

,

INVENTION
churches, and

many

INVERSION

o( the plain -song introits

have been adapted to English words,
w. H. F.
N.B.
Handel uses the word as a synonym
for Intrada or Introduction.
The autograph of
Moses' Song.
Israel in Egypt
is headed
Introitus.'
w. s. R.
Exodus, Chap. 15.
INVENTION. A term used by J. S. Bach,

—

'

'

'

and probalily by him

only,

—

for fifteen

small

pianoforte pieces
each in two parts, and each
The companion
developing a single idea.

INVERSION

for some not very
Symphonien.
G.
(Germ. Umkehruny). The word

Inversion bears,

in musical terminology, live

pieces in

three

parts are,

obvious reason, called

*

'

different signitieations.

Intervals are said to be inverted,

I.

when

their lowest notes are raised an octave higher,

and thus placed above the highest
versa,

ones, or rice

thus
Inversion.

Inversion.

Inversion.

In order to ascertain the Inversion of a given

add to it as many units as are necessary
make up the number nine. The sum of these

interval,

to

units will represent the inverted interval. Thus,
since six and three make nine, the inversion of

and one make
Octave will be a
The following tal)le shows the Inversions of all intervals lying within the compass
of the Octave
a Sixth will be a Third

nine the
Unison.

12

;

as eight

of an

inversion

3 4 5 6 7 8

87654321
process of Inversion not only changes the
of an interval, but, in certain cases, and
to a certain extent, influences its nature. Major
intervals, for instance, become minor, by Inver-

The

name

and minor intervals, major. Augmented
become diminished, and diminished
ones augmented. But the essential character of
sion

;

intervals

the interval survives the operation unchanged,
and asserts itself, with equal force, in the Inversion.
In whatever piositiou they may be taken,

consonant intervals remain always consonant ^
and perfect
dissonant intervals, dissonant
;

;

[See Interval.]

intervals, perfect.
II.

any

A

chord

note, other

lowest

is

said to be inverted,

than

its

root, is

when

taken in the

jjart.

Thus, if the root of a common chord be transposed from the lowest part to one of the upper
parts, and the third placed in the bass, the
If
change mil produce the chord of the 6-3.
the fifth be similarly treated, the result of the
transferencewillbe the chord of the 6-4. Hoice,
the chord of the 6-3 is called the First Inversion
and the chord of the
of the common chord
6-4, the second.
;

1 Although the Perfect Fourth — the Inversion
ol the Perfect
Fifth— ia cl.-Lssed. by cnntmpuntista. among Uiscnrds, it only forma
an .ipparent exception to tlie genci-al rule since it is jtdniitted to be
parts
of a chord.
» consonance, when it appears between the upper
;

Common
Cliord.
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the Inversion is produced bj' simply transposing
the upper part an octave lower, or the lower
part an octave higher.
But the Inversion
may take place in any other interval thus
giving rise to fourteen dilferent species of Double
Counterpoint those, namely invertible in the
Second, Third, Fourth, Fifth, Sixth, Seventh,
Eighth, Ninth, Tenth, Eleventh, Twelfth,
Thirteenth, Fourteenth, and Fifteenth, either
above, or below.
In order to ascertain what
intervals are to be avoided, in these several
methods of inversion, contrapuntists use a table,
constructed of two rows of figures, one pl:-ced
over the other, the upper row beginning with the
unit, and the lower one (in whicli the numbers
are reckoned backwards), with the figure representing the particular kind of Counterpoint
contemplated.
Thus, for Inversion in the
Ninth, the upper row will begin with one, and
the lower, with nine
as in the following
;

—

;

example

123456789
987654321
By this

;

by an Eighth the Third, by a Seventh and
so on to the end
and we are thus enabled to
;

;

:

how

every particular interval
must be treated, in order that it may conform
see, at

a glance,

strictly to rule,

both in

its

normal and

its in-

verted condition.
In this particular case, the
Fifth being the only consonance which is
answ^ered by a consonance, is, of course, the
most important interval in the series, and the

only one with which it is possible to begin,
or end
as in the following example from
:

Marpurg
(a)

Double Counterpoint

in the

:

—

^

Subject, or theme.

I

y*W*

lip^

zt

Inversion of subject, or theme.

§^^^§^^^s

e=

is a device very frequently adopted in
construction of fugues in order to secure
variety.
In J. S. Bach's fugues are many
magnificent instances of the ett'ective use of
Wohltemperirtes
as in the
this contrivance
Mendelssohn
Clavier,' Nos. G and 8 of Part 1.
also uses it in his Pianoforte fugues in E minor
Someand B minor, op. 35, Nos. 1 and 3.
times the answer to the subject of a fugue is
introduced by inversion
as in Nos. 6 and 7 of
Bach's
and then the whole
of Fugue
fugue is called 'a fugue by inversion.'
Canons
and Imitations are often constructed in this
way.
As examples see the Gloria Patri in the
Deus Misereatur of Purcell's Service in Bb,
and the Chorus To our great God in Judas
Maccabaeus.
[See Canon, Fugue, Inscription, Invertible Counterpoint.] f. a. g. o.
INVERTED CADENCE. See Cadence, § v.
vol. i. p. 441.

This

the

—

we

learn that, when the relative
position of two parts is reversed, the Unison
ivill be represented by a Ninth
the Second,
table

himself between the intervals upon which he
must depend for help, and those most likely to
"Without the table he
lead him into danger.
will be unable to move a step
with its aid
For a
the process is reduced to a certainty.
fuller account of contrapuntal inversion see
w. s. e.
Invertible Counterpoint.
V. In Counterpoint the term inversion is
also used to signify the repetition of a phrase
or passage with reversed intervals, or, as it is
sometimes called, by contrary motion,' e.g.

'

—

—

AH

'

'

'

'

INVERTIBLE COUNTERPOINT.

Ninth.

point

is

called invertible

when

its

Counter-

piarts

may

change places, the higher taking the
lower place, and vice versa.
effectively

Invertible counterpoint in two parts
double counterpoint

is

called

:

From Boyce's Anthem Turn Thee unto
'

(b)

Inversion
lower.

—the

Me.'

upper part transposed a Ninth

Let

me

not be con-found

.-...-•-

ed.

[This device of inversion shi mid be carefully diKtinpuished from
the kindred device (which might be termed reversion] used in all
caaea of retrograde imitufion (see Eecte et Retru and Rovesi'joI,
wherein a melody or phraae is not inverted interval by inteival
but frora beginning to end, the last note standing first and the first
laat.
The exact distinction may be Been in the following short
'

Each of the different kinds of Inversion we
have mentioned is beset by its own peculiar
difficulty.
For each, a separate table ' must be
constructed
and, after carefully studying this,
the student will be able to distinguish for
;

1

aiime table will, however, serve for Inversion in the
the Seconii th.; Tenth, and the Third ; the Eleventh.

One Mnd the

Ninth, and
thtt Fourth,

and

:

etc. etc.

example

:

(Inversion)

(Eeversion, used in
retrograde imitation)

Si^g^^iE^is^S
last effective device with laborious artifice, in
cases ineft'ectlve, seeiiia rjither to have obscured its practical
H. w. d.]

The association of this

many

value in short phrases.

INVERTIBLE COUNTERPOINT
Inversion.

INVERTIBLE COUNTERPOINT
so that every rise

— a process in

For

When

I

have

my

pvit

three-part writing

trust

in Tlaee.

so constructed as to

is

—

be completely invertihle,
that is, when each
part in turn will make an effective bass, while
the other two standing above it may still change
places,
the result is called triple counterpoint

—

:

From Baoh's

'

"Wohlt. Clav.,' No. 22.

becomes a

fall,

and
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vice versa

itself so artificial

that it is naturally used with much care by the great composers, and ill moderation, even by the greatest
master of it, Bach himself.
The mere melodic
inversion of one part, as in the Brahms example,
cannot, however, be said to constitute invertible
counterpoint
in this at least two parts are
;

necessarily involved.

It is true that instances
be found of the melodic inversion of one
part, while the other part or parts remain un-

may

There is a striking though fragmentary
example in the counter-subject of one of Bach's
'Forty-eight' (No. 24 in B minor), of which the
following various forms have a distinctly exaltered.

perimental

elfect

:

No. 24 of the 'Forty-eight.'

^^^^i^
'^
Iff:

^^E^m

S

iM. etc.

gfe^^P^^

Whereas double counterpoint offers only two
possibilities
the original and its inversion,
triple has si.K
the original and five different
inversions;' and obviously the addition of a fourth
invertible part
making quadruple counterpoint

—
—
—

—

will give exactly four times the

of triple, viz. twenty-four.

si.x

versions

Similarly, quintuple

counterpoint has a. hundred and twenty possibilities (five times that of quadruple)
sextuple
has seven hundred and twenty
and the range
may be carried indefinitely into regions wliich
become alarmingly vast, only as they become
;.

;

unpractical.

a second important n>anner of inparts in counterpoint change
Jtlaces as described above, they undergo what

There

is

When

version.

may

be called harmomc inversion.
But a
melody can be subjected also to an inversion
which may be termed itielodic. (See Inversion,

The following

§ v.)

free

but excellent instance

of this melodic inversion taken from Brahms's

German Requiem shows the
the melody itself

effect it

has upon

may soon be seen that wlien one of two
melodically inverted, it is both natural
and easy to invert the otlier also. And further,
it is an important and not an immediately
obvious fact that two parts cannot be ellectively
invertible in this melodic sense without being
harmonically invertible also
and the double
But

parts

;

inversion, like a doulile reflection, restores their
relationship to each other in a way that will

be

:

it

is

made

clear

by the short example wliich

follows.

This

is

a fragment of counterpoint and three

dillerent inversions

iS=3^

iS^ia'z

How

love

-

ly

be seen that

It will

ia

Thy

dwelling

-

place

all intervals are reversed,

If the three subjects he called 1, 2, and 3 respectively, the
following foriniila makes clear the six possible arrangements of
'

112

parts

:

2

:!

1

3 2 3

2 3 3
1 2

3

12

1.

:

—
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is the model
(6) an ordinary inversion in
the harmonic sense only ; (c) an inversion iu
the melodic sense only, or, as it is often called,
inversion by contrary movement.
In both of
these it "will be observed that the intervals between the two parts in the model are inverted
sixths turning into thirds, thirds into sixths,
a second into a seventh, and so forth.
But in
the double inversion (hothharmonic and melodic)
at (d), all the intervals are restored, being
exactly what they were in the model. '
This
being so it is only natural that though ordinary
inversion flourishes separately, the rarer and

(")

;

—

more

artificial

melodic

sort

closely

is

ciated with ordinary inversion

;

and

asso-

in quite

early treatises, to be mentioned later, it was
taught as a second and difficult variety of douUe
counterpoint inverted in both senses.
Latterly
it does not appear to have been as systematically
taught as its real importance would warrant.
The tiaoManners of Inversion contrasted.. The
essential diiference between the two styles of
inversion is as important as it is interesting.
While both bear the stamp of ingenuity rather
than spontaneity, their application in composition has widely different efiects.
One is preeminently useful and seldom very significant
the other is usually highly significant and has,
in some cases, quite fantastic, even dangerous
possibilities.
A glance at the Boyce example
quoted above will show that its invertibility
simply makes for increased utility rather than

—

The feeling of the
for increased significance.
passage is in no way changed
it is only in a
subtle way amplified
and a composer who
plans an effective piece of invertible counter-

INVERTIBLE COUNTERPOINT
point is only like a wise builder who chooses
well -planned sizes and piatterns of building
material with a view to very extensive and
varied use.
Indeed, for this reason, an extended
contrapuntal movement is scarcely to be conceived without some traces of double counterpoint.
But melodic inversion, on the other
hand, makes rather for new emotional significance than for mere utility.
Useful it may be,
but significant in most cases it must be, sometimes it is startingly so.
It is easy to account
for this.
The rise and fall of a melody are
strongly associated with the feeling that underlies it, just as the rise and fall of the spjeaking
voice are dependent ujion the feeling of the
speaker, so that often a melody which is practically unaffected by ordinary inversion becomes
\'itally transformed by melodic inversion, in a
way that ingenious contrapuntists may sometimes be apt to overlook.
"While almost any
melody will bear transplanting from a higher
to a lower part, it is hardly too much to say
that some of the greatest melodies ever written
would sound as inappiropjriately grotesque when
melodieally inverted as a great verse of poetry
if read line by line, backwards.
The famous
second subject in Beethoven's violin concerto is
such an one, of which the technically correct
inversion is here written down .
OriginaL

P

;

;

'

The natural reason

for this

is

simple enough

;

for it

is

mauifest

If the higher of any two parts move iiptcarfls it will have
precisely the same effect upon their relative positions as if the
lower part luove doumwarda.

that

S^
I p=

:^

^

35

=#?

-|^^f

Conversely, a moTement downwards of the upper of two parts
will have the same eCftct (of appriixima.tion) as the correapondiiig
movement upwards of the lower part.

^

^-

3

^

d:

i

\

$

.

L

I

r

^
rr

Inverted.

1^1

further proof of the dangers of melodic inversion,
may apply this process to the first phrase of
the J^t resnrrexit in the B minor mass, or to the
second subject of Brahms's G minor piano quartet,

he

or,

indeed, to almost

deeply

-I-

j^t

any of Beethoven's more

— notably

second subjects.
be seen that, as a general
principle, while harmonic inversion is capable
of the mdest application, subjects of strong
emotional significance cannot be melodieally
inverted without real danger.
But while this
disqualifies a great class of melodies for such
inversion, there still remain a vast number of
other kinds which may be subjected to this

From

Therefore, if two parta be melodically inverted (every downward
step being turned into an upward one and vice versa) it is only
necea.'iary to Invert them harmonically as well, to restore their
relative poBitiona towards each other.

a ^ -4-4*S
EEg
*F=

It must sound horrible to all lovers of the tune.
The exquisite rise and fall in the 1st and 2nd
and the 5th and 6th bars disappear, while the
phrases of tranquillity which follow them in
the original become abnormally and grotesquely
active.
If it be possible that any reader needs

felt subjects

this it will

IXVEKTIBLE COUNTERPOINT
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Tunes
inversion "with tlie liappiest results.
equable and com[ilacent, and, nuist of all, tunes
of which rhythm (ahvays preserved in iu\-ersion)
forms tlie chief feature niay safely be so treated.
To illustrate this, the process ajiplied with such
disastrous results above may be tried upon less
profound subjects, notably those to be found in
For exam]>le,
Sch€r::i and last movements.
such a tune as that of the playful Trio in the
Choral Synipliouy may be inverted without
great disaster

:

'^^^^^^

—

-•s*-

Original.

ffi-i^^—

Possible Inversion.

^^ =Hl—

i^

^H

I

Indeed, the humorous hassoon part "which
ah'eady makes ellective double counterpoint -with
it miglit also be inverted without ill-ell'ect,
especially if Beethoven's plan of adding a free
third part be resorted to, thus
:

Original.
I

^fS:

ife=

A possible

—

J.

5i^.r£^

m

mmr

inversion.

.<«-T^

^^li

.1

——
I

I

iil8pF¥^?P
'
'

'

'

I

etc.

I

Tliese momentary

tamperings with well -known
perhaps readily be pardoned if

melodies may
they serve to make clear the functions of this
form of inversion.
In such cases as the latter,
where it has no revolutionary effect \ipon the
subject, it more nearly shares the qualities of
ordinary usefulness which belong to the customand of course Avhereary method of inversion
ever it is used, it practically doubles the possi;

bilities

And it is
of ingenious development.
manner that melodic inversion is used

in such a

most jiart by Hach in his fu:,aies, of
which one of the most famous instances may
now be quoted
for the

:

No. 20 of the 'Forty-eight.'
L.^f*i?^Ln!Sii,-
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be inverted without disturbance of

expressive

its

not an example of regular inversion, but one in which Bach has taken the
two limbs of a fugue subject (that of Ko. 16
from the Forty-eiglit ') and used them, rather

qualities.

It is

'

freely inverted, as the counter-subject

:

;

;

Subject.

^^^^m^^m^

go with them the accompanying parts would
then fall into other relative positions, and inversion of some sort would soon be discovered
and prove useful. The other (melodic) manner
of inversion doubtless first arose with the mere
it ia safe
exercise of contrapuntal ingenuity
to assume that it was greatly fostered by the

^sflktf

Instances need not be further multiplied to
prove the striking and consequently dangerous
nature of melodic inversion, or to show its best
use.
Neither need further quotations he made
to prove that its dangers are not shared by
The contrast of
ordinary harmonic inversion.
the two, however, would not be just, or at all
complete, if we omitted to point out, that, although the prevtiiling characteristic of ordinary
inversion is its extreme usefulness, there arc rare
instances in which it also achieves a certain
One
delicate expressive significance of its own.

such is to be found in a movement in Part I. of
Bach's Cliristuias Oratorio, where two oboe parts
which stand thus in the introduction
:

canonic devices so dearly loved and diligently
cultivated in the 14th century, if, indeed, it
did not originate then.
It might peidiaps have
been expected that the usefulness and fascination of inversion would have claimed for it
gi-eater attention in the earlier days than it
actually received.
Its use in the 16th century,
as will be seen presently in the extracts from
Palestrina, was quite masterly but never very
systematic.
As to the theorists, Ornithoparcus
(in 1516) has apparently no mention of the
subject of inveision at all in his delightful Micrologus but a limited number of artificial manners
were sufficiently common to be minutely dealt
with by Zarlino in 155S. Of these some details
may be liere given, especially as our own iloi'ley
explained the subject a few years later to English
students in his Plaine and Easie Introduction
as
a manner of composition used among the
Italians, which they call contrapunto dopjtio, or
double descant, which being sung after divers
sortes, by changing the partes, maketh diverse
manners of harmony and is found to be of two
;

'

:

sortes.'

Both Zarlino's and

ilorley's

'

acquire a new thoughtfulness in their inverted
form ^ at the close of the movement
:

;

Some account

of the earlier stages of the art

of inversion, as expounded b}' two notable 16th
century theorists, and exemplified in the works

of the greatest composer of the golden age,
be appropriately attempted here.

may

—

The
Early use of Tnvertihle Counterpoint.
custom, in the early days of Organum and
Dlaphonia, of freely doubling the vox organahs
an octave above or the vox2rnncipal}s an octave
below (see Diaphonia), forms virtually the
It seems
prototype of ordinary inversion.
practical origin lies in the
When
natural conditions of vocal compass.
the words of a motet or mass were passed from
part to part, their musical couuter^iart would
pjrobable that its

This aaeful and easy inversioo of two upper parts, while the
It often
reinaiiifl tmclin-nged, was constautly used by Bach.
if the pxicencies of compasa iL](*ne dictated it. but iu such
quoted above, it ia a tfratuitoua inveraiou,
a.-) that
effect.
juatifled only aud entirely by ita eiquiaite beauty of
1

lia-w

eeiufl aa

an instance

two

sorts

prove to be really three, as their first sort is
divided into two manners, one of which (as the
former author says in his Istitutioni annonichc),
when the parts are inverted continues with the
same intervals,' the other 'with variations.' Both
theorists proceed to suggest that, in the first
manner, the inversion is to be efiected by transposing the higlier part a fifth lower aud the
lower an octave higher, while in the second
manner the higher part should be taken a tenth
lower and the lower an octave higher.
These
two kinds are virtually double counterpoint in
the twelfth and tenth respectively, indeed,
Morley gives them these names and the description of the latter as being 'with variations'
simply refers to the modifications of intervals
necessary to preserve tonality when transposing
any part a tenth. The other sort of 'double
descant,' described by both theorists, is practically inversion by contrary movement, already
referred to at length in this article
but some
of the examples are planned, by an accumulation
of device, not only to invert in a variety of
ways, but also to make strict canon, sometimes
direct and sometimes by contrary movement.
A clear idea of the evolution of this art is only
to be given by rather extensive quotation.
Morley's examples of the first two sorts are too
long to quote in full, but a few bars will give
an idea of their vigorous character as well as
show their exact method of inversion as laid
down by both Zarlino and Morley himself:
;

INVEETIBLE COUNTERPOINT
Double descant in the twelfth (Morley).

i*ESE

^t='

Inversion.

*^^^-f^t-.

Ja^.^

'

etc..

Double descant in the tenth (iloRLEv).
53?-

Eg?

^-=^liE;^!

etc.

^j-^a=£|igg^'EF:^gg^iglF^

^^^^^^i^^^^Mt
il^=E^i§E||f

feSE5

Jlorley's rules for the first sort are concise

and practical, and agree closely with those
given by Zarlino, the chief being that no sixth
is to be used, the compass of a twelfth is not
to be exceeded, and the parts are not to cross.
He adds directions for the avoidance of special
progressions, which would involve false relations
in inversion.
For the second sort the chief
rule given is that no consecntives of any kind
are to be wTitten, but curiously enough the
parts are allowed to cross to the extent of a
third.

The two following examples, from Zarlino and
Morley respectively, show an interesting attempt
on the part of both authors to w'rite a counterpoint at once invertible in all three ways
:

From Zaelino's

Isliluliuni, edition

1589.

Principale.

I^l^igp^^l^^p
11
:igti=:24S-.

-ii^^^E^E^^;^^^.

z^^^fe^§if,^ll^li
3^^i=l%E^iEiEfezi=si

Wm^
j-p

—

We^^
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^^pg^lj-j^g^^
^^i^- iiSS
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P=C

S^P^S^5 i'Sfe^

m^

e^^

gUfe^S

-p^^

^^^l ^B|g^-^gjjgg

1st reply.

_§=S^

i-E-

ict

li!^?itii*i£
2nd

!-!=:(?:

E^gffl

reply.

im^Et:

:^^Ete?

l:^g^^;^^gg£^^=gg|
Srd reply.

E^l^^

^^wg^P^^gj^gEg^gjg^:

im^-i

i^^S^^pSg^sJ^

S^^iE

greatest cleTerness

is

exercised

by both

theorists in their third kind of inversion.

i^E^

In

example is given, by each, of
canon made ^&r arsin et
without any discord in binding manner ^

Replica.

f^H

B:'BE2

this manner, an

what Morley
thesin

'

calls a

S2E

^^^^^^^^^^

^^g^:g^pP^g|=E^^rig mte
But the

•a=

^-*--3^

'

in it.'
The object of this device may be thus
explained
When any two parts are WTitten

'B^^^^E^^^^^
MOELET

:

without suspended discords, they can be inverted
in the double sense (melodically and harmonically), as was shown earlier, in such a way that
all the intervals between them will be exactly
restored.
But if the two parts be also constructed so that, apart from this inversion, the
one forms with the other an exact cctnon by contrary inoiwiient, the inversion, when it takes
place, will have this simple and surjirising
result
the part that was the consequent may
lead, and the leading piart may follow as a new
This use of double counterpoint
consequent.
is worth quoting at length here, as it seems to
represent the height of what may be styled

PrincipalL

s^HiSggsEgSgp^
^g
- c?

^-

i-^t

EE^^iiE^^EE

;^E£^i^Si^iig

:

practical ingenuity in this direction. The principal or model is given in full in each case, but

only a few bars of the reply are indicated, as
may easily be completed by the reader

these

:

—

Zaklixo
Principale.

Iki^i^^iggi^iEsil
!^izgl^=fiiS"^i^^
^i**

ikssi^^E^fini^^f^

g^^ii^if|E^§i|^^
li^g^siis^^

^iSi^pte^l^^

w^Ss^^^^
m 3jplg^^g^gip^
i^r

:

p^g

1 This expression appears to be used here to sigTiify by contrary
movenuuit, and not, as in Its ordinarily accepted sense, 6y crossed
accent g.
2 i.e. suspension.

^^^

m^^^^i^m^
Reply.

B=E

t^ E^^E

'^|-iEEgE^^gl gJEfJe-F_£^£pEEg^F:
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Morley after his effort adds
Thus j-ou see
that these wayes of double descant carie some
'

:

diliicultie,

and that the hardest

of

them

all

is

they are always beautiful rather than learned
in elfect, and since they are clearly the exception in his works, they seem to prove his rule
of freedom.

the Canon.'
Still, in
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sjiite

of such ingenuity as this, the

art of inversion seems scarcely

been

to ha\-e

very highly developed or prosperous in the 16th
The arbitrary choice of a few artificial
century.
though these few were
devices out of so many
certainly of the most typical and practical
and the minute correspondence of dekinds
scription in both authors,' together with the
slender consideration they each give the subject
as compared with the rest of their work, and
the air of relief with which they both declare
that genius can discover other new and beautiall these
ful inventions of the same kind
things point rather to the fact that invertible
Counterpoint was not very systematically formulated at the time, and that theorists A\'ere
content to be more suggestive than didactic
The omission of any mention
on the subject.
of double counterpoint at the octave or fifteenth
seems remarkable
it suggests that this may
have been so obvious a use as not to be included
among artificial kinds of counterpoint nor to
deserve Zarlino's deserijition as composition so
ingeniously arranged that it may be sung in
several ways.'
Whether at that time it was
not even dignified with the name of contrajnmto
doppio, as it has been since, is not clear.
To turn to the practical application of the
art of inversion in the 16th century, it may be
said that Palestrina's use of it is more moderate
and perhaps less systematic than might be
expected.
His great fluency of parts, his
faithfulness to melodic outline, and his minute
reproduction of the emotion of the words in each
part all seem to pioint to invertible counterpoint
as the one art which would give him absolute
freedom.
For when melodious phrases pass repeatedly from voice to voice, counterpoints that
will not fall naturally into the vacated places
above or below the chief melody must needs be
modified, or perhaps abandoned altogether. This
may be a real hindrance to inspiration and it
is even possible, without heresy, to imagine that
Palestrina and his contemporaries, had they
chanced to study this particular art more,
might have attained to their great heights
with even greater ease. But it is perhaps truer,
and certainly pleasanter, to believe that Palestrina's erudition was in such complete subjection
to his spirit that learned devices of inversion,

—

—

—

It needs a well-read disciple of
the music of that period to speak authoritativelj'
and this the writer cannot claim to be ; but
it seems doubtful whether a more complete or
typical exanijile of the 16th century use of inversion in practical comitosltion coidd be found
than chances to be easily accessible in Palestrina's motet,
beata et gloriosa Trinitas, ^
from which the following examples are taken.
The first is a double counterpoint in the twelfth,
and its first occurrence (which may be called
the model), with its three subsequent inversions,
are here set down

—

'

'

:

;

'

'

'

It is diflicult to speak with sober moderation of
this

and

examples of Palestrina's art.
It
model is capable of exact

like

will be seen that the

inversion, that

it never once received it at his
hands, and yet the effect of exact inversion is
virtually produced.
The modifications in each
case have a practical reason behind them which
the merest tyro can grasp, but in each case

they put on an insptired gi'ace.
The next extract may be cited as a like instance of free

;

though fully at his command, were modified,
or abandoned altogether, only because, when
the time came, a more beautiful note or part or
He seems rarely
progression suggested itself.
to take a subject from a high to a low voice, or
vice versa, without the process of adorning or
completely changing its accompanying counterbut
points.
Strict inversions are to be found
;

1

Morley'3 great debt to Zarliuo

is clear.

triidc counterp>oint

:

^

"^
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The

chief subject passes from treble to tenor
twice modified, yet its spirit is entirely

it

;

is

preserved

the inversion of the other parts is
free, beginning at the hfth and twelfth respectively, but merging into what cannot be called
;

an inversion, and yet gives the feeling of one.
The third example is in four parts, and, as the
bass remains the same, it affords what would
seem a rare instance of an inversion in which
all

note

the

four

parts

:

g___^ll,J_J_

are

reproduced note

for
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arrived with his stupendous gifts,

him and

it

was possible

contemporaries and followers
completely to restore melodic flexibility to all
the parts without any violation of tlie absolute
This was the new polyphony, and
rule of key.
for

it

for his

bestowed fresh vitality upon

tlie

act of in-

version as upon every other contrapuntal device.
It is scarcely too much to assert tliat in

Bach's lifetime

this

particular

art

made

as

had made in the whole of
its previous existence, and it has not greatly
Bach's characteristic freedom
advanced since.

much

progress as

it

of melodic style, together with his extraordinary
clearness of harmonic purpose, were specially

indeed, they furnished him
favourable to it
with just the two requisites for success and
doubtless the diligence with which he constructed
parts that were invertible reacted favourably
He found the simple harmonic
upon his style.
scheme of tonic, dominant, and subdominant,
awaiting him, and attained complete mastery
over it, establishing and extending it by all he
^^Tote.
It is not intended to suggest liere that
liamronic root basses, such as those cited above,
belonged only to the early days of harmonic
rule, or that they were altogether abolished by
Bach in favoiu' of more flexilile and melodious
;

;

They

of coirrse, as indispensable
to-day as they were in the hands of anj' early
Italian harmonic writer, such as Vivaldi, and
basses.

are,

nothing can replace them for strength and real
grandeur of effect. Moreover, Bach and Handel
used, to great advantage, basses as angular

and incapable of inversion as any of their preThe pre-eminent achievedecessors had used.
ment, however, of Bach's polyphony was to
reconcile harmonic strength with melodic gi'ace
in one and the same part whenever lie needed
both, and this is clearly the whole problem of
modern invertible counterpoint. Innumerable
are the melodies of beauty and the basses of
but let parts
strength which will not invert
be combined which are strong enough to be
basses and beautiful enough to be melodies,
and the two great commandments of invertible
It is this fact which
counterpoint are fulfilled.
makes Bach's fugues, and notably the Fortyeight and the collection called the Art of
Fugue, the finest text-liook on inversion.
For a detailed exposition of all the varieties
of inversion and their peculiarities, the reader
must be referred to the many works on the
subject since that of Fux, amongst which may
be named those of Marpurg, Azzopardi, Cheruand in England, in
bini, Albrechtsberger
modern times, the little Primer by Bridge, and
the much larger one by Front, have done much
;

useful

and common kinds

with a few
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of inversion, together

}iractical hints

on inversion by con-

trary movement.
Inversion at the Octave or Fifteenth (in two,

—

or more parts).
This inversion is the
most natural and serviceable, and is by far the
most common.
It has already been made clear
that the all-important point, whether in double,
three,

manifold counterpoint of this kind, is
so unequivocally as to secure it in oil invrtsions from
ambiguity or from actual distortion.
But the
practical difficulty, as is pointed out by every
theorist from Fux onwards, generally centres
upon the ambiguous nature of the perfect fourth^
and upon the unnatural restrictions which consequently limit the use of its inversion, the fifth.
A filth (or possibly a fourth if between two
upper parts) may form at one moment an
innocent concord, and at the next, when inverted as a fourth from the lowest part, it may
become a discord, leith a different root.
For a
fourth from the bass ordinarily implies a delayed
third, just as a seventh implies a sixth or a
ninth an octave.
The rough-and-ready rule

triple, or

imply the harmonic progression

to

to obviate this difficulty

is

to exclude the fifth,

because of the difficulty of
fourth, or else, in view of its

its

inversion as a

becoming

a discord,

by suspension or cautious conjunct
movement." But this is clearly not the best
method, nor does it produce results to be comto prepare it

pared with Bach's finest examples of double or
triple counterpoint.
There are innrmierable
instances of well and freely-planned fifths and
fourths
to know how these m.ay be written
the student must probably adopt the more
;

circuitous course

by which

of stud3'ing all

a deliberate

the devices

harmonic basis may be

made

perspicuous, and that not only in ibur or
three parts, with more or less complete chords,

but in the implied harmonics of two parts, and
even in a single melody without acconjjianiSome of these devices may be briefly
ment.

Thus the leap of a fourth upwards
downwards to an accented note implies

indicated.
or a fifth

the root progression whether accompanied or

A

not
and the inevitable progression of leading
note to tonic
perhaps plain, perhaps adorned
by the conventional shake or changing note or
other adornment
is easily recognisable when;

—

—

ever

it

occm-s.

;

to help the student.

Many modern German

are devoted to double counterpoint
one by J. E. Haberl (Leipzig, 1899)
deals in much detail with the rarer inversions.
Here no more can be attempted tlian to add
some general remarks as to the three most
treatises,
;

too,

The history of this \infDrtun.ite interval, which t^ thia d.^y is
both concord .lud discord, is still in the making.
It is possible tu
coiiceive a system in which its early freedom and equal rights as a
perfect concord had been much longer maintained. Greater freedom
seema in store for it. Beethoven shocked his contemporaries hy
treating a 6-4 a.s a concord. Schumann dared to end a Novelett*
Its increasing freedom will diminish
on this much-abused chord.
restraints in inversion. But wh.atever happens to it. the third will
doubtless remain a most powerfijl and rightful usurper.
2 It is also possible to write the complete 5-3 fearlessly, and
simply to avoid the inversion which converts it into an unsatisfactory 6-4. This Bach has done, for example, in the ca.se of the
chord marked • in the triple counterpoint quoted at the beginning
'

of this article

(p.

493al.
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zs=*r

m^

-*-

^35M E^gp^pg?
still more cous})icuou3 among melodic devices,
by which harmonic intention is implied, is that
which in all its forms may be called the arpeggio
device, i.e. moving from note to note of a chord
till it

And from this
besets a pjlain common chord.
the student may argue backwards and discover
that in three -pjart counterpoint, and even in
two, incomplete or implied chords of the seventh
will often serve far better than complete or
implied common chords, and will make his
A splendid
harmonic purpose quite clear.
instance of this device is to be found in the
following triple counterpoint taken from Bach's

G

great

minor organ fugue

:

be completely inferred

which
In these instances of inferred diminished and

dominant sevenths it will be seen that
enough to indicate the two characteristic

it

is

notes

of each chord,

the rest being omitted.
This
embody in two-part writing,
where all the melodic deidces just enumerated
may be supjilemented by a characteristic note
in the second part that shall make the progresprinciple

is

easier to

the dominant
seventh be added to the leading note in the example at the top of this page, the progression
is confirmed, and a sure foundation for good
double counterpoint will be formed.
sion still clearer.

For instance,

if

^^^I^l^g
The same

principles of harmonic implication
evidently guided Bach in his construction of
such masterly triple counterpoint as the following :—

From No.

3 of the 'Forty-eight.'

which a bold leap to C sharp in the second
bar enaljles him to retain the vigour and fulness of a complete common chord without the
The reader will
smallest risk of ambiguity.
have perceived that in an important sense it
becomes really easier to write good invertible
For,
counterpoint in many parts than in two.

is

chiefly built

on incomplete chords of

the seventh.
Of the many varieties of inversion at other
intervals (mentioned in the article Inversion)
two are to be singled out as the most useful.
The chief
Double Oounterpoint rxt the Tenth.
claim of this variety to special consideration is
to be found in the fact, pointed out by the
1 6 th century theorists as well as those of to-day,

—

possible to use the model (or jrrvncijpal)
inversion (or reply) simultaneously, thus
making a three-piart result. Before Palestrina

that

it is

and

its

The most
was born, Ornitlioparcus wrote
famous manner of the Counter-point (as saith
:

'

Franchinus) is, if the Base
the Mea.ne, or any other
distant by a tenth, whilst
in Concord to both.'
To

goe together with
Voyce, being also
the Tenor doe goe
achieve this, consecutive thirds and sixths are obviously banned
in the model.
This is its chief condition, and
two parts in well-planned contrary and oblique
motion generally allow not only of this valuable
inversion in its simple form, but also of various
applications of what are kno^\m as added thirds,
in which the advantages of lucidity and economy
are combined with those of richness and strengtli
which the subjects naturally gain by being
Albrechtsberger
doubled in thirds or sixths.
invents the following example in his treatise,

in

as the parts increase, the means of
clearness manifestly increase also.

harmonic

Thus, a
chord of the dominant or diminished seventh
is not liable to the ambiguity in inversion that

which he
thus

is

able to translate into four parts

:

l_l^^i^A..
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suggest a subtle modulation to a nearly related
key (the dominant or subdoniinant, as the ease
may be), since while one of the parts remains

^^EfeS^E^

stationary, the other is transjiosed a twelfth up
or down. Special allowance for this effect should

made in the model, especially at the cadence,
The device of a falling fifth adopted by Jlorley
be

The

great usefulness of this kind of counterpoint is also well illustrated in such learned
fugues as the A minor from Bach's Forty-eight
quoted at p. 495.
The following fragment of
double counterpoint, which appears at the second
.and third entries of tlie subject,

passage already quoted
and should be noted,
as when the lower part is transposed a twelfth
higher a perfect cadence in D minor is efiectively
secured.
The following fragment is so planned
as to infer three ditterent cadences (in A minor,
F major, and C major respectively) in its model
and two inversions. It is not always necessary,
ill

the Iburth bar of

tlie

(at p. 497), is excellent

^J^
and an

analysis of the whole fugue reveals its
possibilities,^ in such de-

almost inexhaustible
"vices as

these

:

however, to suggest modulation.
It may be
avoided either Viy careful omission of the note
that would etfect the modulation in inversion
(subdoniinant or leading note), or else by deliberate alteration of that one note in the inverted
form.
Tliis hach has done in the following
beautiful tri}ile counterpoint, an instance of
particular gi'ace and significance

:

—

m
ft^

5fe=3t?-^

^
Mi

sSTsss SIS'

m

"Kis

^^^i

^^^^^4m^w^4..^^

DouUcCoiinta-jwifit at the Tirrlfth.—The chief
practical jioints to note in this in"\'ersion are

:

(1) that, in it, thirds become tenths and vice
versa, so that consecntive thirds and tenths

may

be freely used

;

(2) octaves

and

fifths are

each inverting into the
-other
(3) sixths are to he used with peculiar
Its chief
caution as they invert into sevenths.
characteristic, and probably its chief usefulness,
are both to be found in its power to ett'ect or
also interchan£;eable,
;

'
It is the coTi/rari/ conjunct movement which chiefly accounts
It will
for the great reaonrces of this particular counterpoint.
be seen that it is iuvertible in a variety of ways other than the
tenth, and that when the subject ia taken in contrary movement

and in

close atretto, the use of the first counter-subject

never

fails.

Jt.

—

\

• etc.

—

Inirrsio'/i hy Contrai-ij Movement.
So much
has already been said in the first part of this
article on this important variety that it only
remains to name the chief points to be observed

in construction,

may

and the ways

in wliich inversion

best be eifected.

(1) Concords must prevail at
points, and only passing discords

duced.

^STaturally

the accented

may

be intro-

no suspended discords are

possible, for the simple reason that in the inversion the suspension wordd fall upwards, and
" It ia the cadence in all double coiinterpoSnts that
naturiiDv
need.9 closest atteution, for it is there that flciriicsa is iimst
desirable.
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though the laws of gvavitj seem less immutable
in music than in physics, such a suspension can
only sound forced and unnatural.
(2) The
beginning and ending, but especially the ending, must be regulated by the scale on which

harmonic advantages the exact melodic coinci-

the melodies are inverted, as will be seen below.

in early and

The

may

possible scales on

which any melody

be inverted are obviously seven.

scale of C, for example,

following positions

may

The

be inverted in the

dence of every interval in inversion, tone coinciding with tone, semitone with semitLtne, and
most important of allr— tritune with tritone.
For this reason it is almost always used both

—

examjjles.

;

discussion

:

modern

In the harmonic minor mode the conditions
are modified
but the suijerior advantage of
two scales, Nos. 3 and 5, are beyond need for
;

and

id=^^4A 4-Jr"
(fe^:

^,
I

I

^^
tp-

1

1

I

The art of inversion by contrary movement
in modern times seems to hold real promise.
It possesses far greater qualities than mere
ingenuity, and its scope is certainly wider now
than ever before.
Its dangers, when applied
have been fully discussed
seem such as are not very
generally apprehended yet, and it seems certaia
that it has an important future.^
to

some

subjects,

its

possibilities

but

i
w

'T

Tri

irr

Of these the first, third, and fifth possess special
harmonic advantages, for in each the chief harmonies (tonic and dominant) upon which the
model is built may, to a large extent, remain
In none is it
unchanged in the inversion.
possible to achieve this completely.

which most favours the dominant

is

The

scale

least favour-

Thus

in No. 6 the
completely, and a
subject built upon it would fare excellently in
inversion till it came to the tonic

able to the tonic chord.
dominant triad coincides

:

Bad.

tT

;

In conclusion, it may be said that the common
reputation of invertible counterpoint is that of
an exercise of ingenuity rather than an importIt is
ant part of a composer's equipment.
naturally associated more with cleverness than
with inspiration, and seems to earn the title of
artitice rather than of art.
This is not because
it is less valuable in the hands of a master
than most other clever things, but perhaps
because its serious pursuit otters difficulties so
formidable that it has been apt to draw the
attention, ultimately perhaps the affection, of
those who do study it awa)"^ from its purpose
into itself.
So absorbing are its interests that
its devotees have perhaps found it too eas}'' to
become specialists.
But such devotees have
the present
been, it must be confessed, few
danger is one of over-neglect on account of its
difficulties, rather than over-attention on account
of its fascinations.
Since Bach's time, both
Haydn and Mozart were masters of contra;

5 completely favours the
but the dominant triad in it is answered
by the subdominant. Nos. 1 and 3 effect compromises, having points of coincidence in each
triad as seen in this fragment

Similarly, scale No.
tonic,

:

—

and

puntal device, hut they were so much taken
up with unconti'apuntal matters as only partially

A

'
carelul study of all varieties of inversion now described
reveals the fiict that if OL-tiives aud tliinls be made the i^taple
concords of any double counterpoint, if only contrary and oblique
motion be used, and all but pjissing discords be avoided, the result
n-ill be invertible in all these ways, and, in addition, nill form a,
baaia for many p-jasible devices of added thirds or sixths, both by
direct and contrary movement.

tr.

And

the dominant seventh be used for a basis
of the model, as it is in numberless cases, these
two scales (together with No. 5, if the dominant
ninth be a feature) form by far the most useful.

-I-

if

r
Some
1.

Of

these No. 3 justly takes first place (in the
major mode), for it alone combines with its

of the

many

^^^0'=^
possible inversions of this fragment are

INVITATORIUM
to exercise their powers in this direction.

IONIAN MODE
Of

hardly too much to say that
he seemed to affect ingenuity in this art, rather
than to iind it native and in modern times,
too little real success in the contrapuntal arts
is to be recorded.
It is certain tliat few technical powers give
such freedom to inspiration as the mastery of
Basses that will make good
part "^ATiting.
trebles, melodies that are possible as basses,
and inner parts that are worthy to take the
place of either treble or bass, are neither always
possible nor always desirable.
But the power
Beetlioven

it

is

;

-

to write

them

at will, whicli the art of inversion

It is obviously perfected
constructive ability that favours perfect expres-

teaches,

is

invaluable.
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applied to the 95th Psalm itself, esjiecially by
writers who were dealing with the English Prayer
Book since the refrain was given up at the
Reformation.
The term, however, jtroperly
belongs to the responsorial refrain, and not to
the Psalm.
w. H. F.

IONIAN MODE(Lat. Modus lonicus, Modus

—
— of

The Thirteenth

according to some
the Ecclesiastical
Modes [according to the later reckoning.
In
the earlier modal system, of eight modes, this
one has no place].
[See Modes, the Ecclesiastical.]
The Final of the Ionian Mode is C. Its compass, in the Authentic form, extends upwards,
from that note to its octave and, as its semitones occur between the third and fourth, and
the seventh and eighth degi'ees, its tonality
corresponds exactly with that of the major
diatonic scale as used in modern music
circumstance which invests it with extraordinary
interest, when considered in connection with the
history of musical science.
Its DLiminant is
G another point of coincidence with the modern
lastius).

Eleventh

the

writers,

or,

;

Exact balance of that which
construction with that which we call
inspiration is rare indeed.
There have been
many composers, and indeed whole periods
of musical development, preponderantly intellectual, while others have been distinguished
sion of feeling.

we

call

almost reckless emotional enterprise.
It is
works of men who, like Palestrina and
Bach, reconcile both sides of the art, that we
may well turn for the true examples of such
musical mechanism as invertible counterpoints.
for

to the

They bring

their best inspiration to the best

construction of which they, or rather their age,
may be capable. They show us how to combine

the joy of freedom with the dignity of restraint.
They are servants of laws not less than we are,
but they find their service perl'ect Ireedom.
They not only instil abounding life into every
intellectual device, but they assiduously cultivate the latter for the sake of the former. They
obey old laws and silently enaet new ones,
setting their OAvn jiarticular seal of permanence
upon things hitherto only tentatively expressed
or scarcely even apprehended, making their

own

attempts to express a perfect thing
Towards this high end the art of
invertible counter[)oint is not the least important contributor.
H. w. D.
INVITATORIUM. The Invitatory, as sung
at matins, stands alone among all the chants of
tine

perfectly.

the breviary services.
It is a refrain which is
sung in conjunction with the 95th Psalm, '0
come let us sing, at the beginning of matins
and this with its refrain is a survival of the old
The Psalm itself is sung
responsorial singing.
by solo voices the refrain is repeated by the
choir sometimes the whole, sometimes only the
second part, is intercalated between the verses,
which are gi-ouped for this purpose very differently from the natural arrangement of the Psalm
These Invitatories form part of
in the Psalter.
but they, together with the
tlie antiphonal
'

;

;

;

;

chants (appropriate to each mode) to
which the Psalm is sung, are often collected in
a separate volume, ami have been so collected
and printed at Solesmes.
The term Invitatory has been sometimes
special

—

—

Mediant is E, and its Participant,
Conceded Modulations are F, A, and
and its Absolute Initials C, E, G, and fre-

scale.

D.

B

Its

Its

;

cjuently,

in

polyphonic music,

characteristics,

D.
be

may

therefore,

Its

chief

illustrated

thus
Fin. Part.

Mode XUI

(or XI).

Jled.

Ilom.

The compass of the Plagal, or Hj^po-ionian
Mode, lies a fourth lower than that of the
Authentic form, ranging from G to G.
The

Dominant of this !\lode
and its Participant, G.

is

Its

E,

its

Mediant, A,

Conceded Modula-

and the F below the initial G
Absolute Initials C, G, A, and, in polyphonic music, verj- frequently D.
tions are D, F,

and

;

its

Mode XIV
Med.

It ivill

Fin.

(or XII).

Dom.

Part.

be seen that the semitones here

fall

between the third and fourth, and sixth and
seventh degrees
exactly tlie position they
occupy in the Authentic Mixolj'dian Mode
and, as the compass of these diodes is also
identical, the one is often mistaken for the
other, though they are as clearly distinguished,
by their respective Finals, as the modern keys
of Eb, and Fj minor.
[Melodies in the Lydian and Hypolydian
Modes were under the earlier modal system not

—

unfrequently transjiosed a fifth higher when
they contained no B5, and therefore could be
correctly given in the higher seat. They usually
were so transposed in order that by use of a Bb
2Jc
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there might be secured the interval of a whole
tone below the Final, and the melodically weak
effect of a leading note might be avoided.
Ancient melodies which emijloy the leading note
are rare in either seat.
The following antiphon
melody shows the way in which the leading note
was avoided in many cases.

press

the

This is
a whole tone, in performance.
selected, by Palestrina, for the Missa

it

Mode

Fapae Marcelli and by Orlando di Lasso, for
his Motet, Confirma hoc, Deus
both which
;

—

compositions are erroneously described, in the
latest German reprints, as in the Mixolydian

Mode.

The melody

hEe-ne-di

But
The

—

t^

pa-trem

et

fi -

li-um

in

Bie

.

cu

in later mediaeval days a change took place.

leading note was sought instead of avoided,
and even in Plain -song the melodies with a
leading note, either in the Lydian Mode with

Bb

or in the Ionian

The

multiply.

Mode without

it,

began to

Plain -song 'Missa in
Festis Solemnibus
better known in a less
pure form, as the Missa de Angelis (see Mass)
is a case in point.
An older instance is the
particularly captivating Hyjjo-ionian melody
fine
'

—

'

'

—

used

for the

AUeluiatic form of lesser responds
the Pasclial form of the Respond in
In manus tuas, Domine,* as given in the Roman
Vesperals.
In some places melodies that were
properly Mixolydian or Hypomi.xolydian were
in later days transposed to the Lydian or Ionian
seat in order to secure tlie leading note.
A
as, e.g., in
'

noteworthy case of this is the Italian Melody of
Aeterna Christi munera
see Hymns Ancient
and Modern, 202, contrasted with 430 in the
old edition of that hymn-book.
As a result of the strong prejudice which thus
'

'

;

existed against the Ionian
times, when the softness of

Mode
its

in mediteval

intervals gave so

was commonly called Modus
contrapuntists seem also to
have regarded it with grave suspicion.
It was
only as tlie harmonic Art advanced that the
inexhaustible extent of its capabilities became

great offence,

it

The

lasciviis.

earl}'

gradually apparent,

v.'.

H. F.]

When first employed in polyphonic music,
the Authentic scale was usually transposed (lor
the greater convenience of ordinary combinations
of voices) with the customary B? at the
signature
in wliich condition it is often misPalestrina
taken for the modern key of F.
delighted in using it, with this transposition, as
the exponent of a certain tender grace, in the
expression of which he has never been approached as in tlie 'Missa Brevis,' the Missa
Aeterna Christi munera,' the delightful Motets,
;

;

'

'Sicutcervusdesiderat.'and 'Pueri Hebraeorum,'
Gio^-anni
innumerable other instances.
Croce has also employed it in the Motet, Virtute
magna
known in England as Behold, I bring
wdiile in our own School,
you glad tidings
we find instances of its use in the imperishable
little Anthem,
Lord, for Tliy tender mercy's

and

'

'

—

'

'

:

'

and Gibbons's fine Service in F.
The Hypo-ionian Mode is less frequently

trans-

tlian the Authentic
sometimes found desirable

to de-

though

in

writing,

it is

• lii

cum

scale,

Banc

-

Hypo-ionian

to

;

spi

-

ri

and

-

tu.

form,

given in

is

its

original

strictly
true Mode,

is

its

transposed, in the masteily setting, by John
Dowland, pjrinted in Ravenscroft's Book of
'

Psalms'

(Lond.

[See

1621).
P.SALM.]

HUNIIEEDTH

IPERMESTRA.

An

Hymn; Old
W.

opera

of

S.

R.

Metastasio's

which has piroved very attractive to a long list
The Dirtionnaire Lyrique of
Clement gives no less than IS settings of it by
Galuppi, Sarti, Jommelli, Hasse, Gluck, and
other eminent musicians. See Metastasio. g.
of composers.

IPHIGEXEIA. The story of Iphigeneia,
Agamenmon and Clytemnestra

the

—

daughter of

in

the two episodes of her deliverance from sacrifice
at Aulis, and her rescue of her brother Orestes
from the same fate at Tauris, which formed the
suliject of Euripides' two tragedies
has been a
favourite subject with the composers of operas.
Not to speak of the two masterpieces of Gluck,
noticed below, we may say here that the opera
of Ifigenia in Aulide,' by Aptostolo Zeno, has
been, according to the Catalogue in the Theatre

—

'

Lyrique of F. Clement, set to music by no
fewer than twenty composers between 1713 and
ISl]
D. Scarlatti, Caldara, Porpiora, Abos,
Traetta, Majo, Guglielmi, Jommelli, Salari,
Sarti, Martin y Solar, Prati, Giordani, Zingarelli, Bertoni, Mosca, L. Rossi, Trento, Mayer,
Federici.
The opera of Ifigenia in Tauride
(author unknown, but pjossibly A^inci) has been
composed by nine separate composers D.
Scarlatti, Orlandini, "Vinci, Jommelli, Mazzoni,
Agi'icola, Monzi, Tarchi, and Carafa.
G.

—

'

—

IPHIGENIE EN AULIDE.

'Tragedie-

words by the Bailli du
Rollet, after Racine
music by Gluck. Produced
at the Academic, Thursday, April 19, 1774. The
nightly receipts at first were 5000 livres, a sum
then unheard of.
The sum taken on April 5,
1796, amounted, owing to the deptreciation of
the assignats, to 274,900 livres.
Up to Dec.
22, 1824, it was played 428 times.
[Wagner
made a sjiecial arrangement of it, revising the
text and instrumentation, and altering the end.
His version was performed at Dresden, Feb. 22,
opera

'

in three acts

;

;

The

1847.

score of his close to the overture

was published in

18.o9.]

IPHIGEXIE EN TAURIDE.

g.
'

Tragedie

words by Guillard, music
Produced at the Academic, Thursday, May 18, 1779.
On June 6, 1796, the
assignat of 100 livres being equal to only 10

lyrique

sake,'

posed,

Psalm, in

fi

ca-mua

of the

Hundredth

Old

'

in four acts

by Gluck.

;
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IPPOLITOV-IVANOV
centimes,

= 1071

the receipts -were

livres

Up

sous.

7

1,071,350
June 5,

to

li'VTes

IS'29,

On .Ian. 23, 17S1,
was plaj^ed 408 times.
the tragedy of the same name by Piccinni, words
by Dubreuil, was produced at the Academie,
and survived in all thirty-four representations.
On the hrst night, the chief actress being
obviously intoxicated, a spectator cried out,
Iphigenie en Tauride
allons done,
c'est
Iphigenie en Champac^ne
G.

it

'

!

'

!

IPPOLITOV-IVANOV, MichaelMikhailoYICH, composer and conductor, born at Gatchina, Nov. 19, 1859, was a son of a mechanic
employed in the palace.
From 1876 to 1882
he studied at the Conservatoire of St. Petersburg, and passed through the composition
class under Rimsky-Korsakov.
On completing
his studies be was appointed director of the
Music School, and conductor of the Symphony
Concerts at Tidis (in connection with the Imperial Russian Musical Society). Here he made
a close study of the music of various Caucasian
races, more especially that of the Georgians.
His book, On the Xational Songs of Georgia, is
considered an authority on this subject.
In
1893 he accepted a professorship at the Moscow
Conservatoire, and for hve years conducted the
Moscow Choral Society. In 1S99 he became
conductor of the Moscow Private Opera, an
enterprise which has exercised an important
influence upon musical life in Russia. IppolitovIvanov's style is essentially lyrical, straightforward, and agreeably melodious.
His works
comprise :—
for Orchestra.

L Overture ou a Eusyinii theme.
phonic SL-herzo, op, '2.
3.
Suite,

'

ChoraJ

and Vocal workx

Var-Khmel.'

op. 1.

2.

Sym-

18871:

'

Asra

'

'
;

with Orchestra.

Assya,' subject from Tourgeniev

Upt:ra, IHOO).

Chamber Mugic.
Pianoforte quartet, op.

6.

Somewhat

646.

Saxon musician.
St. Helias, an Irish monk,
was the first to introduce the Roman chant at
Cologne about the year 1025.] The music of
Ireland, and in jiarticular her ancient school of
Harp-playing, have from early times been in
liigh repute, having been lauded in the "writings
of 13ronipton, Giraldus Canibrensis, Dante, anti

John

String qviartet,

A minor,

op. 13.

Vocal.

Songs and Duets with pianoforte accompaniment, op. 11, op. 14
(6). np. 15 (3), op. -21 (6), oji. 22 (Gl, op. 23 |3 Moorish melodies), op.
Alsiu several
25
duetst. op. 27 (2i, op. 28 i5i, np. 31 (4), op. 33 (tt).
choruses, a cappella, and with pianoforte accompaniment,
ji
^i-'i

IRENE. See Queek of Sheba.
Although it is
IRISH JIUSIC.

not long

since the opinion was generally entertained that
Ireland had been sunk in barbarism until the

English invasion, liistorical and antiquarian
researches hare established the fact that the
island ivas in early times the seat of Christianised learning and a remarkable artistic civilisation.
[In the 5th century, Shiel (Sedulius)
composed many hymns, and also the Introit
'Salve Sancte Parens,' still included in the
Roman Gradual.
John Scotus Erigena, an
Irishman, who died eirc. 875, is the first to

Another Irishallude to discant or organum.
man, St. Cellach (Gall) founded the great monas-

The

of Salisbnrj' (12th century).

latter

thus
The attention of this people to
musical instruments I find worthy of commendation, in which their skill is bej'ond compiarison superior to that of any nation I ha\"e
seen.'
Fuller's words are equally strong 'Yea,
we might well think that all the concert of
Christendom in this "war [the Crusade conducted
by Godfrey of Boulogne] would have made no
music, if the Irish Harp had been wanting.'
Fordnn (14th century), Clyn (1340), Polidore
Virgil and Major (15th century), Vincenzo
Galilei, Bacon, Spenser, Stanihurst, and Camden (16th centurj'), speak with equal "warmth.
[Irish tunes have been found in 11th-century
"Writes

'

:

;

MSS.

(Dr. Fleischer).]

Three Irish
Virginal Book

appear in the FU:ii:UUaiii
(Ochone),

airs

— (1) 'The Ho-hoane

'

an 'Irish Dumpe,' and (3) Callino Casturame,' the last set by William Byrd, They are
all in 6-S measure, and seem to possess the
(2)

'

To the
an allusion in Shakespeare,

characteristic features of Irish melody.

there

last air

Henry

dresses

is

act

"V.,'

iv.

French

a

L'^iucasiaii

CoroQatioTi Cjintati,. op. 12.
'Twelve Characteristic Pictures'
for chorufl ami orchestni, op. 18. Cantatas in memory of Pouahkin,
Gogol, and Joukoveky.
Operas.

'Ruth' (Tiflis.
<Moscow Private

Gall in Switzerland, and died in
later flourished St. Mailduff,
the Irish founder of llaildufl'sburgh, or Malmesbury, who taught St. Aldhelm, a renownetl
tery of St.

'

Sketches,' up. 10
(1893),
4. Siufonietta (originully aoimta for pijinoforte aod violin,
op. 8), op. 34 11902).
"

507

sc.

Calen o custure
greatly puzzled

me

an attempt to

spell

the

'

"where

4,

thus:

soldier
!

Pistol ad-

— 'Quality!

— an expression which has
It is evidently
jironounccd the Irish

critics.

as

phrase 'Cailinog a stuir me'

— 'young

girl,

my

!

treasui'e

For the earliest pmblished collections of Irish
music see the Bibliography below.
But these,
being for flute or violin, supp)ly no idea of the
polyphonic style of the music for the Irish
Harp, an instrument with many strings of
brass or some other metal
the harp preserved
in Trinity College, Dublin (commonly but
erroneously called the Harp of Brian Boru),
having thirty strings; that of Rnbin Adair,
pireserved at Holybrook in co. AVicklow, thirtyseven strings
and the Fitzgerald Harp, incor:

;

Dalway Harp (1621), fifty-two
Harp. ) During the incessant

rectly called the
strings.

wars

(See

wliicli

devastated the island in the 16th,

and 18th centuries, the art of music languishedanddecayed there had indeed been man v
17th,

:

famous performers ujion the harp, the national
instrument had apjieared on the coinage of
Henry VIII., and had also been appended to
some State papers A.ii. 1567 but the powers of
the law had been brought to hear upon the
minstrels who sympathised "n-ith the natives,
;
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struggling at this time against the English
power. When tlie wars of Elizabeth, Cromwell,

and William III. ceased, the distracted country
had peace for a while.
Soon afterwards the
Hanoverian Succession was settled, and foreign
musicians visited Ireland, and remaining there,
inti'oduced the music of other countries
the
nobility and gentry too, abandoning their clannish customs, began to conform to the English
model
and the Irish melodies went out of
;

;

fashion for a time.

Some

of the celebrated harpers of the

16th

and 17th centuries were Rory Dall O'Cahan
(whom Sir W. Scott makes the teacher of Aunot
Lyle) John and Harry Scott
Miles O'Reilly
(born 1635) Thomas and William O'Conellon
Cornelius Lyons
O'Carolan (1670)
(1640)
Denis Hempison (1695), who in 1745, %vhen
fifty years old, went to Scotland and played
before Charles Edward
Charles Byrne (1712)
Dominic Mongan (1715) Daniel Black (1715)
Echlin Kane (1720), a pupil of Lyons, before
;

;

;

;

;

One of the most striking of the Irish airs is
that called 'Colleen dims,' etc., to which
Moore's lines, 'The valley lay smiling,' are
adapted it lies on a scale from A to A, but
with semitones between 2-3 and 6-7 (i.e. the
;

;

ecclesia-stical

Dorian mode) as

follo\\'s

:

;

;

named

— Kane, who travelled abroad,

also played

and was much caressed by
the expatriated Irish in Spain and France
Thaddeus Elliot (1725) Owen Keenan (1725);
Arthur 0'Neill(1734) Charles Fanning(1736)
and James Duncan, who having adopted the
for the Pretender,

;

;

;

profession of a harper in order to obtain funds
to carry on a law-suit in defence of his patrimony, was successful, and died in 1800, in the

enjoyment of a handsome competence.

Among

was of course

to be expected that singers,

would not always
adhere to the fixed semitones of a harp scale
hence this air is sometimes corrup>ted, and its
pathetic beauty impaired by tlie introduction
of GS.
An example of the jEolian mode, as scale
:

decay of the
Irish Harp School may be mentioned the Contentions of Bards held at Brnree, co. Limerick,
1730-50, under the presidency of the Rev.
Charles Bunworth, himself a performer of merit
a meeting of harpers at Granard, oo. Longford,
organised by an Irish gentleman, James Dungan
of Copenhagen, in 1781, and carried on till
1786 and the assemblage of harpers at Belfast,
July 11-13, 1792, when the promoters engaged
the subsequently well-known collector, Edw.
Bunting, to write down the music as performed.
From this arose Bunting's three volumes of
acIrish music, dated 1796, 1809, and 1840
curate drawings, biographical notices, and some
hundred airs have been left on record by Bunting, to whom indeed the subject owes whatever
Ten performers
elucidation it has received.
from different parts of Ireland attended the
to

efforts

It

pipers, whistlers, or violinists,

arrest the

'

'

E

P

to E, semitones

between 2-3 and 5-6,

in the fine Irish air,

;

Brian the Brave

'

Remember

is

found

the glories of

'

1

:

meeting of 1792, and their instruments, tuning,
and use of a copious Irish musical vocabulary,
The compass
agreed in a remarkable manner.
Their scale was
of the hai-ps was from C to d!"
sometimes C, but mostly that of G, Each string,
each grace, each feature had a name peculiar to
It was proved that the old harpers had
it.
played with their nails, not the fleshy ti]! of
.

the lingers. They used other scales besides those
above, but agreed that G major was the most
ancient: in this lies The Coolin (temp. Henry
'

vin.) :—

'

Here again, in careless performance, Dj may
have been useil instead of D:, once or t'wice.
Very plaintive airs are found in the fourth

i^~-
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semitones between 3-4 and 6-7.
Weep on
lies the air

In

tliis

508

music in Ireland, and of late years, during the

scale

Temperance movement and the various semintilitaiy organisations wliich have s}irung up
in Ireland, brass and reed bands have become
po]iular, and play through the streets of the

'

'

!

Choral classes were formerly not popular
throughout the country
they met W'ith no
favoiu' among the peasantry of the South and
West.
[But at preseut (1905) there are choral
classes in every important town in Ireland.]
Dismissing the bagpipe, ancient or improved,
we find among ancient Irish wind-instruments

towns.

;

h^^^mm^
strain,

—

'

tive bassoon
'

We

some melanchol}^ note intrude
some minor third or flat seventh, which
throws its shade as it passes and makes even
mirth interesting.
[Examjiles of almost all the church modes

says,

Bcnnbuiiilial

(pro-

horn, generally
that of a wild ox or butfalo
(2) the Huinne, a
primitive oboe, and (3) the Guthbuinne, a primia

real
;

but to
have been unaware of the true cause, when he
of the second

the

nounced Beu-Buttal),

Jloore seems to have noticed the i)eculiar wail,
thrice repeated,

— (1)

following:

the

lind

found in Irish airs, as in those of
Great Britain, France, and other countries.]
The old Irish bagpipe was blown by the
mouth. 1 like the Scottish, but the later bagpipe,
the Uillean or Union pipe, blown with a bellows,
from this cause,
became popular in Ireland
and the delicacy of its reeds, the tone is softer.
Dr. Burney remarked upon the perfection of
the intervals of the Irish chanter (or melodypipe), which he had never met with in the
The scale of the Irish
pipes of North Britain.
bagpipe is from C below the treble stave to C
The Irish
above it, with all the semitones.
instrument is also furnished with a sort of tenor
harmony of chords
are to be

:

:

-4=

The pipe of Scotland has nothing of this sort,
and, as previously noticed, its scale is only nine
notes in extent, and does not correspond with
There generally
the normal diatonic scale.
are two drones in the Scottish pipe, A and
and three in the Irish instrument,
its octave
The ancient Irish
and c'.
generally C,
bagpipe, like that of Scotland, was an instrument of shrill and warlike tone, by wliich, as
Stanihurst tells us, the natives were animated
The bagas other people are by trumpets.
pipe, perhaps the oldest and most widely known
instrument in the world, still subsists in Ireland
the harp, however, is almost extinct both have
been in a gi-eat degree superseded by the violin
;

<;,

—

;

:

Corne-piipe

—

;
'

;

Chaucer's
(4) the Corn, a piipe
(5) the Sloe, a smaller trumpiet
;

(6) the Sturgan, another small trumpet, (7) the
F'^adan, a flute or fife.
It is singular that all

no straight pipe, like
having been found in Ireland.
(8) Some large horns were discovered,
of which the embouchure, like that of the
Ashantee trumpiet, was at the side.
Singular
to say, the Irish piossessed an instrument very
similar to the Turkish crescent or
Jingling
Johnny once used in the British army it was
called the 'Musical Branch,' and was adorned
with numerous bells.
[O'Curry describes the
Craebh t:iuil and the Crann ciuil as forms of
a 'Musical branch' or cymialum, not bells, as
here stated.]
There were single bells called
clothra
the so-called crotah are merely sheepbells of the 17th and 18th centuries.
It should
be remarked that the tijmpan was not a drum,
as was formerly supposed, but a stringed instrument, and by the researches of the anticjuary
O'Curry it is proved to have been played with
[The ochtfedach is an eighta plectrum or bow.
these pipes were curved

an oboe or

;

clarinet,

'

'

;

:

stringed

Nabla

or

Some other

Psalterium.]

allusions to music are found in Irish JISS.

the aidbsi\ an union of
as

it

The

were
certan

;

,

viz.

a vocal tutti

all voices,

this was called ct^poc in Scotland.
was some sort of chirping sound by

the dordfiansa, a warlike song
female singers
accompanied by the clashing of spears after the
Greek manner.
An interesting example was
the Irish Cronan or drone bass, after the manner
:

Ground of Purcell's day. [There are
seven Irish words signil'ying concerted singing
The Cronan- was softly sung by a
or playing.]
Chorus,- wliile the jirincipal voice sustained the
solo.
The well-known air called Ballinderry
was provided with such a chorus see Stanford's
of the

'

'

'

'

;

arrangement in Songs of Old Ireland.'"
A few words about the dances of Ireland will
These are (1) the Planxtj',
not be out of place.
or ricraca, 6-8 time, with strains of unequal
number of bars. (2) The Jig, or Sinnce, with
[The Jig was, as its
an equal number of bars.
'

which are cheaper, more readily remost of
]nired, and aliove all more portable

and

flute,

;

the ancient minstrels of Ireland found it necessary to maintain attendants to carry their
From 1775 to 1782 the Volunteer
harps.
Bands did much towards the cultivation of
Thi.'* ia the -iigtinotion between the Musette .%nd the Cornemuse,
the former answering to the Irish and tlie lutter to the Scoteti Pipe.
'

'
Ihis expi.aina the pass^i^re ahout the wil.i cats in the Story o£
Conali K.ampbeli's Tal'js and Ugetuis o/ the ll'ej? Hljlilauds, i. 107)
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implies, derived from the Geige or Fiddle,

Hornpipe was named from the
instrument of that name] of these there were
(ff) the Double Jig, (b) Single Jig, (c) Hop Jig,
and [d) Moiiecn, or Green-sod Jig. (3) The
Keel, similar to that of Scotland, of which it

just

as

tlie

:

the

is

national

dance.

(4)

Tlie

Hornpipe.

(5) Set dances, chicHy

by one dancer, and (6)
The Country dance. [The Rinncc Fada, or
Long Dance, has become again very popular in
Ireland.
It was danced before James II. in
16S9 in Dublin.
There are 16th century allusions to the 'Irish Hey' and the 'Irish Trot,'
of whioii examples are given in Playford's
Dancing Master. The Cake Dance is met
with in 1630 and onwards.] Many of the
dances in 6-S measure were orighially march
tunes
for it is remarkable that the
slow
march,' as used by other nations, never prevailed
among the Irish, whose battle music was frequently in the 6-8 measure, with two accents
'

'

'

;

in the bar.

Every civil occupation in Ireland had also its
appropriate music
thus milking the cows (an
occupation in which the ancient Irish took
peculiar delight), spinning, and ploughing, had
each its tune.
Such are a few of the characteristics of a
native minstrelsy second to none in the annals
of aboriginal art.
But tlie lines of demarcation
by which national peculiarities were ])reserved
are being daily obliterated
steam and electricity have worked many wonders, of which this
[Tlie publication
is not the least remarkable.
of the whole collection of airs formed by Dr.
Petrie
embracing nearly 2000
by the Irish
Literary Society of London, is a monumental
work.
This vast treasury of Irish folk-music,
edited by Sir C. V. Stanford and Mr. C.
Forsyth, was completed in 1905.]
A bibliography of collections and works on
few of them are
Irish music is given below
really trustworthy, save those of Petrie and
Bunting, both honoured names in the annals of
;

;

—

—

;

Irish music.
It is to George Thomson, of the
Trustees' Office, Edinburgh,' who was much
interested in national airs from 1792 to 1820,
especially those of Scotland, and engaged Pleyel,

Kozeluch, Haydn, Beethoven, Hummel, and
Weber, as arrangers of tliem, that we owe the
Irish music arranged by Beethoven between the
Among sixteen national
years 1810 and 1819.
airs, with variations, as duets for violin (or
Hute) and piano (opp. 105, 107), are three Irish
melodies
'Tlie Last Rose' (a very incorrect
version of the air), 'While History's Muse,' and
'0 had we some bright little isle.' Although
interesting in their way, these little works of
Beethoven are very inferior to his Vocal Collec-

—

Of these
ments of piano,
tions.

'

12 Irish airs Avith accompani-

violin,

and violoncello

'

(obbli-

Se« 77j.: /,;/- o/ Gcor^^e ThmnMn. by J. Cuthbert Hadden, 1898,
and the articlti Thomhon in this Uictianary.
1

were published in 1855 by Artaria & Co.
It
of Vienna, as proprietors of Beethoven's MS.
is likely that Messrs. Power, owners of Moore's

gato),

copyright songs, rcliised Mr. Thomson permission
to publish them along with Beethoven's arrangements, for in the new edition of Breitkopf &
Hiirtei, of which they form No. 258, the melodies
are adapted to verses (some comic, and of extrema
three
vulgarity) by Joanna Baillie and others
two have a choral
are arranged as vocal duets
refrain.
Another collection of twenty-five Irish
airs forms No. 261 of Breitkopf & Hitrtels
edition
they are arranged in similar form and
are equal in excellence some are found in Moore,
of the air
others are of doubtful authenticity
called Garry-one (Garryowen), Beethoven has
[It was Dr.
difl'erent arrangements in each.
J. Latham, a musical amateur of Cork, who
;

;

;

;

;

'

'

about 1802-5 supplied George Thomson with
the grossly corrupt versions of the Irish airs for
Beethoven.] His carelessness or incompetence
will appear on comparing the air 'Colleen dhas,
as found in No. 9 of Artaria's edition, with that
not only is the
already given in this article
scale destroyed and tlie air deprived of its
patlietic
peculiarity, but whole strains are
with additions
omitted altogether.
R. P. s.
;

;

and corrections by w.

H. G. r.

Bibliography.
Since the above article was written for the
first edition of the Dictionary, the study of Irish
Music has gone on in a more systematic manner,
with the result that fresh light has been thrown
on certain points. The following extended and
corrected bibliography of tlie fountain-heads of

music will, it is believed, be
found fuller than any before published
Irish traditional

:

early IVth century. ' Fitzwilliam Virginal Book (already noticed
above! contains three Irish airs, the earliest examples of
Irish nation.al ninsic which we possess.
1650-1V28. Playford's' Dancing Master, 'has several Irish air^ scattered
through its ditfeient editions.
1698-1720.
Pilla to purge Melancholy,' contains some Irish tujies
ad.ipted to English songs.
1700-1800. The leth century Country D.ince Collections issued by
Walsh, Johnson, Knthei-ford, "rhompson, Waylett, Bride,
c.

'

Longman, and many other London music publishers have
numbers of Irish airs, and this may also be said of the
Tutors for different instruments issued by them.
Aria (.rfc) di Camera, being a choice collection of Scotch,
and Welsh airs for the violin and German flute, liy
the following masters, Mr. Ales. Urquahart of Edinburgh,
Mr. Derm't O'Connar of Limrick. Sir. Hugh Edwards of
Carmarthen. London, printed for fiai] Wriglit near the Sun
Tavern in Holborn, and Dan \\' right, .Tunr., at the Golden
Bass in St. Paul's Churchyard. (Instructions and seventyfive Tunes, pp. 'JS, pp. 43.
12mo, engraved throughout.!
(This probably unique volmne, in the present writer's own
library, is especially curious, as containing a number of Irish
airs, several by
Carrolan.'
There are other works issued
about 1730 by the Wrights, father and son, with Irish airs.
The date of the Aria di Camera is fixed by the title of one
air Wood's Lamentacion on ye refusal of his halfpence.')
'

'

c.

1727.

Irish,

'

*

'

'

c.

Neale of Dublin,

The Second Part

of the Beggar's
work issued by these ]3ublishers after 1734 Idate
ascertaineii by advertisement of the opera Merlin acted in
1734, or a later under same name in 17361, is advertised 'A
Book of Irish Airs.' Bunting mentions (1840 ed.) three
early Irish collections.
'One by Burke Thumoth in 1720,
another by Neill of Christ Church Yard soon after, and a
third by Carolau's son in 1747.' Petrie in his work, 1855.
speaks
of
a
collection of Carolan's tunes issued
39.
150,
157,
pp.
by 'O'Neill of Christ Church Yard, Dublin.' As the dates of
tiris or these publications and their titles are given vaguely
it would be very desirable if something more definite could
be ascertained about them. No trace appears to be left of the
works themselves, e.vcept these unsatisfactory references. The
earliest definite record of the Neale family, the music-sellerB

1730-35.

In

'

Opera,' a

'

'

IRISH MUSIC

ISAAC

Church Yard, Dublin, is 1'742, when they had
the business inaiiagemeut of Handel's performancea of thu
Meaaiah (wte Neax.e).
of Christ
'

1731.

Kiiapton,

«vo.

lT.il.

|One of the earliest operas bjised on Iriah aira prodiioed iu
Several others of this tirst period of ballad opera contain Iiiah aira. They were published chiefly by J. Watts.)
;

1728.
c.

1740.

Burk Thuinoth.

'Twelve ae<jtch and twelve Irish

airs

with

variatiuna set for the German fiute, violiii, or harpaichoid,
by Mr. Bark Thuuioth.' Loudon: J. Siiiipsou.
Ditto, 'Twelve English and twelve Iriah airs,"
Book the
second. Loudon, J. Simpson, Ry. 8vo.
(These two collections were afterwards reprinted by
c,

Thoruwgood, and by Thompson.)
James Oswald.
The Caledonian Pocket Companion.'
Twelve books. London. Ry. yvo.
(ThiB work has several Irish aira included, as have other
collections by Oswald.)
Thu Golden Pippin,' 1773; and 'The Poor
etc, -Midas,' 1764;

1745-611.

1764,

^

c.

'

c.

'

^ithsome othersof the aecuiid period of English
ballad opera use Irish ail's.
'The Poor Soldier' consiata
almost entirely of them.
Favourite Collection of the so much admired
Carolan.
A
1780.
Iriah Tunes, the original and genuine Compositiuuuf L'arolau
the celebrated Irish Bard.' Dublin, John Lee. Jj'oliu, pp. '28.

accompaniments, by Sir

J. Stevenson, and words by Hon.
O'Callaghan.' Dublin. -Folio.
Smith, R. A. 'The Irish Minatrel,' a selection from the
vucal melodies of Ireland
arranged for the pianoforte
by R. A. Smith. Large 8vo. Edinburgh. (Two editions.)
1839-42. Th-: Citizen Magaziue.
4 vola.
Contains a series of early
Irish airs, edited fur the Magazine by W. E. Hudson. Dublin.
1845. The Spirit <jf the ,^V(?^.,».
Ballads and songs by the writers
of the iVitfion, with original and ancient music.
4to.
J.

.

Dublin. 1S45.
1845. Horncaatle, F.
parts.

c.

1849.

W.

,

.

'TheMuaicof

Ireland."

Three

Folio,

The Poets and Poetry

of Munster. a Selection of Irish sonpa,'
(First edition dated 1849; second, 1850.
Other later
editiuns.)
1855. Petrie, George.
'The Petrie Collection of the Ancient Music
of Ireland,' arranged for the ijianoforte, edited by George
Petrie.
Vol. i. 1855. Large 4to.
'

12mo.

(The above collection of Irish national airs, noted down by
was issued by the Suciety for the Preservation and
Publication of the Melooiea of Ireland, founded in 1851, An
attempt was made at a second volunn^ in 1882, but only the
tirst p;irt, of 48 pp,, appe-;ired.
F. Hodman hiid arranged a,
selection from the hitherto unpublished Petrie airs, and this
was issued in Dublin in 1877. The Irish Literary Society
commenced the publication, in 1902, of The Coujptete Petrie
Collection of Iriah Music' (Bousey), e.xactly as found in the
MS- The third part, completing the work, was published

'

Petrie.

(This collection of Carolan's aira may puaaibly be a reprint
earlier iasue by Samuel Lee, which in its turn luay
be taken froui the collection made by Carolan's aon in 1747,
now lost sight of. John Lee's Carolan ctdleotiou was republished by Hime, a later Dublin music-seller.)

from an

'ASelectionof Scotch, English, Irish, andForeigu
Aifs,adapted to the life, violin, or German flute. James Aird,
Glasgow: six small oblong parts of various dates, 1782, 17B8,

A

1825.

c.

'

Soldier,' 178^,

c.

with symphonies and accompaniments ... by Beethoven.
2 vols.
Folio.
Edinburgh. George Thomson, 1814-16.
1816, Fitzaimons.
Selection of uriginal Melodies of Erin with
chai'act eristic words, by Kdward Fitzsimons.' Folio,
1S21. O'Callaghan.
'Ancient Irish aira, with aymphoniea and

'

The Beggai'd Wedding, a new opera aa it is acted at the theatro
in Dublin ... by Uhas. Cotfey. Fourtli editiuii.
Luudun
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'

1782, etc, Aird, J.

iu 1905.)

'

1794, 1797, etc.

Gow. A Collection of Strathspey Reels and A Complete
Repository of Original Scots Slow Strathspeys.' Folio.
IThe various Collections and Repositories published by
the Gow family contain many Iriah aira nut before published.)

1784, etc.

'

'

'

'

'

'

'

Hiatorical Memoira of the Iriah Barda.' 4to.
J. C.
Dublin, 1786, Ditto, second edition, 2 vola. 1818.
'Jackson's Celebrated Irish Tunes.' Dublin. Edmund Lee.
Ob. Folio. {Possibly a reprint from an earlier source.)
'A Curious Selection of favourite Tunes with
c. 1790. Biysson, J.
Variations to which is added fifty favourite Irish Airs.'
Edinburgh, printed for J, Brysson. Ob. Folio.
c, 1790. 'The Hiberni:m Muse, a Collection of Irish Airs including
the most favourite Compositions of Carolan.'
London.
Thompson. Ob. 4to.
The Repository of Scots and Irish Aira,
c. 1795. M'Fadyeo, John.
Strathspeys, and Reels.' Glasgow. Obi. 4to. Another work
uuder the same title was issued by M'Goun, also of Glasgow.
Obi. 4to.
Also, several other Scottish collections, issued
both in Edinburgh and Glasgow, contain Irish aiis, named
its anch. not elsewhere printed.
1796. Bunting. Edward.
A General Collection of the Ancient Irish
Music
collected from the harpers, etc. in the different
provinces of Ireland ... by Edward Bunting.'
Vol. 1.
1786.
c.

Walker,

'

1790.

.

,

.

'

'

.

.

.

London.

(Sixty-six airs.

Folio.

[1796].)

(Many Dublin pirated editions

of this.)

A

General Collection of the Ancient Music of Ireland
London. Vol. I. Folio.
arranged for the Pianoforte.'

1809. Do.

'

,

.

,

'The Dance Music of Ireland, collected and
arranged by R. M. Levey.' Two parts. 4to. London.
1873. Joyce.
'Ancient Irish Music, comprising one hundred airs,
hitherto unpublished, collected and edited by P. W. Joyce.'
4to,
Dublin.
Ditto. 'Irish Music and Sung, a collection of Songs in the Irish
langmige.' 4to. Dublin. 1888,
Graves A Stanford. 'Songs of Old Ireland.' Boosey, 1882.
Ditto. 'Irish Songs and Ballads.' Novello, 1893.
(The words by A. P. Graves, music arranged by Sir C. V.
Stanford, The aira taken from the Petrie MS.)
1897. 'Irish Folk-Songs,' the words by A. P. Graves, the aira arranged by Charles Wood, Boosey, 1897.
'The Irish Song-Book,' edited by A. P. Graves, etc., etc.
1898. Moffat.
The Minstrelsy of Ireland, two hundred Irish Songs
adapted to their traditional airs' ... by Alfred Moffat.
8vo,
London. Augener,
(Contains valuable original notes, bearing on the history of
the songs and airs and some hitherto unpublished Iriah airs.)
1901. 'Songs of Erin.'
Boosey, 1901. Graves & Wood.
The Joomals of the Irish Folk-Song Society' and of the Folk1870. Levey,

c.

'

'

'

'

(1801).]

(An entirely different coUection from the above edition
dated 1811.)

of

Music.

1796, the covers
1840.

Do.

'The Ancient Music

of Ireland.'

.

.

.

Dublin.

Large

c,

'Couke's Selection of twenty-one favourite original Irish Airs
(never before priiited) arranged for the pianoforte, violin, or
Dublin, published by B. Cooke. 4 Sackville St.
flute.'
Folio (republished by Gough. who aucceeded Cooke in 1799).
'Twelve Original Hibernian Melodiesj with
1800-5, Owenson, S.
English Words . . . by Miss S. Owenson.' Preston. London.
1798.

Folio.

Holden, S.
A Collection of Old Established Irish Slow
publishedby 3, Holden.'do. Book 2nd.
Dublin. Folio,
'To be continued periodically Holden's Collection of
c. 1810. Do.
Dublin.
Folio
the moat esteemed old Irish Melodies.'
(issued in numbers).
The Irish Musical Repository, a choice Selection
1808. Crosby, B.
London. Crosby. 1808.
of esteemed Iriah Songs.' 8vo.
'A Collection of Irish Airs and Jigps with
1809. Murphy, John.
Folio.
(No imprint,
Variations ... by John Murphy.'
Glasgow or Paisley, issued at the end of the year 1809.)
A Selection of Iriah and Scots Tunes consistC. 1804. Mulholland.
adapted to the pianoing of Airs, Marches, Strathspeys
Edinburgh.
foi-te ... by John Macpherson Mulholland.'
c.

1804-6.

'

andQuickTunes

.

.

.

;

'

.

'

.

.

.

Hamilton. Folio.
Mulliollami. John.
A Collection of IrL^h Airs adapted for
in 2 volumes.' Belfast.
the harp, violin, flute, and pipes
J.

1810.

'

.

.

.

Ob. 4to. 1810.
1800-10. 'O'Farrell's Pocket Corapnnion for the Irish or Union
(Four aniall oblong hooka; one edition iaaued by
Pipes.'
O'Fiirrell and another by Goulding & Co., London.)
*A Selection of Irish Melodies with
1807-34. Moore, Thomas.
c.

Symphonies and Accompaniments by Sir John Stevenson,
Mus.Doc,. ;ind characteristic words by Thomas Moore, Esq.
Dublin and London.
Folio.
(Ten parts and a supplement the first six parts issued
between 1807 and 1815, the last number 1834, Sir C. Villiers
Stanford has issued an edition of Moore's Melodies with the
Boosey, 1895.)
airs restored to their original form.
A Select Collection of Irish Melodies ..
1814-16. Thomson, Gei^^rge,
;

'

F.

ISAAC, Heiniuch.

4 to,

1840.
c.

'

Bong Society' contjiin Irish traditional airs.
The above list represents, it is believed, a very comprehensive
bibliography of books, wherein traditional Irish music appears for
the flrst time in print, some of the works having a greater number
of hitherto unpublished airs than others.
The numerous 'Collections.' old and new, made up of airs published in other places, are
excluded. Works iDearing on the history of Irish music not included in this list are Hardiman'a Iriah Minatrelsy.' 2 vols. 1831,
Conran's 'N.'ttional Music of Ireland,' 1850, and some others. Mr.
[. Grattan Flood has lately (1905) completed a
History of Iriah

.

K.

The time and

place of
become of more
their decision de-

the birth of so great a man
than usual interest when upon
pends his claim to be called Germany's first great
composer.
If he was really a German, which all
historians and the evidence of his works lead us
to believe, it is certain that the beginning of the
16th century found him the central figure of
the few musicians his country could then number. IS'either Paul HoHliaimer, the organist and
composer, who, after a life of nearly ninety years
(1449-1537) found his last resting-jilaee at Salzburg, nor Thomas Stoltzer, who, in his short time
of thirty-six years made his name
famous, nor even Heinrich Finck
lovely lieder and

hymns, ^

—

still

more

with his
none of these were

They had much in common
with him, and their names may be found side
by side with his in many books of German lieder,
so great as Isaac.

but whatever their genius
1

may have

the king of

been, they

failed to move the heart of hia royal master
Poland, who laughingly replied to the compoaer'a req^uest

Which, nevertheless,

for an increase of salarj'

A

little

Sings

Finch (Fink) within its cage
the ye.ir, nor :iflks for wage.

all

ISAAC

ISAAC

have not handed down such monuments of

very beautiful. The subject is kept in the treble
nearly throughout the mass, which is one of
Isaac's peculiarities.
It is presented in various
forms in the earlier movements, first announced
in triple time, then iu long notes with accompaniments in tripile time, till in the Credo it
bursts out Alia Breve, forming a majestic climax.
The Mass exists in score in the Berlin Library
amongst the MS. materials collected by Sonnleithuer for a history of nmsic.
A copy is also
in the Fetis Library at Brussels (No. 1807).
(4) Ott's collection, Missae 13 vocum (Nuremberg, 1539), contains two masses, 'Salve nos,'
and Frohlich Wesen.' One movement, Pleni
sunt,' from the latter is scored in Sonnleithner's
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greatness as exist in the works of Isaac.
In the
higlier forms of church composition they scarcely
coniiieted with liim at

all.

Aoeordiug to one tradition he was born at
Prague, and Ambros ^ devotes a charming page
of liis history to showing the Bohemian character
of some of the subjects used by the composer in
his masses.
He appears to have spent much of
his time in Florence [where he was organist in
the Medici chapel from 1477 to 1493] and here
he was sometimes called by the grand title
' Arrhigo
Tedesco in strange contrast to the
modest, quaint h. y^ae,' another variation of
his name.
His position in Florence, and one
date in hiS life, is shown by a MS. said by Dr.
Eirabault to have been in the library of Christ
Church, O.xibrd, but of which we can find no
trace there at present.
In The Musical JVorld
(August 29, 1844) Dr. Eimbault describes this
MS. as containing the music composed in 1488
by Henry Isaac for the religious drama, San
Giovanni e San Paolo,' writteir by Lorenzo de'
Medici for perlbrmance in his own family.
He
also states that Isaac was the teacher of Lorenzo's
children, which fact we presume he learnt from
the same MS.
Fetis shows that he was still, or
again in Florence many years after 1488, for
Aaron speaks of being intimate with Josquin,
Obrecht, and Isaac in that city, and Aaron could
not have been twenty years old (;'.c. old enough
for such friendship) until the year 1509
and
that he must have died some years before 1531,
'

'

'

;

according to a note made upon a MS. of that
date iu the Munich Library, containing a work

begun by him and

finished

by

his pupil Senfi.

[Later researches, a summary of which is to be
found in the Qucllcn-Lexikon, prove that he
went to Vienna in 1496, and to Innslirnck in
the following year, as composer to the Emperor.
He remained there until 1515, then he returned
to Florence with an annual pension of 150
florins.

]

Of Isaac's works, first in importance come
twenty-three masses, ten printed, and thirteen
in MS.
(1) Misse Heinriei Izac, printed by
Petrucci in 1506, containing five masses, 'Charge
Misericordias Domini,' 'Quant jay
de deul,
au cour,' 'La Spagna,' Comme femnre.' (2)
'

'

'

Rhaw's

Opus

'

deceui

missarum

4

vocum

1541) contains the two masses
Une Musque de Biscay.
Carniinum
and
(3) 'Liber quindecim missarum,' etc. (Nuremberg, Petreius, 1539) contains the mass,
praeclara, one of the most remarkable of the
composer's works. It is composed on a subject of
four notes reiterated without cessation throughout the mass.
Sonre of the numbers, such as
(Wittenberg,
'

'

'

'

'

the Et in terra pax and the Qui toUis,' have
the character of slow movements by the lengthening of the four notes over several bars, the
simple accompaniments of the other parts being
'

'

1

Oeachichte dtr Jtiuik,

'

iii.

380-389.

'

'

'

'

MS.
The thirteen MS. masses are mentioned by
Ambros in his History of Music (iii. 386) in

— —

Missa
the Royal Library at Vienna, eight
Solennis, Magne Deus, Paschalis, De Confessoribus, Dominicalis, De B. Virgine, and two De
Martyribus, all in four parts and in the Munich
Library, four six-part ones,
Virgo prudentissinia, Solennis, one without name, and a four'

'

—

;

part one,

'

De

Apo.stoli.s.

'

A

MS. volume

of

Masses in the Burgundy Library at Brussels
(No. 6428) contains the Virgo prndentissima
under the title Missa de Assumptione B.V.M.,
'

'

'

heric ysac.

Eitner's Bihliogroph ic der Musik-Sammelwerke
(Berlin, 1877)

mentions upwards of forty

collec-

and 1564, which
contain motets and psalms by Isaac.
The Dotions between the years 1501

decachordon of Glarean contains five, three of
which Burney(ii. 521-24), Hawkins (ch.70), and
Forkel, have printed in their Histories, Burney
having copied them all in his notebooks at the
British Museum.
Wyrsung's Liber selcctarum
cantiormm, etc. (Augsburg, 1520) contains five
of the most important of Isaac's works of this
class,
amongst them two six-part motets,
0[)time pastor
and
Virgo pirudentissima,'
dedicated respectively to the Pojie Leo X. and
the Emperor Maximilian I. An excellent MS.
copy of this work exists in the Fetis Library at
Brussels (No. 1679).
[See the list of extant
works in the Quellen- Lexikon.'^ Of Isaac's lieder,
Ott's collection of 115 guter newer Liedlein
(Nuremberg, 1544) contains ten.
One of them,
Es het ein bawer cin tiichterlein,' is given in
score by Forkel in his History.
This collection
has been reprinted by the Gesellschaft fiir
'

'

'

'

Musikforschung (Berlin).
Fbrster's collection,
Ein cms-ug guter Teutscher liedlein (Nuremberg, Petreius, 1539) contains four of Isaac's

and amongst them Isbruck [Innsbruck],
muss dich lassen,' the words said to have
been written by the Emperor Maximilian.
The
melody was afterwards sung to the hymns,
Welt, ich muss dich lassen,' and 'Nun ruhen
alle Wfilder,' and is one of the most beautiful
of German chorales.
It is introduced by Bach
songs,

'

ich

'

in the Passions-Musik (St.

Matthew), in the

ISABELLA

ISOUARD

scene of the Last Supper.
Wlietlier Isaac
actually composed the melody, or only wrote
the other parts to it, is doubtful, but it is remarkable that here, as in others of his works,
the melody appears in the up)per part, which
was quite unusual in such compositions.
It is
in these Lieder that he shows his nationality.
In them we have the music which the comiioser
brought with him from his home, the trace of
which is not lost in his greater comjjositions,
but blending itself with the new influences of
an adopted country, and of Netherland com-

After this date he called
himself simplj'Kicolo, in order not to compromise
his family, and it was under this name that he
made his reputation. From Florence he went
to Leghorn,
and composed 'Artaserse,
an
opera seria, which procured him the cross of
San Donato of Malta.
He succeeded Vincenzo
Anfossi as organist of St. John of Jerusalem
at Malta, and on the death of San Martino became maitre de chapelle to the Order, retaining
both posts until the occupation of the island by
the French (June lO-lM, 1798).
Duringtlic.se
early years he accpiired that iacilit)' which was
afterwards one of his most marked characteristics.
There was not a branch of composition which he
did not attempit, as a list of his works at this
date will show
nine cantatas masses, psalms,
and motets vocal pjieces for concerts
and
eight or nine opieras which it is not necessary to
enumerate.
At this time he was strongly lu-ged to go to
Paris.'
On his arrival he fotind a useful friend
in Rodolphe Kreutzer, and tlie two compiosed,
conjointly, Le petit Page (Feb. 14, ISOO), and
Flaminius a Corinthe (Feb. 28, 1801).
At
the same time Delrieu re-wrote the lilu-ettos of
two of his Italian operas, which were performed
under their original titles,
L'Impromptu de
Campagne (June 30, ISOO), and Le Tonnelier
May 17, 1801). Isouard also made considerable mark in society as a ]iianist.
To his
friendship with Hoffmann and Etienne he owed
not only sound advice, but a series of librettos
upon which he was able to work with a certainty
of success.
Thus favoured by circumstances,
he produced in sixteen years no less than thirtythree operas.
The following list is in exact
chronological order, which Fctis has not been
careful to observe

panions, gives to his music a threefold character,
'

a cosmopolitan trait

'

not to be found in the

works of any other composer of the time(Anibros,
3S2).

iii.

J.

ISABELLA.

E.

.s.-E.

Gieakdeau.]
ISHAJI (occasionally spelt ISUM), John,
3Ius.B. [horn about 16S0, and educated at
Merton College, Oxford (Bid. of Kat. Biuij. )],
was for some years deputy -organist for Dr.
Croft.
On Jan. 22, 1711, he was elected organ[See

Anne's, Soho, on Croft's resignation.
July 17, 1713, he graduated as Bachelor of
Music at Oxford, and on April 3, 171S, was
elected organist of St. Andrew's, Holborn, with
a stipend of £50 per annum, upon which he
resigned his place at St. Anne's, the vestry
objecting to his holding both appointments.
Shortly afterwards he was chosen organist of St.
JIargaret's, "Westminster.
He composed some
authems, two of which are in Croft's Divine
Harmony, and joined with "William Morley in
publishing a joint-collection of songs, Isham's
two-part song in which,
Bury delights my
roving eye,' was very popular in its day, and is

ist of St.

Ou

'

reprinted

by Hawkins

in his History,

ii.

799

(ed.

1853).
He died in June 1726, and was buried
on the 12th of that mouth in St. Margaret's
w. H. h.
church.
ISOUAED, or ISOARD, Xicolo, usually

known

as NicoLO, born Dec. 6, 1775, at Malta,
where his father was a merchant and secretary
of the
Massa Frumentaria, or government
storehouses.
He was taken to Paris as a boy,
and educated at the Institution Berthaud, a
preparatory school for theengineers and artillery.
Much of his time was taken up with the study
of the pianoforte under Pin, but he passed a
good examination for the na^'y. He was, however, recalled before receiving his commission,
and on his return to Malta in 1790 was placed
His pianoforte-playing
in a merchant's oSice.
made him welcome in society and encouraged
by this he went through a course of harmony
with "\'el!a and Azzopardi, and with Amendola
of Palermo
where he passed several years as
clerk to a merchant— and completed his studies
under Sala and Guglielmi at !N"aples, where he
He
was employed by a German banking firm.
now determined to become a composer, and abandoning commerce, much against his father's \vish,
produced his first opera, L' avviso ai Maritati,'
VOL. II
'

'

;

—

'
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at Florence in 1795.

'

:

—

;

;

;

'

'

'

'

'

'

:

La Statue, ou la femnie avare l.\pril 291
Michel-,\nge (Dec.
11,18021; -Lea Confidences iMarch 3(1i
Le Baiser et la Quittance
(June 171, w-ith Mehul, Kreutzer. and Boieldieu
Le Medecin Turc
(Kov, 19. 13031
L'lntrit-ue aux fenetres (Feb. 241
Le Ddjeuner
Li^once (Nov.
de Gari;ou3 (April 241 ; "Lit Ruse inutile (May 301
18. 1805); 'La Prise de Passau
(Feb. 8i: 'Idala' (July 30, 1806);
Les Eendez-vou3 bourfzeois (May 91; Les Cr^nciera' (Dec. 10,
18071; 'Un jour i Paris' (May '.141; 'Ciuiarosa' (June 28, 1808);
L'lntrigue au Sc'rail (April 2.5, 13091 ; Cendrillon (Feb. 22, 18101
La Victinie des Arts (Feb. 271. n-ith Soli6 and Berton ' La Fete
du village (March 31)
Le Billet de ioterie (Sept. 141 ; Le Magicien saus Magie (Nov. 4, 18111
Lulli et Quinault (Feb. 27, 1812)
Le Prince de Catane (March 4)
Le Fran^-ais a Venise (June 14,
18131; 'Bayard i Mczif-res iFeb. 121. with Chembini, Catel, and
Boieldieu
Joconde ;Feb. 231
Jeannot et Colin (Oct. 17. 18141 ;
'

'

'

'

;

;

'

;

'

'

'

;

;

'

'

;

'

'

'

'

'

'

'

'

'

;

'

'

'

'

;

'

'

'

;

'

'

'

'

;

'

'

'

'

;

'

Lea deux Maris

'

(March

'

;

18)

;

and

'

L'une pour I'autre

'

(May

11,

18161.

To

must be added Aladin, ou la
which he did not live to
finish, but which was completed by Benincori,
and produced Feb. 6, 1822
[also a one-act
piece, 'Die Haasen in der Haasenheide,' menthis long list

Lampe

'

nierveilleuse,'

;

tioned in the Quelien-Lexikon as existing in the
Munich opera-house.]
Isonard had the gift of melody, and reniarkFayolle, in his Dictionnaire dfs Jfiisicien.^. states that General
as his private secretary, but a comparison
will show this to have been an impossibility.
General
Vaubois was in command of the French at M.alta, and with a garrison
of 4000 men maintained his position against the blockading forces
of the allies without and the Maltese thera»elves within, for two
years from 1798. Isouard. on the other hand, reached Paris with
his family in 1799.
Fetis, foUowed in the QutUen-Lexikon. has
reproduced this error.
1

Vaubois took him to Paris
of dates

2 L
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able skill in disposing his voices so as to obtain
Instances of this are
the
the utmost ett'ect.
quintet in Michel- Ange,' quite Italian in its

—

headed 'Part y" 2 of Exodus.' At the end of
Fine della.
the Chorus And believed stands
'

'

'

'

Rendezform
the ensemble and trio in the
the quartet in tlie second act
vous bourgeois
the trio in the same opera, and
of Joconde

Parte 2da d'Exodus.

'

;

'

;

'

'

;

that of the three sisters in Cendrillon ; the
Intrigue aux fenetres
the trio
tinale in the
and the duet in Jeannot et Colin,' and many
others.
To these qualities must be added the
originality and unadorned simplicity of his
music, which gave it a kind of troubadour
character.
His later works, composed when
Boieldieu was running him hard, are manifestly
superior to the earlier ones, when he had no
'Joconde,' the favourite romance
competitor.
in which will never be forgotten, far surpasses
'

'

'

'

;

'

and
and

'Cendrillon,' though inferior to 'Jeannot
Colin,'

which

charm

of style will always be appreciated

for tinish,

taste, sentiment,

by

1738.

{'^TX^.H.)

The autograph is in the Royal Library at Buckingham Palace, and the two parts are bound in
their present order, not in that of composition.
The title Israel in Egypt appears in the
'

'

announcements of the first performance, which
On April 11 it was
was on April 4, 1739.
performed again 'with alterations and additions.'
Elsewhere it is announced that the Oratorio
will be shortened and intermixed with songs
(See
four in number, all sung by Francesina.
Rockstro, G. t. Handel, p. 220.) It was given
a third time, April 1, 1740, with the Funeral
Anthem as a first part, under the name of the
Lamentation of the Israelites for the Death
'

'

'

of Joseph.

Dr. Chrysander suggested that the adaptaAnthem as an introduction
followed immediately on the completion of
Moses' Song, and that Act y^ 2* followed on
tion of the Funeral

musicians.

Another of Isouard's good points

comedy never degenerates

is

that his
In

into vulgarity.

Boileau's words, this composer
Distingua

le naif

du plat

et

'

'

and it is diflicult to resist the
that adaptation
conclusion that he was right, though beyond
Act y" 2"^ and the addition of a
the words
short overture to the Funeral Anthem there is
no positive evidence. The use of the word
Act prevents our taking Act the 2<l as
it was
second in relation to Moses' Song
second in order of composition, but not in
;

du

buffon.

'

'

He

strictly observed the proprieties of the stage,

and thoroughly understood the French public.
In Ills own way he continued Gretry's work,
but being no originator was eclijjsed by BoielThe successes
dieu and afterwards by Auber.
of his rival provoked

him beyond

and

'

'

'

'

'

'

'

'

;

dissipation

which ruined his health andbrouglit
ou consumption, from which he died in Paris,
March 23, 1818.
There is no biography of Isouard, nor indeed
any sketch at all adequate. Several portraits
have been published, but are of no artistic merit.
From one of them was executed in 1853 the
marble bust now in the foyer of the Opera

nor in order of performance
Moses' Song contains the musical climax
to the whole work.
The first subsequent performance in England
of the work as composed, without additions or
omissions, was probably that given by the Sacred
Harmonic Society, March 16, 1838. In Germany it was first performed in any shape by
the Sing-Akademie of Berlin, Dec. 8, 1831.
This oratorio is distinguished among those of
Handel as much for its sustained grandeur as
for the great number of allusions to, and quotations from previous compositions, both of
Handel's own and of other musicians, that it
contains.
Those which have at present been

Comique.

recognised are as follows

control,

Boieldieu was elected by the lustitut in
1817 to succeed Mehul in preference to himself,
It was, perhaps,
his mortification was extreme.
to drown the remembrance of this defeat, and
of the triumphs of his opponent, that, although
a married man, he plunged into a course of

when

The
Isouard is little known in England.
only two of his pieces which appear to have been
Les
brought out on the London stage are
Rendez-vous bourgeois (St. James's, May 14,
1849), and 'Joconde,' English version by Mr.
G. c.
Santley (Lyceum, Oct. 25, 1876).
ISRAEL IN EGYPT. The fifth of Handel's
nineteen English oratorios. The present second
The autograph of it
part was composed first.
Exodus Chap. 1 5.
Moses song.
is headed
'

'

'

Angefangen, Oct. 1, 1738,' and at
the end Fine Octob''^ 11, 1738, den 1 Novembr.
voUig geendet.
The present first part is headed
'15 Octob"-. 1738. Act y^ 2'!.' Three pages
and on the fourth
were written and erased
page begins the present opening recitative.
Introitus.

historic order,

and

'

'

Six

;

Shortened from Fugue in

'They loathed,'

A minor

in his

own

org.iji fiifnies,

ep;ike the word.' "rhe voice parts from a Symphony for
douljle orche.^tni in Stradeila's Serenatji. Hailstiiiie t honia.
From Stradeila's Serenata.
He si]]"t^ all the firathorn." From Fugue in miijor in his own

He

A

'

Six orKan

tu\,'uea.

But as for his people." From Stradeila's Serenata.
Egypt wa-s glad.' Almost note for note from an Organ canzoiia
in E minor hy Kerl.3
'And believed the Lord.' From Stradeila's SerenatA.
He is my God,' almost note for note from the opening of Erbas
'

'

'

Magiiiticat.

The

Lord

is

my

From

strength,'

*

Et exultavit

'

in

the

Magnificat,

The Lord is a man of war,'
t'rio's Te Ueum, and
Quia fecit
The depths have covered th(

From

'

'

right hand,

'

From

ditto.

etemum Patrem

'

in

in Mapniflcjit.

From

'

Tby

'Te

'

Quia

Wagnificat,

re-'-pexit.'

'

'

;

partly cut away by the binder, and is nearly
illegible.
See Rorkstro's 0. F. Randd. p, 21il,
2 See the Analyses of Urio'e Te Deum and Stradeila's Serenata, hy
Professor Prout, in the Afonthli/ ituxical Record for Nov. and Dec.
1

The lower date

is

isn,
3 Printed by Hawkins,

Bist. of Music,
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IVE

'Thou senteat forth.' AliQost note for note from Magnificat,
'Fecit potentiam.'
'And with the Ijla^t.' From ditto. DepoBUit.'
The earth swallow'd them.' Almost note for note from Sicut
erat in ditto.
'Thou iu Thy mercy.' From ditto, Eaurieutes.'
Repeated from beginning of Part II.
I will sing unto the Lord.
'

'

'

'

'

'

'

[The three works mainly appropriated in
these numbers, are Nos. 1, 2, and 3 of Dr.
Chrj^sander's Supplcmente to his edition of
See Chrtsaxder, Denkma'ler der
ToNKUNST, and Erba.]
Notwithstanding this astonishing number of

Handel.

adaptations great and small, so vast is the
fusing power of Handel's genius, and also perhaps so full of faith the attitude in which a
great work of established reputation is contemplated, that few hearers suspect the want of

and even Mendelssohn, keen

unity,

his critical sense, while editing the

'

as

"was

Israel

'

for

the Handel Society, never drops a hint of any
anomaly or inconsistency iu the style of any of
(See Goethe and Mendelssohn, p.
the pieces.
133 ff.) Mendelssohn wrote organ accompaniments to the songs and duets, though, strange
to say, they have seldom been used in public in

England.

As

to the compiler of the

words of

'

Israel

It is
there is neither evidence nor tradition.
therefore possible that they may have been
In the first part
selected by Handel himself.
some of the words are taken from the prayer-

In other cases the
book version of the Psalms.
ordinary Authorised version has been adopted,
G.
but not exactly followed.
ISTESSO TEMPO, L', 'the same time,' a
caution in cases of change of rhythm or timesignature.
It may mean that the measure remains as before while the value of the note
changes as in the change from 9-16 to 6-16
in Beethoven's op. Ill, or from 2-4 to 6-8 in
'Bagatelle,' op. 119, No. 6
or that the
as
measure changes while the note remains
in op. 126, No. 1
or that neither note nor
measure change as in op. Ill, 6-16 to 12-32,
and op. 120, Var. 3.
Or that a former tempo
L'istesso
is resumed, as in his Sonata, op. 110
tempo di Arioso,' L'istesso tempo dellafuga.' a.
ITALIAN SIXTH. See Sixth.

—

;

—

—

;

—

'

'

ITALIANA IN ALGIERI,

An

L'.

Italian

words by Anelli,
comic opera in two acts
Produced at San Benedetto,
music by Kossini.
;

Venice, in 1813
in

;

at Paris, Feb. 1, 1817
in English,

London, Jan. 27, 1819

;

30, 1844.

;

and
Dec.
G.

IVANHOE.

Romantic opera

in three acts,

by Julian Sturgis, nmsic by

Sir Arthur
produced for the opening of the Royal
English Opera House (now the Palace Theatre)
For another opera on the same
Jan. 31, 1891.
libretto

Sullivan

;

subject, see

Templer unp

JI'DIX.

or IVANHOFF, Nicholas, born
1809, an Italianised Russian, appeared in
England in the season of 1834. A pupil of
E. Bianchi, he had a very beautiful tenor voice,

IVANOFF,

in
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style of singing, but
On
(Lord Mount- Edgcumbe).
'Nothing
the other hand, Mr. Chorley Awote
could be more delicious as to tone more neat
as to execution.
No such good Kodrigo in
"Otello," has been heard since I have known
the opera
and Moscheles, in his Diary, says,
he attracted the public by his gi-eat flexibility
of voice, but he displeased my German ear by
using his head-voice too frequently, particularly
when singing Schubert's Serenade, His sickly,
sentimental style became so wearisome that some
wag circulated a joke about him, declaring that
his real name was "I've enough"' (Chorley).
He reappeared in London in 1835 and 1837,
but he never fulfilled the promise of his first
season, and soon retired.
"With others of the
Italian troupe he had taken part, but without
effect, in the Festival at Westminster Abbey in
1834. Hediedat Bologna, Julys, 1880.
j. M.
IVANOV, Michael Mikhailovich, musical
critic and composer, born in Moscow, Sept. 23,
1849. On leaving the Technological Institute,
St. Petersburg, in 1869, he studied for a year
at the Moscow Conservatoire under Tchaikovsky
(harmony), and Dubuque (piano). From 1870
to 1876 he lived chiefly in Rome, where he
On his
associated with Liszt and his pupils.
return to Russia he took up musical criticism,.
and his name is now best known in connection
with his weekly article in the Novoe Vremya,
The majority of his compositions have been
They include
performed, but not published.
two operas; a requiem; a symphony, 'A Night
'

and simple

a chaste

little e.xecution

'

:

—

'

:

'

in

May

tatas,

'

;

three orchestral suites

songs,

and pianoforte

several can-

;

pieces.

Ivanov

has translated Hanslick's work. The Beautiful
in Music, into Russian, and is the author of
several volumes and pamphlets on musical
R. N.

subjects.

IVE, or IVES, Simon, born at Ware in 1600
(baptized July 20) was a vicar choral of St. Paul's
cathedral.
In 1633 he was engageil, together
with Henry and William Lawes, to compose the
music for Shirley's masque, The Triumph of
Peace,' performed at Court by the gentlemen
of the four Inns of Court on Candlemas day,
1633-34, for his share in which he received £100.
On the suppression of choral service he became
[At the Restoration he was
a singing-master.
installed as eighth minor prebendary of St.
Paul's (1661).]
His elegy on the death of
William Lawes, Lament and mourn,' appeared
in separate parts at the end of H. and W.
'

'

Psahnes, 1648.
It is given
Smith's Musica Antiqua.
S.
Many catches and rounds by Ives are pirinted
in Playford's Select Ayres and Dialogues, 1669
Hilton's Catch that Catch can, 1652, and Play-

Lawes's

in

score

Choice
in

J.

;

Musical Companion, 1672
Si Deus no3 in 1, is given in Hullah's Vocal
Scores.
Songs by him are to be found in various
collections.
[His instrumental works include
ford's

biscum,'

'

;

IVRY
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1662 and 1661,
and in Court Ayres, 1655 fantasias in Brit.
Mu3. Add. MSS. 17,792, 31,423-4.
A son,
Simon Ive, was a student of Clare Hall, CamOne
bridge, in 1644, and probably died young.

pieces in Musick's Tlecrcaiion,
;

in Musick's Recreation, above
attributed to him.
{Diet, of Nat.
Qiielleii-Lexikon.y]
The elder Ive died
Biog.
in the parish of Christ Gliurch, Newgate Street,
July 1, 1662.
w. H. H.

of

the

pieces

mentioned,

is

;

IVRY, Marquis Richard

D', born atBeaune,
1829, was an enthusiastic amateur composer, whose works obtained more general
recognition than generally fails to the lot of
dilettante musicians.
After various essays in
(' Fatma,'
operatic
composition
Quentin
Matsys,' La Maison du Docteur,' Omphale et
Penelope ) he wrote his best work, Les Amants

Feb.

4,

'

'

'

'

'

de Verone,' in 1864, and brought it out under
the nom. deplume of 'Richard Yrvid' in 1867.
Unluckily the opera of Gounod on the same
subject, though written later, was performed in
public before the Marquis D'lvry's, and it was
through the interest of Capoul, who was then
director of the Salle Ventadour, that it was
eventually presented in public, at that theatre,
Capoul sang the principal
on Oct. 12, 1878.
part, and introduced the work to the English
public at Covent Garden, on May 24, 1879.
The composer made various improvements in the
score for the purpose of the public production,
thus showing that he had some power of selfcriticism.
A lyric comedy, Perseverance
d'amour was composed long after the other
'

'

and was in course of publication when
the composer died at Hyeres, Dec. 18, 1903. M.
opera,

TACHES, Galuco,

or Jacomo Brumel, famed
composer but as an organ player,
was probably a son of Antonio Brumel.
He
was organist to the Duke of Ferrara, and had
charge of the music in Modena and Reggio.
Documents in the Modena Archives, dated from
1543 up till lf>59, register payments to him
pro recompensa introitum capellarum ilutiue
et Rcgii,' and also for the keep of a horse used
apparently for the jourueys between Ferrara
and Modena.
He is named variously, Domino
Tiot as a

'

'

orgauiste

Jaches,

gallico

'

'
;

JMaestro

Bruniello, detto Jaches, organista'

Jaches,

ducali

Jacomo

and 'Domino
'

(\'an

La musique aux

Pays-Bas,

references to Jaches

Brumel

Straeten,

Few

organiste

gallico,

;

der

102).
are to be
vi.

found in contemporary works, but Corsini in
the dedication of his Primo Uhrodc motctti^ 1571,
to the Duke of Ferrara, mentions that he himself liad tirst studied music in Ferrara under
Giaches Brumel
io tengo ancora questo p)articolare con vostra eccellenza illustriss. di haver
appreso i primi semi della nuisica nella sua honorata citta di Ferrara e da Messer Giaches Brunei,
'

;

suo servitore,' etc. (Parisini, Catalogo, ii. 407).
As Jaches da Ferrara he seems to have been
better known.
Dentice, in the second Dialogo
ddla 7iiu$ii'a, Napoli, 1553, records hearing
beautiful music, and that Giaches da Ferrara
was among the performers.
Ginciarino (Introdiittorio, Venice, 1555) quotes 'Messer Jaches,
organista dell' eccell. et illustriss. Sig. Duca di
Ferrara
as an authority on the way to play
tlie organ (Parisini, i. 175). A tribute to Jaches's
fine organ-playiug is to be found in Bartoli's
Rafjionameiiti acmd. Venice, 1567, p. 38, Avhere
a query about
Jaches da Ferrara che e hoggi
tenuto si raro e si eccellente,' is answered Io
'

'

'

non ho Io conosciuto, ma io ho ben sentito dire al
Moschino che a tempi suoi non ha sentito sona-

Fen-ara (see Jaches)
Jachet Berchem (16th
century) (see Berohem)
Jacobus Vaet, in
Vicuna 1564-67 (see Vaet) Jaches de Wert,
born 1536, died 1596 (see Wert).
Jachet da Mantu.a was connected with the
Cathedral of San Pietro, Mantua, from 1527 to
1558, at first as a singer and then as maestro
di cappella.
He is given the latter title in the
;

;

;

volumes of his motets published in 1539, where
mention is also made of his great reputation
as a musician.
Haberl (KircJienvutsikalisches
Jahrbuch, 1891, p. 115) prints an interesting
document found by Professor Davari in the Gonzaga Archives at Mantua, dated April 20, 1534,
which gives Jachet's surname and place of birth
'Jacobus CoUebaudi de VitreGallus Rhcdonensis
diocesis cognomento Jachettus Cantor artis
:

musiceperitissimushacincivitatenostrelMantue,'
etc.
This firuilly and negatively settles the
question as to whether this particular Jachet is
to be identified with Jachet Berchem.
A comparison of their compositions also proves them
Neither must Jachet
to be diH'erent persons.
of ilantua be confounded with Jacobus de Wert,
organist at St. Barbara's, Mantua, from 1565
to 1596.
Jachet da Mantua must have died
Bcmbefore the end of 1559 (see also Haberl
steiiie, iii. 119).
He is variously described as
in the service of the Cardinal or the Duke of
:

Mantua.
There are many allusions to him in Italian
16th centru'y treatises Lanfranco, Scintille di
:

1533, includes 'Jachetto'
among musicians then living. Zarlino, Le
istitutioni anncmicJie, Venetia, 1558, pp. 264265, 332, gives instances of the way in which
Jachetto used the Canto fermo in his motets.
Cinciarino, Introdiitto) io, Venetia, 1555, p. 13,
writes
Questa regola si usa in assai domi
massime nel domo di Mantua e di questo dice

miiska,

Brescia,

'

'

'

.

:

huomo

j>iii di lui, parendoli
che egli suoni con piu leggiadria, con piii arte, e
piu rausicalmeute che alcuno altro, e sia qual si

Jachetto,

voglia.

(Parisini, Catcdogo,

tore alcuno che gli piaceia

Jaches Brumel
living

when

JACHET.

this

A

was apparently no longer
c. s.
was "written.

number of musicommonly known by the

bewildering

each and all
Christian name of Jaches or Jachet, were living
bewildering because their
in the 16th century
identities became mixed and even the publishers
of that time seem often to have been doubtful
as to which Jachet they were dealing with.
Careful research on the part of Haberl and others
has unravelled the tangle to a certain extent.
It is possible to distinguish between Jachet da
cians,

;

Mantua who dates from about 1627

to

1559

;

Jachet fiammingo, or Jacobus Buus, about 1539
to 1564
Jachet gallico, or Jacomo Brumel,
about 1543 to 1559, also known as Jaches da
;

.

.

niolto dotto, et eccellente et

maestro di capella del detto domo
striss. et rev. Cardinale di detta
1,

e dell' illu-

citta,'

etc.

Bartoli, Piarjiona-

175).

mcnti accad. Venetia, 1567, Libro 3, p. 36 of
dialogue
Ma ditemi un poco havete vol conoConobbilo
sciuto un eerto Giachettoda JIantoua
& quanto a me, la musica sua mi diletta gi-andemente, & mi pare ch' ella habbia di quello andare
This, of course,
delle composizioni di Adriano.'
In Lib. ii,
was "^vritten after Jachet's death.
p. 34, Delle leftere di M. Andrea Cahno, Venice,
1572, both Jachet da Ferrara 'e quel de
Mantoa are mentioned.
Jachet da Mantua was the Jaquet or Jachet
whose name constantly appears in the various
collections of vocal music of that century.
So
early as 1532 motets by Jaquet were included
in the second book of Motetti del fiore, for five
voices, piublished by Moderne at Lyons.
An
'

:

?

'

'

'

'

'

JACHET
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important series of masses, magnificats, and
motets published in conjunction with Gombert
and Morales commenced in 1540, including the
masses by Jachet super Ave prima salus In
illo teriipore
Mon triste desplaisir and Si bona
suscepimus in 1542, this last republished in
1517 and the Magnificats Tertii and Octavii
Toni in 1542, and Quarti Toni in 1562. The
motets included those in Gombert's Pentaphthongos harmonia, 1541 and again in 1550,
and the Motetta trium vocaiti ah Jachetus Gallicus, Morales, etc. 1543, and again in 1551.
Some of his motets were also included in Cipr.
de Rore's third book of Motetii a cinque voci,
1549, in the fourth book of Motetti del Laberinto
a cinque voci, 1554, and in Motetta Cipr. cle liore
qiiMaor vocibus, in 1563.
In Willaert's Hi/mnorinn niusica, 1542, are
two compositions by Jachet and in 1550 appeared Di Adriano e di Jacket^ I sahni appertinenti edit vesperi. A similar work, Isacri et santi
salmi che si cantano nella santa romana chiesa
air hora di Vespero, in Canto figurato. Composti
da Cipr. Rhore e Jachet drx Mantoa, was also
published in Venice in 1554.
List of works
:

;

;

;

;

.

,

.

;

:

:

—

Celcberrimi maximeque delectabilis musici Jachet, Chori Sancti
Petri urbis Mantuae magistri raotecta quatuor vocum. Liber I.
Venetiia, Hieronymum Suotmo, 15."i9. Title of SuperiuB part-book
only, the AJtus, Tenor and Baasus have
Del primo libro dei
motetti a quattro voci, deWo ecL-ellentiaaimo Jachet, maeatro di
mosioadelJa capelladel doinodell' nius. Si?. Ducadi Mantuii, Obi.
4to.
It 19 in the Munich Royal Library, etc.
Another edition was
published by Ant- Gardane, Venice, in 1545 a copy ia in the British

The three masses '81 bona auscepim us '; 'Surge Petre' (by
the magnificat
Giachetto ') aDd Chlare e fresche e dolce acque
and some motets are in the library of the Cappella
t

'

Slatina,

;

;

Rome.

An incomplete copy of the mass Si bona suscepimus is in the
Zwickau Batsschul bibliothek (VoUhardt's Cat.)
In the Bologna Liceo Mu.sicale are MSS. of some of the motets
'

'

published in 1539, one with the extremely early date,

if

correct, of

June 10. 1518 (Parisini, Cat. ii. 341, iii. 3).
MS. copies of various motets are also in the libraries at Breslau,
Dresden, Stuttgart. Modeua. and Cambridge (Fitzwilliam).

Jachet Buus (1539-1564) was of Flemish
Van der Straeten (La musiqioe cmx

extraction.

Faijs-Bas, vi. 270) suggests that he originally
of

came from Bruges, where at the beginning

Meester Jooris Buus,
16th century a
orghelmakere was living, and also a Jacobus
de Boes,' musician and singer at the church of
St. Saviour's.
The name of Jaquos Buus first
appears in works published at Lyons by Jaques
Moderne two of his French songs for four voices
are in the third book of Xe Farccgmi des Chansoiis,
1538, others in the sixth, ninth, and tenth books,
1540-43
while a motet for five voices is in
Like so
the Quartus liber mottetorurn, 1539.
many other Flemish musicians, Buus was drawn
to music-loving Italy
on July 15, 1541, he
was elected an organist at San Marco, Venice,
in succession to Baldassare da Imola, for a large
majority of votes had decided che uno maestro
Jachet, Fiamengo, sia il piii eccellente de tutti
the

'

'

'

;

;

;

'

*Mistro

competitori in quell' arte.'

gli altri

:

'

'

;

quiirti toni

Jaceth, fiamengo,' as

he

also called in the

is

:

same document, was

Marco

Museum.
Jacheti maaicj celeberrimi atque delectabilis, chori illuatrissimi,
ac Rev. Cardinalia Mantuae magiatri. motecta quinque vocum.
Liber primua. Venetiis
Hler. Scotum, 1539. Title of Quintus
part-book only, the Superiua, Altua, Tenor and Basaus have Del
primo libro dei motetti a cinque voci dello eecell. Jachet etc. (as
above] obi. 4to. Scotto'a dedication to the Cardinal Ipp. Gonzaga
alludes to Jachet 'celebrate por tutto il mondo.' Five part-books
are in the Wolfenbilttel herzogl. Bibliothek, etc. also an edition
published by Ant. Gardane, Venice, in 15-10. The Gardane edition
of 1553 ia in the British Museum; two of the motets, 'In illo
tempore," No. 2, and In te Doinine,' No. 24, are headed Giachet
Berchem, the others are headed Jachet.
Missa cum quatuor vocum paribus. Ad imitationem Motetti
Quam pulchra ea, condita. Parisiis. Nicolai du Chemin, 15.54, folio
choir-book. The composer is called Jaquet.' A M3. acore ia in the
Berlin kunigl. Bibliothek.
n aecondo libro delle Mease a cinque voci. Compoate da Jachet
Mes.ia prima sopra Rex Babilonis: Meaaa seconda
da Mantoa.
sopra La fede non debbe esser corrotta Measa terza aopra Ego sum
Ippolito
Messa quarta Cypriano Rhore, a voci pari. Venetiis
Hier. Scutum, 1555. Obl. 4to.
Five part-booka in the Bologna
Liceo Musicale. The two first masses also in 1561 edition.
iliasa ad imitationem moduli
Surge Petre. Auctore Jacquet,
cum sex vocibus. Latetiae: Adr. Le Roy et R. Ballard, 15.57.
Folio choir-book. A copy in the KiJnigaberg Library, etc. A MS.
copy is in a choir-book of the Cappella Slatlna, Rome, headed
•Jachet.'
Mease del Fiore a cinque voci. Libro primo. Compoate da .Tachet
da Mantoa. Vado ad eum. Enceladi ; Alia dolce ombra ; Quarti toni
Obl. 4to.
sine nomine. Veuetiia
Hier. Scotum. ISfll.
Libro secondo. Indietribulationis ; Chiarc freiche acque Peccata
1561,
Rex liabUonii ; La fade non debbe esser corrotta.
>nea
Complete copies of both books are in theCelle Miuiaterlalbibliothek.
This was probably a second edition. The La fede non debbe Mass
was recently published in score by A. Reinbrecht, Verden, ISfit^.
.Jachet Huavissimi ollm musici Rev. Cardin. Mantiiae Hirani
vesperarum totius anni secundum Romanam curiam cum quatuor
Venetiia: Hier. Scotum, 1566, Opera comet quinque vocihua.
:

:

;

to receive a yearly salary

Among

the papers of San
one dated 1550, which gives his name
in full
Jaches Bus, Flamengus, senator organi
(Venice State Archives,
in ecclesia S. Marci.'
The years spent in
see Van der Straeten.)
Venice were important as regards Buus's development as a composer the following works were
published there
of eighty ducati.

;

is

:

'

;

:

'

:

'

.

.

:

:

:

;

;

;

;

'

'

:

pleta.

Jacheti Mantuae Orationes complurea ad OfRcium Hebdoraadae
Sanctae pertinentea, videlicet. Passionea cum quinque vocibus.
Lamentationes primo, secondo et tertio die cum quatuor vocibua.
Oratio Hieremlae profetae cum quinque vocibus. Completorium
Nunc Dimittis. Et Salve Regina cum quinque vocibus. Venetiia
Hier. Scotum, 1567. Folio.
Five part-books in Bologna Liceo
Musicale.
:

MSS.

II primo libro di Canzoni irancese a sei voci,
Venetiis: Ant.
Gardane, 1543, Six part-booka in the WolfenbUttel herzogl. Bibl.
Recercari da cantare, & sonare d' Organo & altri Stromenti. A
quatro voci. Venezia: Ant. Gardane. Libro I, 154'r; Libro II. 1549.
Contained ten and eight Ricercari respectively.
Intabolatnra d'organodi Recercari
nouamente atampata con
carateri distagno, Libro I. Apresao di Antonio Gardane Venetia.
1549.
Obl. 4to. In the British Museum.
Primo libro de' moteti a quatro voci di M. Jaques Buus organista
de la Illus. Signoria di Venetia in San Marco. Venezia Gardane
1549.
Four part-books in the Vienna Hofbibliotbek.
II primo libro di canzoni franceae a ciTique voci.
Venezia Gir.
Scotto, 1550. Obl. 4to. Five part-books in the Munich Royal Library.
.

.

.

:

;

:

In the first half of the 16th century instrumental music principally consisted of arrangements or adaptations from vocal compositions,
the 1547 volume of Ricercari, one of the
earliest books of organ music to be printed, is
therefore of great interest, for it shows a distinct
striving towards genuine instrumental composition.
From the Ricercari were gradually to
develop the Canzona, Fantasia, and Toccata,
culminating in the Sonata (see Wasielewski,
Gesch. der Instruvientalmusik irii X VI. Jahrhundcrt, 1878.
The fourth Ricercar from lib. 1 is
given in the Miisikbeilagen, No. 18
and R.
;

Three of the Masses published in 1561 Vadoad eum' 'Enceladi ';
and Alia dole' ombra' are in MS. 32, and some motets In MS. 9*2 of
the Munich Royal Library (Maier's Cat.) The masses Rnceladl'
and Alia dole' ombra are also in MS. 23 of the Stuttgart Konigl.
'

:

;

'

'

'

'

Landesblhliothek (Haljn's Oaf.}.
The 1.5fil Missa quarti toni' Is In MS. Sign. 148 f. of the Loreuzklrche Bibl., Nuremberg (H. Botstiber/,

1871.
Kirch^nmusiJc,
Musikbeilagen, No. 55, gives the first part of
Ricercar 1 from lib. 2.)
Buus was accepted as
I
an authority on this type of composition
Schlecht,

Gesch.

der

:

'

JACK
Kicercari di Jaques

Bus

Jjialogo del Pietro

Pontio.

JACK

mentioned in the
Parma, 1595. 2*='
parte, p. 48, and Cerone {El Mdopeo, 1613
Lib. XII. p. 692) writes
Quien dessea ver
are

'

;

'

:

On the key
being depressed the jack is forced upwards, and
the quill is brought to the string, which it
at right angles from the tongue.

twangs

etc.

essere

il

una

quel peuso

chi vi sodisferii per
gran musica mirabile.'
In the list of

a

'

fiori

'

for four voices

madnijali

di

by Buus
de

is

in the

efi'ects.

or

autori,

is

;

by

'

Jachet

'

and one by

Jac.

Vaet

;

this

shows

that neither Buus nor Vaet is to be identified
with the Jachet or Jacquet, whose name so frequently appears as a composer at this date.
The Sextus Totnus Evangeliorum also contains
one motet by Buus and one by Jachet, while
the Thesauri Musici tomus tertius, Noribergae,
1564, has a motet for six voices by Jacob. Buus
and five motets by Jacob. Vaet.
Musical manuscripts in the Munich Royal
Library include a motet for six voices (MS. 132),
and a song Tant de travail for five voices
'

'

(MS. 205) by Giaehes Buus.
JACK (Fr. Sautereau
;

c. s.

Ital.

Saltarello

which

ecpiality

of

of jacks

is

tone.

secures

A

row

maintained in

perpendicular position by a
rack ; and in harpsichords

;

'

leather great attentionpaid to the gradation of

elasticity

;

*

is

sjiecial
stops for
In catting the quill

certain

Primo

Venice,
Gardane, in the 1542 and 1548 editions
the
latter also included si-f madrigals by Berchem.
Towards the end of 1550 Buus obtained a
four months' leave of absence
the time elajised,
hut he did not reappear in Venice.
The procuratori of San Marco at last wrote (March 30,
1551) to the Venetian ambassador Federigo
Badoer, at Vienna, where apparently they knew
Buus was to he found, to ask if he intended to
return or not.
Badoer replied that Buus had
spoken most aftably of the happiness of those
who served the glorious city of Venice, but that
he would only return if his salary were raised
to 200 ducati a year.
This the procuratori
would not accede to, and they appointed Parabosco in his place.
Buus remained in Vienna
as organist to Ferdinand I., his name under the
form of Jac. von Paus appears in the list of
the Court Kapelle from 1553 until 1564, when
Ferd. I. died (Ktichel, Die kaiserluhe Hofmnsikkapellein IVien, 1869). Nothing more is heard
of Buus after this date
he seems to have composed little in this later period.
In the Tertius
Tomus Uvmigeliorum, Noribergae, 1555, is a
motet for four voices by him, also two motets
div.

piece of hard leather

used instead of the quill in

'

libro

In some instruments

noise.

composers Jaches Buus is entered, also Giachetto Berchem,' which shows that Berchem,
about whose life so little is known, is not to be
identified with Buus.
A madrigal Questi soavi
'

damped by

string without resistance or

io

'

is

;

:

'

string

the piece of cloth above the
When the key retongue.
turns to its level, the jack
follows it and descends
and the quill then passes the

Doni (Dialogo ddla musica, Venice, 1544,
pp. 36, 44) gives the two canto parts of a
Canzona a otto di Jaches A tous jamais d'ung
voloir,

The

passing.

in

Tientos 6 Ricercarios bien ordenados, vea los de

Jaques Bus,'
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or

clavecins

more than one

which

have

register, the

racks are moved to or away
from the strings by means
of stops adjusted by the
hand
a second rack then
enclosing t)ie lower part of
the jack to secure its position upon the key. AVe
have in the jack a means of producing tone very
difi'erent from the tangent of the clavichord or
the hammer of the pianoforte.
The jack, in
principle, is the plectrum of the psaltery, adjusted to a key, as the tangent represents the
bridge of the monochord and the pianoforte
hammer the hammer of the dulcimer. We do
not exactly know when jack or tangent were
introduced, hut have no reason to think that the
invention of either was earlier in date than the
14th century.
By the middle of the 16th
century the use of the clavecin instruments with
jacks had become general in England, the Netherlands and France
and in Italy, from whence
;

;

They were
they would seem to have travelled.
used also in Germany, but the clavichord with
its tangents asserted at least equal rights, and
endured there until Beethoven's time. The
first years of the 18tli century had witnessed in
Florence the invention of the hammer-clavier,
the pianoforte
before the century was quite
out the jack had everywhere ceded to the
hammer. Although leather for the tongue of
the jack has been claimed to have been the
invention of Pascal Taskin of Paris in the 18th
century (his much-talked of peau de buffle '),
it has been found in instruments of the 16th
and 17th and it may be that leather preceded
the quill, the introduction of which Scaliger
(1484-1550) enables us to date approximately.
;

'

;

In the action of the
Springer).
harpsichord tribe of instruments the jack represents the Plectrum.
It is usually made of pearGer. Docke,

wood, rests on the back end of the key-lever,
and has a movable tongue of holly working on a
centre, and kept in its pilace by a bristle or metal
spring.
A thorn or spike of crowquill projects

;

He

says (Poetices,

lib.

i.

cap. Ixiii.) that

when

he was a boy the names elavicymbal and harpsichord had been appellations of the instrument

JACKSON

JACKSON

vulgarly knonii as monochord, but that subsequently points of crowquill had been added,
from which points the same instrument had
possibly from the
become known as spinet
Latin 's[tina,'a thorn, though another and no
less probable derivation of the name will be
found under Spinet. In the oldest Italian jacks
metal springs were used instead of bristles, and
possibly metal plectra, of which an example is
to he found in the upright spinet in the Donaldson JIuseum ' (Royal College of Music).
Shakespeare's reference to the jack in one of
his Sonnets is well known and often quoted

Service in C, in the choir-books of Wells, and
four chants in a contemporary MS. organ piart
in the library of the Sacred Harmonic Society,
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—

Do
To

I

envy those jacks that nimble leap
hand

kiss the tender inward of thy

'

'

Raleigh's favour and the execution of Essex,
'When jacks start up, heads go down.' A. j. H.
JACKSON' (Christian name unkno\^'Ti). The
most noted composer of tunes for the Irish piipes
His melodies (of
during the 18th century.
great excellency) were among the most popular
tunes of the day both in Ireland and in England.
They include Over the Water,' 'The Morning
Brush,' The Maids in the Morning,' .Jackson's
Turret (named from a tower he constructed),
'Welcome Home,' and others of merit. These
were reprinted over and over again in collections
Edmund Lee of Dublin issued,
of the period.
about 1790, an oblong folio collection of Jackson's
Practically nothing is known of
Irish tunes.
his biography save that he was living in Ireland
and composing at the middle of the 18th century.
'

'

'

'

is a passing reference to him in O'Keeffe's
Semiiiisccmes, 1826 (vol. i. p. 183), by wJiich it
appears that he was a fine gentleman of great

There

'

landed property.'

complete.
The last-named MS. contains the
organ parts of the Service in C and eight anthems,
and in the choir-books at Wells are some odd
parts of an anthem and a single part of a Burial

w.

Service.

JACKSON, William, known

H. h.

as Jackson of

Exeter, son of a grocer in that city, was born
He received a liberal education,
29, 1730.
and ha\'ing displayed a strong partiality for
music, was placed under John Silvester, organist

May

In 1748
he removed to London and became a jmpil of
John Travers. On his return to Exeter he
In 1755 he
established himself as a teacher.
published a set of 'Twelve Songs,' which were
so simple, elegant, and original, that they
immediately became popular throughout the
kingdom.' He afterwards produced Six Sonatas
for the Harpsichord,' 'Elegies for three male
voices,' and a second set of 'Twelve Songs.'
These were followed by an anthem, a setting of
Pope's ode. The Dying Christian, a third set of
'Twelve Songs,' and a setting of Warton's Ode
to Fancy.
In 1767 he composed the music for
a dramatic piece called 'Lycidas,' altered from
Milton's poem, on the occasion of the death of
Edward, Duke of York, brother of George III.,
and produced at Covent Garden on Nov. 4, but
never repeated.
He next pulilished Twelve
Canzonets for two voices,' which were highly
successful, and one of which,
Time has not
thinned my flo\ving hair,' enjoyed a long career
of popularity.
To these succeeded Eight
Sonatas for the Harpsichord,' and 'Six Yocal
Quartets' (1780).
In 1777 Jackson received
the appointments of subchanter, organist, lay
vicar, and master of the choristers of Exeter
Cathedral.
In 1780 he composed the music for
General Burgoyne's opera,
The Lord of the
Manor,' which was produced at Drury Lane,
Dec. 27, with great success, and kept possession
of the stage for more than half a centur}',
mainly owing to Jackson's music.
In 1782
Jackson published Thirty Letters on various
of Exeter Cathedral, for instruction.

;

but appears to mean the keys, which as the
sweet fingers touch them make dead wood
more blest than living lips.' A nearer reference
has been preserved by Rimbault {^Thc Piaiwforte^
London, 1860, p. 57) in a ilS. note by Isaac
Reed to a volume of old plays. Lord Oxford
said to Queen Elizabeth, in covert allusion to
'

are all his compositions that are to be found

Bunting, Andent Music of
100), states that Jackson lived

Ireland, 1840 (p.
in county Monaghan, and that his turret (see
above) in Ballingarry, county Limerick, was
'

'

F. K.
destroyed by lightning in 1826.
JACKSON", John. One Jackson, who in
1669 belli the office of 'Instructor in Musick
at Ely Cathedral for three months, has been
conjectured to be identical i\dth the John Jackson who in 1674 was appointed nominally a
vicar choral but in fact organist of Wells CatheHis name is not found in the Chapter
dral.^
books after 1688, so that it is presumed that he
He composed
died or resigned in that year.
some church music now almost wholly lost. An
anthem, The Lord said unto my Lord,' included
a
in the Tudway Collection (Harl. MS. 7338)

'

'

'

'

'

'

subjects,'

— three

which were well

of

them

received,

relating

and

in

music,

to

1795 reached a

'The Metamorphosis,' a comic
which Jackson was believed to be the
author as well as, avowedly, the composer, was
produced at Drury Lane, Dec. 5, 1783, but
performed only two or three times.
In 1791
Jackson published a pamphlet entitled Observations cni the lyrescnt State of Music in London,
In 1798 he published Four Ages, together with
third edition.
opera, of

'

;

1

Descrti.finn

and

Historij

of the Pianoforte.

A. J. Hipkills,

NoveHo, 18W.
2 In Home cathedrals the atatutes do not npecify an organist as an
officer of the clmrch.
In such the custom is to assipn to one of the
vicars choral the performance ol the duty of organist.

on various

intended as additions
His other musical publications comprised a second set of
Twelve
Canzonets for two voices,' 'Twelve Pastorals,' a
Hymns in three
fourth set of Twelve Songs,
Essa^ys

subjects,

to the Thirty Letters.

'

'

'

'

JACKSON

JACOB

'Six Madrigals,' and 'Six Epigrams,'
His catliedral music was collected and
(1786).
published many years after his death (about
1S20) by James Paddon, organist of Exeter
Cathedral.
He died of dropsy, July 5, 1803.1
.Jackson employed much of his leisure time in
painting landscapes in the style of his friend
lainsborough, in which he attained considerable

and Conyregalional Psalmody, 1863.
Besides the works already mentioned, he composed a mass, a church service, anthems, glees,
part-songs, and songs, and wrote a Manual of
Singing, which passed through many editions.
His last work was a cantata entitled The Praise

parts,'

I

Whilst much of

music charms by its
simplicity, melodiousness, refinement, and grace,
there is also much that sinks into tameness and
insipidity
his church music especially is
exceedingl)'
feeble.
Notwithstanding this,
Jackson in F maintained its popularity in
some churches tlirough a great part of the 19th
century.
w. H. H.
JACKSON, William, known as Jackson of
Masham, born Jan. 9, 1815, was son of amiller,
and furnishes a good instance of the power
of perseverance and devotion to an end.
His
passion for music developed itself at an early
skill.

his

;

'

*

age,

and

his strnggles in the pursuit of his

beloved

art

read

humble

life.

He

almost like

a

romance

in

bnilt organs, learned to play

almost every instrument, w^ind and string, taught
himself harmony and counterpoint from books,
until at length, in 1832, wdien he had reached
the mature age of sixteen, the lord of the manor
of Jla^ham having presented a finger organ to
the church, Jackson was appointed organist with
Through the circulating
a stipend of £30.
library in Leeds, he was able to study the
scores of Haydn, Mozart, Spohr, and Mendelssohn.
In 1839 he went into business at Masham as
a tallow-chandler, and in the same year pubFor joy let fertile valleys
lished an anthem,
ring.'
In 1840 the HuddersHeld Glee Club
'

awarded him their

The

first

prize

and

for

his

glee,

1841 he composed for tlie Huddersfield Choral Society the
1 3rd Psalm for solo voices, chorus, and orchestra.
In 1845 he wTote an oratorio, The Deliverance
of Israel from Babylon,' and soon afterwards
In 1852 he made
another entitled 'Lsaiah.'
music his profession and settled in Bradford,
where, in partnership with William Winn, the
bass singer, he entered into business as a musicseller, and became organist, first, of St. John's
Cliurch, and afterwards (in 1856) of Horton
Lane Chapel.
On Winn's quitting Bradford,
Jackson succeeded him as conductor of the
Choral Union (male voices only). He was ehorusniaster at the Bradford festivals in 1853, 1856,
and 1859, and became conductor of the Festival
Choral Society on its establishment in 1856.
For the festival of 1856 he again set the 103rd
Psalm, and for that of 1859 composed 'The
Year,' a cantata, the words selected by himself
He compiled and partly
from various poets.
composed a set of psalm tunes, and harmonised
The Bradford Tunc Book compiled by Samuel
'

Sisters of the Sea'

;

in

'

1
rnat«^ of birth aiid<1eath from the monument in
St. Steplieu s, Exeter (Weafa Cath. Org.)']

the vestry of
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Smith,

'

of

Music'

William,

He

died April 15, 1866.
His son,
born 1853, was bred to the profession

became organist of Morningside Parisli
Church, Edinburgh, and died at Ripon, Sejit. 10,
w. H. H.
1877.
JACOB, Bex.tamin, born in London, Ajiril
1, 1778, was at a very early age taught the
rudiments of music by his father, an amateur
violinist.
When seven 3'ears old he received
lessons in singing from Robert Willonghby, a
well-known chorus-singer, andbecame a chorister
at Portland Chapel.
At eight years of age he
learned to play on the harpsichord, and afterwards studied that instrument and the organ
under William Shrubsole, organist of Spa Fields
Chapel, and Matthew Cooke, organist of St.
George, Bloomsbury.
At ten years of age he
of music,

became organist of Salem Chapel, Soho, and
little more than a year afterwards was appointed
organist of Carlisle Chajiel, Kennington Lane.
Towards the latter end of 1790 he removed to
Bentinck Chapel, Lisson Green, where he remained until Dee. 1794, when the Rev. Rowland
Hill invited him to assume the place of organist
In 1796 he studied harmony
at Surrey Chapel.
[In 1799 he became a
under Dr. Arnold.
member of the Royal Society of Mnsicians.]
In 1800 he conducted a scries of oratorios given
under the direction of Bartleman in Cross Street,
Hatton Garden. As he advanced in years he
became more and more distinguished as one of
the best organists of his time, and in 1808
and subsequently, with the co-operation of
Samuel Wesley and Dr. Crotch, gave a series of
performances at Surrey Chapel, of airs, choruses,

and fugues played upon the organ alone, without
In that and
any interspersion of vocal pieces.
the following year Samuel Wesley addressed to
spirit, a remarkable series of
onthe works and genius of John Sebastian
Bach.
These letters, now in the library of the
RoyalCollege of Music, were pulilished in 1 87 5 by
Miss Eliza Wesley, the writer's daughter as a
consequence of his high reputation he was frequently engaged to open new organs and to act
as judge on trials for vacant organists' seats.
In Nov. 1823 he quitted Surrey Chapel for
the newly erected church of St. John, Waterloo
This led to a dispute between him and
Road.
the Rev. Rowland Hill, resulting in a paper
war, in which the musician triumphed over the
divine.
The excitement of the controversy,
he was
however, proved too much for .Jacob
attacked by disease, which developed into pulmonary consumption, and terminated his existence, August 24, 1829. He was buried inBunhill
Fields.
His compositions were not numerous,

him, as to a kindred
letters

;

;

2

I

JACOBI

JACOTIN

consisting principally of psalm tunes, and a few
He edited a collection of tunes, with appropriate symphonies, set to a course of psalms,
and published under the title of National

leaux vivants.
Since leaving the Alhambra
(on April 30, 1898), where under his guidance
the orchestra became the best permanent one
of any theatre in the kingdom, 11. Jacobi
directed that of the summer theatre at the
Crystal Palace and wrote two ballets for it.
At the opening of the London Hippodrome he
was appointed conductor, but gave up the post
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glees.

'

Psalmody' (1817).
w. H. H.
.JACOBI, Georges, was born on Feb. 13,
1840, in Berlin, where, at the age of

six,

he

coinmenccd to study the violin under Edward
and Leopold Ganz.
In 1849 he went to
Brussels, studying under De Beriot until that
master became blind, when he removed to Paris,
where Halevy heard him play, and sent him
to Auber, then director of the Conser\'atoire.
There he joined Massart's class, at the same time
studying harmony and composition under Reber,
Gevaiirt, and Gheri, and in 1861 obtained first

work was too fatiguing.
most successful ballets may be mentioned
Yolande,' 'The Golden Wreath, "Hawaya,' 'The
Swans,' 'Melusine,' 'Dresdina,' 'The Seasons,'
Oriella,
Ali
Antiope,
Asmodeus,
Irene,
Baba,
Titania,' Lochinvar,' Blue Beard,' and
La Tzigane. M. Jacobi's compositions are always
full of melody, and display a complete know-

after a short time, as the

Of
'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

'

prize for violin-playing.
On July 13 of that
year he playeil the 13th concerto of Kreutzer,
while the illness of two of the competitors
reduced their number to thirteen. These singular
occurrences dispelled any belief that il. Jacobi
might otherwise have had in the ill-luck associated with the number thirteen.
After playing for two years in the orchestra of the Opera
Coraique he became, by competition, first
violin of the Grand Opera, where he remained
nine years, and played, amongst many other
notable productions, in that of Wagner's
During this period he played at
Tannhauser.'

They are devoid of
the affectation, the vagueness, and the vulgarity
which characterise much theatre music in England, and their colour always meets the demands of the dramatic situation. As a teacher
M. Jacobi is in this direction unsurpassable,
and was appointed in 1896 a professor at the
He was twice elected
Royal College of Music.
ledge of stage requirements.

President of the Association of Conductors in
England, was made an Officier de I'Academie
by the French government, and was presented
by the King of Spain with the order of Isabel
the Catholic, of which he is Knight ComH. V. H.
mander.
JACOTIN", according to Burbure, Jacob
GoDEBiiiE or (latinised) Jacobus Godefeidus,
was a chapjlain singer in Antwerp Cathedral
Mention, however, is
from 1479 to 1528.
made of another Jacotin or Jacotino, who was
singer at the Ducal Court of Milan from 1473
to 1494, and Eitner suggests that some of the
compositions ascribed to the former may really
belong to the other.
It is just possible the two
may be one and the same, since we know that
Flemish singers and composers were greatly
in request in Italy at that particular time, and
often continued to hold church benefices while
'

'

many concerts in
He also formed a

Paris and in the provinces.
stringed orchestra of sixteen
members, and gave concerts, performing from a

platform in the centre of the room, in the
picture-gallery of the Societe Nationale des
Beaux- Arts on the site of which now stands the
Theatre des Nouveautes, and the success of
these was so great that the number of concerts
given, originally announced as six, was increased
In 1869 he left the
to twenty in one winter.
Opera and assumed the baton at the Bouifes

where Otfenbach was then the rage.
In the following year he came to England to
make arrangements for performances by the
company of that theatre (which proved abortive).
He was unable to return to Paris owing to its
investment by the Germans.
After the war,
however, he did return, only to he recalled
immediately to London by John Baum's offer
of the conductorship of the Alhambra orchestra.
This he accepted, and during the twenty-six
years that he was associated with the theatre
composed no fewer than 103 grand ballets and
divertissements, many of which have been reproduced in the cities of America, in Brussels,
Berlin, Munich, Rome, and Paris.
Besides
these he composed comedy -operas, of which
'The Black Crook' had a run of 310 performances, and La Mariee depuis midi,' written for
Mme. Judic, was played by her all over Europe
incidental music to Irving's productions at the
Lyceum of 'The Dead Heart' and 'Robespierre';
two concertos for violin a concertino for viola
many violin pieces, songs, and music to tabParisiens,

'

;

;

his

;

-

residing elsewhere.

The period

just before the

Reformation is notorious for the prevalence of
the abuses of pluralities and non-residence in
connection with church preferments.
If, however, we are to distinguish between the two
Jacotins it would be natural to ascribe the
motets published by Petrucoi in the Motelti
della corona, 1519, to the Italian Jacotin, while
the French chansons and other works published
by the Frenclihouseof Attaingnantwouldbelong
the Antwerp master.
Ambros (Gesch. iii.
masterly 8-voice setting of
'Sancta Divinitas unus Deus' in Ulhardt'sCoZ^ec-

to

260) refers to a
tion of 1546, as

of importance,

showing Jacotin to be a composer
also to the Psalm Credidi as

notable for the careful declamation of the text.
(Ambros misnames one of Jacotin's Motetti in
Petrucci the Psalm Judicais by Caen, Jacotin's
see
other Motet is Michael Archangel, etc.
;

;

Eitner, Bibliographic.)

French Chansons con-

JACQUARD

JADIN

stitute the larger part of Jacotiii's

of

"vvcn'ks,

which only two are accessible in modern rejjrints,
one in H. Expert's reprint of the Attaingnant
collection of 1629,
Trop dure m'est ta longue
demeure, another still more attractive, Mon
'

'

'

triste

cceur,

'

in

Eitner's

Selection

of

sixty

chansons, 1899.
Jacotin is one of the company of Joyeulx muaiciens mentioned by
'

'

Rabelais.

.j.

];.

m.

JACQUARD, Leon

Jean, eminent violoncellist, born at Paris, Nov. 3, 1826
stuilied at
the Conservatoire, where he obtained the second
prize for violoncello in 1842, and the I'nst prize
in 1844. In 1876 he married Mile. Lauve Bedel,
-a pianist of distinction, and at the end of 1877
;

.succeeded Chevillard as professor of his instrument at the Conservatoire. Jaoquard was emin-

ently a classical player, with a pure and noble
style, good intonation, and great correctness
he was somewhat cold, but his taste was always
:

and his seances of chamber-music
were well attended by the best class of amateurs.
He composed some Fantasias for the violoncello,
but it is as a virtuoso and a pirofessor that he
will be remembered.
He died in Paris, March
irreproachable,

27, 1886.

G. c.

Weimar under

Liszt,

and

again,

in

Leipzig under Hauptmann.
From
that time he resided in Leipzig, first as a teacher
then as the conductor of the Euterpe concerts,
and lastly in the Conservatorium as teacher of
Harmony, Counterp'oiiit, Composition, and the
Pianoforte.
[In 1887 he received the honorary
degree of D.Phil, from the Leipzig University,

and

in 1893 was appointed Royal Professor.]
His compositions are A-aried and numerous, reaching to well over 100 opus numbers.
[His
skill in counterpoint is shown in an orchestral
serenade in canon, op. 35 in two serenades for
piano, opp. 8 and 125 in the ballet-music, op. 58
for piano duet
and in the vocal duets, opp. 9,
Four sympihonies, orchestral
36, 38, and 43.
overtures, and serenades, two piano concertos,
;

;

;

four trios, three (juartets, three quintets, a sextet
for jiiano

and

strings,

two string quartets, are

among his instrumental works and of his choral
works the following may be mentioned
;

:

Psalms

xliii.

and

(8-parts),

c.

'Vergebung,'

Johannistag,' and
'An dem Sturmwind.
As a private teacher
Jadassohn was highly esteemed, and his many
theoretical works have passed through many
editions, and have been translated into various
languages.
The chief of these are his Ifar'

Verheissung,' 'Trostlied,'

'

'

monichhre (1883), KontrapunU (1884), Kanon
(1884), Die F&rmen in den JFerJcen
der Tonkunst (1889), and Zehrlnt^h der Instrn-

Mnd Fuge

ineMtation. All liave been translated into English

and published by Breitkopf &Hartel,

on Harmony and Counterpoint have also been
translated into French and Italian.
Jadassohn
died at Leipzig, Feb. 1, 1902.]
from Riemann's Lexikun.

G.

;

additions

JADIN, Loui.s Ejjmanuel, son, nephew,
and brother of musicians, born Sept. 21, 1768,
at Versailles, where his father Jean, a violinist
and comjioser, settled at the instigation of his
brother Georges, a performer on the bassoon
attached to the chapelle of Louis XV.
As a
child Louis showed great talent for music
his
father taught him the violin, and Hidlniandel
the piano.
After being page de la musique
to Louis XVI., he was in 1789 appointed second
accompanist, and in 1791 chief maestro al cembalo at the Theatre de Monsieur, then in the
Rue Feydeau. This post gave him the opportunity of producing Joconde (Sept. 14, 1790),
a comic opera in three acts.
Jadin's industry
;

'

'

'

'

was extraordinary.

Though

fully

engaged as

composer, conductor, and teacher, he lost no
opportunity of appearing before the public.
He
composed marches and concerted pieces for the
Garde Nationale patriotic songs and pieces dc
circonstrmce such as
Le Congres des Rois, in
conjunction with
others,
L'Apotheose du
jeune Barra,' Le Siege de Thionville (1793),
Agricol Viola on le jeune heros de la Durance,'
for the various fetes of the Revolution
and
thirty-eight operas for the Italiens, the Theatres
Moliere, and Louvois, the Varietes, the Academic,
and chieliy the Feydeau.
Of this massof music,
however, nothing survives but the titles of
'Joconde' and Mahomet II.' (1803), familiar
to us from the operas of Isouard and Rossini.
This does not necessarily imply that Jadin was
without talent, but as with many others his
librettos were bad, and his music, though well
written, was wanting in dramatic spirit, and in
the style, life, passion, and originality necessary
for success.
In fact his one i]uality was facility.
In 1800 he succeeded his brother as professor
of the i>ianoforte at the Conservatoire, and was
Gouverneur des pages of the royal chapel from
the Restoration to the Revolution of 1830.
He
received the Legion of Honour in 1824. To the
close of his life hecontinued to piroduce romances,
nocturnes, ti'ios, and quartets, string quintets,
and other chamber -music.
Of his orchestral
works,
La Bataille d'Austerlitz is the best
known.
He was one of the first to compose for
two pianos, and was noted as the best accompanist of his day.
In private life he was a good
talker, and fond of a joke.
He died in Paris,
April 11, 1853.
His brother Htacinthe, born at Versailles,
1769, a pupil of Hiillmandel's, and a brilliant
and charming pianist, played at the Concerts
Feydeau in 1796-97, and was a favourite with
the public up to his early death, Oct. 1800. On
tile foundation of the Conservatoire he was appointed professor of the pianoforte, but had
barely time to form pupils, and both Louis Adam
;

'

'

'

JADASSOHN, Salomon, born at Breslau,
Sept. 3, 1831.
His years of study were passed
partly at home under Hesse, Liistner, and Brosig,
partly at the Leipzig Conservatorium (1848),
partly at
1853, at
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thetreatises

'

'

'

;

'

'

'

'

'

JAHNS
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and Boieldieu excelled him as teachers.
He
composed much both for his instrument and
the chamber, four concertos and sonatas for two
and four hands for PF. sonatas for PF. and
violin
string trios and quartets, etc.
all now
old fashioned and forgotten.
o. c.
JAHNS, Feiedkich Wilhelm, born at Berlin, .Jan. 2, 1809.
His talent for music showed
itself early, and strongly
but the first important event in his musical life was the first pierforraance of
Der Freischiitz' (June 18, 1821),
which not only aroused his enthusiasm for
;

;

;

;

'

but made him an adherent of "Weber
After some
hesitation between
the theatre and the concert -room, he finally
nuisic,

ever.

for

oliose the latter,

of

singing, in

sought

after.

and became a singer and teacher
which capacity he was much
In 1845 he founded a singing

he led for twenty-five years.
In 1849 he was made KbniglicheMusikdirector'
in 1871 'Professor'; and was subsequently
decorated with the orders of Baden, Saxony,
Bavaria, and Hanover.
He composed and
arranged much for the piano, but the work by
Which he will live for piosterity is his Thematic
Catalogue of Weber's works (C. J/, vori IT. in
seineii JFerken, 1871), imitated from Koehel's
Catalogue of Mozart, butmuch extended in limits
beyond that excellent work.
It is in fact a re]">ertory of all that concerns the material part of
those compjositions, including elaborate information on the M.S.S., etlitions, pierformances, Weber's
handwriting, etc. etc.
a large vol. of 500 pages.
[A biography of "Weber was published in 1873,
society, wliich

'

—

1881 Jahns was apjjointed teacher of
rhetoric in Scharwenka's Conservatorium in
Berlin.
He died in Berlin, August 8, 1888.] G.
JAELL, Alfred, pianoforte pJayer, born
March 5, 1832, at Trieste. Began his career
at eleven years old as a fjrodigy, and seems to
have acquired his great skill by constant
performance in public.
He appeared at the
Teatro San Benedetto, Venice, in 1843 in 1844
he was brought to Moscheles at "\'ienna, and in
1845 and 1846 he resided in Brussels, ne.xt in
Paris, and then, after the Revolution of 1848,
went to America for some years. In 1854 he
returned to Europe.
In 1862 he p)layed at the
ilusical Union in London, and on June 25,
from that
1866, at the Philharmonic Society
time he played frequently in England.
He

and

in

;

;

died in Paris, Feb. 27, 1882.
In 1866 Jaell married Frl. JIarie Trautmann,
a jiianist of ability.
His pjublished works
consist of transcriptions, potpourris, and other
salon fjieces. He always showed himself anxious
to bring forward new compositions
and pilayed
the concertos of Brahms and of Raff at the
Pliilharmonic, at a time when they were unknown to that audience.
o.
JAHN, Otto, the biographer of Mozart, a
distinguished philologist, archfeologist, and
writer on art and music, born June 16, 1813,

at Kiel

;

studied at Kiel, Leipzig, and Berlin

took his degree in 1831

;

;

Copenhagen,
in 1839 settled in

visited

and Italy
1842 became professor of archaeology
and philology at Greifswalde, and in 1847
Paris, Switzerland,

Kiel

;

;

in

director of the archaeological

Museum

at Leipjzig

;

during the
troubles of 1848-49, and in 1855 settled at
Bonn as professor of classical philology and
archaeology, and director of the university artmuseum. Here he remained till 1869, when
he retired during his last illness to Gottingen,
Jahn wrote
and died on September 9.
important books on all tlie subjects of which he
was master, but his musical works alone concern
us.
Foremost among these is his IV. A. Mozart
(Leipzig, Breitkopf & Hartel, 4 vols., 1856-59 ;
2ncl ed. 2 vols., 1867, with pjortraits and
facsimiles
3rd ed. (by H. Deiters) 1889-91 ;
English translation by Miss Pauline Townshend,
His picture of the great composer is
1882).
scarcely less interesting and valuable than liis
description of the state of music during the
period immediately ptreceding Mozart, wdrile
the new facts jirodnced, the new light thrown
on old ones, and the thorough knowledge of
the subject evinced throughout, all combine
to place the work at the head of musical

was dismissed

for political reasons

;

biograpdiies. ^

Jahn intended to treat Haydn and Beethoven
tlie same scale, and had begun to collect
materials, but these projects were stop>ped by
his death. 2
Jahn also published an essay on
Mendelssohn's Paulus (Kiel, 1842)
and an
on

'

'

;

comparative edition, with preface,
of Beethoven's 'Leonora' ('Fidelio') for PF.
(B. & H., Leifjzig, 1851).
For the Orenzboten
he wrote two spirited reports of the Lower
Rhine Musical Festivals of 1855-56 an article
on the complete edition of Beetlioven's works,
full of sound criticism and biogi'apihical information
and two controversial articles on Berlioz
and Wagner. These and other contributions of
the same kind were published as GesammcUe
His four
Aufsiitze iiher Musik (Leipzig, 1868).
collections of original songs (three and four from
Groth's Qukl-horn, Breitkopf & Hartel), also
evince the p>ossession of that remarkable combination of a highly cultivated sense of beauty
with scientific attainments, which places him in
rank among writers on music.
the
first
Koehel's Catalogue of Mozart is with great
c. F. p.
appropriateness dedicated to Jalm.
accurate

;

;

JAHRBUCHER F"IJR MUSIKALISCHE
WISSENSCHAFT—' Year-books of musical
science.'
A publication due to the remarkable

;

1 For
the English reader this admirable book suffers from the
frequent interpolatiou of long digressions on the rise and progress
of various sections of music, which, though most valuable in themselves, interrupt the narrative and would be more conveniently
placed in an Appendix.
Ita Index also leaves Kiuch to be

desired.

G.

2 The materials collected for Haydn went to C. F. Fohl, and
those for Beethoven to A. W. Thayer, and were employed by those
writers in their biogi^phies of the two composers. Pohl was designated by Jahn as his successor in the biography of Haydju
G,

JAMES

JANKO

energy and interest of Dr. Clirysander, by whom
it ^vas edited and published, througli Breitkoiif
& Hartel. Two volumes only appeared, and the
place of the publication was ultimately taken

d'Ork-ans, but on the reduction of the expenses
of the Duke's court in 1790 he left Paris, and
In
probably returned to Poland for a time.

musician on

in

the papers leave nothing to be desired, but the
polemic spirit which is occasionally

severe

is

much

Breeze, a Liverpool lady, [and settled in Liver-

to be regretted.

pool, residing in upper Birkett Street, St. Anne's.

Temperament, both by Hauptraann
TiDCtor'a Dijinitoritnn, by H. Beliermann (55-llJi. J.
M7.>4^
The Liinburg Chronicle, and German Volksgesang in 14th centurj'
'll.l-Ulil.
5. The Brunawiek-Wolfenblittel Baud and Opera, 16th]yth century (147-2S6I. 6. Heniy Carey and 'God save the King'
I.

]8i>3.

1.

Sound, and

'2.

In 1803 he had embarked in the music-selling
and publishing business, taking a shop iu Lord
He issued
Street, and living in Lime Street.
sheet music, some of it being comiiositions and
arrangements by himself
In ISIO he was in
partnership with a person named Green, but this

.1.

8. Beethoven's
7.' Handel's Organ-part to 'Saul' (408-I'28).
eouuection with Birchall and Stuuipf (4'J9-45'2),
9. Dn^ Lacheim^r Liederbuch, nebst der Arx Or^anif
Conrad Patimayin a description and complete analysis
of a Gemi.an MS. collection of songs of the 15th century and a MS.
iKiok of organ pieces of the same date, with facsimiles, woodcuts,
and very numerous examples iu all 234 p.ages, by F. W.
10. J. S. Bach and Friedemann Bach
-Arnold and H. Bellermanu.
in Halle |2;!o-'24S). 11. Mendelssohn's Organ-part to 'Israel in Egypt'
1'2. Eeriews
i'249-2671.
Beissmann's General History of Music
('263-300)
Westphal's Rhythm ami BUtory of Greek Miistc (300jioi'njii ser/cm and
3101: Coussemaker's Scrijitirutn de Miisica.
Waokernagel on the German ^ircTic/iL'art harmonique). (310-3141

(i^7-40rl.

II.
1867,
.s.tmii. (H>u

—

—

:

lasted only about a couple of years.]

;

of the leaders of the orchestra in

:

(33;>-335)
Koch's Musical Lexicon, edited by
Kruger's System of Music (336).
13. List of the
Chonil Societies and Concert Institutions uf Germany .aud Switzerland (337-374).
G.
;

;

.TAMES, John, an organist in the
ISth century, noted for his skill

of tlie

poraneous

performance.

After

first

half

in extemfor

officiating

several years as a deputy he obtained the piost

of organist of St. Olave, Southwark,

which he

resigned in 1738 for that of St. George-in-theHe died in 1745. His pubEast, Middlesex.
lished oompiositions consist of a few^ songs

organ pieces only.

Av.

and

h. h.

JAMES, W. X., a flautist, pupil of Charles
Nicholson, was author of a work entitled A
IVord or two on. the Flute, published in 1826,
in which he treats of the various kinds of Hutes,
ancient and modern, their particular qualities,
etc., and gives critical notices of the style of
playing of the most eminent English and foreign
[He also wrote
performers on tlie instrument.
The Flutist's

C'n^.-cAisni

Maqadne

(1829), and The

;

published in London.
[It may be mentioned that wdiile in England
he invariably spelled his name as Yaniewicz, and

under this spelling

German

to himself

(1835).]

all

contemporary references

and his children will be found.]
\\ DE 1'.
\vitli additions b}' F. K.
;

JANITSCHAEEN-MUSIK, i.e. Janissaries'
music.
A term used by the Germans for wdiat

JANIEWICZ,

—

they also call Turkisli music the triangle,
cymbals, and big drum (see Kos. 3 and 7 of the
Finale of Beethoven's Choral Sj'mphony).
The
Janissaries were abolished in 1825.
Their band
is said to have contained two large and three
small oboes and one piccolo flute, all of very
shrill character
one large and two small kettledrums, one big and three small long drums,
three cymbals, and two triangles.
G.
JANKO, Patl von, born June 2, 1856, at
Totis in Hungary, was educated at the Polytechnieum and Conservatorium of Vienna, and
at the Berlin University (1881-82).
Tlie
invention by i^'hich liis name is knowu will be
found described under Eeyeo.\kd it is a gi'eat
:

Polish princess offered to take him to Italy
and he availed himself of her protection in order
to hear the best riolinists of the period, such as
;

Kardini, Pugiiani, and others, as well as the best
After three years in Italy he went to
Paris, and appeared at the Concerts Spirituels
Madame de Genlis procured
and Olynipiens.
him a pension from the Due d'Orleans as a

season.

a set of three Trios for two Violins and Bass,

w. H. H.
Felix, -sdolinist, a Polish
He went to
gentleman, born at Wilna, 1762.
Vienna in 1784 or 1785 to see Haydn and
Jlozart, and hear their works conducted by
themselves.
Jahn (iii. 297) considers that an
andante of Mozart's for violin and orchestra,
dated April 1, 1785 (K. 470) was wTitten for
Janiewicz.
He had nearly made arrangements
to study composition under Haydn, when a
Flvtc

its first

In 1815 he settled in Edinburgh, [stdl retaining
his Liverpool business, with which shortly afterwards a partner named W. G. Weiss was introduced.
He added greatly to his reputation in
Scotland, and was leader of the orchestra in the
festivals of 1815, 1819, and 1824], took leave
of the public at a farewell concert in 1829, and
died in Edinburgh in 1848.
His style was pure, warm, and full of feeling,
with that great execution in octaves which La
Besides
jNIotte first introduced into England.
Parke in
tliis, he was an excellent conductor.
his Musical Memoirs, and G. F. Graham in his
account of the Edinburgh Musical Festival in
1815, speak of the elegant and finished execution
Some of these -were published
of his Concertos.
in Paris
but he considered his best work to be

;

Domiuer mo]

"u^as

.

;

Riegel's
lied (314-323): Hommel's (Jcfjf^^cfie roncslieder (32;l-:Ki4)
Litur>7ical Jttmc i324-3271; Liliencron's //(rfcWcn? rolksUeder (327329!
Thayer's chronological List of Beethoven's Works (329-3301
Bitter's Life of J. S. Bach (330-3;i3); Rudhart's History of the

Opera at Munich

He

one of the thirty members who originallj' formed
the London Philharmonic Society, and was one

—

.

establishment of Mademoiselle

tlie

1792 he came to London, and made his d(^'but
He also
February at Salomon's Concerts.
appeared at Rauzzini's Bath concerts, visited
Ireland several times, and for many years conducted the subscription concerts at Liverpool
and Manchester.
In 1800 he married Miss

by the Vicrlc^jah rsschrift fiir Musikwissenschaff,
edited by Dr. Clirysander, Professor Spitta, and
Herr Guido Adler, which has been published
quarterly since 1885.
For jiains and ability

manifested
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singers.

1

;

JANNACONI
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JANNEQUIN

improvement on a keyboard devised at
by an Englishman, and patented in 1843,

one

There is no
musician of the time of whose life we know less.
No mention is made of his holding any court
appointment or of his being connected with any
church. We may perhaps guess that, like many
other artists, he went in early life to Rome, and
was attached to the Papal Chapel for some of
his MS. masses are said to be still preserved
there, while they are unknown elsewhere.
But
he must soon have abandoned writing for the
church, for among his published works two
masses,
La Bataille
L'aveugle Dieu
and
(the latter, occurring in a collection of 1555, is
founded on his famous work see below which
appeared in 1545), and a single motet Congregati sunt,' seem almost nothing by the side of
more than 200 secular compositions. Later in
life, it is true, he writes
again with sacred
words, but in a far different style, setting to
music eighty-two psalms of David, and The
Proverbs of Solomon (selmi la xeriU Hibraique),
leading us to conjecture that he may have
become, like Goudimel, a convert to the reformed
church, as Fetis thinks, or that he had never
been a Christian at all, but was of Jewish origin
and had only written a few masses as the
inevitable trials of his contrapuntal skill.
But
apiart from these vague speculations, it is certain
that Jannequin trod a very different path from

at

his contemporaries.

practical
first

but in spite of the successful tours about 1886,
in which it was brought before the public by
various pianists who had taken the trouble to
master its peculiarities, it does not seem to have
found much permanent favour.
Since 1892 the
inventor has lived in Constantinople. (Riemann'a
Lexikon ZeUschrift of the Int. Mws. Ges. vol. v.
M.
pp. 16.5 and 321.)
;

JANNACONI,

or

JANACONI,

Giu.seppe,

Rome, 1741, learnt music and
singing from Rinaldini, G. Carpani, and Pisari,
under whom, and through the special study of
Palestrina, he perfected himself in the methods
and traditions of the Roman school.
In 1811,
on the retirement of Zingarelli, he became maestro di cappella at St. Peter's, a post which he
born, probably in

held during the rest of his life.
He died from
the efl'ects of an apoplectic stroke, March 16,
1816, and was buried in the church of S. Simone
e Giuda.
A Requiem by his scholar Basili was
sung for him on the 23rd.
Baini was his pupil
from 1802, and the friendship thus begun lasted
till the day of his death.
Baini closed his
eyes, and all tliat we know of Jannaconi is from
his affectionate

great

work on

remembrance as embodied
Palestrina.

It is

in his

strange that

who is said to have been so highly esteemed
home should be so little known abroad. His
name does not appear in the Catalogue of the
Sacred Harmonic Society, or the Euing Library,
Glasgow, and the only published piece of music
by him which the writer has been able to find
is a motet in the second jiart of Hullah's Part
Music, 'The voice of joy and health,' adapited
from a Laetamini in Domino, the autograph of
which, with that of a Kyrie for two choirs,
formed part of the excellent Library founded by
HuUah for the use of his classes at St. Martin's
Hall.
This motet may not be more original
than the words to which it is set, but it is full
Jannaof spirit, and vocal to the last degree.
especially was
coni was a voluminous writer
he noted for his works for two, three, and four
choirs.
The catalogue of the Landsberg Library
at Rome does not exhibit his name, but Santini's
collection of MSS. contained a mass and four
fourteen masses,
other pieces, for four voices
varying from eight to two voices, some with
instruments
forty-two psalms, and a quantity
of motets and other pieces for service, some with
accompaniment, some without, and for various
'

'

;

;

;

numbers of voices. [An 8-part mass is at
Bologna, and a 16 -part mass at Amsterdam.
(See the Qiiellen- Lexikon.)]
A MS. volume of
six masses and a pjsalm forms No. 1811 in the
Fetis

named

the other pieces
at Brussels
at the foot of Fetis's article in the Bio-

library

;

graphie seem to have disappeared.

JANNEQUIN, Clement,

G.

composer of the
1 6th century by tradition a Frenchman, and one
of the most distinguished followers, if not actu,

ally a pupil, of Josquin des Pres.

;

'

'

'

—

—

'

'

'

Practically confining himhe exhibited great originality in the choice and treatment of his subjects.
He was the follower of Gombert in the art of
writing descriptive music, and made it his
sjjeciality.
Among his works of this class are
'La Bataille,' written to commemorate and
describe the battle of Marignan, fought between
the French and Swiss in 1515, to which composition Burney directed ])articular attention
in his History, and which he has copied in his
Musical Extracts (Brit. Mus. Add. MS. 11,588).
[The fifth part was added by Phil. Verdelot.
self to secular music,

The

first occurrence of Jannequin's name seems
be in a collection of thirty-one 4-part songs
printed by Attaingnant in 1529, containing five
Ijy Jannequin.
(M. Henri Expert has published
a new edition.)
They seem to have been reprinted in 1537, together with 'Chanson de la
guerre,' 'La chasse,
Le chant des oyseaux,'
'La Louette (.sic), and Le Eossignol.
The
famous song on the street-cries of Paris appeared
first, with
La Bataille,' in 1545.]
A second edition of some of Jannequin's works
was published in Paris (according to Fetis) in
the year 1559, and the composer must have been
living at that time, for they were
reveuz et
corrigez par lui meme.'
In the same year, according to the same
authority, Jannequin published his music to
eighty-two psalms, with a dedication to the Queen
of France, in which he speaks of his poverty
and age.
Old indeed he must have been, for
the year after, 1560, Eonsard the poet, an

to

'

'

'

'

'

'

'

JANSA

JAPANESE MUSIC

amateur of mnsic and intimately connected with
the musicians of liis time, in writing a preface
for a book of chansons published by Le Eoy
& Ballard at Paris, speaks of Jannecjuin with
reverence enough as one of Josquin's celebrated
disciples, hut evidently regards him as a composer of a bygone age.
[See the Qucllen-Lc.rikoii
for MSS. and copies of the pirinted works of
Januequin.]
j. r. s. -b.

JANSA, Leopold,

and composer,
was born March 23, 1795, at Wildenschwert in
Bohemia.
Though playing the violin from his
childhood, he entered the University of Vienna
in 1817 to study law according to the wish of
his father, but very soon gave up the law and
violinist

devoted himself to music.
After a few years
he appeared successfully as a violinist in public
in 1824 became member of the Imperial Band,
and in 18-34 Conductor of Music at the Uni;

versity of A'ienna.
Jansa, though a good player
and sound musician, was not a great virtuoso.
In 1849 he lost his appointment in Vienna for

having assisted at a concert in London

for the

Hungarian Refugees. He then
remained in London and gained a good p)osition
benefit of the
as teacher.

He

appeared

for the last

public, at the age of seventy-six,

in

time in
1871 at

Vienna, and died there, Jan. 24, 1875.

The most eminent

Jansa published a
works for the violin
concertante for two violins
Halle.
of

:

—

—
;

is

four concertos

violin duets

;

a
eight
;

written in a fluent,
musicianly style, but with no claim to originality.
His duets are much valued by all violinstring-quartets,

etc.

all

teachers,

p.
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The

patient

scholarly researches that have been

D.

and

made by

travellers into the music of certain
nations that were formerly supposed capable of

nothing but ill-regulated noises, have brought
to light the existence of a considerable degree

many

countries

;

it

most commonly

in

use

is

clear that the scale

built of intervals that are easily accepted

by Western

ears, while the compositions, whatever their origin or antiquity may have been,
are evidently governed by rules of symmetry,

balance,

and design in general, that are

surpiris-

ingly similar to those of Earo])ean art.
How
far harmony in any real sense can be predicated
of Japanese music seems at present a little
imcertain
but the questions of the scales, the
tuning of the various instruments, and the form
and design of the music in use, have been
thoroughly gone into in the admirable Music
and Mufiical Insh^urncnts of Japan, by F. T.
Upon that book the following
Piggott (1893).
information is based, and readers who are interested in the subject must be referred to it
for more details than could find a place in a
dictionary.
It must suffice here to describe the
;

from

The most important instrument

is the Koto,
instrument, having some
analogies with the harp, but presenting many

which it is quite uni(ine.
The
strings are stretched along a narrow soundingboard, slightly convex, a form which no doubt
peculiarities in

originated in the natural shape of the tree from

which

it was cut.
The sounding-board is hollowed out inside, and the strings are stretched
between permanent bridges or nuts at each end
of the instrument, all the strings being the

same

size and length.
The dirt'erence in pitch
made by small movable bridges, one for each
string, which raise them to a height of rather
is

more than two inches from the sounding-board.
The position of these bridges is sometimes
rapidly changed during the performance, in
order to obtain transposition from one of the
Besides this, the fingers of
the performer's left hand are used to press the
string on that side of the bridge which is furthest
away from the end that is plucked by the fingers
of the right hand.
This raises the pitch by
one or two semitones, as is required.
It also
enables the player to execute a characteristic
scales to another.

ornament almost exactly

like the
prallof the eighteenth-century music.
The
plucking of the strings is performed with the
aid of small ivory or tortoise-shell ajipendages,
triller

'

'

or plectra, called tsumi, fixed to the performer's
fingers, and the tone produced is remarkable

and even

for sonority

of the instrument

soleuuiity.

The length

a little over six feet,

is

it

is

on the ground, and the player squats near
the upper end of it.
The strings are tuned in
a variety of ways, but the three commonest are
all more or less accurately to be assigned to a
pentatonic division of the octave.
In the most
usual tuning, that called Hirajoshi, the thirteen
strings stand thus
:

in

none more remarkably than in Japan, where
is fairly

scales deducible

laid

modern

of science in the music of

and the

a thirteen -stringed

little

Lady
considerable number

of his pupils

chief instruments
their tuning.
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f'J,/S,

and

<7S, a,

c'S,

d'f'S, g'a,

a', c"Jt

as a sign of proficiency, the

d",f"S g"i.

owner of a

'

third

grade diploma is permitted to tune the first
string an octave lower, to cj.
The first and
second strings are the same in all tunings, but
in the system called
Kumoi, strings 3, 4, and
6 are timed to g, b, and d' natural, while in
that called Iwato the fifth string becomes c'
natural (in spite of the c' sharp of the first
'

'

'

'

'

and the sixth is «'. The </, a, and b of
the
Kumoi tuning remain in this. Several
other varieties are given by Mr. Piggott, some
string),
'

'

which are formed by combining these.
The tuning of the BiwA, a four-stringed instrument of wood, rather like a heavy wooden
of

but with a fiat back, with from two to
played with a bachi or broad
wooden plectrum, varies considerably according
lute,

five fixed frets,

to the difi'erent systems.

generally tuned to B, but

'

'

The

first

string

is

F sharp and G sharp

JAPAET

JARNOWICK

occur in certain modes
the second is generally
c sharp, and the third and fourth nearly always
/ sharp and b.
The Gekkix, another plucked instrument,
has a circular body, a little like a banjo, but of
wood there are nine frets and four strings,
tuned in pairs to the notes c and g'.
The
interesting peculiarity of this instrument is that
the frets give the notes of the hexachord, or the
first six notes of our major scale.
The first and
second strings thus give c', d' e', f, g', a', c",
iV
the second and third strings give g\ a',

des Pr^s, and said to have been a singer in the
His known
service of the Duke of Ferrara.
compositions consist exclusively of Chansons,

528

;

;

,

,

V

,

f

c",

The

\

d", c",

but witliout
lute in so far

a", c"'.

(/",

another plucked instrument,
it is on the princijile of the
that it is hollowed out, and the belly

SA5[iSE>r

is

frets

;

is of snake or cat-skin
there are three strings,
tuned so as to conform with the Hirajoshi
c'
tuning of the Koto, as follows
sharp, f

several of which appear in the earlier publications
of Petrucci 1501-3 ; others are still in MS. in

Roman

Archives.
He is fond of combining
together different texts and melodies, as for
instance
Vrai dieu d'amours with the text
and melody of a Church Litany. He sometimes
makes his tenor consist of the constant repetition of one short motive, a practice of which there
are several later examples in the Motets of
Orlando Lassus.
In the art of the Chanson
Ambros and Eitner represent Japart as one of
See Ambros,
the best masters of the time.
.j. R. M.
Gesehichte der Musik, iii. pp. 260-61.
'

'

JARNOWICK—whose real name,

which the musicians are
he gives us no
particulars as to the compass or scale of the

as he wrote
Clement's Album, was Giovanni Mane
Giornovichj, though commonly given as above
was one of the eminent violin players of the
18th century
born at Palermo, 1745, and a
He made his
scholar of the famous Lolli.
debut in Paris in 1770 at one of the Concerts
Spirituels, and for some }'ears was all the rage
Owing to some misbehaviour
in that capital.
he left Paris in 1779, and entered the band of
the King of Prussia, but his disputes with Duport
drove him thence in 1783.
He then visited
Austria, Poland, Russia, and Sweden, and in
1791 arrived in London, where he gave his
first concert on May 4.
He had great success
here, both as player and conductor.
His insolence and conceit seem to have been unbounded,

various flutes in use, but his description of the

and

an instrument nearly allied to the Chinese
Cheng, makes it clear that it possesses a scale
similar to that of A major complete, together
with a G and C natural near the middle of
its compass.
It is a kind of mouth-organ, in
which l^amboo pipes of various lengths are
through
set in a wind-box held in the hands
this the wind is inhaled, each pipe having a
small metal reed in its base, which is silent until

lision

;

:

—

sharp, c" sharp
c' sharp, g' sharp,
g' sharp, c" sharp, /' sharp.
;

c"

sharp

;

or

a smaller instrument than the
Samisen, is very similar to it, except that it is
played with a bow of loose hairs, and tuned
normally to g' sliarp, c" sharp, /" sharp there
;

are four strings, the highest one being reduplicated.
in regard to the singing

of Japanese musicians, the flutes are difficult to

appreciate, owing to the presence of a sort of
'

weird quarter-tones

specially

tauglit

to

'

acquire

;

Shij,

;

the finger-hole corresponding to it isclosed. Thus
it is possible to play three or even four notes
together,

and

tlie

existence of a series of chords,

taken by Mr. Piggott from tables pirepared by
the Eilucational Department in Tokyo, shows

Of the
that some idea of harmony is piresent.
varieties of drums and gongs used in Japan
the author has much to say, but his description
of the instruments already referred to is enough
to establish his opinion that the normal scale of
the Japanese is a good deal more closely assimilated
to European scales than was formerly supposed.
It is strange that though most, if not all,
of the instruments have their counterparts in
China, and many of them came from China
the first instance, the Chinese music is far
more difficult to analyse, and the system is
far less logically developed than is the case in
Japan.
M.
JAPART, Jean, a contemporary of Josquin

in

in

;

The KoKYir,

As Mr. Piggott says

it

have brought him into disastrous colwith Viotti, a far gTeater artist than
himself, and with J. B. Cramer
who went the
length of calling him out, a challenge which
Jarnowick would not accept and even led him
to some gross misconduct in the piresence of the
King and Duke of York. He lived at Hamburg
from 1796 to 1802, and then went to St.
Petersburg, where he died Nov. 21, 1804
it
is said during a game of billiards.
From the
testimony of Kelly, Dittersdorf, and other
musicians, it is not difficult to gather the
characteristics of Jarnowick's playing. His tone
was fine, though not strong he played with
accuracy and finish, and always well in tune.
His bow-hand was light, and there was a grace
and spirit about the wdiole performance, and an
absence of effort, which put the hearer quite at
ease.
These qualities are not the highest, but
they are highly desiraljle, and they seem to have
been possessed in large measure by Jarnowick.
In mind and morals he was a true pupil of
Lolli. He wrote al^out eighteen violin concertos,
three string quartets, and duet and solo for the
violin.
[Dragonetti is said to have declared
that his violin-playing was the most elegant he
ever heard before Paganini's, but that it lacked
power. Jarnowick lived for some time in Edinburgh, and several of his compositions were
published by the Gow family. One, on a single
to

—

—

—

;

JENKINS

JAY
sheet,

by

is

'

Mr.

Janiovichi's

Keel,

composed

ISOO.
'Janiovichi's Honipipe was published in Gow's Fourth Collection
r. K,]
of Slrathspi-y Pu'cls, ISOO.
a.
himself,' cin:
'

JAY, John George Heney, Mus.D., born
in Essex,

nientary

Nov. 27, 1770, after receiving ruiliinstruction from John Hindmarsh,

and Francis Phillijis, violoncellist, was
sent to the continent to complete his education.
violinist,

He returned
1800, settled in London, and
established himself as a teacher.
He graduated
as Mus.B. at Oxford in 1809, and Mus.D. at
Cambridge in 1811, and was an honorary
member of the Koyal Academy of Music. He
published several compositions forthe pianoforte,
and died in London, Seiit. 17, 1849.
His
eldest daughter was a harpist and his second
His son, John (born 1812, died May
a pianist.
w. h. n.
31, 1889), was a good violinist.
JEAN DE PARIS. Opera-coniique in two
acts
music by Boieldieu.
Produced at the
Theatre Fej'deau, April 4, 1812.
o.
He became an

to

England

excellent violinist.

in

;

JEANIE DEANS. Opera in four acts, libretto
by Joseph Bennett, music by Hamish JlacCunn

;

produced at the Lyceum "Theatre, Edinburgh,
Nov. 15, 1894.
JEBB, Rev. John, D.D. [eldest son of
Richard Jebb, the Irish judge, and nephew of
Bishop Jebb of Limerick
he was born in
Dublin, and was educated at Winchester and at
Trinity College, Dublin.
He graduated B.A.
at Dublin University in 1826, and M.A. in
1829.
After holding a living in Ireland he was
appointed prebendary in Limerick Cathedral in
;

1831, and became rector of Peterstow, Hereford1843
in 1858 he was appointed a
prebendary in Hereford Cathedral, and became
canon residentiary in 1870.
He died at
Peterstow, Jan. 8, 1886.]
His works include
Three Lectures on th^ Cathedral Service of the
United Church of England and Ireland, delivered
at Leeds in 1841, and published in 1846 ; The
Choral Service of the United Church of England
and Ireland, being an hiquiry into the Liturgical
System of the Cathedral and Collegiate Foundashire, in

;

tions of the

Anglican Communion, 8vo, 1843

;

The Choral Responses and Litanies of the United
Church of England and Ireland, 2 vols. fol.
1847-57 (an interesting and valuable collection)
and Catalogue of A ncicnt Choir Books at St. Peter's
;

He edited Thos. Causton's
Cambridge.
Venite exidtemus and Communion Service in
1862.
w. H. H. additions from Eict. of Nat.
Biog. and W. H. Grattan Flood, Esq.
JEDLICZKA, Ernst, an eminent pianoforte
teacher, born at Poltava in South Russia, June
College,

;

his flither was his hrst teacher in
5, 1855
music, and after finishing his general education
at the St. Petersburg University, he entered the
Moscow Conservatorium, and studied under
;

He was
Nicolas Rubinstein and Tchaikovsky.
appointed professor at the Conservatorium, and
VOL.

II
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held the post from 1881 to 1888, when he joined
the staff of the Xlindworth Institute in Berlin,
and in 1897 became pianoforte professor in the
Stern Conservatorium of the same city.
He
had a rare gift of imparting knowledge, and
was a I'emarkably successful teacher. He died
at Berlin, August 6, 1904.
M.
JEFFRIES, George, steward to Lord Hatton,
of Kirby, Northamptonsliire (where he liad
lands of his own), and organist to Charles I. at
Oxford in 1643, composed many anthems and
motets, both English and Latin, still extant in
MS. Several are in the Aldrich collection at
Christ Church, Oxford, and nearly one hundred
eighty of them in the composer's autograph
are in the library of the Sacred Harmonic
Society.
His son Christopher, student of
Christ Church, was a good organist.
[See Life
cctui Times of Antony Wood (Oxford Historical

—

—

voL

w. h. h.
was a
chorister of Salisbury Cathedral under Michael
Wise.
In 1680 he was appointed organist of
Gloucester Cathedral.
He composed a peculiar
melody for the Cathedral chimes, printed
in Hawkins's History, ch. 160.
He died in
Society),

i.

p.

274.]

JEFFRIES, Stephen, born

1712.

JENKINS, John,

1660,

w. H. h.
born at Maidstone in 1592,

became a musician in early life.
He was
patronised by two Norfolk gentlemen, Dering
(or Deerham) and Sir Hamon L'Estrange, and
resided in the family of the latter for a gi-eat
portion of his life.
[From 1660 to 1666 or

the following year he lived in the family of
Lord North, to whose sons he taught music.
The second of his pupils, Roger North, gives a
long account of him in his Memoirs of Mustek
(1846), and in his Autotiography (1887) are to
On p. 79 he
be found many allusions to him.
He was a man of much easier temper
says,
than any of his faculty, he was neither conceited
'

He was
nor morose, but much a gentleman.
an innovator in the days of Alphonso, Lupo,
and superinduced
Coperario, and Lawes,
a more airy sort of composition, wherein he
.

.

had a

fluent

and happy

.

.

.

fancy.']

He was

a

performer on the lute and lyra-viol and other
bowed instruments, and one of the musicians to
He was a voluminCharles I. and Charles II.
ous composer uf Fancies, some for viols and
he also piroduced souie
others for the organ
Of these
light pieces which he called Rants.'
'The Mitter Rant,' an especial favourite, was
printed in Playford's 'ilusick's Handmaid,'
1678, and other publications of the pieriod.
Two others by him, 'The Fleece Tavern Rant,'
and 'The Peterborough Rant,' are in Playford's
Another popular
'Apollo's Banquet,' 1690.
piece
The Lady Katherine
by him was
Audley's Bells, or. The Five Bell Concert,'
first printed in Playford's
Courtly Masquing
Ayres,' 1662.
His vocal compositions comprise
an Elegy on the death of William Lawes,
;

'

'

'

2

M
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printed at the end of H. and W. Lawes's Choice
Theophila, or, Love's Sacrifice
Psalms,' 1648
a Divine Poem by E[dward] B[enlowe], Esq.
several parts thereof set to fit aires by Mr. J.
Jenkins/ 1652 two rounds, 'A boat, a boat,'
and Come, pretty maidens,' in Hilton's Catch
that Catch Can,' 1652
some songs, etc. in
'

Jagdscene," for pf.
Der Sclieidenden,' two romancea for pf.
Wanderbilder,' for pf.
Three pf. dueta,
Praeludiuiii and Romance for pf.
*

'

;

*

;

'

Four luipromptils

Sonata in F sharp minor,

;

'

;

'

'

'

Impromptu fur
Two nocturnes,
Two Songs.

'

Song-cycle,

'

'

'

'

'

'

'

Erinnerungen,' five pf. pieces.
Seven Songs from Bums.
Seven Songs from Moore.
Four ballads from Allan Cunningham,
Six Songs from Scott.
Six Songs from Tennyson and Mrs. Hemans.
'Donald Caird ist wieder da' (from Scott), for tenor
'

Jan.

1879.

26,

The

of

an

opera,

it was
by W. Kienzl.
Jensen was an enthusiast for Schumann, and
for some months before Schumann's death was

'Turandot,' was found after his death

;

finished

His genius
full of
that of a song-writer
delicate, tender feeling, but with no great heights
G.
or depths.
The list of Jensen's compositions is as

in close correspondence with him.
essentially

is

follows

—

Four Songs from Herder's Stimmcn der Volker,
Abendmuaik,' pf, duet.
'

Lebenabilder, for pf, duet.
Six SongB,
Silhouetten, for pf. duet.

63.
64.

65.

Posthumouflly published.
Three Songs for female choir and pf.
Two Marienlieder, for tenor with accompaniment for strings
and drums.

Two

pf. pieces.

Without Opus-numbers.
Three sets of Songs.
Concert-overture in E minor.
Geietliches Tonstiick for orchestra,
'
'

'
'

'

'

Litudliche Festmusik

for pf. duet.

'

Ricordanza for pf.
Adonisfeier '(' Fe-'ist of Adonis,' for soli, choir, and orchestra, edited
by Gustav Jensen, performed by the London Musical Society).
Turandot,' opera (see above).
'

(The above list is taken from the monograph on Jensen, by
Arnold Siggli, published in 1900 in Berlin, as one of Reimann's
aeries,

BeruJimte Musiker.)

JENSEN, Gustav,

brother

of the above,

born Dec. 25, 1843, at Konigsberg, was a pupil
of his father and brother, subsequently studied
with Dehn and Laub, and under Joachim's
guidance became a capable violinist
he was
appointed teacher of harmony and counterpoint
at the Cologne Conservatorium, in 1872, and
died there, Nov. 26, 1895.
He ^vrote a good
;

deal of concerted

chamber music, and

his useful

editions of old violin music, under such titles
as

'

Olassische

Violinmusik,' are well

and generally esteemed.

:

male

'

died at Baden-Baden,
score

BOlo,

and orchestra.
Songs.
Sci^nes carm.Taleaques,' for pf.
Six Songs.
choir,

Two

;

He

Scheffel).

Balladen, songs.

'

years of his

South Germany.

'Gaudeamua' (from

Romanzen und

'

in

pf.

for pf.

Three pf. pieces.
Three Idyllen for pf. (solo or duet)
Seven pf. pieces, 'Erotikon.'
Hochzeitsmusik for pf. duet.
Liindler aus Berchtesgaden for pf.
Wald-Idyll scherzo for pf.

'

life in the family of Sir Philip
AVodehouse, Bart., at Kimberley, Norfolk, where
he died Oct. 27, 1678. He was buried, Oct. 29,
in Kimberley Church.
w. h. h.
JENNY BELL. An opera-comique in three
words by Scribe, music by Auber.
acts
Produced at the Opera Comique, Paris, June 2,
1855.
G.
JENSEN, Adolph, composer, bom Jan. 12,
1837, at Konigsberg, was a pupil of Ehlert and
F. Marpurg.
In 1856 he visited Russia*, but
returned the next year to Germany, and was
for a short time capellmeister at Posen.
He
paid a two years' visit to Copenhagen (1858-60),
where he became intimate with Gade.
1860 to
1866 were spent in his native place, and to
this time a large proportion of his works
(opp. 6-33) are due.
From 1866 to 1868 he
was attached to Tausig's school as teacher of
the piano, and from that time resided, on account
of his health, at Dresden, Gratz, and other places

pf.

'

;

'

and Heyee.^

Jephth;L8 Tochter,' for soli, choir, and orchestra.
Der Gang der Jlinger nach Eminaus,' cantata.
Four-part songs, first set.
Four-jiart songs, second set.
Song-cycle, Dulorosji,' from Chamisso's Thrdnen.
Three Valse-Capricea. for pf.
Etudes for pf
Lied&r, und Tiinze, twenty little pieces for pf.
Alt Heidelberg,' concert aria for bass or baritone.
Six Songs.
'
Deutsche Suite in B minor for pf.

and Dialogues,' 1659 and 'The
Muyical Companion,' 1672 and some anthems.
He published in 1660 'Twelve Sonatas for two
Violins and a Base with a Thorough Base for
the Organ or Theorbo' (reprinted at Amsterdam,
166 4), the first of the kind produced by an
Englishman. His numerous Fancies were not
printed.
Many MS. copies of them, however,
exist, a large number being at Christ Church,
Oxford. J. S. Smith included many of Jenkins's
compositions (amongst them The Mitter Rant
and Lady Audley's Bells ') in his Micsica Antique (1812). Jenkins resided during the latter
'Select Ayres

(Geibel

Six SougB.
Six Songs.

'

'

for pf.

Songs from the 8panUchet Liederbuch.
Twelve Songe.

;

known
M.

JEPHTHA.
.

,

.

.

.

Six

Sr>iigs.

Fuar Songs.
SLx Songs, Der XJngetiannten,' or Minneweiaen-*
Fantasieatilcke for pf.
Rotiiantlathe Studien, for pf.
Einht Songs.
Twi) chorusea with horns and harp, 'Gesang der
Erautlied' to CThland'a words.
Seven Songs.
Berceuse for pf.
'

.

.

.

.

,

'

.

.

.

,

Songs (Llebealieder),
Six Songs.

simi
Hall, London, under John HuUah's direction,
May 21, 1851. (2) Handel's last oratorio.
His blindness came on during its composition
and delayed it. It was begun Jan. 21, and
finished Aug. 30, 1751. The words were by Dr.
Morell.
Produced at Covent Garden, Feb. 26,
1752. Revived by the Sacred Harmonic Society,
[See Quaver.]
April 7, 1841.
(3) *Jefte
;

Inoere Stimmen, for pf.
Valse brilliiute, for pf.
Sontfs from the SpanUchet Liedcrbuch of Geibel and Heyse.
'

Nomen'i

(1) Oratorio by Giacomo Carisfirst performed in England at St. Martin's

JEWETT

JERUSALEM
was the

in Masfa' (Jephthah at Mizpeh)

image in the plain of Dura.' This
is in part borne out by a chapter
act of 1637, whereby the proctor was directed
to pay to the two sackbutts and two cornetts
for their service and attendance in this Cathedrall the sume of twenty nobles cache at or

golden

title

of a short oratorio by Sempliee, set by Barthelemon at Florence in 1776 performed there,
in

Rome — where

description

;

a chorus from it even iienetrated

'

and procured the composer
and in London in 1779 and

to the Pope's chapel,

two gold medals

A

1782.

—

copy of

it

in the Library of the

is

before Easter next ensuing.'

Jephtha and his
Daughter.' An oratorio in two parts the words
adapted from the Bible, the music by G. ReinProduced in England by Hullah at
thaler.
Royal College of Music.

(4)

In 1639 Jewett was succeeded in the post of
organist of Christ Church by Dr. Benjamin
Rogers.
In the same year he was deprived of

'

;

the choral vicarage which he held in St. Patrick's
by the archbishop for not being in priest's orders.

Martin's Hall, April 16, 1856.
G.
JERUSALEM. (1) Grand opera in four
music by Verdi, the words by Royer and
acts
Waez being a French adaptation of I LoMBARDi. Produced at the Academic, Paris, Nov.
26, 1847.
(2) A Sacred Oratorio in three
the words selected from the Bible by
parts
W. Sancroft Holmes, the music by H. H.
St.

He was

at

Norwich

Festival,
G.

A grand German opera in three

JESSONDA.

the plot from Lemiere's novel La Veuve
du Malabar.' ^ Words by Edouard Gehe, music
by Spohr.
Produced at Cassel, July 28, 1823
in London, at St. James's Theatre (German comin Italian, at Covent
pany), June 18, 1840
Garden, Aug. 6, 1853.
G.
JEUNE HENRI, LE. Opi^ra-comique in
two acts libretto by Bouilly, music by Mehul.
Produced at the Theatre Favart, May 1, 1797.
The overture, La Chasse du Jeune Henri,' has

acts

'

;

;

'

The piece
always been a favourite in France.
was damned, but the overture was redemanded
on the fall of the curtain, having been already
G.
encored at the commencement.
JEUNE, LE. See Le Jeune.
The French name

for

the Reed Stops of an Organ.
JEWESS, THE. See JtiivE, La.

JEWETT,

or

JEWITT,

Randolph

dral

(or

A church composer
(1603-75).
He was proband organist of some eminence.
ably born at Chester, where we find a Randle
or he
Juet' as a chorister, from 1612 to 1615
possibly may have been a son of John Jewett,
who was precentor's vicar at Christ Church,

is

still

:

ob. Jul. 3 set. "2
1675.

Dom

He was succeeded at Winchester by John
Adeste
Reading (the composer of the tune
Fideles, and the Dulce Domum of Winchester
College).
Jewett is stated by Hawkins (Hist.)
to have taken out his bachelor's degree in music
at Trinity College, Dublin, but no evidence on
the point is furnished by the college books.
The words of five anthems by Jewett appear
Anthems to be sung in the
in the book of
Cathedral Church of the Holy and United Trinity
in Dublin.' Printed 1662. (See Clifford, vol.
Only one of these is now extant,
i.
558ft.)
i>.
a Funeral Anthem, 'Iheardavoicc from Heaven,'
for solo and chorus, fireser"\-ed in Tudway's
'

Dublin, in 1619.
In 1631 Randolph Jewett succeeded Thomas
Bateson (ob. 1630) as organist of Christ Church
Cathedral, Dublin, and in the same year was
alsoappointed organistof St. Patrick's Cathedral,
which yiost he held, with the organistship of
While organist of
Christ Church, until 1639.
Christ Church he seems to have introduced orThe
chestral music into the cathedral service.
rather puritanically inclined Bishop Bedell was
much displeased with the pompous service at
that cathedral, which was attended and celebrated with all manner of instrumental musick,

'

'

'

'

'

as organs, sackbutts, cornetts, violls, etc., as if it
had been at the dedication of Nebuchadnezzar's
149.

E.

Geneeosus

;

ii.

S.

Randolph .Jewet

'

See Spohr'B ^elbsibiograpliU,

marked by a stone bearing the

following inscription
H.

Rand.all),

1

find

'

;

JEUX D'ANCHES.

1642 we

In

on the occasion of a visit Irom the King.
In
1643-44 he was organist of Chester Cathedral,
and as the cathedral accounts from 1644 to
1664 are missing, it is jirobable that he remained
there until 1646, when he returned to Dublin,
and was appointed a vicar choral of Christ
Church.
This appointment was made on a
letter of recommendation from the Lord Lieutenant (Lord Ormonde), which begins Having
understood howe much this bearer, Randall
Jewett, hath suffered for his good affections
towards His Majesty's Service, and howe ably he
is qualified in his p'feshion, and for the quire,*
etc.
In the same year he was also appointed
vicar choral of St. Patrick's.
He probably
returned to England on the suppression of the
cathedral estalilishments under the Commonwealth, as we next find him at St. Paul's, where
he was almoner in 16 60, and in 1661 minor canon
and junior cardinal (an ancient office carrying no
duties, and held by a minor canon).
In 1666
he was appointed organist, master to the choristers, and lay vicar of Winchester Cathedral,
His
where he remained until his death in 1675.
hurying-place in the north transept of the cathe-

;

Produced

1641.

at Chester, whither he was brought fi'om
Dublin in connection with some special services

;

Sept. 23, 1852.

restored in

him

;

Pierson.
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I

collection, vol. iii. pp. 91-93. Mr. J. S. Bumpus
has an old cathedral book containing the bass
voice parts onl}' of some of these anthems, and

JEWS-HAEP
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also of a short

men's

J

Evening Service by Jewett

Hawkins

for

describes Jewett as a
Scholar of Orlando Gibbons,' and as 'having
acquired great esteem for his skill in his profession.

voices.

His music

'

w'as

'

probably sung a good deal

in the English cathedrals during the latter part

17th century, as the first edition of
Anthem book (1662) contains two of
his anthems, and the second edition (1664)

of the

Clirtbrd's

contains four.
Anthorilics.

— Chapter Acts of Christ Church

and

St. Patrick's Cathedrals, Dublin
Cotton's
Fasti Ecclesiae Hiheniicac.
information from
;

;

Drs. J. C. Bridge and A. H. Mann, Rev. Lewis
Gilbertson, Rev. F. T. Madge, Messrs. J. S.
Banipus, AVm. Prendergast, Mus.B., Charles
JIau|iherson, and others.
L. M'c. L. D.

JEW'S-HARP,

or

JEWS-TRUMP (the latter

being the earlier name).

and
Mmid-harmonica,
Guiiiibarde,

or

In French

it is

called

German Maul-trommel,

in

Brurmncisen

{i.e.

buzziug-

In Scotland, where it is much used, it
is called Trornp or tramp, [agreeing with the
French tronvpe (Littre), a name now mostly
displaced by guimbarde.
It has been conjectured that the instrument derived its name from
being made and sold in England by Jews, or
See Notes o/iid Queries, Oct.
supposed to be so.
2.3, 1897, p. .322, and Murray's Dictionary.']
This simple instrument consists of an elastic
steel tongue, riveted at one end to a frame of
brass or iron, similar in form to certain pocket
corkscrews, of which the screw turns up on a
hinge.
The free end of tlie tongue is bent
outwards, at a right angle, so as to allow the
finger to strike it when the instrument is placed
to the mouth, and firmly supported by the
pressure of the frame against the teeth.
iron).

A

column of

air

may

vibrate

by reciprocation

with a body whose vibrations are isochronous
with its own, or when the number of its vibra-

any multiple of those of the original
On this law depends the
sounding body.
explanation of the production of sounds by the
tions are

Jew's-harp.
The vibration of the tongue itself
but the
corresponds with a very low sound
carity of the mouth is capable of various
alterations
and Avhen the number of vibrations
of the contained volume of air is any nuiltiple
of the original vibrations of the tongue, a sound
is produced corresponding to the modification
;

;

HAN

of Science, Literature, and Art, for the year
1828, first fjart, of which the above is a condensed account.
A soldier of Frederick the Great of Prussia

charmed the king by his performance on two
Jew's-harps that ho gave him his discharge,
together with a piresent of money, and he
subsequently amassed a fortune by playing at
so

concerts.

In 1827 and 1828 Charles Eulenstein (18021890) appeared in London, [see vol. i. p. 795],
and by using sixteen Jew's-harps produced
v. de v.
extraordinary effects.
[The foregoing account is interesting, as being
based upon Sir Charles "Wheatstone's views.
The underlying assumption, however, that the
tongue of the Jew's-harp has a simpjle harmonic
A light reedvibration, is p)robably erroneous.
tongue, or tuning-fork, viljrates in a manner
departing from the simple harmonic, giving a
These
wave-form compounded of harmonics.
various harmonic partials in the wave can each
be reinforced by a tube or cavity of a suitable si^e to reciprocate or give resonance to
'

'

them,

I).

JHAN, Maistee
was maestro di

B.]

.J.

Mestee Jax (1519-43),
cappella to tlie Duke Ercole of
or

Ferrara, according to the
Madrirjali, published 1541.

title-page

The

of

his

title-page of

the Sympho-nia,, 1543, has led to a supposition
that Maistre Jhan of Ferrara was the same person
Fetis {Biog. Univ.) was of
as Joannes Gallus.
opinion that Maistre Jhan was identical with
Jhan Gero, but there seems to be no definite
evidence on this point (see Geeo). The following
list of compositions has been largely taken from
'Eitnevs Musik-Sa-mmehverke, 1877, and Vogel's
IVeltli^he FocalmusiJc Italiens, 1892.

U

primo libro de i MadrigaH, di Maistre JTian, Maestro di
1,
Caijella, dello Eccellentiasimo Signor Hercole Duca di Ferrara. d:
de altri Eccellentissinii Auttori. Nouamente posto in luce. ]-'i41,

Excudebat Venetiis. apud Anteuium Gardane.
Dedicated by Ant, Gardane to Girolamo Bustrone,
— 'Amor
It contains five madi-igals for four voices byiilaistre Jhan
Amor perche tormenti
Cieco fanciui
Dell qnant'
nou vedi
edolceamor': Madonna i vostribasci,' Four part-books in Vienna

Xon sine privile^o.
Obi, 4to, pp. 32,

:

"

'

"

:

Hofbibliothek,

'

'

:

;

'

etc.

2, Cantus Symphonia quatuor raodulata vocibus excellentissimi
rausici Joannis Galli. aliiis Chori Ferrariae M.agistri, quae vulgo
Moteeta Metre Jehan noniinantur, nuper in lucein edita, Venetiis
Hieron. Scutnni, 154;(, Obi. 4to, (In theTenorpart-book 'eKcellent.
Musici, vnlgo noncnpati Metre Jehan quae alias et Motecta
nominantur.' Four p,art-books in the Munich Hofbibl. ete,
Libro secundo, 1519. Petrucci, Maistre
3, Motetti de la corona,
O bcnignissinie domine Jesu for four voices.
Jan
Libro primo de la
4, Madrigali novi de div, excell, musici.
Hor vedete Madonna for
Serena. Roma, 1533, Maistre Jan;
four voices,
fXoribersae.
5, NovTimet insieneopus ransicum, 6. 5, et 4 vocum.
J. Otto,
1537,1
M. Jehan lin MS.) :— Hodie in Jordane and
Desceudit spiritus sanctus,' for six voices. See Evangeliorum,

—

:

—

*

'

'

'

Thus, if the primitive
oral cavity.
sound of the tongue is C, the series of reciprocated sounds would be C, c, g, c', e', cf V\t, c",
of the

,

On the usual Jew's-harp the first
three cannot be produced, the cavity of the
mouth being too small, but by using two or more

d", e", etc.

instruments in different keys, a complete scale
may be obtained, and extremely original and
beautiful effects piroduced.
The elucidation of this subject

'

1555.

n

terzo libro de madrigali di Verdelotto, Venetia Scotto,
1,537,
Metre Jan
Araor voria donna humana,' for four voices,
7, De i madrigali di Verdelotto et de altri eccell, ,antori a 5 voei.
Lib, 2, Venetia; Scotto, 1,538, Mestre Jan ;— AHro non i; il inio
Fer
Madonna io v' amor et taccio
amor
Amor se tu sei Die
aspri boschi":
Sio miro ogni,' The same work was published
without date by Scotto, about 15:57.
voci,
madrigali a 6
,
8, Verdelotlapiildivinaet pill bellamusica
Venetia Ant, Gardane, 1541, Maistre Jhan ;—' Deh perche non 6 in
vol
'Ditemiodivamia', ' Madonna i prieghimiei'; ^^ou vi lassero
mai
Quando nasceti,' The two last are here without composer's name, but are by Maistre Jhan in the 1546 edition, which
omits ' M.adonna i prieghi and attributes 'Ditemi o diva' to
Verdelot. In the 1561 edition only three appear: 'Deh perche."
6,

:

—

:

'

'

'

'

;

'

'

;

'

:

'

'

,

,

;

'

:

'

'

:

'

'

due to the
ingenious researches of Professor "Wheatstone
which may be found in the Quarterly Journal
is

'

Non

vi la-saero

'
'

:

Quando

nasceti.'

Trigiuta novem motetos, Ferrara, 1,538, Deilicated to Illus,
FerrariAP & Camatum Dnci Herculi Esteusi,' Contains three
motets by Maistre Jan for four voices.
9,

'

JOACHIM

JIG
Fernira.
Lib. 1. Yigiiiti inotetos.
Motetti de la Siinia.
Maitstre Jan:
'0 sidua Hispauiae' for
l>ei!ic. as in No. y,
15^9.
Lib. 1, 154^1.
five voices.
It is also iu Mutetamm divinii^tis.
nintetarum. Lib. 1.
11. C'autioues 5 vocum selectisaiuiae
Maiatre Jan: 'Pater noster'
1539,
Argeiitorati.
P. Schoeffer,

—

10.

.

,

and

'

Ave

Concert in Ernst's fantasia on

Quartus

libei-

,

—

:

,

;

'

'

'

'

'

;

post dies.'
(M. Kriea14. Selectissimae necnon fauiiliarissinme cantiones,
stein) Augsburg. 1540.
M. Jhan: 'Miser quel huomo' for live
voices, Miser qui amat for four voices,
15. J-e dotte et eccelleiite composition! de i niadrigali di Yerdclot
a 5 voci. Venetia: Aut, Gardane. 1541. Maistre Jhan: 'Per

—

'

'

—

aspri Huschi.'
16. D. autori il primo libro d' i niadrigali de div. eccell. auturi
Eccu
Aut. Gardane, 1542. Maistre Jhan
a 5 voci. Venetia

'Miser quel huoiuo

;
'

—

:

:

siguor

'

'

;

Occhi miei

'

vaglii.'

priuiu librodi uiotetti di M. Adriano a sei. Venetia.
Maistre Jhan
'Qui credit in Domino.'
18. II primo libro a due voci de div. autori.
Venetia
Gardane. 1543. M.Jan: "Agnus Dei'; Benedictus.'
17.

11

:

1542.

—

—

Ant.

;

J.au

:

:

—

'

—

:

for

two

—

'

'

voices.

primo

libro de motetti a 6 voci da div. eccell, musici.
Venetia: Scotto. 1549. Three motets by M. Jehan,
23. Electioues diversorum motetorum distincte quatuor vocibus,
22. II

—

Venetia Art. Gardane. 1549. Three motets by M. Jhan
Cmn
audissent apostoli,' In ^iam pacis,' and Levibi laurentiua.'
34, Di Adriano e di Jachet.
I Salmi
accomodati da cantare
a unoeaduoichori. Venetia: Ant. Gardane. 1550. Later edition
in 1557.
M. Jan: 'Laetatus sum. IV toni
'Nisi Domiuus
:

:

'

'

'

.

.

.

—

;

'

aedificaverit. I toni.'
25. II qnintd libro di niadrigali
Ant. Gardane. 1550. M. Jhan
:

a 4 voci.
— d'Archadelt
S' amor mi desse.
It
'

Venetia:
is in the

1544 edition without a composer's name.
26. Quarttis Tomug Evangeliorum, 4, 5, 6 et pluiium vocum.
Noribergrie. 1555.
Maiatre Jau
'Hodie in Jordane' and Descendit spiritus sanctus.'for six voices. SextusTomusEvany:eliorum.
1556.
Mestre Jehan :— ' Cerne meos ergo gemitus for four voices.
27. Musica apirituale,
Libro primo di cauzon' et madrigali a 5
voci.
Vinegia Scotto.
156;S.
Mestre Jhan da Ferrara
Con
doglia e con.' The composer Jo de Ferrare in the following work is
prob:ibly identical with Maistre Jhan.
Liber tertius: viglnti
musicales quinque, sex, vel octo vocum Motetos habet. Parisiis:
Petr. Attaingnant, Mense Junio. 1534.
Jo. de Ferare :—' Omnia
que fecisti and Largire quesuinua for five voices. Liber octavus
musicale? motetos quatuor, quinque vel sex vocum modules
habet. Attainguant. Mense Decemb. 1534. M. Jo. de Ferrare
'
Ecco DOS reliquua and Et omnis qui for four voices.
;

—

'

'

:

'

:

—

'

'

'

:

XX

:

'

'

"

MSS.
In the British Museum. Add. MS. 19, .533, one part-book. Mestre
"Adiutar in trihulationibusnostris 'and Deus in medio
'O
beuignissime Doinine' 'Jay veu le regnart.'
In the Archivio dei cappellani cantori pontilici, Rome, MS. Codex
:—
Maistre Jehan
Ave Maria and
17. f. 128 and Codex 19, f. 148.
'Virgo Dei mater,' with second movement. Entered as Jo. de
Ferrare in the index (Eitner). L. Torehl, L'arte mii-ncale, 1897,
reprint-ed the
Ave Maria for five voices from Cantiones, 1539,
giving it under the name of Jhan Gero. (See vol. i. p. 120.)
q ^

Jan:

and

first at Drury Lane Theatre,
1844, at a benelit of Bunn, the
impresario
at a concert of Benedict's on May
19 and ultimately at the Philharmonic Concert
of iMay 27.
[He won the unqualified eulogies
of the press and the public for the perfection
of his technique, his wonderful tone, and the
musical maturity and intelligence he revealed.]
On Xov. 25 of the same year, he took part in
a performance at the Gewandhaus, Leipzig, of
Maurer's Conccrtante for four violins with Ernst,
Bazzini, and David, all very much his seniors.

March

28,

;

;

'

Coucentus 8, 6, 5, & 4 vocum. Augsburg: P. Ulhardus. 1545.
Paukis Apostolus, cum 2 parte for four voices.
20. Cantiones 7, 6 i 5 vocum.
Augsburg: M. Ki^iessteiji. I:'i45.
Two motets for six voices, and one for five voices.
M. Jan
Selectore Kras. Rotenbuchero
21. Diphona amoeua et tlorida.
Prandebis tecum
Boiaro. Norimbergae, 1549. Maistre Jan
19.

M.

;

England, appearing

Maria.'

motettoruin ad 5 et 6 voces. Lugduni: J,
Modenium. 15^9. Two luoteta fui five voices by M. Jhan.
Motetti del frutto a quatro. Venetia Ant.
13. Primus liber.
Gardaue. 1539. Reprinted by Scotto, Vinegia, in li5(j"2. M, Jau
Thomas unns ex duodecim and Et
Cerne meoa ergo gemitus
12.

Otello

'

in the following spring paid his first visit to

—

.
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'

—

'

;

'

;

'

'

'

'

See C4IGUE, ante, pp. 168-69.
Joseph, the greatest of liring
Tioliii players, was born at Kittsee, a village
near Pressburg, June 28, 1831.
He began to
play the violin at five years of age, and showing
great ability he was soon placed under Serwaczynski, then leader of the opera-band at Pesth.
"When only seven years old, he played a duet in
In
public with his master with great success.
1841 he went to Vienna, and studied successively
Hellmesberger the elder,
with Miska Hauser,
and Boehm in 1843 he went to Leipzig, then,
under Mendelssohn's guidance, at the zenith of

JIG,

JOACHIM,

('-,.

;

On his arrival at
musical reputation.
Leipzig as a boy of twelve, he proved himself
already an accomplished violinist, and very soon
made his first public appearance in a concert of
Madame Viardot's, Aug. 19, 1843, when he
Mendelssohn,
played a Rondo of de Beriot's
who at once recognised and warmly welcomed
the boy's exceptional talent, himself accompanyOn the 16th of the following
ing at the piano.
November he appeared at the Gewandhaus
its

;

The wish

of his parents,

and

his

own

earnest

on
For several j'ears
Joachim remained at Lei[izig, continuing his
musical studies under Mendelssolm's ^^owerful
influence, and studying with David most of
those classical works for the violin
the Concertos of Beethoven, Mendelssohn, and Spohr,
Bach's solos, etc.
which remained the staple
of his repertoire.
At the same time his
general education was carefully attended to,
and it may truly be said that Joachim's character, both as a musician and as a man, was
developed and directed for life during the years
which he spent at Leipzig. He alreadj' evinced
that thorough uprightness, that firmness of
character and earnestness of purpose, and that
intense dislike of all that is superficial or untrue
in art, whicli have made him not only an artist
of the first rank, but a gi'eat moral piower in
the musical life of our days.
Joachim remained at Lcijizig till October
1850, for some time side by side with David as
leader of the Gewandhaus orchestra, but also
from time to time travelling and playing with
ever-increasing success in Germany and England.
He repeated his lisits to England in 1847, 1849,
1852, 1858, 1859, 1862, and annually ever since.
His regular appearance at the Monday Popular,

disposition, prevented his entering at once

the

career

of

a virtuoso.

—

—

the Crystal Palace, and other concerts in London
and the principal provincial towns was a regular
feature of the musical life in England.
His
continued success as a solo- and quartet-player,
extending now over a period of more than
sixty years, is probably without parallel.
In 1849 Joachim accepted the post of leader
of the Grand Duke's band at "Weimar, where
Liszt, who had already abandoned his career
as a virtuoso,

had

settled

and was conducting

operas and concerts.
His stay in AVeimar was
not, however, of long duration.
For one who
had grown up under the influence of Mendelssohn, and in his feeling for music and art in
general was much in sympathy with Schumann,
the revolutionary tendencies of the AVeimar
school could have but a passing attraction. [The
history of Joachim's renunciation of the tenets
of the new school
of Liszt and his friends,
'

'

and the courteous

letters

in

which

his

own

JOACHIM
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JOACHIM QUARTET

convictions are expressed, may be read in
Moser's admirable Joseph Joachim.^ In 1853 he
accepted tlie post of Conductor of Concerts and

King of Hanover, which
he retained till 1866.
During his stay at
Hanover (June 10, 1863) he married Amalia
Solo- Violinist to the

Weiss,

the celebrated contralto singer.
[See
Weiss.] In 1868 he went to Berlin to become
the head of a newly established dejiartment of
the Royal Academy of Arts
the
Hochschule
fiir
ausiibende Tonkunst
(High School for
Musical Execution, as distinct from composition, for which there was already a department

—

'

'

—

Joachim entered heart and soul
into the arduous task of organising and starting
this new institution, which under his energy
in existence).

and devotion not only soon exhibited its
but in a very few years rivalled, and

vitality,

in some
respects even excelled, similar older institutions.
Up to this period Joachim had been a teacher

mainly by his example, henceforth he is surrounded by a host of actual piupils, to whom,
with a disinterestedness beyond praise, he imparts the results of his experience, and into
whom he instils that spirit of manly and
unselfish devotion to art which, in conjunction
with his great natural gifts, really contains the
of his long-continued success.
In his
present sphere of action Joachim's beneficent
influence, encouraging what is true and earnest,
and disregarding, and, if necessary, opposing
what is empty, mean, and superficial in music,
can hardly be too highly estimated.
[For the
history and constitution of the famous Jo.ichim
Quartet see the next article.] It will readily be
believed that in addition to the universal admiration of the musical world, numerous marks

secret

of distinction, orders of knighthood from

German

and other sovereign princes, and honorary degrees
From the
have been conferred on Joachim.
University of Cambridge he received the honorary degi'ee of Doctor of Music on the 8th March,
1877.

No

artist

ever sought less after such

exclusively for the interpretation of the best

music.

If in later years his strict

to this practice

adherence

and consequent exclusion of

all

virtuoso-pieces has resulted in a certain limitation of repertoire, it must still be granted that

that repertoire is after all richer than that of
almost any other eminent violinist, comprising
as it does the concertos of Bach, Beethoven,
Mendelssohn, Brahms four or five of Spohr's,
Viotti's twenty-second, his own Hungarian,
Bach's solos, the two romances of Beethoven,
and in addition the whole range of classical
chamber-music.
fidelity
Purity of style, without pedantry
of interpretation combined with a powerful
individuality
such are the main characteristics
of Joachim the violinist and the musician.
[An
interesting and very able analysis of his playing
is to be found in the Musical Gazette for March
and July 1900, under the title 'Performance
;

;

—

and

Personality.']

As

a composer Joachim is essentially a follower of Schumann.
Most of his works are of
a grave, melancholic character,
all of them, it
need hardly be said, are earnest in purpose and
aim at the ideal. Undoubtedly his most important and most successful work is the Hungarian Concerto (op. 11), a creation of real
grandeur, built up in noble symphonic proportions which will hold its place in the first rank
of masterpieces for the violin.
The following is
a list of his published compositions

—

,

:

Op.

Op.

1.

Andantinoand Alle^oScher-

12.

2.

zoso i Violin and Orchestral.
3 BtUcke
IRomanze,
Fan-

13.

3.

FriiiilingafantaaieatUclc.
tasie) for Violin and Piano.
in einem
Satze for Violin and Or-

Concerto IG minorl

'

'

chestra.
4.

Overture to 'Hamlet,' for Or-

5.

3

6.
7.
8.

Notturno in

A

for Violin and
small Orchesti-a.
Overture, in comroeniotation
of Kleist. for Orchestra.
14. Scena der Marfa (from Schiller's
unfinished play of
DemetriusI, for Contralto
Solo and OrchestraTwo Marches, in C and D, with

chestra.
Stiicke

Trios.

(Liudenrauschen, Romance in C for Violin and
Abendglocken, Ballade) for
Pianoforte.
Violin and Piano.
Variations in E minor, Violin and
Overture to Grimm's
DeOrchestra.
metrius.'
Concerto in G for violin.
Overture to 'Henry IV.'
Song.
Ich hah' im Traum geOverture suggested by two
weinet.'
comedies of Gozzi.
Song Rain, rain, and aun,' in an
Hebrew Melodies, for Viola
album of settings of Tennyand Piano.
son.
V.ariations on an original Cadenzas for the concertos of
Theme for Viola and Piano.
Beethoven and Brahms.
Hungarian Concerto for VioP. D.
lin and Orchestra.
'

'

'

no artist better deserved them. [The
anniversary of his entry into, public life
was celebrated by various memorable performand the sixtieth
ances in Berlin in March 1889
anniversary of his first a]ipearance in England
was the occasion of a very interesting concert
in the Queen's Hall on May 16, 1904, at which
he played the Beethoven Concerto, and conducted
His portrait,
his own overture to Henry I V.
painted by J. Sargent, R.A., was presented to
him by the Bight Hon. A. J. Balfour.]
As to his style of playing, perhaps nothing
more to the point can be said, than that his
interpretations of Beethoven's concerto and
great i:{uartets and of Bach's solo sonatas are
universally recognised as models, and that his
style of playing appears especially adapted to
render compositions of the purest and most
elevated style. A master of technii[ue, surpassed
by no one, he uses his powers of execution
things,

9.

fiftieth

10.
11.

;

'

'

[Joseph Joachim, ein Lebevsbild, by Andreas
an' English
Moser, was pjiiblished in 1898
translation with additions by Lilla Durham
appeared in 1901.]
JOACHIM QUARTET. This famous organisation w^as founded at Berlin in the autumn of
1869.
Joachim was then at the zenith of his
powers, and the possessor of ripe experience, not a
little of which was gained on English concert
jilatforms, as a quartet leader, and it occupied
from the first, as by natural right, a supreme
position in the world of chamber music.
Various changes have since been made in the
personnel of the Quartet, but one feature has
;

remained constant.
The colleagues of Joachim
have invariably been chosen from among those

JOACHIM QUARTET

JOACHIM QUARTET

who, besides possessing technical mastery
of their respective instruments, are in sympathy
with the artistic ideals associated with his
name.
What these changes were is set forth
in the follomng table

artists

:

First Violin.

Second

Violin.

,,

,,

,,

,,

,,

,,

Viola.
,,
,,

Violoncello.
,,

Joseph Juachim from 1S09

till

now.

Ernst Achiever, 1869-72.
Htiinricli de Ahiia, 1872-92.
Julianu Kruse, 18!»2-97.
Carl Halir, from 1897 till now.
Heinrich de Ahna, lSlHt-72.

Eduard Happoldi, 1S72-77.
Emanuel \\ irth, from 1877

bert,
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Schumann, Mendelssohn, and Brahms.

In one instance only has a work from the jien
of a living composer been given, the string
quintet, op. 86, by Sir C. 'V^illiers Stanford, in
which Mr. Alfred Gibson co-operated as second
viola.
In Berlin their programmes have been
more eclectic in character, the romantic as well
as the classic
element being represented.
Dvorak's name appears frequently, and the
following occasionally
Gade, Kiel, Vierling,
Klughardt, Volkmann, Rubinstein, Taubert,
Gernsheim, Von Herzogenberg, Bargiel, D'Albert, R. von Berger, "W. Berger, Kahn, Barth,
Schrattenholz, Dohnanyi, Heinrich XXIV.,
Fiirst Reuss, etc. from which it will be gathered
that the Joachim Quartet has not incurred the
reproach of neglectingmodern musical literature.
Some of the older classical wilters also appear
from time to time, amongst tliem Cherubini,
Spohr, and Dittersdorf, but one looks in vain
for examples of the French, Belgian, and Scandinavian schools.
It has become one of the commonplaces of
musical criticism to praise the Joachim Quartet
for their
objective
readings of works of the
great masters, and truly they appear to have
the faculty of bringing to each its appropriate
mood, depicting with equal fidelity the bubbling
humour of Haydn, the classic serenity of
Mozart, the force and the fatefulness of Beethoven.
Reverence for the composer's intention
is the leading characteristic of their interpretations, and they bring out, as no other artists
have done, the ethical significance of such
movements as the Garatina in the thirteenth,
and the Ucilirfcr Danl'gcsang in the fifteenth
quartet of Beethoven.
But their appeal is
never to the lover of the sentimental, the
erotic, or the theatrical
and there is some truth
in the suggestion of a writer that appreciation
of the Joacliim Quartet is a measure of the
:

till

now.

AViUicIm Muller, 1869-79.
Robert Hausniann, from 1879 tillnow.

Since 1869 the annual series of concerts given

by the Joachim Quartet has been one

of the
features of the musical life of Berlin.
During
the past ten years they have paid an annual
visit to A'ienna and given, besides, frequent

performances in the leading German towns, in
Budapest, London and provinces, Paris, Rome,
etc., refraining, however, from adopting the exclusively nomadic life which brings gold to the
coffers, but squanders the energies of so many

prominent artists, anrl refusing to entertain
numerous proposals to visit America, Russia,
and other countries more or less remote. But
in Germany no musical festival of importance
is consirlered complete without their presence.
They take part regularly both in the Meiningen
Restivals, and in those held at Bonn (in the
Beethoven house), Basle, and Ziirich.
At
Zwickau on the occasion of the unveiling of
the Robert Schumann memorial, and at Mannheim during the inauguration of tlie Festival
Hall, they were also jiresent, acclaimed as

German art. In the
spring of 1905 they visited Rome, giving the
sixteen quartets of Beethoven in the Farnese
representative figures of

Palace.

,

'

'

;

welcome in England has been no
less warm, though their first visit was delayed
till 1900
in 1897 anrl subsequently, Joachim,
Kruse, Wirth, and Hausmann appeared together
Their

;

at the Popular Concert, but the identical
pivrsonnd of the existing quartet did not visit
England till 1900, in which year an influential

London Committee organised a series of concerts
and secured for the quartet
(Joachim, Halir, Wirth, Hausmann) a splendid
reception.
The first concert was given on
April 25, the old Musical Union practice of
in St. James's Hall

,

placing the platform in the centre of the Hall
adopted and continued in the succeeding
years (1901-4).
This year (1905) they gave
two series of concerts in Bechstein Hall, St.
James's Hall being no longer available.
By
the success of these concerts London musical
society has vindicated itself handsomely from
Ijeing

the charge of lukewarmness towards chamber
music, and given generous support to programmes suited to the most arlvanced taste,
including the later quartets of Ijcethoven, as
well as masterjiieces of Haydn, Mozart, Schu-

culture of the audience.
Of their art there is something to be said
on the subjective side.
Joachim's concepitions,

sympathy and developed by
amazingly various.
In him

followed with quick
his associates, are

one perceives the original thinker as well as the
The quartet repertoire is
faithful interpreter.
limited, but its limits widen perceptibly when
old pages, often repjeated, glow with new life,
and fresh meanings quicken, at each performance, the familiar web of sound.
Such interpiretations are little short of creative.
Nor has
this freshness of conception even now deserted
A new mood is apparent,
the veteran leader.
born of ripe experience, and strangely akin to
that which informs the later compositions of
It is a mood of infinite beauty, and
Brahms.
compensation more than enough for the decline

of physical vigour ineritable in a

man

of his

years.

Of

his

Brahms readings

to be said.

He was

a special word neerls

not only the composer's

JOACHIM QUARTET

'JOHN BROWN'S BODY'

intimate friend but was entrusted by him with
the recension of many of his chamber works. It
follows that no such authoritatire readings will
Thousands have realised
ever be heard again.
for tlie first time through the medium of the
Joachim Quartet how much of romantic beauty
underlies the supposed austerity of the master.
But, whatever the subject matter, this body
of players has the power of investing it with
sensuous as well as intellectual charm, thanks
to a voice production (if the term be admissible)

servatorium, receiving his first engagement as
In
leader of the orchestra at Baden Baden.
1864 he was apjpointed leader of the German
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of rare perfection, and thanks partly to the instruments they play upon. Each of the presentday members of the quartet (see below) possesses
a Stradivari of the best period, and therefore
the tone produced, besides being pure, is homogeneous in all the parts. In short, by travelling
needeii paths that lead to inalong all the
spiration and high mastery they have reached
undisputed pre-eminence over all organisations
'

'

of the kind.

was born on Feb.
Hohenelbe in Bohemia.
Received
his hrst lessons from his father, and was then
sent to the Prague Conservatorium, where he
studied under Bennewitz for six years.
Completed his studies under Joachim (1874-76)
at Berlin, where he received his first engagement
H.4-LIR, G.\-RL, violinist,

1,

18.^9, at

as principal violin in Bilse's orchestra (1876-

1879). Held the appointment of concertmeister
successively at Konigsberg (1879), Mannheim
(1881), and Weimar (1884), making the latter
town, in which he remained for ten years, a point
of departure for numerous artistic tournees. On

the death of De Ahna, in 1 894, he was appointed
leader at the Berlin Court Opera, and professor
In 1896-97 he %-isited the
at the Hochschule.
United States, and upon his return joined the
Since then his artistic life
Joachim Quartet.
has become very strenuous, and he was obliged
to sever his connection with the Court Opera
Besides taking part in the numerous
in 1904.
concerts given by the Joachim Quartet, he
leads a Quartet of his owm (Halir, Eener,
MuUer, Dechert), and is known all over the
He helped
continent as a soloist of distinction.
to win from the public tardy acceptance of the
Tchaikovsky Concerto, and has introduced
other violin compositions for the first time. He
has led quartets at the Popular Concerts, but is
best known to English audiences as a member
of the Joachim Quartet, of which he is one of
He has found means of employing,
the glories.
without obtrusiveness, all the refinements of
the soloist in the development of the beautiful
ideas with which the great quartet writers have
plentifully stocked the parts written for second

Opera and Society concerts at Rotterdam, and
undertook the duties of pirofessor at the
Conservatoire. In 1 8 7 7 he accepted an invitation
from Joachim to settle in Berlin as teacher at
the Hochschule, and as viola in the Joachim
Quartet.
Both of these appointments he holds
at the present day, and is very popular with
Berlinese audiences, who made much of him on
'

'

also

the occasion of his .lubilee in 1902.

The

'

Trio

which he founded in conjunction
with Professors Earth and Hausmann, are a
In these he
feature of Berlin musical life.
evenings,'

takes the violin part, but it is as viola pilayer
the Joachim Quartet that he will be best
remembered. His penchant is for the violin, but
in

seeing, in the larger

and more cumbrous

instru-

ment, greater possibilities of usefulness, he has
cultivated a quite remarkable viola technique.
The ideal quartet needs very capable performers
to fill the inner parts, and the abnegation of
such artists as Halir and "\Yirth calls for the
admiration of all serious musicians.
jSTotiees will be found elsewhere of Sciiievee,
De Ahna, Keuse, Rappoldi, JtuUer (i;. MI'lw. w. c.
LEK Quartet), and H.ausm.ann.
JOAN OF ARC. A grand historical opera in
three acts
the words by A. Bunn, the music by
Balfe. Produced at Drury Lane, Nov. 30, 1837.
JOANNA MARIA. [See Gallia.]
comj>osed by Sir C.
JOB. An oratorio
Hubert H. Parry, produced at the Gloucester
Musical Festival of 1892.
JOCONDE, ou Les CorREUES d'Avextup.e.
Opera-comique in three acts libretto by Etienne,
Produced at the Theatre
music by Isouard.
Feydeau, Feb. 28, 1814
in English, by the Carl
;

;

;

;

Rosa Company (Santley's translation), Lyceum,
Oct. 25, 1876.

JODEL.

G.

See Ttroliexne.

'JOHN BROWN'S BODY.'
most popular

of

One

of the

marching tunes, and possessing

qualities in this respect of a high order.

Its

American, and during the Civil War
it was much in evidence, since which time it
has inspirited British troops in many of our own
campaigns.
Its melody and its authentic set
of words are as follows
birth

is

'

'

:

violin.

He was

married in 1888 to Therese Zerbst,

a vocalist of distinction.

AViRTH, Emantel, violinist, was born on Oct.
Studied
18, 1842, in Luditz, near Carlsbad.
under Mildner and Kittl at the Prague Con-

^^y^

=£zi^^^

JOHN THE BAPTIST,
John Brown's body
But
Chorus

lies

a-mouldi?ring in tlie firave.
{Three thuc..)

his soul goes marcliing on.

Glory, Glory, Hallelujah (Three
His soul goes marching on.

;

JOHNSON

ST.

!

fimc!^.)

ninety-tliree.

His pet lambs will meet him on the way,
And they'll go inarching along.
We'll

hang Jeft' Davis on a sour
As we go marching along.

The tune,

fitted to a

hj'mn

siiore

'

;

;

that profession for four years in Philadeljihia.
In 1879 he definitely committed himself to

music, and began his studies in Boston under
John Knowles Paine in theory, and William
H. Sherwood up)on the pianoforte.
With these
he remained three years, going then to Berlin
to continue his work under Kiel, Grabow, Raif
and Rummel.
In 1884 he returned to the
United States, settling in Boston, which has
since been his home.
He has published a
Berceuse and Scherzino for string orchestra,
several pieces for violin and pianoforte and for
pianoforte alone, and about one hundred songs,

JOHNSON, Edward,
Tamia (1598)

piopularity.
is

'

Elisa

is

the fayrest Queue,'

and instruments
and Com
two treble voices and instruments
'

;

'

'

Palladis

he was

'?

;

which have won

if

[B.M. Add. MSS. 30,4s0-4.]
If this is the
original music composed for the occasion, "\ve
are told that
this spectacle and musicke so

its appearance in the fit'tiea in the earap
meetings of the Southern States, and from thence
travelled northwards
it is stated that the tune
Its
is the composition of one William Stetfe.
introduction into the Northern army was, according to Mr. Elson in his History of American
Music, by reason of the singing of the hymn by
a couple of homesick recruits while stationed
The regiat Fort Warren near Boston in 1861.
ment adopted the melody as its own, and the
words which required merely a simple statement
without a corresponding rhyme, grew as 'chatf'
round a good-natured Scotchman named John
Brown.
The tune quickly became popular all
throughout the Northern States, and was associated with the marches of its army. The John
Brown gradually grew to be recognised as the
hero of Harper's Ferry, and a political meaning
grew round the doggerel united to the tune.
JMany attempts have been made to u-ed respectalile and consistent words to the air in place
of those \vhich have carried it along on the
march and round the camp fire, but up to the
present without the slightest efi'ect.
F. K.
JOHN THE BAPTIST, ST. An oratorio in
two parts the text selected from the Bible by
Dr. E. G. Jlonk
the music by G. A. Slacfarren.
Produced at Bristol Festival, Oct. 25, 1873. G.
JOHNS, Clayton, an American composer,
chiefly of works in the minor forms, was born
in New Castle, Del., Nov. 24, 1857.
He was
destined at first for architecture, and studied

of

these arc

agayne,' for

made

some

;

for treble voice

—

Canaan's happy

known

some of the music for the festivities
on the occasion of the Queen's visit to Lord
Hertford at Elvetham (Sept. 1591), as there
exist five-part settings by him of two of the
songs performed at the fourth daj''s Entertain-

ment

apple-tree,

Say, brothers, will you meet us

On

not

It is

related to the other musicians of this name.
Tliere is reason to think that he was employed
to provide

He's gone to be a soldier in the army of the Lord,
His sou! goes marching on.

John Brown's knapsaclv is number
As he goes marching along.

English composers.
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r,.

A.

mentioned in Meres'

as one of the leading

delighted her Majesty, that shee desired to see
and hear it twise over. (See Nichols's Progresses
of Q. Elizabeth, where the Descriiition of the
Entertainment is reitriuted.) In 1592 he contributed three settings of tunes to Este's Whole
Booke of Pseilmes, which shows that by that
date he had made some rejiutation as a musician
'expert in the Arte'
his work, however, does
not appear till the end of the Book, and it may
be supposed that he was not included in Este's
original scheme.
[See Ps.\ltee, where his work
is criticised.]
In 1594 Johnson took his degree
of Bachelor of Music at Camliridge from Gonville
and Caius College. In his Supplicat he sp)eaks
of his many years' study and practice in tlie
Science of Music, ami asks to be examined by
Dr. Bull and Dr. Dallis.
A six-part madrigal
'

;

'

'

by him, 'Come, blessed byrd,' appeared in tlie
Triumphs of Oriana, 1601.
An unprinted
madrigal in two parts, 'Ah, silly John,' and
That I love her,' for three voices, is in the R.
Coll. Mus. Library.
Of his instrumental music,
a paduan was printed in T. Sim]ison's Taffel
and three Virginal
Consort, Hamburg, 1621
'

;

pieces with

his

name

are in the Fitzicilliemi

Virginal Book (a medley, and a pavan and
g. e. p. a.
by BjtJ).
JOHNSON, James, a famous Edinburgh
music-engraver, who, for nearlj' forty year.s,
held the bulk of the Scottish trade, engraving
from 1772 to about 1790 practically every piece
The son of Charles
of music issued in Scotland.
Johnson, born about 1750, he was probably
apprenticed to James Read, an early Edinburgh
music-engraver.
Johnson's first known work
it is Six Canzones for two voices
is dated 1772
dedicated to the Scots Ladies by Domsnics
Corri, Edinhurgh, 1772, James Johnson, Edinburgh, oblong 4to. 1 In this year or the following
he engraved M'Lean's Scots Tunes, and in 1773
These and
Daniel Dow's Twenty Minuets.
others are all clearly cut in copper, but all his
later work is stamped on pewter, a practice which
the writer of his obituary notice in the Scots
MaejaHne, 1811, foolishly credits him with being
the first to attempt.'
In 1787 he published the first volume of The
Scots Musical Museum, a notable work which
galliard set

;

.

.

.

'

1

In the library of the present writer, probably

now

2

unique.
7?!

JOHNSON

JOHNSON

Robert Burns the poet, who largely contributed
would remain the text-book of
Scottish Song.
The Museum contains 600 airs,
and is comprisL'd in six volumes issued as follows
2nd, 1788
1st, 1787
3rd, 1790
4th, 1792
Sth, 1797
6th, 1803.
To this work in a
later reissue Wm. Stenhouse contributed historical notes to the songs and airs which have
been bones of contention to musical antiquaries for tlie past half century.
Johnson
(previously living in Bell's Wynd) in 1788
opened a music shop in the Lawnmarket, where
he remained until his death on Feb. 26, 1811.
Shortly before it occurred he had taken his
apprentice John Anderson into partnership, who
also continued a year or two with Johnson's
widow.
As before stated, Johnson engraved so much
of the Scottish music of his time that a
bibliography of liis work would form almost a
complete list of Scottish musical publications
during this period. About 1790 George Walker
came forward and supplied some portion of a
rapidly increasing demand.
He was, it is
believed, another of .Johnson's apprentices, and
Anderson went into partnership with him in

comprised the best music of the day in songs,
and instrumental pieces by such composers as
Geminiani, Felton, Garth, Nares, Gunn, Arne,
Worgan, etc. His yearly sets and collected
volumes of country dances are especially interesting to the musical antiquary of to-day.
In
many instances Johnson broke through the absurd unwritten law that printed music should
remain undated, for we find a great number of
his publications bear an engraved date of the
year of issue.
The engraring of liis music and
the quality of the paper were always remarkably
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to its contents, said

;

;

;

;

;

1816.

F. K.

JOHNSON, JoHX, one of Queen Elizabeth's
Musicians for the Lute, is named among the
Musicians from as early as 1581 until his death
in 1591-95 (Nagel, Aimalen).
His widow,
Alice, was granted a lease in reversion for fifty
years of Granljourne Manor, Dorset, and other
lands, in consideration of her husband's services
(Jan. 25,1591-95).
Compositions for the Lute
by him are in the Cambridge University Library
(Dd. iii. 18).
He may perhaps be identified
with a musician named Johnson who was in
the service of Sir Thomas Kitson at Hengrave
Hall, Suffolk, in 1572, and in London in 1574,
in which year he went to take part in the entertainments given by Leicester at Kenilworth
Rimbault
(Gage, History of Henjrave, 1822).
hastily assumeii him to be the same as Robert
the musician also mentioned in the Hengrave
accounts
but Sir T. Kitson kept several musi'

'

;

Certainly this Johnson
his service.
cannot be either of the Robert Johnsons of whom
we know anything and it is to be noted that
John Johnson was father of Robert Johnson (II)
who enjoyed the patronage of Sir George
Carey, husband of Sir Thomas Kitson's grandcians in

;

daughter.

G. E. p. A.

JOHNSON, John, a London music-publisher
He was
of the middle of the 18th century.
established at premises in Cheapside facing Bow
Church,' at the sign of the Harp and Crown,
'

Johnson

good.

apqiears

have died

to

aliout

1762, for after that year to about 1771-72 most
of the imprints are in the name of Mrs. Johnston 'or R. Johnson,' jiresumably his widow,
The signwith the address as 1 10 Cheapside.
name, The Harp and Crown, is absent from
these imprints, and for a time was at this period
adopted by Longman, who was just tlien commencing business in another part of Cheapside,
'

'

'

'

'

'

nearer St. Paul's.

F. K.

JOHNSON, Robert

often described as
Priest in old MSS., flourished in the middle
of the 16th century.
He was a Scottish priest,
'

(I),

'

born in Dunse, who fled to England lang before
the Reformation
for accusation of heresy'
this is the account given of him by Thomas
Wodde, Vicar of St. Andrews, whose MS. partbooks (now in the Libraries of Edinburgh University
Trinity College, Dublin
and British
Museum, Add. MS. 33,933) contain his 'Domine
'

.

.

.

;

;

It is asserted by most historians
that he was chaplain to Anne Boleyn (1533-36),
but there seems to be no evidence for the statement, thoughit is to be found in StaH'ord Smith's
writing on more than one old MS. coming from
his collection.
In the Buckingham Palace Library is a MS. in which Robert Johnson Priest
is also described as
of Windsor
as Baldwin,
the writer of this MS. was a Windsor man, it
is very likely that Johnson may have settled

in virtute.'

'

'

'

;

there.

Johnson, who was the most considerable composer born in Scotland until comparatively recent
times, was chiefly a writer of sacred music.
Of
his music for the English Service three so-called
Prayers are to be found in Day's Certaine Notes,
1560, and Mornyng and Euenyng jyrayer, 1565
these, which may have been printed in Johnson's
lifetime, are Relieve us,
Lord, that are weake
and feble
eternal God
and I ge ve you a
new commaundement
the words of the two
a
latter are in Clifford's Divine Services, 1663
Service in the Ely Cathedral Library is attributed
Loid, with
to him in Dickson's Catalogue
;

'

;

'

'

'

'

'

;

:

;

'

:

all

my

heart,'

is

in the Brit.

Mus. Add. MS.

4900,

before 1740.

He probalily succeeded to the business previously carried on by Daniel Wright (?• t'. ) of St.
Paul's Churchyard
he certainly reissued some
of Wright's publications, including his two
volumes of Country Dances. Jolinson's issues
;

Of

his settings of Latin words, his

in virtute

'

(referred to above) is

met with, [Bodleian and

Museum
The

:

St. Michael's,

Ch. Ch.

'

Domine

most frequently
,

Oxford

;

Brit.

Tenbury].

following seem also to have been written
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though not

for the Latin Service,

an<l
'

some

Ave Dei

all

have words,

Pati-is.'

a

5.

Bodl. MS. Mu9.

Ave Domiui

e.

'

1-5. etc.

;

Tenbury.

'Ave plena

in Playford's Ayres and Dialogues
(1652 and 1659)and in the Treasurij of Jlusidc

pirinted

'

*
*
*
'
'

Dicant nuuc Judei,' two settings a '2, Buckingham Palace.
Dmu transiaset Sabbatum." a 4, B.M. Add. MSS. 17,S0;;-5.
Gaude Maria,' a 4, itriii.
Laudes Deo.' a 2, Buckingliam Palace.
Sabbatuin Maria' (printed by Eurneyi, Ch. Ch., O.xford,

(1669), which later appieared in D'Urfey's Wit
and Mirth, and has found its way into several
modern collections. At the present day, how-

Among his secular -works, besides a number
of 111 Homines and pieces without words, are
Defyled is my name,' printed by Hawkins as a
'Complaint of Anne Boleyn,' though the MSS.
from which he printed it do not call it so
'

'

Hilton printed

years after his death.

catches by him in Catch that Catch can,' 1652.
Walter Porter in 1657 quotes him as a famous
musician.
A song, 'As I walked forth,' was

are only found in a lute arrangement;

Jilia,' K. Coll. ef Music
St. Michael'a,
gratia.' B.M. Add. MS. 29,'240.
Bcnediciim Douiiiio,' B.M. Add. MS. 4900.
'Deuamisereatur.' B.M. Add. MSS. 30.480-1.
'

many
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:

it is to his association with the pila3's of
the great dramatists that he owes his chief in-

ever,

<B.JI.

Full fathom five and
the bee sucks
from The Tempest
(printed, in a three-part arrangement in Wilson's
Chearful Ayres, 1660) are generally held to have

30,480-4),

been written

'

Add. MS. 30,513 and B.M. Add. MSS.
'Come, pale-faced Death,' in the
last-named MS., and 'Ty the mare tomboy'

(B.M. Harl. MS. 7578, a collection of old songs
have been used
in and about the
G. E. p. A.
Bishopric of Durham').
JOHNSON, RoEEET (II), son of John Johnson the lutenist, was apprenticed to Sir George
Carey in 1596 for seven years as allowes or
<'Ovenaunt servaunt,' Sir George undertaking to
have him taught and instructed in the art of
music, and providing board, lodging and necessaid to

'

'

saries (Mr.

Barclay Squire in
not
is

February 1S97).
It
Eobert Johnson was
"Writer of the

name

;

Muskal
known

related

to

the

Dr. Rogers told

Times,
if

this

earlier

Anthony

"Wood in 1695 that he thought he was a Scotchman, but he undoubtedly confused the two
{Wood's MS. Notes on Musicians, in Bodleian

'

Where

Rimbault

;

He died before April 30, 1634,
Voices.
wlien his successor Lewis Evans received his
a])pointment.
Johnson contributed two compositions to
Leighton's Tcares or Lcmientacions, 1614
a
and

;

consort song, Yeelde unto God and a live-] art
Lord
and in his lifetime instruSave me,
mental pieces by him were printed in Brade's
Newe ausserlesene Braiiden, etc., Liibeck, 1617,
and in Simpson's Taffel Consort, Hamburg,
His reputation lasted for
1621 (Eitner).
'

'

'

;

'

for the

'

production of the play

:

(Who was

'

'

'

'

'

'

'

'

;

'

'

'

MS.

in the

'

possession of the

Editor,' in

liis

He also is
Ancient Vocal Music of Emjland.
the authority for saying that Johnson's music
Masque of Gypsies is in the
to Ben Jonson's
O.xford Music School Collection, but no trace
of it is now to be found in the catalogue.
'

'

Music by Johnson

Johnson was appointed one of the King's
Musicians for the Lute at Midsummer, 1604,
"n'ith a salary of 20d. a day and £16:2:6 for
his livery, and his name recurs yearly in the
Audit Office Declared Accounts until 1633.
It appears from the list printed by Hawkins
that he was one of Prince Henr3''s ilusicians in
In 1620 he is
1611, with a salary of £40.
named as one of the musicians who were to
pirovide music for the proposed Amjihitheatre
in London, which shows that he was then
He retained his appointment
highly esteemed.
as Musician on the accession of Charles I., his
salary being given as £40 a year, with £20 for
strings
and his name occurs in various documents in which the Musicians are specified.
Ill 1628, on the death of Thomas Lupo, he
applied for his place of composer to the Lutes

'

'

Jack irUson? 1846) also
speaks of having recovered some of Johnson's
instrumental music for 'The Tempest, but does
not say where it was to be found. Johnson also
Care-charming sleep from Beaumont and
set
Valentinian
and 'Tis late and
Fletcher's
iMad Lover,'
cold' from the same authors'
which are to be found with other songs by
Johnson in Brit. Mus. Add. MS. 11,608.
Rimbault printed as Johnson's the music to
from the original
some of Miildleton's Witch

Library).

'

His settings of

terest.

viols,

exists

in

MS.

for

virginals,

lute,

and

the Fitzwilliam and
Cambridge the Music

in

University Libraries,
School and Christ Church, Oxford Royal Coll.
G. E. p. A.
of Music, and British Museum.
JOHNSON, Samuel, a plajnn-ight and a
composer with the reputation of having been
half crazy.
He was a native of Cheshire, and
He is only worthy
originally a dancing-master.
of remembrance as the composer and author of
an extraordinary musical play named Hurlotlirumbo or the Supernatural,' acted at the
Haymarket in 1729.
In this piece he himself took the pirincipial character, Lord Flame.
The play had an immense success mainly due
to its singularity, and probably also to the
influence of Sir Robert Walpole, who greatly
patronised it.
The songs and music were
piuhlished in folio for the author by Daniel
Wright the elder in or near the year of its pro;

;

'

duction. Johnson wroteotherpilays, and
produced more music now forgotten.

JOHNSTON,

John,

a

nodoubt
f. k.

London music-pub-

18th century.
address (about 1768) was 'Corner of
York Street. Covent Garden.' Some time shortly
after 1770 he removed to the Strand, where his
address or addresses are variously given as
Opposite Lancaster Court, Charing Cross,'
'Near Northumlierland House,' 'Near Exeter
lisher of the latter part of tlie

His

first

:

'
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Change.' About 1776 he again removed, to
97 Drury Lane, and soon after ceased business,
his plates and stock being acquired by Longman
& Lukey, who had already published in
conjunction with him. His publications include
the early works of Charles Dibdin
'The Padlock,' 1768
The Stratford Jubilee Musical
:

;

Works, 1769; 'The Waterman,' 1774; 'The
(.,|,aaker,' 1776;
and other pieces by Dibdin,
'Lionel and Clarissa,' 'The Deserter, and Dr.
Arne's adaptation of 'King Arthur,' 1773.
Sonatas, country dances, and general sheet
music also bear his imprints.
f. k.
JOMMELLI, NiccoLo, isthemostconspicuous
name in the long list of eminent composers who
'

during the

fir.st half of the 18th century were
the outcome and ornament of that Neapolitan
school which had become famous under Alessandro Scarlatti.
It was a j^eriod of transition
in musical art all over Italy.
It witnessed the
abandonment of the old Gregorian modes in
favour of modern tonality.
Counterpoint itself,
while pursued as ardently as ever, and still
recognised as the orthodox form of expression for
musical thought, was assuming to that thought
a new and different relation.
Ideas were subjected to its conditions, but it no longer constituted their very essence.
The distinctive
tendency of all modern Art towards individual-

was everywhere making itself felt, and
each successive composer strove more and more
after dramatic truthfulness as a primary object,
while at the same time there was educated in
the schools of Italy a race of great singers to
whom individual expression was a very condition
of existence.
Pure contrapuntal Art strictly
impersonal in its nature, in that, while each part
is in itself complete, all are equally subordinate
was being supplanted by a new
to the whole,
order of things. In the music destined to convey
and to arouse personal emotions one melodious
idea predominates, to which all the rest, however
important, is more or less subservient and acisation

—

—

Nor is harmony, then, the final result
of the superimposition of layer on layer of independent parts, but the counterpoint is contrived
cessory.

by the subdivision and varied time apportionment
of the harmony, and partakes of the nature of
the work is
a decoration rather than a texture
in fresco and not in mosaic.
To the greatest minds alone it belongs to
unite with intuition that consummate art which
makes scholastic device serve the ends of fancy,

—

and, while imparting form to the inspirations of
genius, receives from them the stamp of originality.
In the long chain connecting Palestrina,
in whose works contrapjuntal art found its purest
development, with Mozart, who blended imagination with science as no one had done before
him, one of the last links was Jommelli. Gifted

with a vein of melody tender and elegiac in its
fastidious
character, with great sensibility,
taste, and a sense of effect in advance of any of

his

he started in the

Italian contemporaries,

new path

up by
and Leo, at the point wdiere
off, and carried the art of

of dramatic composition opened

Scarlatti, Pergolesi,

those masters left
expression to the highest pjitch that, in Italy,
it attained up to the time of Mozart.
Born at Aversa, near Naples, Sept. 10, 1714,
his first musical teaching was given him by a
canon named Mozzillo.
At sixteen he entered

the Conservatorio de' Poveri di Gesu Cristo as
the pupil of Feo, but was transferred to that of
La Pieta de' Turcliini, wdiere he learned vocal
music from Prato and Mancini, and composition
from Leo.
It was the boast of these schools
that young musicians on leaving them were
adepts in all the processes of counterpoint and
every kind of scholastic exercise, but it seems
that a special training at Rome was judged
necessary to fit Jommelli for writing church
music, the chief object he is said at that time
However this may have
to have had in view.
been, his first wniirks were ballets, in wdiich no

He next
indication of genius was discernible.
tried his hand on cantatas, a style of composition
far better suited to his espjecial gilts,

and with

much success that

Leo, on hearing one of these
pieces performed by a lady, a pupil of JommeUi's,
exclaimed in rapture,
A short time, madam,
so

'

young man wdll be the w^onder and the
adndration of Europe
The young composer
himself had less faith in his own powers.
According to the notice of his life by Piccinni, he

and

this

!

'

so

much dreaded

his first opera,

the verdict of the public that

was

L' Errore Amoroso,'

'

repre-

sented (at Naples, in 1737) under the name of
an obscure musician called Valentino the work,
however, met with so encouraging a reception
that he ventured to give the next,
Odoardo,'
;

'

under his own name.
In 1740 he was summoned to Rome, where
he was protected by the Cardinal Duke of York,
and where his two operas II Eicimero and
were produced, the latter in
L' Astianatte
1741.
Thence he proceeded to Bologna, where
he wrote Ezio [1741, aftenvards re-oast and
produced at Naples in 1748].
During his
sojourn there he visited that celebrity of musical
learning, the Padre Martini, presenting himself
'

'

'

'

'

'

as a pupil desirous of instruction.

To

test his

acquirements, a fugue subject was presented to
him, and on his proceeding to treat it with the
greatest facility,
Who are you, then ? asked
It
the Padre
are you making game of me ?
is I, methinks, who should learn of you.'
My
name is Jommelli,' returned the composer, and
I am the maestro who is to write the next opera
for the theatre of this town.'
In later years
Jommelli was wont to affirm that he had profited
not a little by his subsequent intercourse with
Martiui.
After superintending the production of some
important works at Bologna, Rome, and elsewhere, Jommelli returned to Naples, where his
'

'

'

;

'

'
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Eumene was given at the San Carlo in
1747 with immense success. A like triumph
awaited him at Venice, where he aroused such

wrote Mozart from Naples in 1770.
'It is
beautiful, but the style is too elevated, as well

enthusiasm that the Council of Ten appuinted

sfiread of the taste for light opera

him director of the Scuola degl' Incurabili, a
circumstance which led to his beginning at last
to write that sacred nmsic which had been the
object of his early ambition, and was to become one

melody and vocal disp)lay, while lichness of
harmony or orchestral colouring were looked on
rather as a blemish by hearers impatient of the

Among his comiiositions

slightest thing calculated to divert their atten-

opera

'

'

chief soui'ce of his fame.

was a

Laudate for
double choir of eight voices, which, though once
celebrated, appears never to have been printed.
In 1748 we find him at Vienna, where he
of the kind at

this time

'

'

wrote successively
Achille in Sciro
and
Here he formed with the poet
'Didone.'
Metastasio an intimate acquaintance.
Metastasio entertained the highest optinion of his
'

'

and was also able to give him much
useful advice on matters of dramatic expression
and effect. Sometimes the accomplished friends
amused themselves by exchanging roles Jomgenius,

;

melli,

fluency

who wrote
and

elegance,

his verses being

native

his

language with

becoming the poet, and
music by Jletastasio.

set to

[In 1749 he went to A^enice to superintend the
production of Ciro and Merope, and returned
soon afterwards to Vienna, for the production of
Didone.']
In 1749, he "went again to Rome, where he
'

'

'

'

'

produced 'Artaserse.
He found an influential
admirer and patron in Cardinal Albani, thanks
to whose good offices he was, in 1750, appointed
coadjutor of Bencini, chapel-master of St.
'

He

quitted this post in Nov. 1753 to
become chapel-master to the Duke of Wiirtemberg at Stuttgart, where he remained in the
enjoyment of uninterrupted prospeiity for more
than fifteen years.
Through the munificence of
his duke he lived in easy circumstances, with all
the sun'oundings most congenial to his cultivated
and refined taste, and with every facility for
Peter's.

hearing his music performed. Here he produced
a number of operas, an oratorio of the Passion,
and a requiem for the Duchess of Wiirtemberg.
In these works German influence becomes

apparent in a distinct modification of his style.
The harmony is more fully developed, the use
of modulation freer and more frequent, while
the orchestral part assunres a gi-eater importance,
and the instrumentation is weightier and more
There is no
varied than in his former works.
doubt that this union of styles gave strength to
his music, which, though never lacking sweetness and refinement, was characterised bydignity
rather than force.
It added to the estimation
in which he was held among the Germans, hut
was not ecjually acceptable to Italians when, his
fame and fortune being consolidated, he returned
to pass his remaining years among his own
The fickle Neapolitans had forcountrymen.
gotten their former favourite, nor did the
specimens of his later style reconquer their
'The opera here is by .Jommelli,'
suffrages.

as

too

the

antique,

public

The rapid

the theatre.'

for

to seek

tion from the
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for

had accustomed
gratification in mere

tune.'
Armida, written for the
San Carlo Theatre in 1770, and oneofJonnnelli's
best operas, was condemned as heavy, inefi'ective,
and deficient in melody.
II Demoibonte
(1770) and L' Ifigenia in Aulide (originall}'
produced in Rome, 1761) were ill executed, and
'

'

'

'

'

'

were

failures.

The composer had

retired,

with his family, to

Aversa, where he lived in an opulent semiretirement, seldom quitting his home excejit to
go in spring to 1' Infi-ascata di Napoli, or in
autumn to Pietra bianca, jjleasant country
resorts near Naples.
He received at this time
a commission from the King of Portugal to
compose two operas and a cantata.
But his old
susceptibility to public opinion asserted itself
now, and the failure of his later works so plunged
him in melancholy as to bring on an attack of
apoplexy.
On his recovery he wrote a cantata
to celebrate the birth of an heir to the crown
of Naples, and shortly after, the Miserere for two
voices (to the Italian version by Mattel), which
is, perhaps, his most famous work.
This was
his

'

Swan's Song

when he

'

it

;

was hardly concluded

died at Naples, aged sixty, August

'25,

1774.

Jommelli was of amiable disposition, and had
the piolished manners of a man of the woild.
Good-looking in his youth, he became corj)ulent
in middle age.
Burney, wlio saw him at Nai>lcs
in 1770, says [Present State, France and Italy,
p. 316) he was not unlike Handel, a likeness
which cannot be traced in any portraits of him
that are extant.
The catalogue of his works
contains compositions of all kinds, comprising
nearly fifty operas, two oratorios (' Betulia

and 'L'Isacco,' 1755), and a
Passion music, 1749, besides masses, cantatas,
and a great quantity of church music. As a
contrapuntist he was accompjlished rather than
profound, and his unaccompanied choral music
will not bear comparison with the works of
some of his predecessors more nearly allied to
the Roman school. His Miserere for five voices.
in G minor (included in Rochlitz's collection)
contains great beauties, the long diminMendo at
the close, especially, being a charming eff'ect.
But the work is unequal, and the scholarship,
though elegant and ingenious, occasionally makes
[The opening Kyrie of
itself too much felt.
Jommelli's Requiem in Eb (wTitten at Stuttgart
liberata,' 1743,

'

'

in 1756)

was printed

as

Haydn's in some editions
same key.]
the most part, a tinge of

of the latter's mass in the

His ideas have,

for
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mild gravity, and

it is not surprising that he
and other works of a light
nature.
Yet he has left an ojKra buffa, Don
Trastullo,' which shows that he was not devoid
of a certain sedate humour.
This opera is
remarkable (as are others of his) for the free employment of accompanied recitative. JommeUi
was one of tlie earliest compjosers who perceived

failed

in

ballets

'

the great flramatic capabilities of this mode of
expression, which has, in recent times, received
such wide development. He saw the absurdity,
too, ol' the conventional Da Capo in airs consisting of two strains or movements, by which the
sympathy of the hearer, worked up to a pitch
during the second (usually Allegro) movement,
is speedily cooled by the necessity for recommencing the Andante and going all through it
again.
He would not comply with this custom
except where it happened to suit his purpose,
but aimed at sustaining and heightening the
interest from the outset of a jiiece till its close,
anticipating by this innovation one of Gluck's

—

greatest reforms.

His invention seems to have required the
stimulus of words, for his purely instrumental
compositions, such as overtures, are singularly
dry and unsuggestive.
Yet he had a more keen
appreciation of the orchestra than any contempiorary Italian writer, as is evinced in his scores
by varied combinations of instruments, by obbligajo

accompaniments

to several airs,

writing for the vulgar taste.
contemporary composers of his own
school and country, he is pre-eminent for purity

Among

and nobility of thought, and for simple, pathetic
expression.
His genius was refined and noble,
but limited.
He expressed himself truthfully
while he had anything to express, but where
his
also,

'Teneri affetti miei' in Attilio Regolo.'
In
his Stuttgart compositions the orchestra becomes
still more prominent, and is dialogued with the
'

vocal parts in a beautiful manner. The Requiem
contains much pathetic and exquisite music but
intensity is wanting where words of sublime or
terrible import have to be conveyed.
In this
work and the Passion is to be found a great
deal that is closely allied to composition of a
similar kind by ilozart, and to the earlier master
is due the credit of much which often passes
as the sole invention of Mozart, because it is
known only through the medium of his works.
;

'

'

A

comparison between the two is most interesting, showing, as it does, how much of Mozart's
musical phraseology was, so to speak, current
The Miserere
coin at the time when he lived.
which was Jommelli's last production seems in

—

to Italian taste,

which

possibly accounts for the comparatively great
degree of subsec^uent popularity it enjoyed, and

suggests tlie thought that, had its composer
been spared a few more years, his style might
once more have been insensibly modified by his
surroundings.
It possesses, indeed, much of
the sympathetic charm that attaches to his
other works, but the vocal parts are so florid as
to be sometimes unsuitable to the character of
the words.
He cannot, however, be said to have courted

nature fell short there his art fell short
and, failing spontaneit}', its pilace had to

be supf)lied by introspection and analysis.
His
sacred music depicts personal sentiment as much
as do his ojieras, and whereas a mass by Palestrina is a solemn act of j)ublic worshiji, a mass
by JommeUi is the exjiression of the devotion,
the rep lentance, or the aspiration of an individual.
[In 1785 a project was started at Stuttgart for
publishing a com[)lete edition of his opjeras, but
'
L' Olimpiade' was the only one published.]
The following works of Jommelli's have been
republished in modern times, and are now accessible

:

Salrao (Miserere), Settings for two and four voices, with orchestra
(Breitkupf i Hiirt«l].
Victimae paschali. Five voices, score (Schott),
Lux eterua. Four voices (Berlin, Schlesinger).
Hosanua filio, Mulierea bouae. and In iloutc Oliveto. Four voices
(Berlin. Schlesingerl.

Accompaniment arranged

Requiem,

Cbsing

for S.A.T.B,
(Cranzl.

for PF.

by

Many other pieces of hie are, however, included, wholly or in part,
in niiacellaneous collections, such as L.'ttrobe's Saiyred Miuic, the
FitztcUUam Mvsic. Choron'e Jou-ninl de Chant, Rochlitz's Cojtpction
de Mrrrccaux de Chant, and Gevaert's icj Gloirei de Vltalie, Porro's
Hiuique Sacree, etc.

complete

[For the

and by

occasional attempts at such tone-painting as the
part written for horns cuii sordini in the air

some respects a concession

popularity by

list

of works,

many

QueUen-Lc^'nk'on, from Avhich

and additions to the above

the

see

corrections

article

taken.]

have been
r.

A. M.

JONAS, Emile,

one of the younger rivals
of OH'enbach in ojn^ia-boutfe, born of Jewish
parents, March 5, 1827, entered the Conservatoire, Oct.
28, 1841, took second prize for
harmony, 1846, and first ditto, 1847, and
obtained the second
grand prix
for his
'Antonio' in 1849.
His debut at the theatre
was in Oct. 1855 with Le Duel de Benjamin'
in one act.
This was followed by La Parade
(August 2, 1856)
Le Eoi bolt (April 1857)
Les petits Prodiges (Nov. 19, 1857); 'Job
et son chien (Feb. 6, 1863)
Le Manoir des
La Renardiere (Sept. 29, 1864) and 'Avant
la noce' (March 24, 1865)— all at the Bourtes
Parisiens.
Then, at other theatres, came Les
deux Arlequins (Dec. 29, 1865); Le Canard
a trois bees' (Feb. 6, 1869); 'Desire, sire de
'

'

'

'

'

'

'

;

'

'

'

'

;

'

;

'

'

'

Champigny (1869). Many of his f>ieces have
been given in London, such as 'Terrible Hymen
at Covent Garden, Dec. 26, 1866
'The Two
Harlequins
(adapted by A'Beckett) at the
Gaiety, Dec. 21, 1868
and Le Canard,' also
at the Gaiety, July 28, 1871.
This led to his
composing an operetta in three acts to an
English libretto by Mr. A. Thompson, called
'Cinderella the younger,' produced at the
Gaiety, Sepit. 25, 1871, and reproduced in
Paris as
Javotte at the Athenee, Dec. 22
Le Chignon d'or, was brought
following.
'

'

;

'

'

;

'

'

'

'

JONCIERES

JONES

'La bonne Aventure
out in Brussels in 1874
in 1882, and Le premier baiser' in 1883.
M. Jonas was professor of Solfege at the
Conservatoire from 1847 to 1866, and professor
of Harmony for military bands from 1859 to
1870.
He was director of the music at the
Portuguese synagogue, in connection with which
he published in 1854 a collection of Hebrew
He was also bandmaster of one of the
tunes.
legions of the Garde Nationale, and after the
Exhibition of 1867 he organised the competitions of military bands at the Palais de I'lndustrie, whereby he obtained many foreign
decorations.
He died at Saint-Germain, May
;

'

22, 1905.

G.

The name by which he

known was adopted by his father, a journalist
and advocate of the Cour d'Ajipel, who, under
the Empire, was one of the principal contributors to the Patrie and tlie Constitutionnel.
but by
Vietorin began by studying painting
way of amusement he composed a little operacomique adapted by a friend from Moliere's
'Sicilien,' which was performed by students of

is

'

'

'

;

the Conservatoire at the Salle Lyrique in 1859.
A critic who was present advised the composer
to give up painting for music, and accordingly
Joncieres began to study harmony with Elwart.

He

entered Leborne's counterpoint class at the
Conservatoire, but left it suddenly on account
of a disagreement with his master concerning
AVagner, who had just given his first concert in
Paris.

He

"wrote a Symphonic Romantique (Concert
National, March 9, 1873), and various other
I)ieces were produced at the concerts conducted
by Danbe at the Grand Hotel. At length, on
Slay 5, 1876, he succeeded in producing his

grand opera 'Dimitri,' for the opening of the
new Theatre Lyrique at the Gaite, under the
direction of Vizentini
and the work, although
it did not attract the public, showed that the
composer possessed a strong dramatic instinct,
inspiration of some power, if little originality,
and an effective style of orchestration. The
opera was such a remarkable advance upon his
earlier productions that hopes were
formed
which were not realised either by his Reine
Berthe (Dec. 27, 1878), given four times at
the Opera, nor by his Chevalier Jean (Opera
Comique, March 11, 1885), which succeeded in
Germany, though it had failed in Paris.
Besides these dramatic works Joncieres had
written numerous compositions for the concert-room
'Serenade Hongroise, 'La Mer,
a symphonic ode for mezzo-soprano, chorus, and
orchestra,
Les Nubiennes, orchestral suite, a.
Slavonic march, a Chinese chorus, etc.
His.
works, of which Dimitri is by far the best,
have the merit of being carefully orchestrated,
and his vocal writing is marked by a just sense
As a critic for from
of the laws of prosody.
1871 he was musical critic to 'La Liberte,'
;

'

JOXCIERES, VicTOKiN DE, the adopted
name of Felix Luhger Rossigsol, born in
Paris, April 12, 1839.

From this time he studied independently
At the Concerts Musard

'

'

'

;

'

*

'

'

'

—

and contributed to it theatrical notices, etc.
underthe pseudonym of Jennius' hisopinions,
like his music, are wanting in balance and unity,
and have considerably injured his musical
standing.
In February 1877 M. Joncieres
'

of the Conservatoire.

received

he produced an overture, a march, and various
he also wrote music to
orchestral compositions
'Hamlet, 'produced by Dumas and Paul Meurice.
A performance of this work was given as a
concert at his own expense in May 1863, and
a representation was given at Nantes on Sept.
21, 1867, under his direction, Avith Mme.
Judith of the Comedie Franeaise in the
principal part.
The play was produced in
Paris at the Gaite later in the following year,
Hamlet at the
but for a performance of

He died Oct. 26, 1903.
JONES, Edward, was

;

'

'

Franc^ais, Joncieres's

Perrin.

On

Feb.

music was rejected by M.
1867, Joncieres

8,

made

his

debut as a dramatic composer at the
SarTheatre Lyrique, with a grand opera,
danapale,' which was only partially successful.
In spite of this comparative failure, Carvalho
was persuaded to piroduce a second grand opera,
Le dernier jour de Pompei (Sept. 21, 1869),
which was harshly received by the public.
Shortly afterwards a violin concerto was played
real

'

'

by

'

his

friend

Danbe

at the

Concerts of the

The Lyrique
1869).
having come to an end after the war, Joncieres's
dramatic career ceased for a long time, as he
Conservatoire (Dec.

12,

for the Opera Comique, and
could not gain admittance to the (irand Opera.

would not write
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the cross

of the

—

Legion d'honneur.
A.

J.

horn at a farm-house
Llandercalled Henblas,
i.e. Old Mansion,
fel, Merionethshire, on Easter Day, April 2,
1752.
His father taught him and another son
to play on the Welsh harp, and other sons on
bowed instruments, so that the family formed a
Edward soon attained
complete string band.
About
to great proficiency on his instrument.
1775 he came to London, and in 1783 was
In
appointed bard to the Prince of "Wales.
1786 he ]ni Wished Musical and Poetical Eelicks
of the IVelsli Bards, with a General History of
the Bards emd Druids, and a Dissertation on
Instruments of the Aboriginal
the Musical

—

a work of learning and research.
Another edition appeared in 1794, and in 1802
a second volume of the work was issued under
Jones had
the title of The Bardic Museum.

Britons

;

prepared a third volume, a portion only of
which was published at his death, the remainder
The three volumes
being issued subsequently.
Besides this,
together contain 225 Welsh airs.

he compiled and edited
'Lyric Airs; cpnsi'iting of Sr-ecimens of Greek, Alhnuian, WalaTurkish, Arabi;ni, Persian, Chinese, iiii'l liluorish National
Songs; with ... a few Expljuiatoiy Notes on the Figures and

chiiin,

JONES

544
on

of the
the Origin of the

Serenades

'
;

'

JONES

Modem

Movements

Greek Daucea. and a short Dissertation
Ancient Greelt Music,' 180-1
The Minstrel's
*

;

Terpsichore's Banquet, a Selection of Spanish, Maltese,

Armenian, Hindostan, English, German, French, and
Swiss Airs
The Musical Miscellany, chiefly selected from eminent
composers'; 'Musical Remainsof Handel, Bach, Abel, etc.
Choice
Collection of Italian Songs
The Musical Portfolio consisting of
English, Scotch, Irish, and other favourite Airs'; 'Popular
Cheshire Melodies'; 'Musical Trifles calculated for Beginners on
the Harp'; and 'The Musical Bouquet, or Popular Songs and
llussian,

'

'

;

'

;

'

'

;

;

liallads.'

his period his -violin technique, as displayed in
his sonatas, is distinctly advanced.
F. K.

JONES, Robert [who took the degree of
Mus.B. at Oxford, from St. Edmund's Hall in
1597], was a celebrated lutenist, published [and
dedicated to the first Earl of Leicester] in 1600
'The First Booke of Ayrcs,
one of the pieces
in which,
Farewell deere love (alluded to by
Shakespeare in Twelfth Night '), is printed in
score in J. S. Smith's Musiea Antigua
and
The Second Booke of Songs and Ayres, set out
to the Lute, the Base Violl the playue way, or
the Base by tableture after the leero fashion
a song from
[dedicated to Sir Henry Lennard]
which
My love bound me with a kisse, is
likewise given in Musica Antiqua.
He contributed the madrigal, Faire Oriana, seeming to
'

13esii:les

his jirofessional pursuits Jones filled

a situation in the Office of Robes at St. James's
Palace.
He collected an extensive library of
scarce and curious books, part of which, to the

value of about £300, he sold in the latter
part of his life, and the remainder was dispersed
by auction after his death, realising about
£800.
He died (as he was born, on Easter
Day), Ain-il 18, 1824.
w. H. H.

JON"ES, Edward, an early music typographer
for a time, after the death of John Playford,

'

—

'

—

;

'

wink

published
published

;

able lute.

F.

K.

1728, became organist
of the Middle Temple, Nov. 24, 1749
of the
Charterhouse (following Dr. Pepusch), July 2,
1753
and of St. Paul's Cathedral, Dec. 25,
1755.
He died, in possession of these three
seats, Feb. 17, 1796, and was buried in the
Charterhouse.
He published several sets of
harpsichord lessons, and Sixty Chants Single
and Double' (1785) in the vulgar, florid taste
of that time.
One of these was sung at George
III.'s state visit to St. Paul's, April 23, 1789,
and at many of the annual meetings of the
Charity Children.
At the latter, in the year
1791, Haydn heard it, and noted it in his diary
as follows (with a material improvement in the
taste of the fourth line)
;

;

'

:

'

No music has

for a

long time affected

JONES, Richard,

me so much
G.

a fine violinist and com-

He succeeded Stefano
]>oser for the instrument.
Carbonelli as leader of the hand at Drury Lane
Theatre about 1730, and was in turn succeeded
at that post by Richard Clarke and Michael
Christian.
Festing was one of his distinguished
Jones wrote a hook of Chamber airs
and one of Suites.' In Wm. Randall's list for
1776 he is noted as composer of some 'Lessons
for the Harpsichord,' [irobably first issued by
Walsh.
A fine sonata for the violin by him is
included in .'iltVed Moflat's Mcister Schule. For
'

piupils.

'

'

at folly,
in

'

to

'

the

The Triumpjhes of Oriana,
same year. In 1607 he

The First Set of Madrigals of 3, 4,
8 parts, for Viols and Voices, or for
Voices alone, or as you please,' and in 1608
Ultiraum Vale, or the Third Book of Ayres of
5,

6,

'

7,

'

[An unique copy of this
Royal College of Music] In 1609
appeared A Musicall Dreame, or the Fourth
Booke of Ayres The first part is for the Lute,
two voyces and the Viole de Gambo The second
1, 2,

is

and 4 Voyces.'

in the

'

JONES, JoHX, born

as this innocent and reverential strain.'

'

'

printed
the Playford
publications.
These include Hannonia Sacra, 1688-93
Apollo's Banquet, 1690-93
the eighth edition
of the Dancing Master, 1690, etc.
His printing
office was in the Savoy, and he is perhaps the
Edward Jones referred to by Thomas Mace in
Mustek's Monumc'iit, 1676, as possessing a valu;

'

'

who

,)unior,

—

;

:

part is for the Lute, the Viole and four voices
to sing
The third part is for one voyce alone,
or to the Lute, the Base Viole, or to both if you
please, whereof two are Italian Ayres.'
In
1610 he published 'The Muses Gardin for
delights, or the Fift Booke of Ayres only for the
Lute, the basse Violl and the Voyce.'
[The
words of these airs were reprinted in 1901,
edited by Mr. W. Barclay Squire, from a (probably uniijue) copy in the possession of the Earl
of Ellesmere.]
He contributed three pieces to
Leighton's Teares or Lamentaeions published
in 1614.
In 1616 Jones, in conjunction with
Philip Rosseter, Philip Kingman, and Ralph
Reeve, obtained a privy seal for a patent authorising them to erect a theatre, for the use of the
Children of the Revels to the Queen, within the
precinct of Blaokfriars, near Puddle Wharf, on
the site of a house occupied by Jones.
But the
Lord Mayor and Aldermen were opposed to the
scheme, and procured from the Privy Council an
order prohibiting the building being so applied,
and by their influence Jones and his fellows were
compelled to dismantle their house and surrender
their patent,
w. H. H.
with additions from
the introduction to Mr. Squire's edition of the
;

'

'

;

poems.

JONES, Rev. William, kno\vn

as

'

Jones

born at Lowick, Northamptonshire, July 30, 1726, and educated at the
Charterhouse and at University College, Oxford.
He included music in his studies and became
very proficient in it.
In 1764 he was presented
to the vicarage of Bethersden,
Kent, and
subsequently became Rector of Pluckley in the
of Nayland,'

JOEDAN

JOSEFFY

which he exchanged for the
Rectory of Paston, Northamptonshire.
He is
said to liave been presented to the Perpetual
Curacy of Nayland, Surt'olk, in 1776, but his
name does not occur in the registers until 1784.
In Jan. 1784 he published A Treatise on the
Art of Music, which gained him considerable
reputation.
In March 1789 he published by

same county,

subscription his op.

2,

Ten Church

'

Pieces for

Organ, with Four Anthems in score [a
psalm tune and a doul.ile chant], composed for
the use of the Church of Nayland in Surtblk,
and published for its benefit.' This publication
contained his well-known hymn tune 'St.
Stephen.'
In 1798 he became Rector of
HoUingbourne, Kent.
He was the author of

the

many

theological, philosophical, and miscellaneous works, which were published in tw'elve
vols, in 1801 and in si-K in 1810.
He died at
Nayland, Jan. 6, 1800, and was buried in the
vestry of the church on Jan. 14.
A second
edition of his "treatise on music was published
[See the Did. of Nat.
at Sudbury in 1827.

w.

Biocj.^

JORDAN,

AER.4HAM,

sen.

H.

II.

and jun.

,

be-

longed to an ancient family located in MaidThe elder, who was
stone in the 15th century.
a distiller, but had a mechanical turn, devoted
himself to organ -building, and removed to
London, where he made many fine instruments.
He instructed his son Abraham in the same
business.
The Jordans deserve especial notice
as being the inventors of the swell, which was
in the form of a sliding shutter, and was first
applied to the organ which they built for St.
In
Magnus's Church, London Bridge, in 1712.
1720 they built the organ of the Duke of Chandos at Cannons, on which Handel used to play.
This was sold by auction in 1747, after which
they repaired it and conveyed it to Trinity
Church, Gosport.
See Byheld, Jokd.a.n, and
v. he p.
Bkidoe, vol. i. p. 428.
JORRAM, a Highland boat-song sung to
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accompany and give time to the pull of the oars
The two here given, taken
from the Rev. Patrick M'Donald's excellent

in a rowing-boat.

Collection of Highland, Vocal airs never hitherto
published, 1783, are noteworthy as traditional
melodies current for this purpose in Perthshire
and in Skye respectively.
It is interesting to
compare these with the Italian barcaroles and

the boat-songs of other nations.
r. K.
JOSEFFY, Rafael, a distinguished and
highly accomplished pianist, was born in Hunfalu, Hungary, on July 3, 1852.
His youth was
spent in Miskolcz, and there, when a boy of
eight years, he began his study of the pianoforte.
Although he was not in any respect an infant
prodigy, his father made him continue his studies
in Budapest, under Brauer, who years before
had been the teacher of Stephen Heller. Josetfy
entered the Conservatorium at Leipzig when he
was fourteen years old here he came under the
instruction of E. F. Wenzel chiefly, though he also
He remained
had a few lessons from Moscheles.
at Leipzig for only two years, and in 1868 went
to Berlin to study with Carl Tausig, with whom
;

for two 3^ears, and whose intluenee
upon his style and artistic ideals was decisive.
Another potent influence was exerted upon the
young man by Liszt, with whom in "Weimar he
spent the summers of 1870 and 1871.

he remained

Josert'y

made

his first public appearance in

Berlin in 1872, where he ivas received with
he thereafter gave a
marked appreciation
number of concerts in Vienna, and in most of
the continental musical centres, that brought
;

him the reputation

of a virtuoso of remarkable
His style at this time, as

technical powers.

described by Hanslick, was of great brilliance,
showing Tausig's influence in a thorough development of his technique, his clearly and
sharply chiselled phrasing, and the rich varietyof
but it was lacking in some
his touch and tone
So it
of the finer qualities of poetic insight.
was when he went to the United States in 1879,
;

where he has ever since made his home

A

JOER.iM.

(Perthshire.)

;

but

his extraordinary mastery of all the resources

and nuances

of this instrument

instant recognition of the

won him the
public when

New York

he made his American debut in thatcity inl879,
Ho
with an orchestra under Dr. Damrosch.
soon after played with the Philharmonic orchestra, and subsequently made many ajipearances

New Y'ork and other American cities with
Theodore Thomas and his orchestra, constantly enhancing his reputation, and making
more secure liis place as one of the foremost of
modern pianists. "With advancing years his
artistic nature has ripened and deepened and
he has put his transcendant technical powers at
the service of a richer and mellower musical
style.
The breadth and catholicity of his taste
and his wide sympathy with diverse schools
have always been notable, and he plays Mozart,
in

Beethoven, Schubert, Schumann, Chopin, Liszt,

VOL.
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JOSEPH

JOSQUIN

and Brahms with equal devotion.
He has done
pioneer work in spreading a knowledge and
appreciation of Brahms's pianoforte works in the
United States, and was one of the first to give
frequent performances of his second concerto.
In his youth Mr. Joseffy published a number
of salon pieces for the pianoforte, which he has
long since outgrown.
His chief contribution to
the literature of the instrument is his important School of Advanced Piano Playing (New
York, 1902), upon which he worked for many
years.
He has also edited a large number of
pianoforte compositions.
R. a.
JOSEPH. (1) 'Joseph and his Brethren.'
The eighth of Handel's English oratorios the
words by James Miller, the music composed in
August 1743.
Produced at Covent Garden,
March 2, 1744. (2) Opera - comique in three
acts
libretto by Duval, music by M^hul.
Produced at the Theatre Feydeau, Feb. 17, 1807.
Chiefly known by the romance of Joseph,
A
peine au sortir de I'enfance, and a prayer for

Of the rest of Josquin's early life we know
that he was for some time chapel-master at St.
Quentin, and also that he was received as a
pupil by Okeghem, who, himself the greatest
living composer, was gathering round him such
disciples as he thought worthy the trust of
carrying on his labours after him.
can
scarcely be wrong in assuming that Josquin
stayed with Okeghem for some years.
Long
and patient labour could alone make him
familiar with all the subtleties of that master's
art, and that he had thoroughly learnt all that
Okeghem could teach him before he came to
Rome is apparent from his earlier compositions.
Had he wTitten nothing else these works by
themselves would have entitled him to a name
as great as his master's.
In 1471-1484 we find Josquin at the Papal
court of Sixtus IV. already regarded as the most
rising musician of the day, rapidly gaining the
proud position of being the greatest composer
which the modern world had yet produced, and
making that position so secure, that for upwards
of sixty years his title remained undisputed.
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;

;

'

'

male voices, Dieu d'Israel.
The romance of
Benjamin, Ah lorsque la Mort,' is given in the
'

'

'

Musical Library, ii. 142.
(3) An oratorio in
two parts the words selected from the Bible
by E. 6. Monk
the music by G. A. Macfarren.
Produced at the Leeds Festival, Sept.
;

;

21, 1877.

G.

JOSHUA.

The fourteenth

EngThe music
lish oratorios words by Dr. Morell.
was begun on July 19, and finished August 12,
1747, and the work was produced at Covent
Garden Theatre, March 9, 1748. The chorus,
The nations tremble,' is said to have affected
of Handel's

;

'

extremely when he heard it at the
'See, the conquering hero
Antient Concerts.'
comes is originally in Joshua,' and was transferred to 'Judas,' doubtless on account of the
great success which had gi'eeted it in Joshua

Haydn
'

'

'

'

The oratorio was revived
Sacred Harmonic Society, June 19,

three weeks before.

by the
1839.

G.

JOSQUIN,

or

more

strictly

JOSSE,

DES

PRES

(with innumerable varieties of spelling)
JoDOCUS A Peatis, and Italianone of the greatest masters
ised into GiusQUiNO
of the Netherland school, the successor of Okeghem as its representative, and the immediate
predecessor in musical history of Lassus and
Palestrina, was born about 1445, probably at
Conde in Hainault. In the collegiate church
of St. Quentin, according to Claude Hemer^, the
'arte canendi clarissimus infantulus began his
Here, perhap«, the little
promising career.
chorister would get his pet name Jossekin,

—

latinised into

—

'

to him through life, and in its
Josquinus gives us the title by
which as a composer he always has been and
always will be known. His real name, however,
appears in his epitaph and in a legal document
discovered by M. Delzaut at Conde.

which clung
Latin form

1

Appendix

to Sbield's Introduction to

Earmony.

We

Clemens non Papa,
Genet, Isaac, Goudimel, Morales, these are only
a few of the names of the great musicians who
flourished in this period, and yet where are they,
when Baini thus describes the state of music in
Europe before the advent of Palestrina ? Jusquino des Pres ... 1' idolo dell' Europa.
Si canta il solo Jusquino in Italia, il solo
Jusquino in Francia, il solo Jusquino in Germania, nelle Flandre, in Ungheria, in Boemia,
nelle Spagne, il solo Jusquino.'
[In 1486 he
entered the papal choir under Innocent VIII.
Agrieola, Brumel, Gombert,

'

.

{Viertdj.

iii.

.

.

244-246).]

Rome was not a
long one, the fruits of his labours there, in the
form of several MS. masses, are still pjreserved
and jealously guarded from curious eyes in the
Though

Josquin's stay at

library of the Sistine chapel.
It is almost impossible to decide at what
times of his life Josquin paid visits to, or received appointments at the respective courts of
Hercules of Ferrara, Lorenzo of Florence, Louis
XII. of France or the emperor Maximilian I.
[See the various contradictory statements quoted
\ut\\t Quellen-Lexikon, s.v. Pres.]
It is certain
that all these princes were in their turn his
patrons.
For the first he WTote his mass Her'

cules
tells

dux
us

Ferrarise,'

how

'

and

his Miserere.

Aaron

Josquin, Obrecht, Isaac, and Agri-

were his intimate friends in Florence.
Various anecdotes are told of his stay at the
How he was anxious to obtain
French court.
promotion from the king, but when the courtier
to whom he applied for help always put him off
with the answer
Lascia fare mi, weaiy of
waiting Josquin composed a mass on the subject
cola

'

'

In thifi maee the tenor sings the subject.
Re ut re ut re fa mi re,
the vowels in these syllables corresponding with those in the words
Hercules dux Ferrarie.'
'

JOSQUIN
La,
in

fa, re,

sol,

JOSQUIN

mi, repeated over and over again

mimicry of the ott-repeated

ans'wer,

and how

the idea pleased the king's fancj" so much that
he at once piromised Josqnin a church benefice.
How Louis nevertheless forgot his promise, and
Josquiu ventured to refresh the royal memory
with the motets Portio mea non est in terra
viventium,' and Memoresto verbi tui.' Lastly,
how Louis XIL, admiring music from the
respectful distance of complete ignorance, desired the great composer to write something
expressly for him, and how Josijuin wrote a
canon, in accompaniment to which the
Vox
regis' sustained throughout a single note.'
Whether Louis ever did give the promised
benefice to Josquin is uncertain, though the
motet Bonitatem fecisti cum servo tuo is
generally supposed to have been a thank-offering for such an appointment.
But we have
proof that the last years of the composer's life
were spent in the enjo^mient of church preferment at Conde. He had probably passed from
the service of Louis to that of Maximilian, who
became possessed of the Netherlands in 1515,
and may have presented Josquin with this
position of retirement.
Of his death at this
place, a MS. at Lille gives the evidence in a
copy of his epitaph, in the choir at Conde, as
'

'

'

'

'

follows

:

Chy gist sire Josse D^spri^s
Prevost de Cheeus tut jadis
Priez Dieu pour les Trepassez qui leur doiie son
paradis
Treptassa I'an 15i;i le 27 d'Aoust
Spes mea semper

fuisti.

Josquin's ptrinted compiositions consist of 19
masses, about 50 secular pieces, and upwards of
150 motets with sacred words, a compilete list

them being given in Eitner's Bibliographic
dcr Musik-Sammc/u-crJ:e (BerMn, 1877).
Several composers of the same period have left more
of

published works, but Glarean tells us that Josquin was very critical about his own compositions, and sometimes kept them back for years
before he allowed their performance.
Some
evidence of the spread of his music is afforded
by the fact mentioned by Burney (Hist. ii. 4S9)
that Henry VIII, 's music book at Cambridge
contains some of it, and that Anne Boleyn had
collected and learned many of his pieces during
her residence in France.
Of his masses, seventeen were printed in three
books by Petrucci, in 1502, 1505, and 1614

The most beautiful of them are
'Ad fugam,' and the
De Beata Virgine,' The first of these, if we
credit the story of its origin, wcmld be composed
after the year 1498, when Louis XII. ascended
Two other masses, Pange Lingua
the throne.
and Da pacem, not included in the above books,
respectively.

the

'

La

sol fa re mi,' the

'

'

'

'

'

are probably of a still later date.
1

Whether the

hiztg

was

—

These

five

to m.ister this simple achievement,

.able

or whether, like Hensel fur whom Mendelssuhti wrote a similar
he proved quite unable to catch
part in the Son and Strtint'er
the note, though blown and whispered to him Irom every side,' we
are not told. The cauon itself is given by Hawkins, Bi4t. chap. 70,
'

'

—

'
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masses are those in which Josquin shows the
greatest advance on the school of his master.
Among the finest of the motets we may

mention the settings

of the genealogies in
the gospels of St, Matthew and St, Luke, a
five-part 'Miserere,' and the four-part psalms
Planxit autem David (the lament for Saul
'

'

and Jonathan) and Absolon fill mi,' Some of
the masses and many of the motets exist in
JIS. score, with modern notation, in the Fetis
library at Brussels,
In their original form
'

they can be found in all the great libraries of
Europe,
Of the secular works, the most important
collection is in the 7th book of Susato's songs
published in 1545, which contains twenty-four

by Josquin.
Here we find the beautiful
dirge written on the death of Okeghem, which
jiieces

is

printed

also

in

score

by Burney

in

his

Mistori/.

It must, however, be borne in mind, that in
distinguishing works of these old composers, we
are often more attracted by some historical
interest, some quaintness in the choice of the

some peculiarity in the musical notation,
than by the features of the music itself, and
when we do try to separate one piece of music
from the other we are naturally led at first to
admire most whatever comes nearest to our
text, or

modern ideas (those pieces for instance written
in the modes most like our own keys), and to be
disappointed when a mass or motet, which we
know by tradition to be a masterpiece, fails to
move us, and to lay it aside with the explanais only a dry contrapuntal work.
not fair to studj' the music of this
period simply to find out how much our modern
schools owe to it.
When Burney calls Josquin
The father of modern harmony he does not
perhaps give the title of which the composer
would himself be proudest,
for there are
musicians alive now,' says Doni in his Musical
Ifialogiu'S,
who. if Josquin were to return to
this world would make him cross himself
We
must regard these Xetherland masters, not
only in their relationship to succeeding generations, but as the chief lights of a school of
religious music which had at that time reached
so complete a form that any further progress
without an entire revolution seemed impossible
a school of church music which, were we to

tion that it

But

it

is

'

'

'

'

;

consider alone the enormous

demands

it

made

on the industry and intellect of its followers,
excite our reverence, but which, when
we consider the wonderful hold it had on
popular feeling throughout Europe for nearly a
century, kindles in us the hope that we may
not be too far separated by our modern ideas
from the possibility of once again being moved
by the fire of its genius. [The widely spread
dissatisfaction with the long-existing state of
ecclesiastical music in Italy and elsewhere, and
the motu propria of the present Pope, Pius X.

would

JOSQUIK

JOSQUIN

(1903) make it extremely jirobable that in
course of time we may Irope to gain a more
intimate knowledge of Josijuin and his followers,
than b}' groping about libraries, copying MSS.,

from the Netherlands towards the end of the
14th century, and Dufay, who was a singer in
the Papal chapel in 1380 (or exactly 100 years
before Josquin held the same position), was a
contrapuntist of sufficient importance to be
quoted as an authority by theoretical writers of
a much later date, and whose art, though simple,
was sufliciently perfect to suggest that he too
must have had predecessors to jirepare his way.
But we cannot regard musicians from tlie time
of Dufay to that of Okeghem as composers in
Their genius
the sense that Josquin was one.
was expended on the invention of counterpoint,
which Josquin was the first to employ as a
means to a higher end. They were but pilgrims
to a promised land, which they may have seen
from afar but Josquin was the first who was
to be allowed to enter it.
'In Josquin,' says
Ambros (whose knowledge of and admiration
for the old music surpasses that of any modern
historian),
we have the first musician who
impiresses us as having genius.'
In another sense, a very practical one, Josquin
stands first on the list of composers.
He is
the oldest writer whose works are preserved to
us, if not entire, at least in such quantities as
adequately to represent his powers.
The invention of printing music by movable types, which
gave such a wonderful impetus to publication,
dates from 1498, the very time when Josquin
was at the height of his power and it is a
testimony to the superiority of his nmsic over
that of his predecessors, that though Okeghem
is supposed to have been still living at the
beginning of the 16th century, and perhaps as
late as 1512, the publishers thought fit to print
very few of his compositions, whilst few
collections were issued to which Josquin did not
largely contribute.
[For the list of Josquin's
works the Quellen-Lexikoii should be consulted.]
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or reading theoretical treatises.]
i'ortuuately
the study of counterpoint is hardly a more

necessary condition of appreciating the music of
Josquin, than it is in the case of Bach.
But
the ear will have to accustom itself to many
o.vtraordinary combinations of sounds, meagre
harmonies, unsatisfactory cadences, final chords

which seem to have lost all character, before
any of these works can be thoroughly enjoj'ed.
In the meantime, and till we can hear them
performed again in the churches for which they
^vritten, there is much pleasure to be
derived from the private study of them
and
a real love for them, even with an imperfect
understanding, grows up in us very quickly.
The reasons which the council of the church
gave for suddenly abandoning the works of
Josquin's school were not founded on any want
of admiration for their musical effect.
One
objection was the fact of the melodies which
the composers took for their canto fermo being
secular, and voice to which it was assigned
singing the secular words, while the other voices
sang the words of the mass. The other objection was that the excessively florid style in
which the parts were often WTitten made the
words of so little importance that it was often
The first
impossible to trace their existence.
objection was not a strong one, for the church
had sanctioned the use of the secular melodies
as the foundation of masses for more than a
century, and some of the melodies had become
The singing
almost hallowed to their purpose.
of the secular words might have been easily
given up without forsaking the music.
But the second objection was stronger for
though Josquin began, and his followers, Gom-

were

;

;

bert especially, tried still more to give expression to the general sense of the text, still we
find often a few syllables scattered over a page
to do service for a host of notes, as if the notes

were everything and the words nothing.
as the
masses,

objection applies entirely to the
second also applies to them

first

so

Still

the

much more than

to the motets,

and

it

is

by

these latter works, we venture to think, that
their composers will be known, if their music
is destined to live again.
Apart, however, from all considerations of
the vitality of the school which he represents,
of the reason of its downfall or the chances of
its revival,

'

Josquin deserves to be classed as

one of the greatest musical geniuses of any
period.'

(Kiesewetter's

History

of

Music.)

Fortune favoured him in appointing the time
of his Ijirth. He was the first composer who came
into the world with the materials of his work
Masses written
thoroughly prepared for him.
with counterpoint had been taken to Rome

;

'

;

Oommer,
Batacorum

in his Collectio

Operum Musicormn

Trautwein), has printed
twelve motets and two chansons.
Rochlitz in his iSanimlung (Schott) gives a
hymn, Tu pauperum refugium
portions of
a mass ; and a motet,
Jlisericordias Domini,'
all for four voices.
Choron, in his Collection
generale, gives his Stabat Mater a 5
and
Hawkins (chap. 72) a motet, a 4, '0 Jesu fili.'
The eleven large volumes of Burnej^'s Musical
Extracts (Add. MSS. 11,581-91) contain many
and valuable compositions of Josquin's. His
Petite Camusette is in Arion, vol. iii.
In Van der Straeten's La M-usique avx PaysBos (Brussels, 1867) a portrait of Josquin is
reproduced from a book published by Peter
Opmeere at Antwerp in 1591. It seems to have
been copied from a picture originally existing
in the Brussels cathedral, and thence probably
came the tradition that Josquin was bm-ied
Opmeere accompanies the portrait with
there.
Conspicitur Josquinus
the following words
depictus Bruxellis in D. Gudulae [ecclesia], in
(Berlin,

'

'

;

'

;

'

'

'

:

JUDAS MACCAB.EUS

JOTA
tabula arae dextrae ante chorum honesta sane
J. i;. s.-B.
facie ac blandis oeulis.
JOTA. One of the most popular of north
Spanish dances, especially in the province of
in the villages of Navarre whose
Its origin dates
shores are bathed by the Ebro.
from the 12th century, and is attributed to a
Moor named Aben Jot, who, expelled from

Aragon and

Valencia owing to his licentious singing, took

There liis effort
refuge in a village of Aragon.
was received with enthusiasm, while in Valencia
the governor continued to impose severe jiunishSome authorities
meuts on its performance.
state that at that epoch it

was

called

'

canario.

a kind of waltz, but witli more
freedom in the dancing, always in three-time. It
is danced in couples, vis-a-vis, each couple in-

The Jota

is

dependent of the other, but sometimes a circle
is formed, and is generally accompanied with
guitars, bandurrias, and at times with castanets,
pandereta (a small tambourine), and triangle.
In the north of Spain it is much sung and
played, and in Aragon on every possible occasion.
A Spanish writer says, that where the Jota is,
there is always gaiety, and where there are
A good
Aragonese the Jota is never wanting.
Aragonese has a repertoire of its coplas,' which
'

should his memory fail,
his facility for improvisation will not.
There are many Jotas, in fact almost every
town in the north of Spain has its own, but the
best known is the Jota Aragonesa of which both
The following
Glinka and Liszt have made use.
from Glinka's orchestral overture or piece, Jota
is

inexhaustible,

for,

'

Aragonesa,'

is

the melody

1849
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very comprehensive Coiiection of
Anthems, 1S59
a pointed Psalter,
1&65
and cither works connected with choral
service, several of wliich have reached many
editions.
He lectured on Churcli Music, and
contributed to various periodicals.
He was
musical critic to the Manchester Conrier from
1850 to 1870.
[He died in Manchester, May
21,1895.]
w. H. H.
JUBILATE— the first word of the Vulgate
version
is the Psalm (100th) which is given
as an alternative to the Benedictus, to follow
the second lesson in the morning service of the
Anglican Church.
It did not appear in the
Prayer Book of 1549, but was added in the
revised edition of 1552.
Consequently there is
no chant given for it in Merbecke's first adapta;

a

JJ'ords of

;

;

—

tion of ancient chants to the English service
called 'The Book of Common Praier Noted,'

which was published

in 1550.
In the 18th century the Jubilate was much
oftener used than the Benedictus.
One of the
most distinguished clerical writers on the choral
service of the church, Jebb, has observed tliat
the Benedictus is so infinitely preferable in
every respect that it is impossible to attribute
the preference AN'hich is given to the Jubilate to
any other motive than its being shorter.
In
confirmation of this view it is interesting to note
that while the enthusiasm of the Reformation
was still hot, the great musicians of that time,
Tallis, Byrd, and Farrant, chose the incomparably more beautiful and more appropriate, but
longer, Benedictus
but when that enthusiasm
was worn away hardly anything but the shorter
Jubilate is to be met with.
If we take, for
instance, the most famous collections of the
ancient service of the chrrrch in their order, v o
find no setting of the Jubilate in Day's collecticu
(1560 and 1565), three in Barnard's collecti' u
(1641), eight in Boyce's (1760), and no less tliiai
fifteen in Arnold's (1790).
Handel set the Jubilate for the thanksgiving
service which was held after the Peace of
Utrecht, which was concluded March 31, 1713.
Mendelssohn also set the Psalm, which forn>s
part of his service in A. c. H. h. p.
corrections,
;

;

etc.

H. V. H.

JOULE, Benjamin

St.

John

B.a.ptist,

born

Nov. 8, 1S17, studied the violin
under Richard Cudmore, and the organ, singing,
From
and theory, under Jose[ih John Harris.
May 8, 1846, to March 20, 185.3, he was organist
and choirmaster at Holy Trinitv Church, Hulme,
and from April 28, 1849, to Oct. 3, 1852, also
at

Salford,

held a similar position at St. Margaret's, 'Whalley
On March 27, 1853, he
Range, Manchester.
became honorary organist of St. Peter's Church,
He was President of the ManManchester.
chester Vocal Society, and author or comprler
of The Hymns and Canticles pointed for ChantDiredorium Chori Anglicanvm,
ing,
1847
;

hv w.

H. r.

JUBILEE OVERTURE, THE (in E), by C.
M. von 'Weber composed for the festival held
at Dresden in commemoration of the fiftie; h
;

anniversary

Augustus

I.

of
of

accession

the

Saxony

;

of

Frederick

The autograph
1818, and the first

op. 59.

dated Dresden, Sept. 11,
performance was at the Court Theatre on Sept.
20.
The overture winds up witli God save the
"Weber had written a Jubel cantata for
King.'
the occasion, but it was put aside, and the
overture
an entirely independent work
is

'

—

—

jterformed instead.

JUDAS MACCAB.aEUS.

o.

The twelfth

of

Handel's English oratorios, written by command
of the Prince of "Wales.
Handel himself is s:.:d

JUDENKUXIQ
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JUIVE. LA

to have suggested the subject (apropos of the
Duke of Cumberland's A-ictories iu Scotland) to

who made

Dr. Jlorell,

was begun July

the libretto.
The music
and completed August 11,

9,

1746, and it was produced at Covent Garden,
April 1, 1747.
It has always been a favourite.
' See, the conquering hero
comes was transferred
to 'Judas' from 'Joshua.'
The air "Wise men
flattering,' and the chorus
Sion now,' were
introduced several years after the production of
the oratorio, and the latter is said to have been
one of the last pieces composed by Handel. G.
'

'

*

JUDENKUNIG,

Hans,

famous lutenist of
Vienna about
152.3, and who is said to have died in old age
on March 4, 1526. This last date appears in
writing in a copy of his book in the court library, Vienna.
The book apparently consists of
a number of short sections, the first of which is
Utills et compendiaria introductio
instruTiientorum et lutiiie, ct quod uvlgo Geygen nonii•nant
this is followed by Harinoniox super odis
Moratianis
Aiii sclwyie kunstlichevnderweisungin discm tiiechlein, leychtlichzubegreijffen
den rechteti grund zu lernen auff der Lautten vnd

who

the 16th century,

a

lived at

.

.

.

;

.

Geygen,
Jcunig

.

.

.

;

viit vleiss geniacht dilrch Ilajis Jtideii.

.

;

and

lein zuuernemeii.

finally

.

.

.

Item

d<is aiuier puech-

Pieces for the lute are

contained in the book, copies of which exist at
Berlin and Brussels as well as in two libraries
(See Qioellen-Lexikon, and an excelat Vienna.
lent article by A. Koczirz in the Sammelbdnde

of the Inl. Mus. Ges. vi. p. 237, where the
titles of the sections of this book are given in
Ambros reprints an arrangement of a
full.)
volkslied in his History, ii. 2S2.
M.

JUDGMENT OF

PARIS, THE.

by William Congrevethe

dramatist.

A
At

masque

the close

of the 17th century a number of gentlemen,
among whom the then Lord Halifax was con-

and Finger's do not seem
printed

in

their

to

entirety,

have been ever

though Veldon's
Let Ambition fire

song from the masque,
thy mind was for a century deservedly held in
fine

*

'

much

esteem.

The contest was held

at the theatre in Dorset
Gardens early in the year 1701. Congi'eve, the
author of the libretto, describes it in a letter to a
friend as being a most remarkable sight.
The
whole fashionable world was there, the usual
orchestra portion being
turned into White's
chocolate house, the whole family being transplanted thither with chocolate, cooled drinks,
ratafia, portico, etc., which everybody thatwould,
called for, the whole expense being defrayed by
the subscribers.'
He also states that there were
'

eighty-five performers besides the vocalists,

and

that the back of the stage was built into a concave with deal boards faced with tin to throw
forward the sound. See Literary Relics, p. 325.
In addition to the above were other musical
productions under the title The Judgment of
Paris, including a ballad opera acted at Lincoln's
Inn Fields in 1731, and a burletta acted at the
Haymarket in 1768. Dr. Arne also set a piece
under the name, and this was published by H.
Waylett in or near the year 1740. This publication also included the first edition of Rule
Britannia as jiart of its contents.
F. K.
'

'

'

'

JUDITH.

An

words by HugProduced in London
1733. 2. An oratorio by Dr. Arne (his second)
the words selected and adapted by Isaac Bickerstaff.
Produced at Drury Lane Theatre, Feb.
27, 1761, and at the Lock Hospital Chapel
gins,

1.

oratorio

;

music by Defesch.

;

A

biblical cantata in three
Feb. 29, 1764. 3.
scenes words selected from the Bible by Chorley,
'

'

;

Henry Leslie.
Birmingham Festival, and

Composed

music by
3,

1858

;

also at St.

An

first

the

for

performed Sept.

Martin's Hall, March

S,

sidered chief mover and contributor, raised a
sum of two hundred guineas to be given in
prizes for the musical setting of a masque or
Judgment of Paris
similar subject,
the

composed by Sir C.
Hubert H. Parry, produced at the Birmingham

being finally selected for the contest.
OnMarch21, 1699, the London Gazette inserted
'Several persons
this following advertisement
of quality having for the encouragement of
musick advanced 200 guineas to be distributed
in 4 prizes, the first of 100, the second of 50,
and the third of 30, and the fourth of 20 guineas
to each master as sliall be adjudged to compose
This is therefore to give notice that
the best.
those who intend to put in for the prizes are
to repair to Jacob Tonson at Grays Inn-gate
before Easter next day, where they may be
further informed.'
No record appears to exist
as to what other competitors entered the lists,

Judgment.
Spohr's first oratorio. "Written for
and produced at the Festival at Erfurt, August
15, 1812, in honour of Napoleon I. It was not
successful
but Spohr's naif account of the performance, and of his own predilection for it,' is
highly amusing. It is an entirely different work
from Die letzten Dinge,' known in England as
The Last Judgment.
G.
JiJRGEXSOiSr, Petek, a famous Russian
music-publisher, bom at Reval in 1836, founded
the business kno^vn under his name in Moscow
in 1861 mth the main object of promoting the
interests of the Russian composers
he published
various works by Glinka, Tchaikovsky, RimskyKorsakov, and others, and did much to forward
the appreciation of Russian music in other
countries. He died in Jan. 1904, at Moscow. M.
JUIVE, LA. Opera in five acts words by

1859.

but the four

prizes

went in the order named to
Eccles, Daniel Purcell, and
Editions of tlie masque with

John "Weldon, John

Godfrey Finger.
Eccles's music and with Daniel Purcell's were published infolio byJohnValsh. Veldon's settings

oratorio

;

Festival of 1888.

g.

JUXG3TE GERICHT, DAS,

'

:

4.

'The Last

'

;

'

'

;

;

'

S^lbithiO'jraphie,

i.

1^9.

JULLIEX
Scribe,

music by Halevy.

JULLIEN
Produced at the

Acaderaie, Feb. 23, 1835.
In England by the
Brussels troupe at Drury Lane in French, July
in Italian,
La Ebrea,' at Covent
29, lSi6
'

;

in English, adapted by
Garden, July 25, 1S50
Henri Drayton, at the Surrey Theatre under
Miss Romer's management, June 21, 185-1.
Revived with a new libretto by "W. Grist, at
a.
Belfast in Sept. ISSS.
JULLIEX, Jean Lucien Adolphe, born in
Paris, June 1, 1845, was the son and grandson
;

of distinguished literary men, his grandfather,
Bernard JuUieu (17 52- 182 6)having held various
professorships, and his father. Marcel Bernard
JuUieu (1798-1881) having been for some years

principal of the College at Dieppe, and subsequently editor of the Eerue de Vinstructioii
publique,

and having taken a prominent part
compilation

Dictionary.
Adolphe JuUien was educated at the Lycee
Charlemagne in Paris, and having taken the
degree of licentiate in law, he completed his
in

the

of

Littre's

musical studies under Bienaime, retired professor
His first essay in musical
at the Conservatoire.

was an article in Le Meneatrel, on
Schumann's Paradise and the Peri,' which had
just been produced unsuccessfully in Paris
(1869). In that article his pronounced opinions
in favour of the advanced school of music are
expressed as fearlessly as they are in his most
criticism

'

He has ever since fought
recent wTitings.
valiantly for musical progress of every kind, and
in the Wagnerian controversy he has taken a
position which cannot be sufficiently admired.
His life of that master is not only a monument
of accurate and erudite information, but a complete

and in most

eases just review of all his

works, while the collection of caricatures and
the other illustrations make the book exceedingly
amusing.
The companion volume on Berlioz is
even better.
But before engaging in the great
musical battle of our day, he had proclaimed his
convictions with regard to Schumann, and other
composers who were too little appreciated in
France, with great vigour and exhaustive knowHe has at various times
ledge of his subject.
contributed to the Rerun et Gazette viusica/e,
the Menestrel, the Chroniqv.e musitale, the
Renmssance musiath, the Revue eontemporaine, the ilotiiteur du Bibliophile, the Revue
de France,, the Correspoiulant, the Rcuue
Britannique, L'Art, Figaro, and other periodiHe was critic to the Franrais from May
cals.
1872 to Xov. 18S7, wlien that paper was

mth the old .Vonitcur unirersel
that time il. JuUien has remained
In March 1873, he became
on the staff.
musical critic of the Journal des Debats, thus
succeeding to the post held by Berlioz and
Besides exercising the ordinary avocaEeyer.
tions of a musical critic, he has made an
intimate study of the history of the ISth century,
especially in connection with the theatrical
amalgamated
since

;

551

of the time
and most of his earliest
booka, which have become exceedingly difficult
to procure, treat of this subject.
His first
books, L'Opera en 17SS (1873), and La
affairs

;

Musique et les Philosophes au XVIII' siiicle
(1873), were followed by several which have no
direct bearing on music.
A complete list of his
works since 1876 is appended:
Un Potentat
musical, etc. (1876)
L' Eglise etV Opera en 1735
(1877); Weber a Paris (1877); Airs variSs,
histoire, critique, biographies musicales et drainatiques (1877)
La Cour et V Opera sous Louis
A'fV(1878)
La Comedie et la Galanlerie au
XVIII' siHle (1879) Histoire du Costume au
Thidtre (1880); Goethe et la musique (1880);
;

;

;

;

(1880); La
which is
embodied the second of the earlier works, 1881)
Hector Berlioz (1882)
La Comidie a la Cour
Paris dilettante au commencement du
(1883)
sitcle (1884)
Richard Wagner, sa vie et ses
ffiwi'rcs(1886) Hector Berlioz (188S) Musiciens
d'aujourd'hui (18923.ndlS9i) Musique(lS96),
L'Opira
Ville

et

au XVIII'

secret

la

siecle

XVIlp

Cour au

siecle (in

;

;

;

;

;

;

;

historical studies,

La Romantisme

I'^diteur

et

Renduel (1867).

JULLIEN
TOISE,

M.

(originally

was born at

JULIEN), Loris AnBasses

Sisteron,

Alpes,

His father was a bandmaster,
and the boy was thus familiar mth instruments
and music from his cradle. At twenty-one he
went to Paris and entered the counterpoint class
of Le Carpentier at the Conservatoire, Oct. 26,
1833.
Composition, however, and not counterpoint was his object, and after a year's trial he
quitted Le Carpentier for Halevy, Dec. 16, 1834,
but with no greater success he refused to do the
exercises, and insisted on presenting the Professor
with dances as specimens of composition
not
perhaps quite to Halevy 's annoj'ance if it be true,
as it used to be said, that the waltz
Rosita,'
Afiril 23,

1812.

;

'

'

—

'

which became the rage in Paris as JuUien's, was
written by his master.
He did not obtain a
single mention at the Conservatoire, and at the
beginning of 1836 finally left it, and soon after
appeared before the public as the conductor of
concerts of dance music at the Jardin Turo.
The Huguenots was just then in all the flush
of its great success, and one of Jullien's first
quadrilles was made upon the motifs of that
opera, the announcement of which, as quoted by
M. Fetis, is exactly in the style with which
Londoners afterwards became familiar. To this
enterprise he joined the establishment of a musical p)aper.
No wonder that he was unsuccessful.
In June 1838 he became insolvent, and had to
leave Paris,
His first appearance in London
seems to have been as conductor, jointly with
Eliason, of shilling Concerts d'Ete at Drury
Lane Theatre, which opened June 8, 1840, with
an orchestra of ninety -eight, and chorus of
twenty-six. On the 18th of the following January
he conducted Concerts d'liiver
at the same
theatre, wit h a hand of ninety and chorus of eighty
'

'

'

'

'

'

JULLIEN
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These were followed by Concerts de Societe at
the English Opera House, Lyceum, Feb. 7 to
March IS, 1842, at which Rossini's 'Stabat Mater'
was produced for the first time in England. In
Dec. 1842, began his 'annualseries of concerts 'at
the English Opera House, and he thenceforward
'

'

continued them season after season, at the close of
the year, now at one theatre, and now at another,
till the Farewell series in 1859.
His aim,' in
his own words, was always to popularise music,
and the means he adopted for so doing were
the largest band
the very best performers,
'

'

;

and orchestral and the most attracHis programmes contained a certain
amount of classical music though at the beginning hardly so much as that given by some of
his predecessors, who announced a whole symphony on each evening. This was probably too
both

solo

;

tive pieces.

—

much

for a shilling

audience in the then state

and Jullien's single movements
and weaker doses just hit the mark. Later on
in his career he gave whole symphonies, and even
two on one evening.
No doubt this judicious
moderation did good, and should always be
remembered to his credit, or that of his advisers.
But the characteristic features of Jullien's concerts were, first, his Monster Quadrille, and
of musical taste,

secondly himself.
He provided a fresh quadrille for each season, and it was u-sually in close
connection with the event of the day.
The
' Allied Armies Quadrille
during the Crimean
war 1854 the Indian Quadrille, and Havelock's March,' during the Mutiny, 1857
the
English Quadrille'
the French ditto
and
These were written by himself, and
so on.
though then considered noisy were always rhythmical, melodious, and effective.
In some of them
as many as six military bands were added to the
immense permanent orchestra. In front of this
massof executive ability,' 'theMons
to adopt
the name bestowed on him by Punch, whose
cartoons have preserved his image with the
greatest exactness
with coat thrown widely
opjen, white waistcoat, elaborately embroidered
shirt-front, wristbands of extravagant length
turned back over his cuffs, a wealth of black
itself a startling
hair, and a black moustache
%vielded his baton, encouraged his
novelty
forces, repressed the turbulence of his audience
with indescribable gravity and magnificence,
went through all the pantomime of the British
Army or Navy Quadrille, seized a violin or pic'

'

;

;

'

'

'

;

;

'

*

—

—

—

—

colo at the

moment

of climax,

and

at last

sank

All
exhausted into his gorgeous velvet chair.
pieces of Beethoven's were conducted with a
jewelled baton, and in a pair of clean kid gloves,
handed him at tlie moment on a silver salver.
Not only did he obtain the best players for
his band, but his solo artists were all of the
Ernst, Sivori, Bottesini, Wiehighest class.
Arabella Goddard, Marie
niawski, Sainton
Sims Reeves,
Pleyel, Charles Halle, Vivier
Pischek, and many others, all played or sang,
;

;

some of them for the first time in England,
under Jullien's baton.
In fact he acted on the
belief that if j'ou give the public

and give

what

is

good,

with judgment, the pjublic will be
attracted and will pay.
And there is no doubt
that for many years his income from his
Promenade Concerts was very large. His
harvest was not confined to London, but after
his month at Drury Lane, Covent Garden, or
Her Majestj-'s, he carried off his whole company
of players and singers through the provinces,
including Scotland and even Ireland, and
moved about there for several weeks a task at
that time beset with impediments to locomotion
If he had
which it is now difficult to realise.
but confined himself to the one enterprise, and
exercised a proper economy and control over
that
But this was impiossible. He had started
a shop soon after his arrival, first in Maddox
Street and then in Regent Street, for the sale
of his music.
In 1847 he took Drury Lane
theatre on lease, with the view of playing
English operas.
Mr. Gye was engaged as
manager, and Berlioz as conductor, ' with a
host of other officials, including Sir Henry
Bishop as inspector-superintendent at rehearit

—

!

'

and

sals,'

a sjjlendid

band and chorus.

The

with a version of
Lucia,' in which Sims Reeves made his operatic
debut, and which was followed by Balfe's
'Maid of Honour,' 'Linda,' and 'Figaro.'
All departments,' says a contemporary article ^
by one who knew him well, were managed on
the most lavish scale
orchestra,
chorus,
principal singers, officers before and behind the
curtain, vying with each other in efficiency and
also in expensiveness.
The result might have
been anticipated.
The speculation was a
failure, and though his shop was sold for £8000
to meet the emergency, M. Jullien was bankrupt
(April 21, 184'8),
He left the court,
however, with honour, and, nothing daunted,
soon afterwards essayed another and still more
hazardous enterprise.
In May 1849 he
announced a Concert monstre and Congres
musical,' 'six grand musical fetes,' with '400
instrumentalists, three distinct choruses, and
three distinct military bands.'
The first two
took place at Exeter Hall on June 1 and 15,
and a third at the Surrey Zoological Gardens on
July 20.
The programme of the first deserves
house ojiened on

Dec.

6,

'

'

'

;

'

'

quotation.
ode-sinfonie
tenor.

2.

—

was in three parts
1. David's
Le Desert
Sims Reeves solo
Mendelssohn's Scotch Symphony.
It

:

'

'

—

A

miscellaneous concert, with Anna Thillon,
Jetty Treffz, Miss Dolby, Braham, Pischek,
Dreyschock, Molique, etc. etc.
This project
3.

too, if we may judge from
ment, ended disastrously.

the opera of

An amuain?

'

Pietro

il

sudden abandonIn 1852 he wrote
Grande,' and brought
its

account of Berlioz's early enthusiasm, and its
gradual evaporation, will be tound in his Correnponda nee incite
118791. letters xxxv. to iliT,
2 Magical World, March 24, 1S60.
'

JULLIEN

JUON

out on the most magnificent scale at
the Royal Italian Opera, Covent Garden, on
August 17, at his O'wti cost. The piece was an

This will probably tend
us even more
than his uurivalleii energy and talent, or his
unprecedented zeal and liberality as a public
entertainer.
To Jullien, moreover, is attributable in a lavge measure the immense improvement which our orchestras have made during
the last fifty years, he having been the
means not only of bringing over some of the
greatest foreign instrunrentalists, but of discovering and nurturing the promise of many
English pertbrmers, who through the publicity
he placed at their disposal, no less than through
their own industry and ability, have since
attained acknowledged eminence. '^
o.
JUNCK, Benedetto, born August 24, 1S52,
at Turin, his mother being an Italian, and his
father a native of Alsace.
After a mathematical
training at Turin, he was sent into a commercial
house at Paris.
He would from the first have
preferred to make music his profession, but
although the Juncks were a wealthy family, his
father objected to the choice of so precarious a
career.
His natural bias, however, proved too
strong
and instead of applying himself closely
to business, Benedetto Junck devoted his time
chiefl}' to music.
Such musical education as he
brought with him to Paris was slight, and almost
entirely confined to the pianoforte.
Hence the
orchestral works of the great masters which he
first heard in Paris keenly stirred his artistic
temperament and his ambition to dedicate himself to music became deeply rooted.
In 1870 he
returned to Turin as required by law' to perform
a year of military service, and about this time

it

entire failure, and after five performances was
withdrawn, leaving Jullicn a loser of some
Shortly after this he
thousands of pounds.
visited America and remained there till June 28,
1854.
On his return he resumed the regular
routine of his metropolitan and jirovincial concerts. But misfortunes pursued him. On March
5, 1856, Covent Garden Theatre was burnt to
in
the ground, and the whole of his music
was
other words, his entire stock in trade
an irreparable loss, since his
destroyed
quadrilles and other original pieces were in MS.
In 1857 he became involved in the Koyal
Surrey Gardens Company, and lost between
£5000 and £6000. This enabled him to add
to his achievements by conducting oratorios,
but the loss, the protracted worry and excitement attending the winding up of the Company,
and the involved state of his own affairs, which
had been notoriously in disorder for some years
and were approaching a crisis, must have told
The next season was his
severely on him.
He gave a series of Farelast in England.
this time at
well Concerts at the usual date
the Lyceum, with a band reduced to sixty
made a Farewell provincial tour, and then,
probably forced thither by pecuniary reasons,
went to Paris. There on the 2nd of May 1859,
he was arrested for debt and pait in prison at
Clichy, but on the 22nd of the following month
was brought up before the court, heard, and
Early
liberated with temporary protection.
in March following an advertisement appeared
JuUien Fund,' stating
in the papers headed
that he was in a lunatic asylum near Paris, and
appealing to the public on his behalf. Scarcely,
however, was the advertisement in type when
the news arrived of his death on March 14,

—

—

;

—

—

'

1860.
N"o one at all in the same category with
JuUien, at least in modern times, has occupied
anything like the same high position in public

His name was a household word and his
face and figure household shapes, during a period
of nearly twenty years.' AVhatever the changes
in his fortune his popularity never waned or
varied.
Frequent allusions were made to him
favour.

in

'

the periodicals.

And why

so

?

Because,

with much obvious charlatanism, what Jullien
aimed at was good, and what lie aimed at he
He was a public amuser,
did thoroughly well.
By his
but he was also a public reformer.
frequent performances of the music of Mozart,
and other great
Beethoven, Mendelssohn,
masters, and by the constant engagement of
the most eminent performers, he elicited at first
the unconscious attention, and then the enthusiastic appreciation, of the vast multitudes
that besieged his concerts, and that not merely
in London but all over the provinces of Great
'
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Britain and Ireland.

to preserve his

memory among

;

;

his father died.

own

He was now

free to follow his

and at the age of twenty-two
he went to Milan, and [lut himself under Alberto
Mazzncato (then firincipal of the Milan Conservatorio) for a course of study in harmony and
counterpoint.
He also worked a short time
He died in 1905.
under Bazzini.
The list of his published works is as follows
inclinations,

:

1.

'La Simona.'a set of twelve songs for Sopmno and Tenor (\rords

by Fonfctnal.
2.

1878.
Ott-o RoniHiize Iwords

3.

Two Soncs

4.
5.
6.

by Heine and

Panzacclii).

1S81.

Iwords by Heinel. 1883,
Sonata for PF. and Violin in G. 1884.
Sonata for PF. ,ind Violin in li. 1865.
String Ouartet in E. 188M.

earliest of Junck 's works, 'La
stands jire-eminent among them
for originality and jiower
but some of the Otto

Although the

Siraona

'

still

'

Komauze,'

— especially

:

Inos.

2

and

4,

entitled

Dolce sera and FJcbil traversa V anima mi'a, are
also compositions of a high order.
The melodies
are graceful and flowing, and the accompianiments are w-orked out with care and taste.
It is, however, in chamber-music that Benedetto Junck may be said to have rendered the
most valuable service, because this kind of
music has been neglected in Ital}', and is conse-

quently a scarce piroduct there.
JUON, Paul, was born March
'

nn- JhtKital

lT-,.r?.f,

March

'24,

lyiiO.

A. H.
9,

w.

1872, at

JUPITER

JUST INTONATION

Moscow, where his father is a prominent official.
In 1SS8 he joined the Moscow Conservatoire
and studied tlie violin under Hrimaly, and
composition under Taneiev and Arensky.
He
completed his studies at the Hochschule in
Berlin, under the direction of Woldemar Bargiel,
and was awarded the Mendelssohn scholarship.
After a short stay at Baku, where he obtained
a teaching post, he settled down in Berlin, and
had the good fortune to attract the attention
of Herr Lieuau, head of the publishing house
of Schlesinger, which has brought out all his
compositions to date.
These include two
symphonies, of which the second, op. 23, was
produced in January 1903 at Meiningen, where
it received a flattering reception from that

the letter above quoted.)
The symphony was
published as a PF. duet Ijy Breitkopf & Hiirtel,
with the Finale of the Quintet in C (composed 1787) substituted for its own last
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highly

audience, further a sextet for
string quartets, a piano
trio, violin sonata, viola sonata, and some pieces

strings

critical

and piano, two

for stringed orchestra.
His piano compositions
are entirely in the small firms, the best known
being the concert pieces, op. 12
'Satyrs and
;

Nymphs,
26.

'

op. 1 8

His style

is

;

and preludes and capriccios, op.
an interesting blend of Russian

and German, the material being almost

invari-

ably Slav in character, whilst the treatment is
thoroughly German, leaning now towards
Brahms, now towards less recent German \\Titer3
His powers of development
of chamber music.
are strong, and characterised by solidity of
thought, whilst the danger of heaviness is cleverly
avoided by the use of an exceptional rhythmical
ingenuity, probably as Slav in its origin as the
He relies for his construction
themes he uses.
to a large extent on contrapuntal device, at
which lie is an adept, but he occasionally allows
himself to drift into sequential passages which
are lacking in interest, and he has an inordinate
Nevertheless,
the variation form.
the second symphony, the piano
sextet and trio, the viola sonata, and the
variations in the violin sonata are sufficient to
reveal a strong inventive faculty, whilst the
method displayed leaves no doubt as to the comlove

works

for

like

poser's excellent equipment.

The symphony

A

in

was played in Loudon at the Promenade
Concert of Sept. 6, 1904, and at the PhilharE. E.
monic Concert of June 8, 1905.
JUPITER. A sobriquet bestowed whether
on Mozart's
"by J. B. Cramer or not is uncertain
49th and last Symphony in C major (Kochel,
551), and now to some extent classical, since
even the conservative Mendelssohn uses it in
The title seems
his letter of March 7, 1845.
to have been first used in the programme of
the Philharmonic Concert of March 26, 1821.
The symphony is quoted in Mozart's autograph
The
catalogue, with the date August 10, 1788.
autograph is on oblong paper, ninety-one pages of
twelve staves each, and belongs to Julius Andre,
Frankfort.
Mendelssohn was the first to notice
the fact that a favourite passage near the close
(See
of the Andante was an afterthought.

—

—

movement.

JUST INTONATION

G.
is

a term which issome-

times used, though quite incorrectly, as a synonym
(See Stainer
for singing or playing in tune.
and Barrett's Vktiuiiary of Musual Terms, etc.)
It has a special meaning and use among musicians, although it is of the rarest occurrence in
pjractical music.
Before the introduction of
equal temperament, the process by which all the
keys became equally available for pjractical use,
the scale of C major was usually tuned, on keyboard instruments, in what is called Just Intonation, that is to say, the intervals were accurate
in so far as they affected the key of C, and approximately so for a very few other keys on each side
of it.
The inherent error which is one of the
paradoxes of music, and for which the reader
must be referred to the articles Comma, Scale,
and Temperament, was accumulated, as it were,
in the intervals that were most rarely used, so
that the key of C could be made to sound quite
pure, and those of F, G, and some others, nearly
so.
But reference to the article Scale will
show that absolute purity was unattainable in
any two scales on a keyboard instrument, unless
the number of keys was so gi'eatly multiplied as
to add very materially to its player's difficulties.
The diagram in that article shows the relations
existing, in Just Intonation, between the successive intervals, and it is seen that these intervals, between adjacent notes of the scale, are
actually of four kinds, not the simple whole tone
and semitone to which the modern system of
temperament has equalised them, but major and
minor tones, diatonic and chromatic semitones.
Since the last interval occurs in no natural
scale, we may for the present consider only the
other three, and see in what way the difference
of a major and minor tone affects practical music.
If the scale diagram already referred to be
examined, it will be found that the accurate interval between the first and second notes of the
major scale is a major tone, that between the
second and third notes a minor tone. The scale
may be divided into two tetrachords of apparently similar, but actually ditf'erent, construction
for in the last four notes the intervals are
successivelj' a minor tone, major tone, and semitone.
It follows, therefore, that if the simplest
passage be referred first to one key and then to
another, in the course of modulation, there must
in Just Intonation be an appreciable difference
between what appears to he the same interval.
If the following passage be taken as in the key
of C, rising to the fourth from the keynote, the
first interval will be a major tone, and the second
a minor
if it be taken as in the key of F, rising
from the dominant to the tonic, it is clear that
the first interval must be a minor tone, the second
;

;

JUST INTONATION

JUST INTONATION
a major.

Thus, the position of the note

D must

who can adapt
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their voices to give the correct

matter of course, the frequent
modulations in modern music, causing delicate
adjustment of pitch to be made at every moment,
make it more and more difficult to realise Just
The one violin player
Intonation in practice.
intervals, but as a

i
Key

of C.

Key

of F.

E^

=5t

^-^

—

a:

who most

he slightly higher in the first case than in the
Such a difference as this is only just
second.
appreciable by a trained ear, but on instruments

constantly observes scientific truth in
is Joachim.
Neither the keyboard of the piano, nor
the ordinary notation, has any means of making
clearsuchdifferencesas have been here described ;

or Yoices that are capable of performing in Just

but the

Intonation the beauty of an untempered chord
The instruments of the violin
is unmistakable.
family, on which the notes are not fixed, can be
played in Just Intonation, and choirs that are
in the habit of practising without the aid of keyboard instruments can be made to realise the
difference and to make the intervals really accuOccasionally solo singers are to be found
rate.

(see

s2

his intervals

'

modulator

Tosic

Soi.-r.i)

'

of the Tonic Sol-Fa system
in its larger form,

very clearly the difference of

shows

size in the. succes-

Ray being represented
than to Doh.
The truths of
Just Intonation do not appear to be emphasised
as they might be by Sol-Fa teachers, but in the
training of the ear much may be and no doubt
is, done unconsciously.
m.
sive intervals, the syllable

as far nearer to

Me

K
"[7ADE, Otto, was born May 6, 1S19, at
Dresden, and already as a pupil at the
Kreuzschule, showed a decided predilection for
music.
He received lessons in harmony and
counterpoint from Julius Otto and Moritz Hauptmann, and in pianoforte and organ-playing from
G. Schneider. On the completion of his studies
in 1846, the generosity of an uncle enabled him
to make a prolonged stay in Italy for the purpose

J.

of musical study, especially of the older vocal
music.
On his return he founded, and for
several years conducted, a Caecilien-Verein or
mixed choir for the performance of older vocal

In 1860 he received the first prize from
the JIaatschappij tot bevordering der Toonkunst
in Amsterdam (Society for the Furtherance of
Music) for his valuable monograph on Mattheus
le Maistre,' a former capelluieister to the Court
of Saxony.
In the same year he accepted the
invitation from the Grand Duke of MecklenburgSchwerin, Friedrich Franz II., to be musical
"works.

'

director of

The

the Schloss-kapelle at Schwerin.
Schloss-chor, which was organised on similar

principles to the Berlin Dom-chor, was brought
by Kade to a high pitch of artistic refinement,

which placed it among the leading institutions
of the kind in Germany.
During the same time
he was entrusted with the musical editorship
of the Cantionale far die evangelisch-lutherischen Kirchcn ira Grossherzogtuin MccklenhurgSchioerin, which appeared in parts from 1868 to
1887.
Along with this Cantional he also published a Clioralbuch for four voices, harmonised
on the strict diatonic system of the 1 6th century.
The first edition of this Choralbuch appeared
in 1869, a second in 1886.
It appears to have
been Kade who gave the first impulse to the
foundation by Eitner of the Gesellschaft fiir
Musikforschung, which led to the publication
of the Monatsh'.'fte fiir Musikgeschichte from 1869
up to the present. Kade edited for the Gesellschaft Johann Walther's JVittcnhcrgisch geistlich
Gesanghuch of 1524, and was joint-editor with
Eitner and Erk of Ott's Liederhuch of 1544.
In 1862 Kade had been commissioned by the
firm of Leuckart, the publishers of Ambros's
Geschichte der Musik, to edit a supplementary
volume, containing specimens of the most celebrated masters of the 15th and 16th centuries.
This volume only appeared in 1SS2, but repre*

'

'

'

sents the fruits of

many

years' research in the

various libraries of Italy and Germany.

Thirty-

five composers are represented, many of them
previously unknown.
In 1892 he published a

volume entitled Z)i"c dlteren Passioiiskompositioneii
his zu'iii Jalu-e 1631 (Giitersloh, 1S92), which
gives an account of the various compositions of
the Passion in the 16th century, and gives the
actual notes of the Obrecht, AValther, and

Scandelli Passions.

As part

of his official

work

at Schwerin he published, in 1896, a Catalogue
of the Grand-Ducal Musical Collection.
Other

works of Kade are Der Ncu-aufgcfmxde LutherCodex (with
and Die
facsimiles),
1871,

He

deutsche weltliche Licdweisc, 1872.

retired

from active service in 1893, and died at Doberan
near Rostock, July 19, 1900.
List of the pieces contained in Kade's supplementary volume to Ambros's Geschichte der

Musik
1.

:

—

Okeghem.

2.

,,

3.

,,

4.

Sanctaa a.nd Benedic-tas from Jliesa Cujoflvia
Je n'ay deui,' a 4.
"Lauter dantant,' a 3,
,,
Se ne paa jeuli,' a S.
,,
Se Toatre coeur,' a 3.
,,
'

CliaQson,

'

,,

6.

'

,,

6.

,.

Fuga 3 vcicuin in Epidiateaaaron.
Ave Regina, a 4.

7.

Obrecht.

8.

ForBeuJement,' a 4.
(without title), o 4.
'LaTortorella,' a 4.
Se bien fait,' a 4.
,,
Salve Eegina, a 3.
„
Joaquin de« Priia. Stabat Slater, a 5.

9.

10.

11.
12.

13.

17.

18.
19.

20.
-1.
?J.
at.
24.
25.
26.
27.

,,

Chanson,

„

,,

„

,.

'

,,

14.
15.
16.

toni.*

'

,,

,,

Missa. 'Pange Lingna,' a

,,

,,

Chanson,

,,

,,

,,

.,

4.

J'ai bieii cause a 6.
Je aay bien dire,' a 4,
'Adieu, nies amours,' o 4.
,,
Scaramella,' a 4.
,,
Sanctus from Miaaa Toua lea regrets,' a
'

'

'

,,

,.

'

,.

Pierre de la Eue.

'

4.

O aalutaria hostia,' a 4,
Missa Feativale. from Cruciflxus to end, a 2, 3.
E«ginaCo€li. a 4.
,,
A. AgricoU. Chanson, Comme Femme,' a 3.
Gaspar Werbeke. Motet. 'Virgo Maria,' a 4.
Loyaet Compare. Chanson, 2sou8 sommes de I'ordre de
Babouin.' a 4.
'

,,

A. Erumel.

4.

'

'

28.

St.

Ch;inson, La Alfonaina," a 3,
Ave Maria, a 4.
Agnus from Miaaa Mi-mi,' a 4.

Ghiselin.
De Orto.

'

'

,.

Salve Virgo eingularis.' a 4.
"Media vita in luorte aumus, a 4.
31. A. Fevin,
Motet, Descendi in hortum menm.' a 4.
32. Eleazar Genet,
Lamentations, a 3 and 4.
33. Nicolas Gombert,
Ave Regina, a 4.
.^39. B. Ducia. 6 geiatliche deutache Lieder, a 4.
40. Heinrich Finck.
Miasa. 'De Beata Virgine,' a 3.
Psalm 12, Hilf. Herr,' a 6,
41. llirimaa Stoltzer.
42-44. Paiil Hoffheyiner,
3 deutsche weltliche Lieder, a 4.
4.5. Heinrich Isaa^,
Motet, 'Ulumina oculoa meos, a 3.
46.
Virgo Prudentiaaima,' a 6,
.,
,,
29.

Layolle.

30.

,,

'

'

'

'

„

47.

48-49.
50-53.
54.

55.
56.
57.
58.
59.

60.
61.

62.
63.

a 4,
..
and Alleluias, De Xativitate,' a
Chanaona a 4 and 5 (without text).
Ich Btund an einem Mnrgen,' a 4.
.,

Introits

,,
,,

'

4

M. Greiter. Lied,
David Koler. GeistlicheaLied, Odu edlerbrunderfrenden,' a4.
Arnold de Bruck,
O du armer Judaa,' a 6.
allmiichtiger Gott.' a 5.
,,
Es geht gen dieaen Sumer,' a 4,
L, Senfl.
Motet, Ave roaa sine spinis,' a 5,
Lied, Wol kumt der Mai,' a 4.
.,
Im Maien, im Maien,' a 4.
,,
Johann Walther. GeistlicheaLied, HoldaeligermeinaHerzens
Troat." a 6.
Johann Walther. Geistlichea Lied, 'Wach auf du deutschea
Land, a 4.
M, Le Maiatre, Geistlichea Lied, Hiir, Menschenkind.' a 4.
Weltliches Lied, Schem dich du tropf,' a 4.
Scandelli. Sanctus, Benedictus, Agnus from Misaa, a 3-6,
Nun komm der Heiden Heiland,' a 5,
,,
Trinklied, Der Wein, der schmeckt, a 6,
,,
Canzonetta, 'Boiizorno Madonna,' a 4.
Rogier Michael.
Ein feate Burg,' a 4.
Leonard ScbriJter. Te Deum (German text), a 8.
Thomas Wallieer. 'Ein feate Burg,' a 5.
'

'

'

'

,,

'

.,

'

'

'

6465.
66.
67.

68.
69.

70.
71.

'

'

,,

'

'

'

.,

'

72.
73-79, 7 Italian Frottole.
80. A, Willaert.
Pater Noster and Ave Maria, a 4.
81. Hana Leo Hasaler.
Hcrzlich lieb hab' ich dich,' a 8.
82. Jacobus Gallua (Handll.
'Jerusalem Laetare,' a 6.
'

8.3.

84.

Escobedo. Motet, Exurge quare obdormia,' a
Morales. Motet, 'Sancte Antoni,' a 4.
'

KAHX,

Robert, born

4.

J

P

M

Slannheim, July
studied with Lachner in his native
21. 1865
town, with Kiel in BerHn, and Rheinberger in
Munich, and afterwards profited by the society
of Brahms in Vienna and of Joachim in Berlin,
so that he has had exceptional opportunities
for becoming acquainted with all the best
influences in German llusic.
In 1890 he
undertook the direction of a choir of ladies*
;

at

KALKBRENNER

KAHRER-KAPPOLDI
voices in

a post wliicli he lield

Leipzig,

for

many

compositions tor
At
female voices with and without orchestra.
the present time he is teaclier of composition
in the Hochschule of Berlin, and his chamber
compositions are highly esteemed throughout
Germany. They include a string quartet in A,
two quartets for piano and strings (opp. 14
and 30), a trio in E major, two sonatas for
piano and "V'iolin (one in G minor, op. 5, was
played in March 1896 by Joachim at a Monday
Popular Concert), many songs, duets, and
Mahomets Gesang,' for choir
pianoforte solos.
and orchestra, is Kahn's most important work
three

years,

^vriting

'

in the larijer forms.

M.

KAHKER-RAPPOLDI, Mme. SeeR.4.ppOLDi.
KALINNIKOV, Basil Seegeivich, composer, horn Jan. 13, 1866, in the Government
of Orlov; died at Yalta, Jan. 11, 1901 (Dec.
He was the son of a police
29, 1900 O.S.).
official,
and was educated in the Orlovsky

Seminary, where for a time he directed the
In 1884 he came to Moscow in great
poverty, hut succeeded in entering the Music
School of the Philharmonic Society. He studied
the bassoon, and also composition, under IlyinHaving completed a
sky and Blaramberg.
brilliant course at this school, Kalinnikov was
appointed assistant conductor to the Italian
UnOpera, Moscow, for the season 1893-94.
happily the privations he had undergone had
choir.

Symptoms

Conservatoire at Paris, and left it, after four
of assiduous study, with a prize for
lu 1813
pianoforte playing and composition.
he jilayed in public at Berlin and Vienna,
heard Clementi, made Hummel's acquaintance,
and was introduced by Haydn to Albreehtsbei'ger, from whom he had lessons in counterpoint.
From 1814 to 1823 he resided in
London, mucli sought after as a player and
fashionable teacher.
[He was a champion of
tlie system of Logier and the Chiroplast.]
In
1824 he settled in Paris as a member of the
pianoforte -making firm of Pleyel & Co.
la
Paris, too, his success as a performer and teacher
was very great
he was a shrewd man of
business and managed to amass quite a fortune,
iiadame Camille Pleyel was his best pupil.
When Chopin came to Paris in 1831, Kalkbrenner's reputation was at its height
his
compositions, mostly i^Titten for the market
and now forgotten, were upon the desks of all
dilettanti, and his pilaying was upheld as a
model.
Chopin, who was then only twentytwo j-ears of age, but had already '\\Titten his
two Concertos, the Etudes, op. 10, the first
Scherzo and Ballade, etc., called on him and
played his Concerto in E minor, whereupon
Kalkbrenner came forward with the astounding
proposal that Chopin should hind himself to be
his pupil for three years and thus under his

years

;

:

guidance become a good artist
Chopin took
no lessons, but attended certain class-meetings,
and soothed Kalkbrenner by dedicating the
Concerto to him.
In a letter dated Dec. 16,
1831, Chopin speaks in high terms of Kalkbrenner's technique,
praises his
charming,
equable touch and quiet self-possession, and
says that Herz was a zero compared with
him.
Still Chopin seems from the first to
have been of Mendelssohn's opinion, who said
You had nothing to learn
to him soon after,
from Kalkbrenner
you play better than he
!

consumption now began to show themselves, and he was
ordered to relinquish his work and winter in
The remaining years of his life
the Crimea.
There
were devoted entirely to composition.
seems no doubt that, but for his premature
death, Kalinnikov would have won a high place
among Russian musicians. His First Symphony
is a spirited work, full of fresh and healthy inIt has
spiration, and very national in style.
met with great success in Russia, and has also
been heard in Vienna (1S9S), Berlin (1899),
His principal works, puband Paris (1900).
cantata,
lished mostly by Jiirgenson, include
two symphonies (G
St. John Chrysostom
minor and A major) two orchestral intermezzi
two symphonic sketches inorchestral suite
cidental music to A. Tolstoi's play, Tsar Boris
(1899); string quartet; 'The Roussalka,'
songs
ballad for solo, chorus, and orchestra

Mxi.sikzeitinxg,

and

The

told

upon

his health.

of

:

'

'

;

;

;

;

'

;

K. N.

pianoforte pieces.

KALKBRENNER,

Fkiedrich

Wilhelm

composer for his
instrument, was born about 1784 on a journey
between Cassel and Berlin. His father, Christian
Ealkbrenner (1755-1806), of Hebrew extraction
and a musician of considerable ability, began
In 1798 he entered the
his training early.'
MiCH.-iEL, pianist,

and

prolific

1 Beethoven
includes 'KJilkhrenner l^'ater)' with Sterkel and
others oi the 'old dead composers of the Empire' in his denuuciii.
tion of Gottfried Weber's mistakes in regard to Mozart's Requiem.
'Eequleacat in pace.' says he (Letter, Feb. 6, 18'2UI, He would
hardly have been content with so mild a sneer if he bad known
-that Kalkbreuuer had 'arranged' 'Don Giovanni' (that is. had
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'

;

does.'

Kalkbrenner was a man of great vanity,
and far from scrupulous as to the means by
which he strove to enhance his reputation.

Marx used to tell a story how Kalkbrenner called on him in 1834 at Berlin,
anxious to make a good impression, as the
Professor was then editor of the new Berliner
Professor

and

an

influential

personage.

moWng

terms deplores the decay
of the good old art of improvisation, saying
that since Hummel had retired he was the only
one who still cultivated it in the true classical
spirit.
He opens the piano and improvises for
a quarter of an hour with fluent fancy and
gi'eat neatness, interweaving all
manner of
themes, even a little fugue, much to the Provisitor in

fessor's edification.
Next day a parcel of music
just printed at Paris arrives for review.
The
altered the music and interpolated fresh pieeesi for its appearance
on the Paris at-Lje, Sept, 17, 1S05 (see Lajartc, Bibl. m(«, de I'Op^ra
ii. S).
[See Lach.vith.)
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Professor, greatly interested, opens the topmost
piece
Effusio Musica, par Fred. Kalkbren-

—

I

'

1

ner
when lo and behold he has yesterday's
improvisation before him, fugue and all, note
for note
An instruction-book with etudes belonging
to it is the best thing Kalkbrenner left.
His
attainments as a musician are shown in four
pianoforte concertos, one for two pianos, a
'

:

!

:

!

and quintet, and various sonatas
and well written for the instrument,
but dull and trite, spite of the glitter of what
was called a brilliant style.
[See Mendelssohn's Letters, and the Life of Moscheles, passim
Life and Letters of Sir Charles Salle, p. 212
and Niecks's Chopin, i. 232-240.]
Kalkbrenner died of cholera at Enghien, near
Paris, on June 10, 1849.
e. d.
KALLIWODA, Johanx ^YENZESLAUS, a
violin player and popular composer, was born
at Prague, March 21, 1800.
From 1811 to
1817 he was a pupil of the Conservatorium,
under Dionys Weber and Pi.xis, and from 1817
to 1823 a member of the orchestra of that
town.
During a visit to Munich he was introduced to Prince Fiirstenberg, who took a lively
interest in his talent, and appointed him conductor of his private band at Donaueschingen,
which post Kalliwoda retained, in spite of
various offers from more important places, for
'

'

—

—

;

;

of Mendelssohn's

;

especially the clarinet, Quartets for
stringed instruments, Violin-Duets, PianoforteMany of his
pieces, and a number of songs.

ments,

works enjoyed for some time, and chiefly in
amateur circles, a considerable popularity and
the index of the Leipzig Allg. Mus. Zeitung
shows a long list of performances. The works
are certainly not of much importance in an
but
artistic sense, and show little originality
on the other hand, they are free from laboured
efforts and ambitious striving after startling
;

;

written in a thoroughly musicianly,
unpretentious, and unaffected style, easy to
understand, pleasing and effective.
Their day
is now over, but Schumann (in his Gesainm.
Schriften, iii. 278) speaks of Kalliwoda's fifth
effects, are

!

by

;

;

dedicating his Intermezzi (op. 4)
al Sign.
Kalliwoda.'
In the history of the music of the
last century Kalliwoda occupies as an orchestral
composer a position somewhat analogous to
Onslow's as a composer of chamber-music.
His son WiLHELM, horn at Donaueschingen,
July 19, 1827, was thoroughly well brought up

;

minor C
B minor (op. 106) G minor
and F Overtures, Concertinos, and other Solopieces for the violin and other orchestral instru;

Kalliwoda had put himself under Tomaschek of
Prague for improvement in some branches of
counterpoint in which he felt himself weak.
Schumann further testified his esteem by

;

the rest of his professional life, till he retired
on a pension in 1853. He died at Carlsi-uhe,
Dec. 3, 1866.
Kalliwoda, as a violinist, is regarded as one
of the best representatives of the Prague school
under F. W. Pixis.
Without possessing very
startling qualities of execution or style, his performances showed a well-finished technique, a
sympathetic but not large tone, and were altogether more remarkable for elegance and a certain
pleasantness than for vigour or depth of feeling.
As he travelled but little, his reputation
mainly rests on his compositions. They consist
of seven Symphonies
F minor (1826) Eb

D

Symphony with enthusiasm, and mentions the
interesting fact that only a few years previously

'

septet, sextet,
all correctly

.

his father,

Hauptmann's

and was

for a short

time a pupil

at Leipzig in 1847,

He

in 1848.

and of

held various posts

at Carlsruhe with credit to himself, and succeeded his father as conductor at Carlsruhe, but
was compelled by ill-health to forsake work, in
1875, and died at Carlsruhe, Sept. 8,1893. p. D.
KAMMERTON. See Pitch.
KANDLER, Fkanz Sales, a musical historian, to whom we owe an admirable condensa-

tion

of

Baini's

Palestrina

born August 23,

;

1792, at Kloster-Neuburg in Lower Austria.
He belonged to the AYar Office, and went as
interpreter with the army to Venice and Naples
in 1817 and 1 821.
He died of cholera at Baden
near Vienna, Sept. 26, 1831.
His two works
are Cenni storieo-critiei alia vita ed opere del
G. Ad. Basse (Venice, 1820
2nd ed., Naples,
.

.

.

;

1820), and that above mentioned, Ueher das
Lelen und die JVerke des
Palestrina, etc.
This was published after Kandler's death by
Kiesewetter (Leipzig, B. & H. 1834).
Another
posthumous publication, collected from Kandler's
contributions to musical periodicals, was Cenni
.

.

.

storieo-critiei sidle vieende e lo statoattnale della

musica in Italia (1836).

KAPELLE,orCAPELLE, a musical establishment, originally denoting a choir, as the Cappella Sistina,' etc., but now usually applied to
an orchestra.
The word was formerly used of
the private band of a prince or other magnifico,
but is now used to denote any band.
Thus
'

at Berlin,

the Kaiserliche konigliche Kapelle
(ninety-seven musicians, called Kammermusiker)
forms the regular orchestra of the Grand Opera,
with two Kapellmeisters (Conductors), a Concertmeister (Leader or first Violin), and a
Balletdirigent (Balletmaster).
G.

KAPSBERGEK, Johann

Hieeontmits, a
composer and skilled musician, flourished
at Venice about 1 604, and elsewherein Italy. He
attained great skill on instruments of the lute
family, and among his publications were three
booksof 'IntaholaturadiChitarrone'(1604,1616,
1626); fourof Villanelle' for voices, with chitarrone accompaniment (1610, 1619, 1619, 1623)
prolific

'

;

besides motets, arias, a

andan Apotheosis

wedding chorus (1627),

of Ignatius Loyola(l 622).

He

mentioned with great eulogium by Kircher
(Musurgia). He seems to have diedabout 1633,
is

KASTNER

KARAJAN
as

known. For
Amhros,

by Ostrovsky, was an attempt at national opera,
as was also
Taras Boulba (Moscow, 1893).
From 1866 to 1872 Kashperov was professor of

Georg, Ritter von,

singing at the Moscow Conservatoire.
He did
great service to the musical life of the town by
organising gratuitous choral classes, which were
very much appreciated.
E. N.

no work of his of

list

the

see

later date
Quelleu-Lexikon.

Mus. voh

Gcscli. d.

iv. p.

KARAJAN, Theodok

is

[See

126.]

Dr. juris., philologist, and historian, born at
Vienna, Jan. 22, 1810 clerk (1841) and ciistos
(1864) in the court library, appointed vice-president (1851), and president (1859) of the Akademie der AVissenschaften received the order of
His
Leopold in 1870, and died April 28, 1873.
;

;

works are numerous and important
but his title to admission here is his pamphlet,
J. Haydn in London, 1701 und 179:3 (Vienna,
In addition to matter from the
Gerold, 1861).
well-known pamphlets of Dies and Griesinger,
it contains a number of Haydn's letters, chiefly
from London and Estoras, to his friend Maria
Anna von Genzinger, the wife of Leopold Peter,
Edler von Genzinger, an esteemed physician,
She played
with four from the lady herself.
Haydn
the piano well, and even composed.
wrote several sonatas for her, and whenever he
was in Vienna spent much of his time at her
house, where a pleasant musical society was
Karajan also furnished
generally to be found.
his friend Otto Jahn with valuable material for
c. f. p.
his book on Jlozart.
EASHKIN, KicHOLAS Dmiteievich, born
philological

at Voronezh,
first

Dec.

instruction

bookseller,

9,

1839.

He

received his

in music from his father,

who was

self-taught in the art.

a

As

early as thirteen, Kashkin found himself obliged
In
to give music lessons on his own account.

1860 he went to Moscow, where he studied the
N. Rubinstein observed
his talents, and offered him a post as teacher
of pianoforte and theory at the classes of the
Musical Society, which in 1866 developed into
piano under Dubuque.

the Conservatoire.

He
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retained this position

and was one of the most popular
Kashkin, an able writer,
teachers in Moscow.
was musical critic of the Russky Vicdomosti
from 1877 to 1878, and again from 1886 to
1897.
He was also on the staff of the Moscow
until 1896,

Vwdomosti.
He is the author of several books
pamphlets, but is best known abroad
by his Reminiscences of TchaiJcovsky (1896),
mth whom he was long associated in intimate

and

R. ^•

friendship.

'

'

KASTNER, JoHANX Geoeg, born at StrasMarch 9, 1810. He was destined to theo-

hurg,

logy
hut music conquered, and the successful
fierformance of his opera,
Die Kbnigin der
Sarmaten,' induced the town council of Strasburg to grant him the means of going to Paris
in 1835, where he finished his studies under
;

'

Berton and Reicha, and

resided till his death
In 1837 he published his
Treatise on Instrumentation, the first work of
the kind in France, and the beginning of a long
series of elementary treatises.
He was not less
fruitful as a composer of operas:
'Beatrice'
(German), 1839
'La Maschera,' at the Opera
Comique, 1841
Le dernier Roi de Juda,' his
best work, given at the Conservatoire, 1844
Les Nonnes de Robert-le-Diable,' 1845, and a
number of vocal and instrumental compositions
large and small, including his Livrcs-Partitions,
there, Dec. 19, 1867.

—

;

'

;

;

'

half music, half treatises. Besides the numerous
works enumerated below, Kastner was a volu-

minous contributor to the Gazette MnsicaJe, the
MenestreJ, and the Itewet'trangere, as well as to
the German periodicals. Iris, Allg. musikalische
Zeitung, Neuc Zeitschrift, Cecilia, and many
others.
Every spare moment was directed to
the preparation of a vast Encyctopcrdia of Music,
which remained unfinished at his death.
Such
learned industry obtained its deserved reward,
Kastner was made an Associate of the French
Academy, and was also decorated by a very
large number of institutions outside of France.
For the details of his honourable and useful
life we must refer to the exhaustive biogi'aphy

by Hermann Ludwig(Breitkopf & Hartel, three
with complete Lists, Indexes, etc.,
a monument raised to Kastner's memory by the
devotion of his widow.
His library has been
acquired by his native city.
vols. 1886),

Works

List of Kastner's

Five Operas; three Symphonies: fire
STEASBOtG, ISSe-lSSIi.
Overtures
PF. Concerto; Marches; Choruses; Waltzes; teu
Serenades for Wind Instruments.
PAJirs.
Oper.^:—' Beatrice' (1839): 'La Maschera' (1B41J
L©
dernier Eoi de Juda llS+41
Les Nounes de Robert-le-Diable' (1846).
Sardanapale' 118.52);
Hymns, Cantatas;
La Resurrection' il835i
Cantate Alsacieime (1858). Scenes for Voices and PF., Songs, etc.
Le veteran.' Le ndfre,'
Les demiers momenta d'uii Artiste.'
Part-songs,
Glenallan,' 'Judas Iscariote,' etc.. forty-one in all.
chiefly for men's voices ;— BibliothOque chorale," 72 nos.
HeureB
d'nnjour,' 6 nos.
Leschants
Les chants de la vie.' '28 nos. (18541
:

KASHPEROV, Vladimir

Nikitich, com-

'

;

poser and teacher of singing, born at Simbirsk,
1827 ; died July 8, 1894. He first studied with
Fotta and Hensclt in St. Petersburg, and in
1850 composed an opera, 'The Gipsies' ('Tsi-

—

'

'

;

'

;

'

:

'

'

'

'

"

'

;

'

'

;

;

some scenes from which were performed.
In 1856 he visited Berlin, where he worked
From
under the celebrated theorist Dehn.
Germany Kashperov went to Italy. Here he
ganer'),

Lesorphi^ons,' etc. etc.twentyValses et Oalops de Strasbourg,' three
eix more in all.
sets; Waltzes, Polkas, Marches, etc., twenty-one more in all.
Orchestra ;— two Ouvertures de Festival,' in Ep. and C: Dramesymphonie' two pieces for Saxophone and PF. Treatises; 1.
Coursd'instr. considCre sous les rappoi-tspO(5tiques.' etc. 2. 'Traits
g^n. d'lnstrumentation (18.171.
3.
Grammaire muaicale (1837).
4. Thi^orie abregee du contrepoint et du fugue (18591.
5 'Mrthode
()Iementaire d'harmonie.
6. Supplements to
Nos. 1 and 2. The
above were approved by the Institnt. and Nos. 1 '2. and 6 adopted
by the Conservatoire. 7. Methodes element, dechant. piano, violin,
flilte. flageolet, cornet A p.' (1837).
8.
De la composition.' etc.,

de I'armeeFvancaise,'

'2:1

nos.:

Piano; —

1855)

(

'

'

'

'

—

'

'

'

'

His opera,
a special study of vocal art.
'Marie Tudor' (1859), was produced at Milan
Other operas followed
with some success.
Rlenzi (Florence, 1863), Oonsuelo (Venice).

made

:

'

'

'

'

'

'

,

'

*

MS.
'

'The Storm'

(St.

Petersburg,

1867), libretto

(1841).

9.

'Cours

d'harmonie

M()thodes i^l^m. de violoncelle

clcide,

trombone'

(1844).

11.

'

moderne.'

MS.

(1842).

10.

hautbois, clarinette. cor. ophide Saxophone' (1845)

M^tbode

.

.

.

IvEAKNS
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13.
Manuel ... do
de rortho^fniphie moaicile.'
16,
La harpe d'6ole
Les Chants de I'Armee Fran^ise. avec un Essai hifltorique aur ieaCli.ants militairea dea Fran^aia
18.
Lea voix de Paris (1857). 19. 'Les airenea 118.58). 20.
(1855).
'Par^miolo^e mua. de lalanipie franijaise' (lS66i. Noa. 15,16,13,19,
and 20 contain Lirge conipositiuua urcheatral and vocaL

12.

•

Mt^tbode

.

.

.

de timbalea

muaique militiiire U&17). 14.
MS. (1&49). 15. Lesdanses dea
et la muaique cosiiiique 1856).
'

*

(1845).

'

Traitii

uiorts' (18521.

'

17.

'

"

'

'

Kastner'ssonGEOKG Feiedeich Eugen", born
at Strasburg, August 10, 1852, devoted himself
to physical science, especially to the law of vibTatious. He was the inventorof the 'Pyrophone,'

an instrument

for the

He brought

flames.'

employment
the

subject

of

'

singing

before the

Academie des Sciences, March 17, 1873 and
issued a book, Le Pyrophone : Flamnus diantantes, whicli reached its 4th edition in 1876.
(See also Journal of Society of Arts, Feb. 17,
1875.) Shortly after this he was seized with
serious illness, and expired April 6, 1882.
His
memoir occupies the concluding chapters of his
fathers life by H. Ludwig (B. & H. 1886). G.
;

KEAENS, William Hekry,

prominent
middle part
of the 19th century.
He was born at Dublin
in 1794, and came to London in 1817, where he
played the riolin at Covent Garden Theatre.
He wrote an operetta in that year, called
Bachelors' Wives, or the British at Brussels.
He soon, however, became the musical adviser to
Arnold and Hawes, and Der Freischutz, Azor
and Zeniira, Robert the Devil, and many other
foreign operas were brought out under his direction at Covent Gardeu.
Kearns wrote the
additional wind accompaniments to the Messiah and Israel in Egypt,' for the Festival at
figure in

London musical

life

A

.

.

.

If^ell

'

'

'

'

:

went np Sandgale,
Up Saadgate, up Sandgate,
As I went up Sandgate,

As

'

AVestminster Abbey in 1834, as well as for
Handel's choruses at provincial festivals.
In
1845 he assisted Gauntlett in editing the
Compreliensive, Tune-look,
He died in Prince's
Place, Kennington, Dec. 28, 1846.
G.
KEEBLE, JoHX, was born at Chichester in
1711, and was brought up as a chorister in the
He aftercathedral under Thomas Kelway.
wards became a pupil of Dr. Pepusch, and was
in 1737 appointed successor to Thomas Eoseingrave as organist of St. George's, HanoverSquare,
allowing Eoseingrave one-half of the salary until
Keeble was also organist
his death in 1750.
In 1784 he published
at Eanelagh Gardens.
The Theory of Harmonics, or, an lUustration
of the Grecian Harmonies, a work which
He published five books
attracted attention.
40
of organ pieces, and, jointly with Kirkman,
Interludes to be played between the verses of
He was an excellent organist and
the Psalms.
He died in London, Dec. 24,
able teacher.
'

'

I

I

their

own

them on
brations.

melody adopted by

K'orthumbrians generally, as
and frequently used by

special tune,

occasions of local gatherings and celeThe origin of the air is obscure,

IJnder its own title it is said to appear in a
manuscript volume of tunes which in one place
is dated 1752. The MS. is in a private collection.

heard a lassie sing

Weel may the keel row,
The keel row, the keel row,
Weel may the keel row
That my laddies in.

He

wears a blue bonnet

A dimple

in his chin,

And

may

weel

(etc.),

the keel row

(etc.).

In Cromek's Remains of Xithsdale and GalloSong, 1810, there is a supposed Jacobite
version beginning

way

As

came down the Cannogate

I

(etc.)

with the refrain
Merry may the keel row,
The ship that my love's

There

is

also a statement

in.

that the

air

is

a

popular bridal tune in Scotland.' The song,
with a slow version of the melody, is repeated
in Hogg's Jacobite Relics, second series, 1821.
Another version of the song, evidently by
Allan Cunningham, is in the latter's Songs of
Scotland, vol. iii. 1825.
'

The

w. H. H.

Tynesiders and

Keel row.

the Tyne and JJ'ear, circa 1812.
The original
words are printed in Joseph Ritson's Northumberlaivi Garland, 1793

'

A

the

Other early copies are in Shield's TTwroughBass, circa 1810-15, and in Topliffs Melodies of

'

KEEL ROW, THE.

may

a

'

1786.

.

.

in the

'

'

far this date may go as establishing the period of the writing down of the whole
volume, the present writer is unaware.
Apparently the earliest occuirence of the tune in
print is in a Scottish publication entitled
Collection of favourite Scots Tunes vrith Variations .
by the late Chs. M'Zean amd other
Eminent Masters
Eclinlurgh, printed for
and sold by N'. Stewart at his Music Shop opposite
the
Tron Church, ob. folio.
This imprint
satisfactorily shows that the date of this publication is between 1770 and 1772.
The version
of the air is as under, the variations being here
omitted

but as to how

'

Scottish or

Row

Keel

'

is

Northumbrian

a frequent

origin of the

bone of contention,

and a newspaper warfare breaks out at intervals
between the perfervid of both parties.
The
word keel is of Saxon origin, and is used in
northern England to define a barge.
The theme of the first strain is common to
'

'

many English country dances of the middle of
the ISth century.
One of these is in Johnson's

KEELEY

KEISER

Choke Collection of 300 Country Dances
174s, London, ob. 8vo, as follows

—

:

vol. Jflo

same season she sang Annetta in Der Freisohiitz
with Braham and Miss Baton.
On
'

Yorkshire Lad.

April 12, 1826, on the production of Weber's
Oberon at Covent Garden, she undertook the
small but important part of the Mermaid, the
musio of which had been previously tried by
Miss Love and Miss Hammersley, both of whom
declined to sing it owing to the difiiculty of
hearing the delicate orchestral accompaniments
at the back of the vast stage where the Mermaid
had to appear.
'Little Goward shall sing it,'
said Weber, and she overcame this obstacle, as
J. K. Blanche states (^Recollections and Reflec'

Another, even more
"Waiter

'

like, is

named The Dumb
'

in Rutherford's collection, circa

561
'

1751

:

'

tions,
vol. i. )
'She was even then artist
enough to be entrusted with anything, and her
singing of the Mermaid's music earned for her
the personal thanks of the composer.
For the
:

'

Dumb

t*^

Waiter.

^^^^^

*^*iiW=

fifeagi^
The above

bears another name,
Glutton,' in a later collection.

'

'

The Dumb
Le Double

Entendre,' 1759
Smiling Polly, '1 763 'ShamCharlie is at Edinburgh, are
boy Breeches
other 18th-century dance airs stronglyresembling
the Keel Row.
r. K.

next few years Miss Goward continued to sing
in English opera, but after her marriage with the
well-known comedian, Robert Keeley (which
took place on June 26, 1829), she devoted her
talents entirely to comedy, in which she was
one of the greatest artists of the English stage.
In the present work it would be out of place to
trace her dramatic career.
Mrs. Keeley never
formally left the stage, but for many years took
the greatest interest in theatrical allairs, and
was loved and respected as the doyenne of the
profession.
She died in London, March 12,
1899.
w. B. s.

KEISER, Reinhaed, an eminent German

'

;

'

;

'

'

;

'

KEELEY, Mes.

(Mart Anne Gowakd),

was born at Ipswich, Nov. 22, 1805.
Being
endowed with a pure soprano voice of remarkable compass, she was apprenticed for seven
years to the well-known teacher of music, Mrs.
Smart (a sister-in-law of Sir George Smart and
mother of Henry Smart), under whom she made
her iirst appearance on the stage at Dublin in
1824.
On July 2, 1825, she appeared in
London at the Lyceum, then under the management of Arnold.
The performance consisted
of The Beggar's Opera (with Thorne, Miss
'

'

Stephens, and Jliss Kelly), Shield's 'Rosina,'
and 'The Spoiled Child,' in which last two

Goward played. The event is thus
chronicled in the Times (July 4)
Miss
Goward, the debutante, appeared as Rosina in
the opera of that title.
She is j'oung, of a
slender figure, and with intelligent features.
Her voice is pretty, and after she had overcome
the first embarrassments of her entrance, she
went through the jjart very successfully.
She
sang the songs in a simple manner, which
deserved the applause she received.
It is
dangerous to prophesy at first appearances, but
w"e may, nevertheless, venture to say that this
pieces Miss

:

—

'

young lady promises to make a very fine actress.
Miss Goward played Little Pickle in the
.

.

.

"Spoiled Child" very well indeed.'
VOL. II

In the

opera-composer, born 1673 (baptized Jan. 12,
1674), at Teuchern near Weissenfels, Leipzig.
He was grounded in music by his father, a
sound church composer, and afterwards attended
the Thomasschule of Leipzig, under Johann
Schelle, at the same time coming frequently
before the public at the many concerts renowned
even then for their excellence.
In 1692 he
was commissioned to set a pastoral, Ismene,"
for the court of Brunswick, and its success procured him the libretto of Basilius.'
In 1694
he removed to Hamburg, and there remained
for forty years a favourite with the public.
Irene (1697) was the first of a series of 116
operas composed for the Hamburg theatre, each
containing from 40 to 50 airs, besides operas in
collaboration with others, and sacred music.
Keiser was luxurious and self-indulgent, and
'

'

'

led
his

'

an adventurous
love of art

or

life,

his

but without sacrificing
taste

for

intellectual

In 1700 he opened a series of
winter-concerts, which formed a remarkable
combination of intellectual and sensual gratification
the most accomplished virtuosi, the finest
enjoyments.

;

and best-looking

good orchestra,
programmes, furnishing
former, and a banquet of choice viands
wines the latter.
In 1703 he assumed
singers, a

carefully selected

and
the

and

the
opera in conjunction with
Driisicke, but his partner absconded, and the
whole burden fell upon the shoulders of Keiser.
He proved equal to the emergency, for in one
direction

of

the

2 o

KEISER
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year(1709)heconiposed eightoperas, married the
daughter of a Hamburg patrician, and musician
to the municipality 'Oldenburg,' and having
completely reinstated his affairs, plunged into
all his former extravagant indulgence.
In
1716 he resumed his concerts was at the court
of Stuttgart from 1719 to 1721; in 1722 visited
Copenhagen and was appointed capellmeister
in 1728 was made
to the King of Denmark
cantor and canon of the Hamburg cathedral, and
again turned his attention to sacred music.
He
composed operas up to the year 1738, and died
His wife and daughter are
Sept. 12, 1739.
said to have been accomplished singers.
Keiser exercised an important though not a
permanent influence on German opera. The
perfection to which at first he raised the opera
at Hamburg speedily degenerated into mere
outward show and trivial if not vulgar farce
but the sensation he produced at first is de-

collections with various
Gemiithsergi>tzung
such as
(1698);
Divertimenti serenissimi
(1713); 'MusikaKaiserliche Friedenslische Landlust '(1714);
titles,

Important portions of his
(1715), etc.
operas and sacred works have been published by
Lindner, in his Ersie stehencle deatsche Oper, ii.
3-15
Eeissmann, in his Ally. Geschichte der

post

;

;

,

—

A

'

listened
list

to.

'

was the secret of his success, and it was by this
that he enabled German opera to hold its
own against the declamation of the French, and
In
the melody and fine singing of the Italians.
sacred music he shines chiefly in oratorio, which
he treated dramatically, but with an earnestness
in a

man

in the Viertel-

and a condensed
a. m.

whose real name was Albert
vox Kelee, was born at Bartfeld in Hungary,
After attempting both the law
Feb. 13, 1820.
and farming he settled himself to music, and in
1845 began regular study at Vienna under
Schlesinger and Sechter, playing the fiddle in
the band of the Theatre an der "Wien at the
same time. May 7, 1854, he took the command
of Gung'l's band in Berlin, and began his career
After
as conductor, solo player, and composer.
a few months in Berlin he returned to Vienna,
and succeeded to Lanner's position at the head
This again
of that celebrated band in 1855.
As
he left in 1856 for an infantry regiment.
bandmaster to the latter he was called to
"Wiesbaden in 1863, and in 1870 became
'

of operas

given in Hamburg, and Mattheson's other books
for criticism on his music.
Keiser contributed
some remarks to llattheson's Xeu-eroffnetes
Orchester.'\
His melodies were smooth and
graceful, and fell upion the ear like charmed
siccents after the duU pedantries of the contraThat his melody was
puntists of the day.'
spontaneous his facility itself proves, and he
was the first who endeavoured to convey the
This
sentiment of the character in the music.

and dignity surprising

is

KELER BELA,

musical condition of Hamburg, calls Keiser the
first dramatic composer in the world, and says
that no other music than that of dieser galante
[See his Musikalische Patriot for

catalogue of his works

full

jahrsschrift, vol. vi. pp. 196-203,
list in the QutUen-Lexil-on.

successes of a rival, in his life-like picture of the

or

—

'

Mattheson, who was not likely to exaggerate the

was either sung

'

'

;

his contemporaries as extraordinary.

'

'

and
Musil; iii. 54-73 and App. Nos. 7 and 8
von Winterfeld in his Enrmjclische Kirchengesang, vol. iii.
Examples are also to be found
in the Oxford History of Music, vol. iv. The Age
Adam Hiller included an
of Bach and Handel.
in
Kindlich gross
unaccompanied motet
and
his Vierstimmige Motetten, etc. vol. ii.
Gott ist offenthere is a fugue for four voices,
baret,' in the Ausicahl rorzuglicher Musikv:erke.

;

Componist

'

'

'

;

by

'

'

;

scribed

and several vocal

voice,

of his character.

In judging Keiser in this department we must
not forget that Bach's Passions, and Handel's
Oratorios were then not known, scarcely even
composed
yet notwithstanding his want of
models, his works compare favourably with the
insipid sacred music of the latter half of the
18 th century, produced under far greater
His sacred
advantages than were open to him.
Der fiir die Siinde der
compositions include
Welt gemarterte und sterbende .lesus,' 1712
'Der verurtheilte und gekreuzigte Jesus,' puba
lished 1715 (poem by Brockes of Hamburg)
Passion according to St. Mark, and other
;

'

;

;

cantatas,
and
oratorios,
motets,
psalms.
He published extracts from the two
first-named works, viz. Auserlesene Soliloquia

historical

'

'

(1714), and 'SeligeErlosungs-Gedanken'(1715)
airs from various operas, cantatas for a single

'

of the Kur orchestra there, a
post which he resigned from ill-health in 1872.
He celebrated his silver anniversary on May 7,

capellmeister

He died at "Wiesbaden, Xov. 20, 1882.
1879.
His works, which reach op. 130, consist of
overtures, dance music, and pieces for solo
violin, all distinguished for showy, brilliant
style and clever orchestration. Among the most
popular are his Hoffnungssterne waltz. HurrahSturm galop, and Friedrich-Karl march. G.
KELLER, Godfrey, a musician settled in
London near the end of the 17th century. In
conjunction with Godfrey Finger he produced
set of Sonatas in Jive Parts for Flutes and Hautboys.
He was a teacher of music, and died before 1707.
"With this date John Cullen issued an engraved
folio,
Complete Method for Attaining to Play a.
Thorough-Bass upon either Organ, Harpsicord, or
Theorlo Lute, by the late famous Godfrey Keller.
This, in its day, was a gi-eatly esteemed work, and
in 1731 it was reprinted in full, with corrections
as an appendix to Holder's Treatise on Har-

A

A

mony.

KELLEY, Edgar Stillman,

T. K.

an American
composer and writer on musical subjects, was
He
born at Sparta, AVisconsin, /"dpI 14, 1857.
was a pupil, first, of F. "W. MBiriam, from 1870

CLAK.V I.OIISE KELL<i(t<;

KELLXER

KELLY

1874
then of Clarence Eddy and N.
Ledochowski in Chicago for two years. He went
now to Stuttgart, where he studied for four years
under Seifriz, Kriiger, Speidel, and Friedrich
to

;

upon

Kelley spent

Mr.

Finck.

America

his return to

much

of his time

in California, acting

San Francisco and Oakland, and
1893 to 1895, for the San
Francisco Examiner.
While there he devoted
some attention to study of the music of the
Chinese, who dwell in large numbers on the
as organist in

as music critic, from

The

Pacific coast.

influence of tliese observations

seen in his Aladdin suite, in which lie has
used Chinese motives.
In 1890 he conducted
a comic operetta company in the eastern States,
and in 1892 he brouglrt out a comic operetta of
his own, entitled 'Puritania,' in Boston, where
it had a success that was denied to it in other
is

'

'

Kelley's compositions, Avhich are

Jlr.

cities.

chielly in manuscript, include, beside 'Puritania,'

and 'Aladdin,' op. 10, incidental music
Jlacbeth for orchestra and chorus, op. 7
incidental music to the play of Ben Hur, op.
a pianoforte
17, for orchestra, solos, and chorus
quintet
an original theme with variations for
string quartet, op. 1
a Wedding Ode for tenor
op. 11,

to

'

'

;

'

'

;

;

;

male chorus, and orchestra, op. 4 and a
number of songs and pieces for the pianosolo,

;

forte.

R. A.

KELLXER,

JoH.\NN Petee, born Sept. 24,

1705, at Grafenrode in Thuringia, received his
musical instruction chiefly from J. 0. Schmidt,
the organist of Zella St. Blasii, by whom he
was early introduced to the works of Sebastian
Bach, for whicli he ever afterwards had tlie
In 1725 he obtained the
greatest admiration.
post of cantor at Frankenhain, but exchanged
it in 1728 for a similar post at his birthplace,
where, in spjite of many tempting offers elsewhere,
It was
he remained till his death in 1788.
the pride of the old man in his later days to
recall his piersonal acquaintance with Bach and
Handel.
For them and their works he always
expressed the utmost veneration, and we owe
the preservation of some of Bach's works to
We are also told that
copies made by him.
once when Bach happened to come into the
church where Kellner was playing, Kellner improvised in a masterly way a fugue on the theme
b-a-c-h.
From Kellner's manuscrijit of 1738
Spitta has printed Bach's Vorschriften uoui
vierstimmigen Spielen des
Grunclsatze

mm

Geiieral-Bass
Schohi.rcn

in

oder accompagnement fur seine
der Mitsik (see Appendix xii.

Spitta's Bach, Eng. trans, vol.

Kellner's

Musicu'iii Icsteliend

iii.

pp. 315

ff.).

Certamcn
aus Priilndicn, Fugcn, AUc-

own published works

are, 1.

manden, etc., in six Suites, Arnstadt, 1739-49.
2.
Another edition in eight Suites, 1749-56.
Manipulus Musices oder eine Hand roll JcurzZeitvertrcih vors Clavier, Arnstadt,
1753-56, fourpieces partly Suites, partly Sonatas.
3. Two Choralhearbeitungen for two Clav. and

weiliger
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Other organ works and church Cantatas

Pedal.
exist in

MS.

SeiH'ert {Gcschichle der Klavicr-

pp. 361 tf.) expresses the opinion
that Kellner's Clavier works have been most

'iiiusil:,

Bd.

I.

undeservedly neglected by modern collectors and
editors of the older music.
He reckons the
Suites, more especially, as among the best of
those produced after the form had been perfected
by Muffat and Bach. Naturally, various reminiscences of Bach and Handel occur in

Kellner's works.

J.

E.

M.

KELLOGG,

CLAE.i Louise, though born in
Sumterville, Soutlr Carolina, in July 1842, is of
northern exti'action.
Her mother had considerable talent as a musician, and Clara was her
only child.
In 1856 they removed to New
York, w'here she received the whole of her
musical education.
She made her first appearance there, at the Academy of Music (Opera),
as Gilda in 'Rigoletto,' in 1861, and sang that
season ten or twelve times.
On Nov. 2, 1867,
she made her debut in London at Her Majesty's
as Marglrerita, [and sang also as Violetta, Linda,
I\lartha,

and Zerlina ('Don Giovanni'), apipearing

in the last-named part on tlie night before the

theatre was burnt down, Dec. 6.
In 1868 slie
sang, with tlie company of Her Majesty's

Here she appeared in
Theatre, at Drury Lane.
Gazza Ladra,' Figlia del
the Sonnambula,'
Reggimento, and 'Figaro' (Susanna).
She
sang at various important concerts in the same
season, and at the Handel Festival.]
From
1868 to 1872 slie was touring in the United
States.
On May 11, 1872, she reappeared in
London at Drury Lane, Her Majesty's Opera, as
Linda, and sang during that season also in
some of the parts mentioned, and in 'Lucia.'
On her return to the United States she continued
to sing in Italian opera till 1874, when she
organised an English troupe, herself superintending the translation of the words, the mise
en scene, the training of the singers, and the
Such was her devotion
rehearsals of the chorus.
to the jiroject, that in tlie winter of 1874-75
'

'

'

'

It is satisshe sang no fewer than 125 niglits.
factory to hear tliat the scheme was successful.
[She reappeared at the rebuilt Her Majesty's
Theatre in 1879, as Aida, and Pliilinein Mignon.'
In 1881 she returned to America, singing
She married her
principally in concerts.
'

manager, Carl Strakosoh, in 1887, and soon
afterwards retired.] Her musical gifts are great.
She is said to be familiar with forty operas. She
has great conscientiousness as an artist, ardent
enthusiasm, and a voice of great compass and
purity.

G.

;

additions by a.

o.

KELLY, Michael, was

born in Dublin [at
Christmastideof the yearl762, the sonof Thomas
Kelly, wine merchant and dancing- master,
When a lad he took
of Mary Street, Dublin.
part in

tlie

Fantoccini organised by Kane O'Hara

and he was taught
the piano by Morland (1770-72') and by Michael
at the theatre in Capel Street,

KELLY
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Arne (1778-79),

—his

Passerini, Peretti,

and

KELWAY

singing-masters being
St. Giorgio.

He

finished

his piano lessons with Dr. Cogan, and had a
short course of instruction from Rauzzini.

On May

1779, he left Dublin for Naples.
Before quitting Dublin, however,
a fortuitous circumstance led to his appearance
on the stage as the Count in Piccinni's Buona
FigUuola,' and that again to his performing the
hero in Michael Arne's Cymon,' and Lionel in
'Lionel and Clarissa.'
At Naples he placed
himself under the tuition of Finaroli, head of
the Conservatorio of La Madonna di Loreto.
He subsequently studied under Aprile, with
whom he visited Palermo, and then went successively to Leghorn, Florence, Bologna, Brescia,
Verona, Gratz in Styria, and Venice, ultimately
reacliing Vienna, where he was engaged at the
Court theatre.
There he remained four years,
enjoying the intimate friendship of Mozart,
who on the production of his Nozze di Figaro
(May 1, 1786) allotted to Kelly (whose name
he spells Oochely in his MS. catalogue) the
parts of Basilic and Don Carzio. Being anxious
to visit England Kelly obtaineil leave of absence
from the Emperor, and in Feb. 1787 quitted
Vienna in company with Stephen Storace, his
mother and sister Signora Storace and Attwood. He appeared at Diury Lane on April 20,
as Lionel, in Lionel and Clarissa,' and continued
there as first tenor until he quitted the stage. He
also sang at the Concerts of Antient Music, the
Handel performances in Westminster Abbey,
and in the provinces. In 17S9 he made his
first appearance as a composer by the production of the music to two pieces called
False
Appearances' and 'Fashionable Friends,' and
from that date till 1820 furnished the music
for sixty-two dramatic pieces, besides writing a
considerable number of English, Italian, and
French single songs, etc.
In 1793 he was
engaged at the King's Theatre, of which he was
for many years acting manager.
On .Jan. 1,
1802, he opened a misic-shop in Pall Mall
adjoining the Opera House, but this promising
speculation failed owing to his inattention, and
in 1811 he was made a bankrupt.
He also
engaged in the wine trade, and this circumstance,
C'>mbined with the suspicion that some of
Kelly's compositions were derived from foreign
sources, led Sheridan to propose that he should
inscribe over his shop,
Michael Kelly, Composer of Wines and Importer of Music'
On
Oct. 1, 1811, at Dublin, Kelly made his last
appearance on the stage [at his own benefit,
when he sang 'The Bard of Erin,' composed
by himself \v. h. g. f.] In 1826 he published
8vo.
his
liemi}iisc''!ices
vols.
in
2
This
entertaining work, wdiich reached a second
elition in the same year, was written by
Theodore Hook from materials furnished by
Kelly.
Its personal notices of Mozart are both
interesting and important, and have been done

w.

1,

H. G. P.]

'

'

'

'

'

'

—

—

'

'

'

by Otto Jahn {Mozart, ii. 242, etc.).
Kelly died at Margate, Oct. 9, 1826, and was
buried in the churchyard of St. Paul's, Covent
Garden.
The following is a list of the pieces
for which he comjiosed the music
False Appeamuces and Fashionable Friends,' 1789; A Friend

justice to

;

'

'

—

'

'

in need,'
rhe Last of the Family,' 'The Chimney Comer,' and
'The Castle Spectre,' 1797; 'Blue Beard,' "rhe Outlaws,' 'The
Captive o( Spielberg' (with Dussek), and 'Aurelio and Miranda,
1798 ; Feudal Times and Pizarro,' 1799 ; Of age t^-morrow.' Da
Montfort,' and The Indians,' 1800
Deaf and Dumb,' Adelmom
'Urania.' 'Algonah,'
the Outlaw,' and The Gip.sev Prince,' 1801
and 'A House to be sold.' 180'2 'The Hero of the North,' 'The
Maniage Promise,' and Love laughs at Lock.sniiths, 1803
Cinderella,' 'The Counterfeit,' 'The Hunter of the Alps.' 'The Gay
Deceivers,' 'The Bad Bai-gain,' and 'The Land we live in.' 1804;
The Honey Moon,' A Prior Claim,' and Youth, Liive, .and Folly,'
180.T; 'We tly by night,' 'The Forty Thieves.' and 'Adrian and
Orilla,' 1806
The Young Huss.ar,' Town and Country,' Tbe Wood
'

'

'

'

'

'

'

'

;

'

;

;

'

'

;

'

'

'

'

*

'

;

'

Demou'lwithM, P. King^ 'Thellouseof Morville,' Adelgitha,'and
Time's a tell-tale,' 1807; 'The Jew of Mogadore,' 'The Africans,'
and Veuoni,' 1808
The Foundling of the Forest and The
•Tubilee,' 1809;
Gustavus Vasa' and a Ballet, 1810; "Tbe Peasant
Tbe Absent ApotheBoy.' Tbe Royal Oak.' and One o'clock,' 1811
cary.' 'The Ruaaians.' 'Pollv,' 'The Illusion.' and 'Harlequin
Harper,' IS13; Remorse,' 1814
The Unknown Guest,' 1815 'The
Fall of Taranto,' 1817; 'The Bride of .\bydoa,' 181S
'Abudah'
1819
iud rbe Lady and the Devil,' 1820,
'

'

'

'

;

'

'

'

'

;

'

'

;

;

;

'

;

[Of his many songs, The "Woodpecker is the
only one that has survived until the present
time.] w. H. H. additions horaDkt. of Nat. Biog.
'

'

;

KELLY, Thomas Alexander Erskike,
SIXTH Earl of.
An amateur composer of
some degree of celebrity, and a violinist. He
was born Sept. 1, 1732, succeeded to the title
in 1756, and died a bachelor in Brussels, Oct. 9,
1781.
He studied music in Germany under
Stamitz, and about the middle of the 18th
century became famous for the composition of
minuets, overtures, and symphonies. His overture to The Maid of the Mill,' 1765, was long a
popular piece.
Robert Bremner of London and
Edinburgh published his earlier compositions,
and his copyright grant for them for nineteen
years is dated 1761.
Afterwards Lord Kelly's
compositions were issued by William Napier.
In 1836 Charles Kirkpatrick Sharpe edited a
small quarto publication of his minuets and
other pieces, with a biographical notice and list
of compositions.
It is likely that Lord Kelly
'

formed one of that group of musicians, among
were .James Oswald, Charles Burney, and
Captain (afterwards General) Reid, who formed

whom

the 'Society of the Temple of Apollo.'
The
compositions of this Societ}' were for a time
published anonymously by James Oswald of
St. Martin's Lane.
f. k.
KELWAY, Joseph, a pupil of Geminiani,
was organist of St. Michael's, Cornhill, about
1730, but resigned the post in 1736, on being
appointed organist of St. Martin's-in-the-Fields
vice Weldon deceased.
Upon the arrival of
Queen Charlotte in England in 1761, Kelway
was appointed her instructor on the harpsichord.
As a harpsichord player he was remarkable for
neatness of touch and rapidity of execution,

and

performing Scarlatti's
excelled in extemporaneous performance, of "which he was such a
master as to attract the most eminent musicians
in London (amongst them Handel) to the church
in order to hear him.
Burney (iv. 665) charfor

pieces.

his ability

in

As an organist he

KEMBLE

KENNEDY

masterh"
his playing as full of a
boldj rapid, and fanciful.
His
wildness
published harpsichord sonatas are verj' inferior

acterises

.

.

,

'

extemporaneous
probably in May 17S2.
to

his

Letters,

i.

579,

ii.

61,

He

ertusioiis.

[See

Mrs. Delany's

and other books

to in the Diet, of Nat. Biog.~\
His elder brother, Thomas,

died,

referred

was educated

as

a chorister in Chichester Cathedral, and succeeded John Reading as organist there in 1726.
Seven serrices and nine anthems by him are
contained in a MS. volume in the librar)' of

His Evening Service in
Chichester Cathedral.
B minor is printed in Rimbault's Cathedral
Musie, and two others in A minor and G minor
He died May 21,
are published by Novello.
1749.
[His epiitapih may be read in "West's
w. h. h.
KEMBLE, ADEL.A.IDE, younger daughter of
Charles Kemble, the eminent actor, was born
about 1814, and educated for a concert singer.
She af)peared first in London, [at a concert of
Ancient JIusic on May 13, 1S35] and afterwards
at the York Festival, but with little success.
She then went to Paris for improvement, and
from thence in 1837 to Germany, and early in
1839 to Italy, when she had lessons from Pasta
In that year she made
on the Lake of Como.
her appearance at La Fenice, Venice, as Norma
In 1840 she sang at
with decided success.
Trieste, Milan, Padua, Bologna, and Mantua
In 1841 she rewith increasing reputation.
turned to England, and on Nov. 2 appeared in
an English version of Norma with marked
success.
In 1842 she sang in English versions
of
Le Nozze di Figaro,' 'La Sonnambula,'
Semiramide,' and 'II Matrimonio Segreto.
In 1843 she was married to Mr. Edward John
In
Sartoris, and retired from the profession.
1867 she published her delightful A JJ'eek in
a French Cauntry House, and she died August
Cath. Orfi.]

'

'

'

'

4,

1879.

[See

her

Fanny Kemble's,

sister,

Eecorels of a G-irlhood, and other reminiscences.
Mrs. Sartoris's own recollections were embodied
Additions from Diet, of
Past -Hours, 1880.

m

"vv. h. h.
Ned. Biog.]
KEMP, Joseph, Mus. D. was born in Exeter
in 1778, and was placed as a cliorister in the
cathedral under \Villiam Jackson, with whom
he continued as a pupil after quitting the choir.
In 1802 he removed to Bristol on being appointed
In 1809 he resigned
organist of the cathedral.
In
his appointment and settled in London.
1808 he took the degree of Mus. B. at Cambridge,
his exercise being a War Anthem, A Sound of
In
Battle is in the Land' (composed 1803).
1809 he was, by special dispensation, permitted
his exercise being
to proceed Doctor of Music
,

'

;

an anthem entitled The Crucifixion.' On Oct.
25, 1809, 'The Jubilee,' an occasional piece by
him, was produced at the Haymarket Theatre.
In 1810 a melodrama called 'The Siege of Isca
[Exeter], or. The Battles in the Y'est,' written by
'

Dr.

i65

Kemp, with music by himself and Domenico
was produced at the theatre in Tottenham

Corri,

Street.

In the same year he lectured on his
of Musical Education,' pro'oably
method propounded in England for

'New System
the

first

teaching music to numbers simultaneously.
In
1814 he returned to Exeter, resided there till
1818, then went to France, remained until
1821, and again returned to Exeter.
He died
in London, May 22, 1824.
Dr. Kemp published

an anthem,

'

I

am Alpha and Omega

Psalmodical Melodies,' 1818

'

'
;

Twelve

'Twelve Songs,'
1799; 'Twenty Double Chants'; [a set of
pianoforte sonatas, jiublished at Exeter ;] Musi;

'

cal Illustrations of the PJeauties of Shakespteare

'

;

Musical Illustrations of The Lady of the Lake ;
The Voced Magazine Tlie New System ef Mnsieetl
Edueatlon, Part I.
and numerous single glees,
'

'

;

;

songs, duets,

and

KENNEDY.
KENNEDY,

w.

trios.

h. h.

See Violin-makeks.

David, Scottish

at Perth, April 15, 1825.

He

born

vocalist,

received his first

lessons in music from his father, an enthusiastic

musician, and at the age of eighteen assisted
him as ju'ecentor of the North Llnited Secession
Church, Perth.
At the age of twenty he
succeeded his uncle as precentor of South Street
Church in the same city. At an early age he
was apjirenticed to a house painter in Perth.
During this time, while working at a house ten
or twelve miles distant, he resolved to hear
Templeton, who was singing at the Perth
Theatre.
He started after leaving off work,
running all the way, and clearing the distance
in

two hours.

Having no money

to

pay for

admission, lie stood throughout the whole fierformaiwe, in the pelting rain, with ear to keyhole, and then took to the road again to be
He
ready for work at six in the morning.
afterwards worked as a journeyman in Edinburgh
and London, but returned to Perth to commence
He had, however,
business on his own account.
the never-ceasing desire to become a public
singer, and made frequent visits to Edinburgh
to receive singing-lessons from Mr. Edmund
Edmunds. Having secured an appointment as
jirecentor in Nicolson Street United Presliyterian Church, Edinburgh, he struggled hard to
support himself and family by occasional concert
giving,

teaching,

etc.

in

Edinburgh

and

In January 1859 he received
neighbourhood.
his first important engagement, for the Burns
centenary at St. George's Hall, Liverpool.
In
the autumn he gave twelve concerts in Buccleuch
Every progi-amme
Edinburgh.
Sti'eet Hall,
being diiferent, he tested about 150 songs.

Aytoun and Piobert and William
Chambers were in the habit of attending they
became his personal friends, and gave him
many friendly hints, and great encouragement
In 1860 he made
at the outset of his career.
short tours in Scotland, and 1861 went as far
In the summer of 1862 he
as the Orkneys.
Professor

;

KEXXEDY
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made

his

first

KENT BUGLE

appearance in London, at the

Hanover Square Rooms. Fom- concerts were
given, and the progi-amnies contained selections
from The Gentle Shepherd,
Noctes 'AmbrosianiE, etc., etc.
The veteran, John Templeton,
was present upon each occasion, and was one of
'

'

'

'

the

first

to otier his

warm

congratulations.

who gave

similar entertainments to those of
"Wilson and Kennedy, the Fraser family deserve
mention.
Its head was John Fraser (born in

Renfrewshire,

about

1794,

died

in

March

1879). He and his daughters attained considerw. H.
able merit in their line.
F. K.]

KENT, James,

In

born at Winchester, March

December of the same year Kennedy gave a

13, 1700, son of a glazier,

long series of concerts in the Egyptian Hall.
After tours in the south of England and in
Scotland he returned to London in the winter
of 1864-65, to give a series of concerts in Store
Street Hall, with fresh programmes, which
included selections from
Wa verley and an
entertainment called
The Farmer's Ingle.
His eldest daughter, Helen, scarcely in her
teens, had now become his accompanist.
At
one time or another his eleven sons and daughters
all assisted in
the entertainments.
In the
summer of 1866 he visited Canada and the
United States, and sang in every city of
importance North and South.
For the next
twenty years he toured at home and abroad,
travelling through Australia, New Zealand,
South Africa, and India, and revisiting Canada

the cathedral there under "Vaughan Richardson,
from 1711 to 1714, but was shortly afterwards
removed to London and entered as a chorister
of the Chapel Roj'al under Dr. Croft.
There
he attracted the attention of the sub-dean,
Rev. John Dolben, through whose influence he
obtained, in 1717, the post of organist of the
parish Church of Finedon, Northamptonshire,
He resigned his office
the seat of the Dolbens.
at Finedon in 1731, on obtaining the organistship of Trinity College, Cambridge, which he
held till 1737, when on Jan. 13, he succeeded
John Bishop as organist of the Cathedral and
College of Winchester.
He married Elizabeth,
daughter of John Freeman, a singer at the
theatre in the time of Purcell, afterwards a
member of the choirs of the Chapel Royal, St.
Paul's, and Westminster, and who died Dec. 10,
1736.
It was not until the decline of life that
Kent could be induced to publish he then
printed a volume containing twelve anthems.
In 1774 he resigned his appointments in favour
of Peter Fussell, and died at Winchester, May 6,
1776, [or in October, according to his monument in the cathedral]. After his death a
volume containing a Morning and Evening
Service and eight anthems by him was jiublished
under the editorship of Joseph Corfe.
Kent
assisted Dr. Boyce in the compilation of his
Cathedral JNIusic.
His anthems have been
extravagantly extoUed by some, and decried by
others ; in both cases unjustly.
They are
smooth and even productions, generally pleasing, but rarely rising above mediocrity.
His
Hear my Prayer was at one time a great
favourite, but it is a poor composition.
He
borrowed freely from Italian composers, without
acknowledgment, as is shown by a volume full
of his notes formerly in the possession of Sir
F. A. G. Ouseley.
[See Bassa>;i.] \v. h. h.
with additions from West's Oath. Org. etc.

,

'

'

'

several times.

One

Quebec in 1867, was

of his

first acts,

when

to visit the grave of

"Wilson, the Scottish vocalist,

who

at

John

died there in

He had photographs

taken of the tombstone, and arranged that the gi-ave should be
tended and cared for in perpetuity.
Mr.
Kennedy's last appearance in public was at a
1349.

'Burns Night,' in Sarnia, Oct. 4, 1886. The
by the Kennedy Family
was at Stratford, Ontario, on the following
last concert given

'

evening.
Mr. Kennedy being too ill to appear,
his daughters carried out the programme, the
Mayor of Stratford taking the chair. Kennedy

probably hastened his end by resolving to
revisit the grave of Wilson with the shadow of
He went out of his
death almost upon him.
way to do so, and in a few days breathed his
last at Stratford, Ontario, on Oct. 12, 1886.
The body was embalmed and brought to his
a public funeral
native land by his widow
took place from his own house in Edinburgh, to
An interesting sketch,
the Grange Cemetery.
Davl'i Kennedy, the Scottish Singer, by his
daughter Marjory (Mrs. Kennedy Fraser), was
published in 1887.
It contains also a condensa;

books, previously published,
entitled Kennedy's Colonial Tour, Kennedy
Much
in India,, and Kennedy at the Cape.
sympathy was felt for him and his family in
1881, when one son and two daughters perished
at the burning of the Theatre des ItaUens at
His eldest son, David,
Nice on March 2-3.
born at Perth in 1849, died in Pietermaritzburg,
Dec. 5, 188.5.
Only a few years before his
death Kennedy was at Milan receiving valuable
tion

of

three

hints from Lamperti

;

a true lover of his art,

he ever felt the necessity for constant application and study.
[Among the Scottish singers

became

a chorister of

;

'

'

'

'

;

KENT BUGLE,

or

Royal Kent Bugle,

a bugle fitted ivith keys covering side-holes, and
said to have been thus named in consequence of
a performance upon it before H.R.H. the Duke
of Kent by Halliday in Dublin, shortly after its
invention.
Although Halliday took outapatent
for this instrument in 1810, a similar application
of keys to the trumpet was known fifty years
earlier
but the bugle, by its proportions, was
more suited for key-work than the trumpet.
Therefore the key-bugle became a useful and
popular instrument, though the key-trumpet was
a failure. The Kent Bugle is now superseded by
valve instruments.
(See Bitgle.)
d. -i. b.
;

KEOLANTHE
KEOLANTHE,

or

KES

The Unearthly Bride.

Grand opera in two acts words by Fitzball, music
by Balfe. Produced at English Opera House,
March 9, 1841.
G.
KEPER, John, of Hart Hall, Oxford, who
graduated as M.A. Feb. 11, 1569, produced in
1574 Select Psalms in fom- parts.'
w. H. H.
;

'

KEEAULOPHON"

(from KepaiXys, a horn-

(puivi),

Manual Stop,

a voice).

of a reedy

their organ at St.

Eustache, Paris, erected in

1854.

E.

KERL (KERLL,

or

CHERLL),

.J.

H.

Johann

C-ASPAR,' celebrated organist, born in 1628, as is
to be concluded from the Mortuarium of the old

Augustine

church

of

Munich.

longer discoverable.
[The epitaph is given in
the Quel ! en -Lej:ikon.~\
His style is remarkable
for the frequent introduction of discords resolved in a new and unexpected manner, in
which respect he is deservedly considered a
predecessor of Sebastian Bach.
He wrote the

music of the operas Oroute,' 1657
Erinto,'
1661 of the serenata in honour of the birthday of the wife of the Elector (Nov. 6, 1661),
'Lepiretensioni del Sole': and of 'I colori geniali'
One of his canzonas has been preserved
(1668).
to the world in a singular but most efficient
way owing to its insertion hy Handel in Israel
in Egypt to the words
Egj'pt was glad when
they departed.' Hawkins gives the canzona in
its original form in his History, chap. 124.
His masses and 'motets are catalogued in the
'

Mattheson's

Ehrcnpforte contains the only details known of
his life.
He came early to Vienna, and learnt
the organ from Valentini, then organist, afterwards capellmeister to the Court, on whose
recommendation Ferdinand III. sent him to
Rome to study under Carissinii. In all proba-

he also learnt from Frescobaldi, possibly
at the same time as his countryman Froberger.
Having returned to Germany he entered the
service of the Bavarian Elector on Feb. 22,
1656, and in that capacity was piresent at the
coronation of Leopold I. at Frankfort (July 22,
1658), where he is said to have been presented
bility

by Schmelzer, vice -court -capellmeister, to the
Emperor, and invited to improvise on a given
theme in presence of the court. Some doubt is
thrown on this by the fact that Schmelzer did
not become vice-capellmeister till Jan. 1, 1671

—

may

Emperor

Quellen-Lexikon, as well as his other composiMS. A toccata in C is given in Pauer's
Alte Cla-idermusik, vol. iii.
r. G.
KERLE, Jacob ya.v, a Flemish master of
the sixteenth century, was born at Ypres, but
appears to have spent the earlier part of his
musical career in Italy, whence the dedications
of his earlier works from 1558 are dated.
From
1562 to 1575 he was in the service of the
Cardinal-Arclibishop> of Augsburg,
Otto von
Truchsess,
partly in Rome and partly in Augsburg.
He is said to have accompanied the
Cardinal to the later sessions of the Council of
Trent, 1562-63, and at any rate was commissioned by him to compose the music for a set of
special prayers on behalf of the Council (see
title below).
He afterwards obtained a canonry
at Cambrai, which he continued to hold while
also in the service of the Emperor Rudolf at
Vienna and Prag (1583 and 1585).
His works
tions in
'

'

and at any

rate Kerl's

reputation as an organist dates from the coronation.
Kerl remained at JIunich until 1674. For
the Italian singers there he composed a Missa
nigra,' entirely \\Titten in black notes, and a duet
bone Jesu, the oidy accomfor two castrati
paniment of which is a ground bass passing
Besides other church
through all the ke\'s.
works, sonatas for two violins and a viol da
gamba, and a Modulatio organica super Mag'

'

'

'

nificat

'

(Munich, 1686), Mattheson mentions

toccatas, canzonas, ricercars,

and

batailles of his

In 1674 he threw
composition for the organ.
up his post and went to Vienna, where he subsisted by giving lessons at what was then a high
scale of remuneration. [He was appointed Court
Organist there in 1677, and seems to have retained the post until 1692, when it is supposed
He died there
that he returned to Munich.]
on Feb. 13, 1693. His tomb, showing this date,
was formerly in the Augustine church, but that
is now the custom-house, and the tomb is no
'

>"ot

von Kerl. as

many

dictionaries aay.

—

—

are
1.
2.

well have been in attendance on the

at Frankfort,

'

'

'

;

but he

'

;

;

An 8-foot Organ
and pleasant nuality
It was invented by Jlessrs. Gray k
of tone.
Davison, and used by them for the hrst time in
1S43 in the organ they made for St. Paul's
Church, Wilton Place.
An e.^ample was introduced by the French hrm of Ducroquet into
blower, and
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3.

:

Hymni

totius anni, etc.-, a 4, Rome, 1558. 23 u.
ftla^iticat octo tonum, a 4. Venice, 1561.

Sexnjiasae. a 4ami5. Venice, 1562. Dedicated to Duke Albert
It is in the title of this worlt Kerle is described as

of Bavaria.

composer to the Cardinal

of

Augsburg.

4. Preces apeciales pro aalubri generalia concilil successu et couclusione, populique Christiani salute ac unione, etc. 10 Reaponsoria.

a

4.
5.

Venice. 1562,

Cantiones Sacrac, a

5

and

6.

Numberf^, 1571,

14 Motets

and 2

Te Deums,
Liber modulorum sacronim. 5and6voc,, quibus addita est recens
csntio. 8 voc. de sacro foedere contra Turcas (this last composition
being a thanicagiving for the victory at Lepauto over the Turks),
6.

,

Munich,
7.
8.
9.

1,572,

Two

other Books of Motets, a 4-6. .33 n. Munich, 1573,
Cantiones Sacrac, a 5 and 6. Munich, 1,575. 9 n.
4 Missae, a 4
reprint'.

with Te Deum, a

5,

Plantin, Antwerp, 1583 (this

work a

10. Aliquot Moduli, a
Asperges and motets.

4-S, etc,

Prag, 15S5,

Te Deum, Magnificat,

Ambros speaks very highly of Kerle's masses
While still belonging to the older

and motets.

school of composition, they have a character of
their own of grandeur and power.
Proske's
Musica Divina contains a vigorous motet by

Kerle

ghem

,
'

Exurge quare obdormis Domine.

'

Malde-

in his Tresor has reprinted three masses,

Deum, and a few motets.
j. e. m.
KES, WiLLEM, violinist and conductor, was

a Te

born at Dordrecht, Holland, on Feb. 16, 1856.
Studied with many professors, at first under
Tyssens, Nothdurft, and Ferdinand Bbhm, and
then, provided with a stipend by the King of

KETTEN
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Holland, with Ferdinand David at the Leipzig
Conservatorium (1871), with Wieniawski at the
Brussels Conservatoire, and finally (1876) with
Joachim at Berlin. But his career has been rather
that of conductor than violinist.
For several
years he divided his time between his native
to-mi and Amsterdam, accepting in the latter
city the post of conductor of tlie Park Orchestra,
and Feli.i: meritis Society (1876), the Parkschouwburg' Concerts (1883), and the 'Concert
'

'

'

gebouw

Concerts (1890), directing also the
'Society' Concerts at Dordrecht.
In 1895 he
undertook the conductorship of the Scottish
Orchestra' in Glasgow, and in 1898 was appointed conductor of the Moscow Philharmonic
Society and director of the Moscow Conservatoire.
He returned to Leipzjg in 1904 for a
'

'

few months, and now lives at Blasewitz, near
Dresden.
Besides being a violinist, he is an
accomplished pianist, though he does not make
public appearances in that capacity.
He has
the all-round gifts which make the capable
conductor.
w. w. c.
KETTEN, Henki, born at Baja in Hungary,
March 25, 1848, attained a rapid success as a
pianist, being trained in Paris by Marmontel
and Halevy. His compositions enjoyed a great
vogue in their day, but are of essentially trivial
quality.
He died in Paris, April 1, 1883. M.
KETTERER, EuGiiXE, born at Rouen in
1831, entered the Paris Conservatoire, obtaining
a second prize for solfege in 1847, and a premier
accessit in 1852, under Marmontel.
From that
time until his death, which took place during
the siege of Paris, Dec. 18, 1870, he appeared
constantly as a pianist, and ^vrote multitudes
of brilliant fantasias and drawing-room pieces,

which obtained an

immense

and ephemeral
M.

popularity.

KETTLE-DRUMS

are copper or brass basins,

with a skin or head that can be tuned to a true
musical note.
Used by the bands of cavalry
[Drum, vol. i.
regiments, and in orchestras.
pp. 730-732.]

KEUCHENTHAL,
dem

V. DE p.
Johannes, described

as

Andreasberge, published at Wittenberg in 1573 a comprehensive
collection of liturgical music for the use of the
Lutheran Church {Kirchcngesang latcinisch unci
deutsch).
Plain - song melodies
It contains
of the Introits, Sequences, Antiphons, Responsoria, and other parts of the mass and other
offices
of the Church for all Sundays and
Holydays, besides some Deutsche Lieder, and a
German Passion-Musio with the 'Turbae' set
Otto Kade
in falsobordone style for four voices.
(Vie aeltere PassionscoTnposiiionen^ 1893) has
proved this Passion to be based on an older
Tucher
arrangement by Johann Walther.
(Schatz des evangel isch en Kirchengesangs, ii. p.
322) mentions that this Keuchenthal Passion
continued to be used at Nuremberg, down to
J. R. M.
1806.
'

Pfarrherr

auf

St.

'

A

KEY.
means the
music

word

scale

of manifold signification.

It

system in which modern
the front ends of the levers

or

written
piano, organ, or harmonium are
played the levers which cover or uncover the
holes in such instruments as the flute and oboe
lastly, an instruction-book or Tutor.'
English
is the only language in which the one term has
all these meanings.
I. The systems of music which preceded the
modern system, and were developed by degrees
is

;

by which the
;

;

'

it, were characterised by scales which not
only differed from one another in pitch but also
in the order of succession of the various intervals of which they were coniposed.
In modern

into

music the number of notes from which a scale
can begin is increased by the more minute
subdirision of each octave
but each of these
notes is capable of being taken as the startingpoint of the same scale, that is to say, of either
the major or minor mode, which are the only
two distinct scales recognised in modern music.
This forms a strong point of contrast between
the ancient and modern styles.
Tlie old was a
system of scales, which differed intrinsically,
and thereby afl'orded facilities for varying
qualities of melodic expression
the modern is
essentially a system of keys, or relative trans;

;

position of identical scales,

by wliich a

totally

distinct order of effects from the old style

is

obtained.

The standard scale called the major mode is a
which semitones occur between the third
and fourth and between the seventh and eighth

series in

degrees counting from the lowest note, all the
other intervals being tones.
It is obvious from
the irregularity of this distribution that it is
not possible for more than one key to be constructed of the same set of notes.
In order to
distinguish practically between one and another,
one series is taken as the normal key and all
the others are severally indicated by expressing
the amount of difference between them and it.
The normal key, which happens more by
accident than design to begin on C, is constructed
of what are called Naturals, and all such notes
in the entire system as do not occur in this
series are called Accidentals.
In order to
assimilate a series which starts from some other
note to the series starting from C, it is necessary
to indicate the notes alien to the scale of C,
which will have to be substituted for such notes
in that scale as could not occur in the new
series
in other words, to indicate the accidentals

—

which will serve that purpose

number the musician
from which his

;

and from their

at once recognises the note

series

must

start.

therefore, is called the Keynote,
ficial series

ment

is

This note,

and the

arti-

of notes resulting from the arrange-

called the Key.

Tlius to

make

a series

from G relatively the same
as those starting from C, the F immediately
below G will have to be supplemented by an
of notes starting

KEY

KEY

"will give the necessary semitone between the seventh and eighth degi-ees of
Similarly, D being relatively the
the scale.
same distance from G that G is from C, the
same process will have to be gone through again
to assimilate the scale starting from D to that
So that each time a fifth
starting from C.
higher is chosen for a keynote a fresh accidental
or sharp has to be added immediately below
that note, and the nnraber of sharps can always
be told by counting the number of fifths which
necessary to go through to arrive at
it
is
that note, beginning from the normal C.
Thus
E is the series of
A,
G,
D,
four -fifths necessary to be gone through in
passing from C to E, and the number of sharps
in the key of E is therefore four.
Conversely, if notes be chosen in a descending
series of fifths, to present new keynotes it will
be necessary to flatten the fourth note of the
new key to bring the semitone between the third
and fourth degrees and by adopting a similar
jirocess to that given above, the number of flats
necessary to assimilate the series for any new
keynote can be told by the number of fifths
passed through in a descending series fi'om the

new flat. Thus E, the fifth above A, will have
the signature of one sharp), corresponding to the
key of the major scale of G and D, the fifth
below A, will have one flat, corresponding to
The
the key of the major scale of F, and so on.
new sharji in the former case falls on the super-

normal

Thomson!!

accidental AYhich

C—

G—

D—

A—

;

C.

In the ilinor Mode the most important and
universal characteristic is the occurrence of the
semitone between the second and third instead

and fourth degrees of the
thereby making the interval between the
keynote and the third a minor third instead of
a major one, from which peculiarity the term
minor arises. In former days it was customary
to distinguish the modes from one another by
speaking of the keynote as having a greater or
lesser third, as in Boyce's Collection of Cathedral
Music,' where the Services are described as in
the key of Bi> with the greater third or in
'the key of T> with the lesser third,' and so
forth.
The modifications of the upper part of
the scale which accompany this are so variable
that no rule for the distribution of the intervals
The opposite requirements of
can be given.

a

;

new kej' so as to bring the semitone
between the second and third degrees of the
scale, and the new flat in the latter case falls
on the submediant of the new key so as to bring
a semitone between the fifth and sixth degrees.

tonic of the

The fact that these signatures for the minor
mode are only approximations is, however,
rendered obvious by their failing to pirovide for
the leading note, which is a necessity in modern
music, and requires to he expressly marked
wherever it occurs, in contradiction to the
signature.

There

'

is

common

a very

opinion that the tone

and ert'ect of dirt'erent keys is characteristic, and
Beethoven himself has given some confirmation
Thus
to it by several utterances to the point.

H

he \vrites
moll schwarze
minor, a black key
and, in
spieaking about Klopstock,"- says that he is
always Maestoso
In a letter to
Dt> major
one
Tonart,
in

ptlace

^

'

B

i.e.

'

;

!

'

'

!

Edinburgh (Feb. 19, 1S13),
speaking of two national songs sent him toarrange, he says,
You have written them in
^f

'

±^

£b

of between the third
scale,
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'

but as that key seemed

me

to

un-

natural, and so little consistent with the direc-

tion

Amoroso that on the contrary

change

it

it

would

into Barlaresco (qu'au contraire

il

le

'

'

changerait en Barbaresco), I have set the song
in the suitable key.
This is singular, considering his own compositions in the key of four
flats, neither of which can justly be entitled
'

barbaresco.

'

'

harmony and melody

in relation to voices

and
form

instruments will not admit of any definite
being taken as the absolute standard of the
minor mode hence the Signatures, or representative gToups of accidentals, which are given
for the minor modes, are really in the nature of
a compromise, and are in each case the same as
that of the major scale of the note a minor
third above the keynote of the minor scale.
Such scales are called relatives relative major
and relative minor because they contain the
Thus A,
greatest rmmber of notes in common.
the minor third below C, is taken as the normal
key of the minor mode, and has no signature
and similarly to the distribution of the
major mode into keys, e.ach new keynote which
;

—

—

;

is taken a fifth liigher will require a new sharp,
and each new keynote a fifth lower will require

had

Composers certainly seem to have
for particular keys, and to-

piredilections

have cast movements in particular st3'les in
special keys.
If the system of equal temperament were perfectly carried out, the difierence
would be less apparent than it is but with
unequal temperament, or when the tuner doesnot distribute the tempering of the fifths with
;

absolute equality in instruments of fixed intonation, there is necessarily a considerable difierence

With stringed
between one key and another.
instruments the sonority of the key is considerably affected by the number of open stringswhich

occur

in

it,

and

their

position

as

Berlioz has given
important notes of the scale.
a complete scheme of his views of the qualities
of the keys for violins in his Treats d'lnWith keyed instruments a
strv mentation.
good deal of the difference results from the
position of the hands and technical considerations resulting
1

In a

sket^^ll for

therefrom.

A

real

TiolonceUo Sonata, op. 1(K. No.

difference
2.

quoted by

Nottebohm.
2

In a conversation with Rochlitz iPiir Frcnnde dcr Tonkuntt,

It. 3561.
3

Given by Thayer,

iii.

45.

2o

KEY

KEY

is obvious in keys which are a good deal
removed from one another in pitch, though
inasmuch as pitch is not constant this cannot
apply to keys which are near.'
See also
Tonality.
o. h. h. p.

of the hand, and a Ruckers harpsichord of 1614
measures but a small fraction of an inch less in
the eight keys, than a Broadwood or Erard
"We have stated
concert-grand piano of 1905.
under Clavichord that we are without definite
information as to the origin of the keyboard.
We do not exactly know where it was introduced
or when. "What evidence we possess would place
the date in the 14th century, and the locality
though much more doubtfully in or near
Venice.
The date nearly synchronises with the
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II.

Taste)

(Fr.

TourM;

instruments

Tasto

Ital.

KEYBOARD

and

of

;

Ger.

keyed stringed

(Fr.
Clavier
Ital.
Tastatara
Ger. Claviatiir, Tastatur). A 'key' of a pianoforte or other musical instrument with a keyboard, is a lever, balanced see-saw fashion near
its centre, upon a metal pin.
It is usually of
lime-tree, because that wood is little liable to
warp.
Besides the metal pin upon the balance
rail of the key-frame, modern instruments have
another metal pin for each key upon the front
rail, to prevent too much lateral motion.
A
key is long or short according to its employment
as a 'natural' or 'sharp,' and will be referred
to here accordingly, although in practice a
sharp is also a flat, and the written sharp or
flat occasionally occurs upon a long key.
Each
natural is covered as far as it is visible with
ivory
and each sharp or raised key bears a
block of ebony or other hard black wood.
In
old instruments the practice in this respect
varied, as we shall show presently.
In English
key refers to the Latin
alone
the name
Clavis, and possibly to the idea of unlocking
sound transferred to the lever from the early
use of the word to express the written note.
The Romance and German names are derived
;

;

:

'^

'

'

from

'

touch.

A

frame or, technically, a set of keys is a
keyboard, or clavier according to the French
appellation.
In German Klavier usually means
the keyed stringed instrument itself, of any
kind.
The influence of the keyboard upon the
development of modern music is as conspicuous
To this day G major
as it has been important.
is
natural on the keys, as it is in the correOther scales are formed by
sponding notation.
'

'

'

'

substituting accidental sharps or flats for naturals,
both in notation and on the keyed instruments,
a fact which is evidence of the common origin
and early growth together of the two. But the
It has
notation soon outgrew the keyboard.
been remarked by Huxley that the ingenuity
of human inventions has been paralleled by the
tenacity with which original forms have been
preserved. Although the number of keys within
an octave of the keyboard are quite inadequate
to render the written notation of the four-andtwenty major and minor modes, or even of the
semitones allied to the one that it was first
mainly contrived for, no attempts to augment
the number of keys in the octave or to change
their familiar disposition have yet succeeded.
The permanence of the width of the octave
again has been determined by the average span
p^pi?r hy SchumiiTm,
Gesammilte ,^chr/ftfn, i, 180.
2 In French, rfhiiwever, the
,

'

See

it

inatrument are caUed

cle/s.

'

Charakteri3tik der Tenarten,' in his

keys of a flute or other wood wind

—

—

invention of the clavichord and clavicembalo,
and it is possible that it was intioduced nearly
simultaneously into the organ, although which
There is reason
was first we cannot discover.
to believe that the little portable organ or regal
may at first have had a keyboard derived from
The
the T-shaped keys of the Hurdy Guiidy.
first keyboard would be Diatonic, with fluctuating or simultaneous use of the Bb and Bt] in
the doubtful territory between the A and C of
the natural scale.
[A primitive keyboard is
exhibited in the Hydraulus (see that article),
Praetorius, 1619,
of course without sharps.]
speaks of organs with such keyboards as being
still

in existence,

i.e.

with

making three semitones

—

—

Bt>

and Bj

only,

in the octave (really

—

"When the
four: e—f, a
c).
bi^, b\>
63, h'i
row oi sharps was introduced, and whether at
once or by degrees, we do not know. They are,
doubtless, due to the frequent necessity for transposition, and we find them complete in trustworthy pictorial representations of the 15th
century. There is a painting by Memling in the
Hospital of St. John at Bruges, whence it has
neverbeenremoved, dated 1479, wherein the keyboard of a regal is depicted exactly as we have it
in the arrangement of the upper keys in twos and
threes, though the upper keys are of the same

and are placed farther
Another painting of the Flemish school
may be seen at Holyrood Palace, Edinburgh,
wherein a positive organ has a perfect chromatic
keyboard beginning at Bq. This picture has
been proved by the late Mr. Laing, F.S.A., to
light colour as the lower,

back.

The instrument is 'short
date about 1484.
octave,' there being two pipes for the deep G
and A. The keys are white naturals and black
sharps.

The oldest keyed instruments we have seen
with undoubtedly original keyboards are a
Spinet^ in the museum of the Conservatoire at
Francisei de
bearing the inscription
MDXXIII,' the
Vcronen. oinis,
Portnlupis
compass is four octaves and a half tone (from E
to F) and the natural notes are black with the
Paris,

'

and a very interesting Roman
sharps white
Clavicembalo, acquired by the Victoria and
The date is 1521,
Albert Museum in 1879.
;

and

it

was made by Geronimo of Bologna

;

it

has boxwood naturals, compass from E to d'",
There was a spinet in the
nearly four octaves.
J

No. 215 of Choaqnet'a Catalogue

11875).
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loan collection of the Bologna Exhibition (1888),
naade by Pasi of llodena, which was said to be
dated 1490. (See also Spinet.) The Flemings,
especially the Ruckers, oscillated between black
and ivory naturals.
(We here correct the

statement as to their practice in Clavichoed,
i. p. 549.)
The clavichords of Germany and
the clavecins of France which we have seen have
had black naturals, as, according to Dr. Burney,
had those of Spain. Loosemore and the Haywards, in England, in the time of Charles II.,
used boxwood for naturals a clavichord of four
and a half octaves existing near Hanover in
1875 had the same a clue perhaps to its date.
Keen and Slade in the time of Queen Anne,
used ebony. Dr. Burney wTites that the Hitchcocks also had ivory naturals in their spinets,
and two of Thomas Hitchcock's still existing
have them. But one of John Hitchcock's, dated
1630, said to have belonged to the Princess
Amelia, and now owned by Mr. W. Dale, has
ebony naturals. All three have a strip of the
colour of the naturals inserted in the sharps,
and have five octaves compass from G, to g'",
sixty-one keys
This wide compass for that
time undoubtedly authentic may be compared with the widest Ruckers to be mentioned

vol.

;

—

—
—

!

—

farther on.

Under Clavichord we have

collected

what

information is trustworthy of the earliest compass of the keyboards of that instrument.
The
Italian spinets of the 16th century were nearly
always of four octaves and a semitone, but divided
into F and C instruments with the semitone E
or B^ as the lowest note.
But this apparent
E or B may from analogy with short octave
organs at that time frequently made have
been tuned C or 6, the fourth below the next
lowest note.^
Another question arises whether
the F or C thus obtained were not actually of
the same absolute pitch (as near as pitch can be
practically said to be absohite).
We know from
Arnold Schliok (S2negel der Orgelmacher, 1511,
reprinted in ilonatshefle fur Musikgeschidde,
Berlin, 1869, p. 103) that F and C organs were
made on one measurement or pitch for tks lowest
pipe, and this may have been carried on in
spinets, which would account for the old tradition of their being tuned in the fifth or the
octave,' meaning tliat difference in the pitch
which would arise from such a system.
The Antwerp (Ruckers) harpsichords appear
to have varied arbitrarily in the compass of their
keyboards. We have observed E c'" forty-five
c'"
f?'"
forty-nine, B,
fifty- two, C
e"
notes, C
'

'

—

—

'

—

—

1

Yet Praetoriua distinctly describes the Halberatadt organ, bailt

—

1359, reconstructed 1-194, as haviuji the lowest note BJ the scale
proceeding by semitones upwards, and we know the sentinaent for
the leading note had not then been evolved. Mersenne gives a Psaltery this scale G, C, D, E (not B. C be it observed). The writer's
suggestion has been recently confirmed by the independent research
of Professor A. Kraus, Junr. of Florence.
He thus describes the
lowest octaves of these Spinets, Apparent notes E, Fit, Gj, A, H^,
:

etc, or
D, etc.

lower.

B,

Cfi, DJI, E, etc, real

notes C, F, D, G, E, A, Bb, etc: G, C, A,

B key frequently divided into F upper half, G for the
The primary disposition is, however, that of the semitone

the

from the Greek tetrachord.

C—/'"

fifty-three,
fifty-six,

G,

e'"

fifty-four,

or G,

fifty-eight F, —

Gj)

-/'"

Hans Ruckers
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G—d'"

—-/" (without
sixty-one,

and
g'"

(the eldest) F,

or
tlie

in

K—e"
lowest

two of

sixty-three

In some instances, however, these keyboards have been extended even, as has been
proved, by the makers themselves.
The English seem to have early preferred a
wide compass, as with the Hitchcocks, already
referred to.
Kirkman and Shudi in the next
century, however, in their large harpsichords
never went higher than /'", although the
latter, towards the end of his career, about
1770, increased his scale downwards to C. Here
Ku-kman did not follow him. Zumpe began
making square pianos in London, about 1766,
with the G_ -/'" compass (omitting the lowest
GS) nearly five octaves but soon adopted the
notes.

—

—

—

five octaves, F,

f"

in which

John Broadwood,

who

reconstructed the square piano, followed
him.
The advances in compass of Messrs.
Broadwood and Sons' pianofortes are as follows.
In 1793, to five and a half octaves, F, c"".
c""
In 1796, six octaves, C,
this was the
compass of Beethoven's Broadwood Grand,
1817. In 1804, six octaves F,—/"". In 1811,
six and a half octaves, C, /"".
In 1844 the
treble g"" was attained, and in 1852 che treble

—

:

—

a"".

But

before this the A^^

a"" seven octave

compass had been introduced by other makers,
and soon after became general. The Broadwoods
were late in adding these extreme notes Pleyel's
semigrand, used by Chopin in Paris, on his return
from Majorca, had G, </"".
Liszt played on a
Erard C^ c"" in Paris in 1824, and in London
:

—

—

in 1825.
Even c'"" appears in recent concert
grands, and composers have written up to it
also the deepest G^^ which was, by the way, in
Broadwoods' Exhibition grandsof 1851.
Many,
however, find a difiiculty in distinguishing the
highest notes, and at least as many in distinguishing the lowest, so that this extreme compass is beyond accurate perception except to a

very few.
'The invention of a 'symmetrical 'keyboard, by
which a uniform fingering for all scales, and a
more perfect tuning, may be attained, is due to
Mr. R. M. Bosanquet, of St. John's College,
Oxford, who had constructed an enharmonic
harmonium with one. In An Elementary TreaIntervals and Temperament
tise on Musical
(Macmillan, 1876), he has described this instrument with passing reference to other new keyboards independently invented by Mr. Poole,
and more recently by Mr. Colin Brown. The
fingering required for Mr. Bosanquet's keyboard
agrees with that usual for the A major scale,
and (lb. p. 20) any passage, chord, or combination of any kind, has exactly the same form
under the fingers, in whatever key it is played.'
In Mr. Bosanquet's harmonium the number of
key.s in an octave available for a system proceeding by perfect fifths is fifty-three.
But in

—

'
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the seven tiers of his keyboard he has eightyfour, for the purpose of facilitating the playing
of a round of keys.
It is, however, pretty well
agreed, even hy acousticians, that the piano had
best remain with thirteen keys in the octave, and
with tuning according to 'equal temperament.'
In Germany a recent theory of the keyboard
has sought not to disturb either the number of
keys or the equal temperament. But an arrangement is proposed, almost identical with the
sequential keyboard invented and practically
tried in England by Mr. William A. B. Lunn
under the name of Arthur Wallbridge in 1843,
in which six lower and six upper keys are grouped
instead of the historical and customary seven
and five in the octave. This gives all the major
scales in two fingerings, according as a lower or
upper key may be the keynote.
The note C
becomes a black key, and the thumb is more
frequently useii on the black keys than has been
usually permitted with the old keyboard.
The
latest school of pianists, however, regard the
black and white keys as on a level (see Preface to
Dr. Hans von Bulow's Selection from Cramer's
Studies,' 1868), and this has tended to modify
opinions on the point.
In 1876-77 the piartisans of the new German keyboard formed themselves into a society, with the view of settling
the still more difficult and vexed question of
the reconstruction of musical notation.
Thus,
discarding all signs for sharps and flats, the five
lines of the stave and one ledger line below,
correspond to six black finger -keys for C, D, E,
Fj, GJt, Ajt, and the four spaces, including the
two blanks, one above and one below the stave,
correspond to six white finger-keys, G$, Dj, F,
G, A, B.
Each octave requires a repetition of
the stave, and the particular octave is indicated
by a number. The keyboard and the stave consequently correspond exactly, black for black
and white for white, while the one ledger line
And further
shows the break of the octave.
the pitch for each note, and the exact interval
between two notes, for equal temperament, is
shown by the notation as well as on the keyThe name of the association is 'Chromaboard.
It has
Verein des gleichstiifigen Tonsystems.
published a journal, Die Tonkunst (Berlin,
Stilke), edited by Albert Hahn, whose pamphlet,
Zttr neuen Klaviatur (Kimigaherg, 1876), with
those of Vincent, Die Ncuklaviatur (Malchin,
1875), and of Otto Quanz, Zur Gcschicktc der
neuen chromatischen Klaviatnr (Berlin, 1877),
are important contributions to the literature of
the subject.
The inventor appears to have been
K. B. Schumann, a physician at Rhinow in
Brandenburg, who died in 1866, after great

keys by which a tenth becomes as easy to span
as an octave is at present.
About sixteen other
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'

'

'

'

'

'

personal sacrifices for the promotion of his idea.
The pianoforte maker of the society is Preuss of
Berlin, who constructs the keyboard with C on
a black key width of octave fourteen centimetres,' (5-J^ inches nearly), and with radiating
;

I

"nie

width of eii

of

the present keys.

pianoforte makers are named, and public demonstrations have been given all over Germany.
In

much stress is laid upon C being
no longer the privileged key. It will henceforth
be no more
natural
than its neighbours.
Whether our old keyboard be destined to yield
this system

'

'

to such a successor or not, there is very

much

own

time, naturally contrived to fit the form of the hand to it,
which it might be very difficult to graft upon anbeautiful piiano music of our

othersystem, even

The

if itweremore

logically simple.

last application of the principle

(1887-88)

the invention of Herr Paul von Janko of Totis,
Hungary.
In this keyboard each note has three
is

finger-keys, one lower than the other, attached
to a

key

lever.

Si.x parallel

rows of whole tone

In the first row
in
the octave is arranged c, d, c,f$, gS, at, c
The
the second row cS, d$, /, g, a, b, rj.
third row repeats the first, the fourth the
second, etc.
The sharps are distinguished by
black bands intended as a concession to those
The keys are
familiar with the old system.
rounded on both sides and the whole keyboard
slants.
The advantage Herr von Janko claims
for his keyboard is a freer use of the fingers
than is possible with the accepted keyboard, as
the player has the choice of three double rows
of keys.
The longer fingers touch the higher
and the shorter the lower keys, an arrangement
of special importance for the thumb, which,
unlike the latest practice in piano technique,
All scales,
takes its natural position always.
major and minor, can be played with the same
positions of the fingers
it is only necessary to
raise or lower the hand, in a manner analogous
to the violinist's 'shifts.'
The facilities with
which the key of Db major favours the pianist
are thus equally at command for D or C major,
and certain difficulties of transposition are also
obviated.
But the octave being brought within
the stretch of the sixth of the ordinary keyboard, extensions become of easier grasji, and
the use of the arpeggio for wide chords is not
so often necessary.
The imperfection of balance
in the key levers of the old keyboard, which the
player unconsciously dominates by scale practice, appears in the new keyboard to be increased
by the greater relative distances of finger attack.
On account of the contracted measure of the
keyboard, the key levers are radiated, andpresent
a fanlike appearance.
Herr von Janko's invention was introduced to the English public by
intervals are thus produced.

;

;

Ames

at the Portman Eooms on June
has many adherents in Germany.
His pamphlet Eine neue Claviatur, Wetzler,
Vienna, 1886, with numerous illustrations of
fingering, is worthy of the attention of all
students in pianoforte technique. [See Jank6
and for experiments in Just Intonation Keyboards see "rEMPERAMENT.]

Mr.

J. C.

20, 1888.

It

;

KEYS

KIEL

[In the instruments which, like the organ and
harpsichord, possess more tlian one keyboard,
each of the rows is called a manual.
Some
writers speak of a pedal keyboard, but the term
pedal-clavier or pedal-board seems more suit'

'

able.]

The fact that the fingering of the right hand
upwards is frequently that of the left hand
downwardshas led totheconstructionof a Piano
a doubles claviers ren verses, shown in the Paris
Exhibition of 1878 by MM. Mangeot freres of
that city.
It is in fact two grand jjianos, one
placed upon the other, with keyboards reversed
as the name indicates, the lower commencing
'

'

as usual with the lowest bass note at the left

hand

the higher having the highest treble
note in the same position, so that an ascending
scale played upon it proceeds from riijht to left
the notes running the contrary way to what
By this
has always been the normal one.
somewhat cumbersome contrivance an analogous
fingering of similar passages in each hand is
secured, with other advantages, in playing
extensions and avoiding the crossing of the
hands, etc.
A. J. H.
;

;

III.

KEYS

(Fr.

Clefs

;

Ger. Klappe

;

Ital.

The name given to the levers on wind
instruments which serve the purpose of opening
and closing certain of the sound-holes. They
are divided into Open and Closed keys, according
In the
to the function which they perform.
Chiave).

former case they stand normally above their
respective holes, and are closed by the pressure
whereas in the latter they close
of the finger
The
the hole until lifted by muscular action.
closed keys are levers of the first, the open keys
They
usually of the third mechanical order.
serve the purpose of bringing distant orifices
within the reach of the hand, and of covering
apertures which are too large for the last phalanx
They are inferior to the linger in
of the finger.
lacking the delicate sense of touch to which
musical expression is in a great measure due.
In the Bassoon, therefore, the sound-holes are
bored obliquely in the substance of the wood so
as to diminish the divergence of the fingers.
Keys are applied to instruments of the Flute
family, to Reeds, such as the Oboe and Clarinet,
and to instruments with cupped mouthpieces,
such as the Key Bugle and the Ophicleide, the
name of which is a compound of the Greek words
[Ophicleide.] In the
for Snake and Key.
original Serpent the holes themselves were closed
by the pad of the finger, the tulie being so
[Seecurved as to bring them within reach.
pent. ]
The artistic arrangement of Keys on all classes
of wind instruments is a recent development.
;

Bassoons, and Clarinets, up to
the beginning of the 19th century or even later,
The Bassoon,
were almost devoid of them.
however, early possessed several in its bass joint
for the production of the six lowest notes on its
Flutes, Oboes,

673

exceed the reach of the hand.
specimens, as stated in the
article referred to, this mechanism was rudely
preceded by l>lugs, requiring to be drawn out
before performance, and not easily replaced with
the necessary rapidity.
[See Bassoon.]
The older Flutes, Clarinets, and Oboes only
possess three or four keys at most, cut out of
sheet metal, and closely resembling mustardspoons.
The intermediate tones, in this
deficiency of keys, were produced by what are
register,

which

In some

far

earlier

termed 'cross-fingerings,' which consist essentitwo lower holes with the
fingers, while leaving one intermediate open.
A rude approximation to a semitone was thus
attained, but the note is usually of a dull and
ally in closing one or

muffied character.
Boehm, in the flute named
after him, entirely discarded the use of these
[See Flute.]
Keys are now fashioned in a far more artistic
and convenient form, a distinction in shape
being made between those which are open, and
'cross-fingered' notes.

those normally closed
so that the player may
be assisted in pjerformance by his instinctive
Besense of touch.
[See Double Bassoon.]
;

Corno di Bassetto afibrds
a good example of this contrivance, the scale
being carried down through four semitones by
interlocking keys, worked by the thumb of
sides the Bassoon, the

the right hand alone.

KEY-BUGLE.
original bugle,
fore

^Y.

An improvement

H.

s.

of

the

which had no keys, and there-

could only yield certain restricted notes

Bugle] by the addition of keys. It is said
to have been made by Logier. The Kent Bugle
is a furtlier improvement of the same thing. G.
KEYNOTE. The note by which the key is
named, and from which the scale commences,
[see

corresponding to the Final of the Ecclesiastical
Modes: the Tonic. [See Key Tonic]
KIALLMARK, George, horn at King's
studied the violin under
Lynn, Feb. 17S1
;

;

Barthelemon and Spagnoletti, and became leader

He

in various orchestras.

which were popular

wrote

in their day,

many

songs

and a great

number of fantasias for the jiianoforte. He
His son,
died at Islington in March 1835.

Kiallmakk, born at
1804, studied the ])iano under
Mosoheles, Logier, and his father. Also at Paris
He lived in London as a
under Kalkbrenner,
player and teacher, and died Dec. 13, 1887.

George

Frederick

Islington,

Nov.

7,

(Brit. ihis. Bioij.)

KIEL, Friedbich, born Oct. 7, 1821, at
Puderbach on the Lahn son of a schoolmaster,
;

At fourteen
the pianoforte.
he began the violin under Schulz, Concertmeister
to Prince Carl von "Wittgenstein-Berleberg, and
soon entered the band of the reigning Prince,

who taught him

sent him first to Caspar Kummer at Coburg,
and in 1843 to Dehn at Berlin. While there
he received a salary from King Frederick Wil-

who

liam IV.

His

first

compositions were for the

KIENZL

5V4

KIESEWETTER

Canons und Fugen opp. 1 and 2
and fugue, op. 1 7 and several pieces
for PF. and violoncello, of which the
Reisebilder
are specially interesting.
In 1862 his
Requiem (op. 20), a remarkable work, was
performed by Stern's Choral Society also by
pianoforte,

'

'

;

variations

;

'

'

—

the University Musical Society of Cambridge,
May 21, 1878. In 1865 he composed a Missa
Solemnis, and in 1 8 7 1 - 7 2 an oratorio Christus.
He was a member of the council of the Berlin
Academic der Kiinste from 1869, and was
professor of composition in the Hochschule fiir
Musik, in which capacity he was much esteemed.
Kiel was a distinguished teacher of counterpoint
and fugue, and as such forms one of the race of
musicians of whom the late Moritz Hauptmann
may be considered the chief. His compositions
are of the sound classical school, tempered with
a due regard for the best modern tendencies.
[A second Requiem (op. 80) was brought out a
few years before his death, which took place in
Berlin, Sept. 14, 1885.]
F. G.
KIENZL, WlLHELM, born Jan. 17, 1857, at
Waitzenkirchen in Austria, is the son of a
lawyer. His father was elected in 1861 mayor of
the town of Gratz, where Kienzl has lived nearly all
He studied composition under Dr. W.
his life.
Mayer, who has also had as pupils Weingartner
and Busoni. Later he attended the Conservatorium at Prague, and concluded his studies in
Munich under Rheinberger. Encouraged by the
advice of Adolf Jensen and the sympathy of Liszt,
he began to compose, simultaneously continuing
'

'

'

his abstract studies, his work in this direction
finding expression in a highly interesting and
valuable work on musical declamation, which

attracted the attention of Wagner, to whom
Kienzl felt himself drawn by the similarity of
Kienzl stayed for some
their musical opinions.
time at Bayreuth on terms of intimacy with the
family, until the proverbial narrow-mindedness
of the Master, who would not tolerate Kienzl's

outspoken admiration of Schumann, put an end
to their amicable relations. Nevertheless, Kienzl
remained, musically speaking, in the Wagnerian
fold, and did not desert the tenets of Bayreuth.
His first opera, Urvasi, which was produced
at Dresden in Feb. 1886, attracted more attention by its melodic charm and the beauty of its
orchestration than by the action of the drama,
Heilmar
His next opera,
which was weak.
der Narr,' was held in abeyance for some ten
In
years owing to difficulties in the staging.
the meantime his third and best-known opera,
'Der Evangelimann,' which had a phenomenal
'

'

'

success all over

Germany and

Austria, rivalling

that of Humperdinck's 'Hansel und Gretel,'
It was given at Covent
appeared in 1894.
In 1898 another
Garden, July 3, 1897.
opera, on the subject of Don Quixote, was
produced in Berlin. In all these works Kienzl,
like Humperdinck, has retained the constructive
features of the Wagnerian creed, but discarded

drama, proving that the
Bayreuth are capable of being
brought nearer to the people than their first
propounder ever intended.
His style, which
is less intricate than that of Humperdinck, is
full of musical interest, and is superior to most
the

purely

heroic

methods of

of the productions of

modern Germany by the
Besides

attractiveness of the material he uses.
his operas Kienzl has published over

100 songs,

of which a representative selection exists, in the

form of an album obtainable in the Universal
Edition,' other interesting sets being op. 55,
Further,
six songs, and op. 66, three songs.
some 150 piano pieces, amongst which the
Dichterreise, op. 46, and the Tanzbilder,' op.
41, the latter for piano duet, deserve mention.
He has also contributed copiously to orchestral
and chamber music, and has published a large
His most
number of smaller choral works.
important production in musical literature, besides the book mentioned above, is an interesting monograph on Wagner, which appeared in
1903.
In the same year a marble relief monument in his honour was unveiled in his native
E. E.
town.
'

'

'

'

KIESEWETTER, Raphael Georg, Edler
VON WiESENBEUNN

Ambros the

(uuclc to

his-

torian of music). Imperial councillor from 1803,
and learned author on musical subjects, born at

Hollesohau
settled in

in

Moravia,

Vienna in 1794.

August 29, 1773
In 1816 he began
;

to form a collection of scores of the old masters,

and made

his house a rendezvous for the first
musicians of Vienna. There also during Advent,

Lent, and

Holy Week, a

first-rate

amateur choir

performed the principal works of the old Italian
composers, and of Bach, Handel, etc.
He
died Jan. 1, 1850, at Baden, near Vienna, and
was buried in the cemetery at Vienna, vor der
Wahringer Linie.' He was ennobled for his
services as an official in the Kriegsrath, taking
his title from his estate.
Innumerable societies
'

him

elected

a

member

in

his services as a musician.

MSS. and

acknowledgment of

He

left his

musical

his correspondence with musical

men

Aloys Fuchs, and to the Court
library his invaluable collection of scores, with
the condition that they should be kept together
of letters

to

Fond Kiesewetter.'
That he was a most prolific writer the
ing list of his principal works will show
as the

'

um

follow:

die Tonfcunst (received
1. Die TerdienKte der Niederldiuier
the gold prize-medal. Amsterdam, 1828). 2. Oeschichie der europdisch-aiicndldndischen, das ist ; vnierer heutitjen Mu^k (Breitkopf
& Hiirtel. 1834, 2nd ed, 1846. translated into Englith by R. MUUer.
1848).
S, PcfterdieJ/HsiAdej-A'ei/f^rjecAen, with remarks on ancient
Egyptian and ancient Greek music; three treatises \ibid. 1838J.
4. Giiido vnn Arena, life and works [ibid. 18401.
6, SchicJcsale und
Beschaffcnjieit det Welilichcti Oesangea. from the early Middle Ages
down to the discovery of the dramatic style .and rise of opera /ibid.
1841).
6. Die itulik der Araber, froTn original soAirces liWd. 1842).
7. Uebcr das Leben. u^id die Werke Palentrinat. a condensation of
Baini's work left unpublished by Kandler edited with preface and
remarks (ibid. iai4). 8. Der neuen Ariatoxener zerstrente Aufsdtze
{ibid. 1846).
9. Ueber die Octave des Pythagoras, supplement to the
preceding (Vienna. 1848). 10. Catalog ueber die Sammiung der
Partituren alter ilusik, etc.' (Vienna, 1847), with preface and
;

1

The

scores left to the

Court Library.

KIND
appendix
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der alien Contraptintu^en. a selection from their
works, chronologically armnb-L-d. Also about liity scattered art idea
in different periodicals, reviews, etc. [A letter from him to R. L. de
FearsjUl, dated 183i*, and exj^ressed in very queer English, is printed
in the j/iwjco? Tirrwi, 1902, p. 9;i, from the original in the possession
of Mr. W. B. Squire.]
ffrtZTen'c

C. F. P.

KIND, JoHAXN Feiedeich,

author of the

born at Leipzig,
Der Freischiitz
March 4, 176S brought up to the law, but
frei]^uented the Thomassehule of his own accord.

words of

'

'

;

:

He began

to practise literature as early as ISOO,

much

success with novels and tales,
1S14 at Dresden, became a Hofrath,
and definitely renounced the law for a literary
life.
Here Weber met him, at the house of
Ton Nordstern. About Feb. 15, 1817, Kind
read to him his Vandyck's LancUeben, which so
pleased the compioser that he at once consulted
him as to an opera-book. The choice of a source
fell on Apel's Gcspensteriv.ch (Ghost Stories).
"Weber had, several years before, been attached
to the story of the Freischiitz, and so entirehdid his enthusiasm communicate itself to Kind,
that by the evening of Feb. 23, he had completed the first act of the opera.
This was the
only important joint composition of the two,

and

after

settled in

but Jahns's Catalogue contains eleven other
pieces, the words of which were supplied by
Kind. The chief of these is the Jubcl Cantata,
another cantata called 'Natur und Liebe,' five
'

songs,

two

fiart-songs,

and a chorus.

Some

these were taken from operas of Kind's

—

of

'Der
Weinberg an der Elbe,' 'Der Abend am Waldbrunnen,' and 'Das Xachtlagcr in Granada.'
The last of these was set to music by Conradin
Kreutzer.
Kind seems to have supplied Spanish
materials for 'Preciosa, and Weber had two
'Alcindor,' 1819, and 'Der
librettos by him
Cid,' 1821
under consideration, but 'Der
Freischiitz is the one which Weber adopted in
(Wood-thief) was
full.
Kind's
Holzdieb
composed by JIarschner in 1824. He died at
Dresden, June 25, 1843, having for many years
He is described by
quite forsaken literature.

—

'

—

'

'

'

AVeber's son as a small person, with a gi-eat
Two
opinion of himself and a harsh voice.
volumes of his works were published, Leipzig,

1821.

G.

KINDERMANX,

ArorsT,

born

Feb. 6,
1817, at Berlin, began his career at the opera
as a chorus-singer, received instruction from
Meyer, and played both bass and baritone parts
after which he was
engaged at JIunich, where he obtained a life
engagement, and was always a great favourite,
He celebrated
being a very versatile artist.
his twenty-fifth anniversary of his engagement
there on June 15, 1871, as Figaro in 'Nozze,'
the Cherubino being his elder daughter Marie,
He sang Titurel at
then engaged at Cassel.
BajTcuth in 1882 and on Sept. 9, 1886, he
celebrated the jubilee of his career, and the
fortieth year of his engagement at Munich,
playing the part of Stadinger in Lortzing's
He died at Munich, JIarch 6,
Waflfenschmied.

at Leipzig in 1839-1846,

;

'

'

1891.
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For his daughter Hedwig, see Reichee-

KlXDERMAXN.

KINDERMANN", Johanx EEAsjirs, Nuremberg organist, is said to have been born at Nuremberg in 1616, but some doubt is cast upon the
accuracy of this date, since already in 1630 he
held the important post of organist at the St.
Aegidien Kirclie at Nuremberg.
He died April
14, 1655.
His chief work is entitled i/a7'))iortj(z.
Onjanica in tahnlaiiLrarii Gcrmanicam ccnnposita,
etc., first published in 1645, and republished in
1665.
It is remarkable, as being one of the
earliest specimens of C^erman copper-plate engraving, and is also of importance in the history
of organ-pilaying and organ composition.
As
the title indicates, the music is given in the

A

German tablature notation.
detailed
description of the contents is given in Ritter's
Gcschiclite dcs Orgdspiels, pp. 146-47.
The
old

work opens with fourteen preludes mainly in
the church tones, followed by fugal fantasias
on chorale -tunes, and concludes with some
Magnificat intonations and verses.
The Pedal
treated obbligato throughout.
Kitter gives
three examptles from the work in modern notation.
Kinderniann's other works are partly
sacred, partly secular compositions for voices

is

with Basso continuo and occasional viol and
violin accompaniment.
He also composed a
large number of chorale-tunes, harmonised for
three voices, to the Nuremberg preacher Dilherr"s
Erangdische Schlussrcimcn and GottUcTie LicbesSome works for instruments
flamme, 1649-52.
only, partly viols, partly

wind instruments,

are

but do not seem to exist compilete.
(See Eitner, QueUcn-Lexikon,)
e. m.
KING, Charles, Mus.B., born at Bury St.
Edmunds in 1687, became a chorister of St.
Paul's under Dr. Blow and Jeremiah Clarke.
He was next a supernumerary singer in the
choir at the small annual stipend of £14.
On
July 12, 1707, he graduated as Mus.Bac. at
Oxford.
On the death of Clarke, whose sister
he had married, he was apipointed almoner and
master of the choristers of St. Paul's.
In 170S
he became also organist of St. Benet Fink, Royal
Exchange.
On Oct. 31, 1730, he was admitted
also mentioned,

.t.

Paul's.
King composed
and anthems, some of which are
printed in Arnold's CaihrdraJ Music, and others
and there are some
in Page's Harmonia Sacra
in the Tudway Collection (Harl. MSS. 7341
and 7342).
Although his compositions evince
no originality they are vocal and not without

a vicar choral of St.
several services

;

spirit,

choirs,

they long continued in frequent use in
and some of them, particularly his

services in

F and

G, are still performed.

They

have justified the joke of Dr. Greene, that King
was a scrvirrahlc man.
Six of them in all are
published by Novello, besides five anthems.

Hawkins intimates that

He

died in London,

was the

his inferiority

result rather of indolence than

March

want of

17, 1748.

ability.

w. h. h.

KING
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KING, MATTHEiv Peter, born in London,
1773, studied composition under Cliarles Frederick Horn.
His first productions were Three
Sonatas for the Pianoforte,' 'Eight Songs and
a Cantata,' and three other sets of Pianoforte
Sonatas.
In 1796 he published Thorough- Bass
'

made dear

A

every Capacity, and in 1800
etc. a work of repute,

to

General Treatise on Music,
with second edition, 1809.

'The

Intercession,'

One

Garden.

,

In 1817 his oratorio,
was produced at Covent

of the songs in

it

'

Must

I

leave

?
(known as Eve's Lamentabecame very popular, and long found a
place in programmes of sacred music.
King
was also the composer of several glees (among
them the popular Witches '), and of numerous
pianoforte pieces.
He composed several drama-

Paradise

thee.

tion

'

'

')

'

the English Opera House,
— 'Matrimony,'
1804
The Invisible

tic pieces, chiefly for

Lyceum

'

:

;

1806; 'False Alarms' (with Braham)
One o'clock, or The Wood Demon (with
Kelly)
and 'Ella Rosenberg,' 1807
Up all
night,' 1809; 'Plots' and 'Oh, this Love,'
1810; 'The Americans' (with Braham), and
'Timour the Tartar,' 1811 and 'The Fisherman's Hut' (with Davy), 1819.
He died in
London in .Ian. 1823.
His son, G. M. King, published in 1826 some
songs which were favourably received,
w. h. h.
KING, Robert, Mus. B., was one of the band
of music to William and Mary and Queen Anne.
[At Christmas, 1689, a licence was granted to

Girl,'

;

'

'

'

;

;

;

him

to establish a concert (Calendar of State

He graduated at Cambridge in 1696.
the composer of many songs published
in 'Choice Ayres, Songs and Dialogues,' 1684;
'Comes Amoris,' 1687-93; 'The Banquet of
Musick,' 1688-92
The Gentleman's Journal,
1692-94 and Thesaurus Musicus, 1695-96. He
composed the songs in Crowne's comedy, 'Sir
Courtly Nice, which were printed in The Theater
In 1690 he set Shadof Music, Book ii. 1685.
Sacred
well's Ode on St. Cecilia's Day,
Harmony.' In 1693 he set an Ode 'on the
Rt. Hon. .John Cecil, Earl of Exeter, his birthPapers.)]

He was

;

;

'

'

day, being the 21 of Sept' commencing 'Once
more 'tis born, the happy day,' the words by
Peter Motteux.
A collection of twenty-four
songs by him entitled Songs for One, Two, and
Three voices, composed to a Thorough-Basse for
J" Organ or Harpsicord,' engraven on copper,
was published by the elder Walsh. The date
'

He was
of his death has not been ascertained.
w. h. h.
living in 1711.
KING, William, born at Winchester, 1624,
son of George King (died 1665) organist of
Winchester Cathedral, was admitted a clerk of

Magdalen

BAND OF MUSIC

KING'S

College, Oxford, Oct. 18, 1648.

He

graduated B.A. .lune 5, 1649, and in 1652
was promoted to a chaplaincy at Magdalen
College, which he held until August 25, 1654,
when he became a pirobationer- fellow of All
Souls' College.
On Dec. 10, 1664, he was

appointed successor to Pickhaver as organist of

New College.
some anthems

He composed

a service in Bt> and

[a setting of the

Litany remained

in use in Lichfield Cathedral,

and was repub-

Bishop of Cheltenham and Mr.
J. B. Lott], and in 1668 jiublished at Oxford
Poems of Mr. Cowdey [The Mistress] and
others, composed into Songs and Ayres, with a
Thorough Basse to the Theorbo, Harpsicon,
or Basse VioU.
He died at Oxford, Nov.
17, 1680, and was buried in New College
Cloister.
w. H. H.
KING CHARLES THE SECOND. A comic
0[iera in two acts
words adapted by Desmond
Ryan from a comedy of Howard Payne's music
by G. A. Macfarren. Produced at the Princess's
Theatre, Oct. 27, 1849.
Palme's comedy had
before been turned into a ballet- pantomime,
'Betty,' music by Ambroise Thomas, and produced at the Grand Opera, Paris, July 10,
1846.
G.
lished

by Mr.

.J.

'

'

;

;

KING SAUL.
KING'S

See Satjl (2).

BAND OF

MUSIC, THE.

The

custom of the kings of England to retain as part
of their liouseliold a band of musicians, more or
less numerous, is very ancient.
We learn that
Edward IV. had 13 minstrels, wdiereof some
be trompets, some with shalmes and smalle
pypes.'
Henry VIII. 's band in 1526 consisted
'

of 15 trumpets, 3 lutes, 3 rebecks, 3 taborets, a

2 viols, 10 sackbuts, a fife, and 4
drumslades.
In 1530 his band was composed
of 16 trumpets, 4 lutes, 3 rebecks, 3 taborets,
a harp, 2 viols, 9 sackbuts, 2 drumslades, 3
minstrels, and a player on the virginals. Edward
VI. in 1548 retained 8 minstrels, a player on
the virginals, 2 lutes, a harper, a bagpiper, a
drumslade, a rebeck, 7 viols, 4 sackbuts, a Welsh
minstrel, and a flute player.
Elizabeth's band
in 1581 included trumpets, violins, flutes, and
sackbuts, besides musicians whose instrmnents
are not siiecified and six j'ears later it consisted
of 16 trumpets, lutes, harps, a bagpipe, 9
minstrels, 2 reljecks, 6 sackljuts, 8 viols, and 3
players on the virginals.
Charles I. in 1625
had in his piay 8 ]jerformers on the hautboys
and sackbuts, 6 flutes, 6 recorders, 11 violins,
6 lutes, 4 viols, 1 harp, and 15 'musicians for
the lute and voice,' exclusive of trumpieters,
drummers, and lifers, Nicholas Laniere being
master of the band
and in 1641 his band included 14 violins, 19 wind instruments, and 25
'musicians for the waytes, besides a Serjeant
trumpeter and 18 trumpeters.
Charles II. in
1660 established, in imitation of Louis XIV. a
band of 24 performers on violins, tenors, and
basses, popularly known as the four and twenty
fiddlers.'
This band not only played while the
king was at meals, but was even introduced into
the royal chapel, anthems being composed with
symphonies and ritornels between the vocal movements expressly for them. After the death of
Charles the baud was kept up, but was somewdiat
harp,

;

;

'

'

THE

KING'S THEATRE,

KIRBYE

clianged in its composition it no loiigcrconsisted
exclnsively of stringed instruments, but some of
its members performed on wind instruments.
It is now constituted so as to meet the requirements of modern music, and consists of thirty
Formerly, besides its ordinary duties
members.
it was employed, together with the gentlemen
and children of the Chapel Royal, in tlie performance of the odes annually composed for the
but since
king's birthday and Xew Year's da}'
the discontinuance of the production of such
odes, its duties have been reduced to attendance
on royal weddings and baptisms, and other
The following is the succession
state occasions.
of the Masters of the ilusick
Da\'is i\lcll
;

;

'

'

:

—

and George Hudson, 1660 Tliomas Baltzar,
John Banister, 1663 Louis Orabu,
1661 (?)
Thomas Pnrcell, 1672
Dr. Nicholas
1666
Staggins, 1682 John Eccles, 1705 Dr. Maurice
Greene, 1735 (?)
Dr. "William Boyce, 1755;
John Stanley, 1779; Sir William Parsons,
;

;

;

;

;

;

;

;

1786
1829

'William Shield, 1817

Christian Kramer,
1834 Geoige Frederick
Anderson, 1848
Sir William George Cusins,
1870; SirWalterParratt. 1893. Robert Camhert
is sometimes said to hare lield the office of Master
;

;

;

Frani;ois Cramer,

:

;

of the Musiek. but

tliis is

doubtiul.

\v.

H. H.

KIXG'S THEATRE, THE.

In the early
part of the 18th century. Sir John A'aubrugh,
the architect and dramatist, proposed to the
performers at Lincoln's Inn Fields Tlieatre to

build

them a new and splendid

Haymarket, and,

his

oll'er

theatre in the
being accepted, he

£30,000 in sums of £100
each, in return for wliioh every suhscrilier was
raised a subscription of

life.
The undertaking was greatly promoted liy the Kit-Cat
Club, and the first stone of the building, wliich
was wdioUy from the designs of \'anl)rugh, was
laid in 1704 with great solemnity by the
Iieautiful Countess of Sunderland (daughter of
the great Duke of Marlborough), known as The
little Whig.'
Congreve, the dramatist, was
associated with Vanljrugh in tlie management,
and the theatre was opened on April 9, 1705,
under the name of The Queen's Theatre,' which
name was changed on the accession of George I.
in 1714 to 'King's Theatre,' by which it continued to be called until tlie death of William
IV. in 1837, after wliich it was styled 'Her
Majesty's Theatre,' the reason for not resuming
being that the
the name
Queen's Theatre
theatre in Tottenham Street at the time bore
[At the beginning of the
that a[)pellation.
present reign, the theatre which had been built

to have a free admission for

'

'

'

'

His
of the old site was renamed
Vanbrugh's erection, alMajesty's Theatre.']
though internally a splendid and imposing
structure, was totally unfitted for its purpose,
owing to the reverlierations being so great as to

on part

make

'

the spoken dialogue almost unintelligible,

to necessitate extensive alterations in order
In the course of a few years
to prevent them.

and

VOL.
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the house became the established home of Italian
opera.
In it the greater part of Handel's operas
and nearly all liis early oratorios were first
jierformed.
On the evening of June 17, 1789,
the building was burned to the ground.
It

was rebuilt
Novosielski,

1790 from designs by Michael
the lyre-shajied plan being then

in

adopted in England.
When completed it
was refused alicence for dramaticrepresentations,
but a magistrates' licence being obtained it was
opened with a concert and ballet on March 26,
1791.
[See Haviix.]
A regular licence was,
first

however, soon afterwards granted. The interior
of the tlieatre was the largest in England
there
were five tiers of boxes, exclusive of slips, and
it was ca]")able of containing nearly 3300 jiersons.
It was admirably ada[itcd luv conveying sound.
On the east side was a large and handsome
concert-room, 95 feet long, 46 feet broad, and
35 feet high, on a level with the principal tier
of boxes.
About 1817 an impiortant alteration
was made in the exterior of the theatre by the
erection of the colonnades on the north, south,
and east sides, and the formation of the western
arcade.
The northern colonnade was aftern ards
removed.
(There is a good descripition of the
Fojis' alley
pit,
including the famous
in
Lumley's 7?e/^?nn'5'-T?(Cf5, chap, vii.) The theatre
was again destroyed by fire on Friday night,
Dec. 6, 1867.
It was rebuilt by April 1869,
but not opened until 1875, and then not for
operatic performances, but for the revivalist
mission of IMessrs. ]\loody and Sankey, who
occupied it for about three months, after wirich
it remained closed until Ajiril 28, 1877, wdien
it was reopened as an o[)era house.
No theatre,
perhaps, has been under the management of so
many different persons Swiney, Collier. Aaron
Hill, Heidegger, Handel, the Earl of Middlesex,
Siguora Yenisei, Crawiord. Yates, Gordon, Hon.
Hobart, Brookes, O'Reilly, Le Texier, Sir
J.
John Gallini, Tranchard, Taylor, Goold, Waters,
Ebers, Ben<lli, Laporte, Monck Mason, Lumlej',
E. T. Smith, and ilapleson, have by turns
directed its affairs.
To attempt only to name
the compositions produced there, and the eminent artists who have been their exponents,
would extend this notice to an unreasonable
length
it ivoulil be, in fact, almost to write a
[With
history of the Italian opera in England.
the history of the smaller theatre on part of
the site, opened in 1897 under Mr.
H.
Beerbohm Tree, a musical dictionary is not
w. H. H.
concerned.]
KIRBYE, GEor.r.E, one of the best English
writers of marlrigals of the graver kind, may
have been a native of Sutfolk, wliere his life
;

'

'

.

—

;

The first mention of his
occurs in 1592, when he contributed to
As he furnished
Este's jrhole Bool: of P.<ahn.'^.
more settings of tunes to this book than any
other of the com]>oscis employed, excepting
John Farmer, it is to be assumed that he had
was

chiefly spent.

name

2p

KIRBYE
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KIRCHEN CANTATEN

made some reputation

as a musician.

I

In 1597 he published what he calls the 'first
fruites of my poore knowledge in Musicke,' a
set of twenty -four madrigals for 4, 5, and 6 voices,
dedicated to two of the daughters of Sir Robert
Jermyn of Rushbrooke, near Bm-y St. Edmunds,
in whose house he seems to have lived as musicmaster, or domestic musician.
On Feb. 16,
1597-98, George Kirbye married Anne Saxye,
at Bradtield St. George, near Rushbrooke.
In 160] appeared the 'Triumphs of Oriana,'
for which Kirbye wrote a 6-part madrigal.
In

Triumphs his composithe words With angel's face

some copies of the

'

'

tion appears to
and brightness,' elsewhere to the words Bright
Phcebus greets most clearly,' the music being
'

'

the same in both cases. It may be conjectured
that Kirbj'e wrote his music to the words
'With angel's face,' to which it seems better
suited, but that, as these words were also set
by Daniel Norcoine, the editor of the 'Triumphs'
may have thought it advisable to supply new

words to Kirbye's composition.
In 1626 Kirbye was living in Bury St. Edmunds.
On June 11 of that year the burial
of his wife is recorded in St. Mary's parish
registers there, and in 1627-28 his name twice
appears in the same registers, probably as one
of the churchwardens.
On Oct. 6, 1634, his
burial is entered in St. Mary's registers.
His

dated March 10, 1633, and proved Oct. 7,
1634, shows that he owned j)roperty in Whiting
Street, Bury St. Edmunds, which he left to

will,

his servant,

Agnes Seaman, kinswoman

late wife, together

and personal

with

all his

to his

goods, chattels,

excepting small legacies to
his sister, Alice
his brother, Walter Kirbye
Moore, widow ; and a few others.
There is a
note in a set of MS. part -books, copied by
Thomas Hamond, of Cressners, Hawkdon, near
Bury St. Edmunds, between the years 1631
and 1660 (Bodl. MS. Mus. f. 1-6), to the
Italian songs to 5 and 6 voyces
etfect that the
contained in them were collected out of Master
Geo. Kirbies blacke bookes wch were soulrl after
ye decease of the said Geo. to the right wo"'^
And he paid
S"" Jo. Hollond in ye yeare 1634.
This note is
as they said Kirbies maid, 40s.'
of interest as showing that Kirbye possessed
copies of motets, etc., by the best Italian composers of the day.
A large number of unpublished madrigals and
motets by Kirbye e.xist in the Bodleian Library,
and in the libraries of the Royal College of
estate

;

;

'

'

'

Music and of St. Michael's College, Tenbury.
Unfortunately they are all imperfect, excepting
a 4-part madrigal, 'Farewell, false love,' in the

In the British iluseum is an
R. G. M. Library.
imperfect pa van for viols (Add. MSS. 30,826-8),
ami a 5-part hymn,
Jesu, look (Add. MSS.
'

'

[See Arkwright's 'Old English
29,372-7).
Edition (published by Joseph Williams), Nos.
'

3, 4, 5,

and 21.]

G. E. P. A.

t

KIRCHEN CANTATEF

(Church Cantatas).
German Lutheran
Church corresponded to a gi-eat extent with the
Anglican anthems, but they were for the most
part on a larger scale, and had a band accompaniment as well as the organ, which is rarely the
case with anthems.
They were used on the
great festivals of the Church and on festal
occasions, such as weddings of great people.

The Kirchen Cantaten

of the

They

flourished especially in the time immediately before and with Sebastian Bach, and it is

with his name that they are cliiefly associated,
both for the prodigious number and the great
beauty of many of the examples of this form of
composition whicli he produced.
[It has been
calculated that he wrote 295 cantatas, of which
206 are still extant.]
Among his predecessors, his uncles Michael

and Johann Christoph, and the great organist
Buxtehude, were composers of Cantatas of this
and Bach certainly adopted the form of
his owm from them at fir.st, both as regards the
kind,

distribution

of the

numbers and the words.

With them

as with

him the words were some-

times complete religious songs, but they were
also frequently taken from promiscuous sources,
passages from the Bible and verses from hymns
and religious songs being strung together, with
an underlying fixed idea to keep them bound
into a complete wdiole.
In some cases they are
mystical, in others they are of a prayerful
character,

and of course many are hymns of

many there is a clear dramatic
element, and in this form the dialogue between
Christ and the soul is not uncommon, as in the
well-known Ich hatte viel Bekiimmerniss,' and
in Gottes Zeit,'
Wachet auf,' and Selig ist
der JIann,' of J. S. Bach. The treatment of the
subject is often very beautiful apart from the
diction, and expjresses a tender, touching kind
of poetr}' of religion which is of the purest and
most afi'ecting character, and found in Bach's
hands the most perfect possible expression in
music.
praise.

In

'

'

'

'

The dramatic element points to the relationship of the Kirohencantaten to the Italian
Cantate da Camera, which formed an important
section of the operatic department of music
cultivated in Italy from the beginning of the
17th century.
In composing the earlier
cantatas, Buxtehude and Bach's uncles do not
seem to have had this connection very clearly in
view, neither does it appear obviously in the
earlier examples of John Sebastian.
But from
the year 1712 Bach began writing music to
cantatas by a theologian and poet named
Neumeister, a man of some importance in
to church music
who wrote poems
which he called Cantatas for all the great
Festivals and Sundays of the year, following
avowedly the dramatic manner of the Italians.
Of Bach's contemporaries, Telemann preceded

relation

him

;

slightly in setting these

Cantatas,

as

a

KIECHENMUSIK
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with his music was published in
This part ot the history of
diviiies them into two periods

collection

Gotha in 1711.
Cantatas, which

in matter of form,
here,

but a very

is

full

Spitta's J. S. Bach,

348,

too elaborate to be treated

account will be found in
Engl,

tr.,

i.

40,

446

ii.

;

the Director of the Institution

of the Senate of the

Academy.

is

a

member

The Institution

devoted to the education of organists, canto]'S,
and music-masters for high-grade schools and
seminaries.
There are hve professors, giving

is

instruction

in

the

organ,

pianoforte,

violin,

harmony, counterpoint, and form, organ
The
construction, and criticism of exercises.
first director was Bernhard Klein, and at present
the post is held by Prol'essor Radecke.
w. B. s.
KIRCHER, Athanasius, learned Jesuit,
born May 2, 1602, at Geisa near Fulda early
became a Jesuit, and tauglit mathematics and

singing,

etc.

As regards the music, the form was extremely
In a great number of cases the work
opened with a chorus, which in Bach's hands
assumed gigantic proportions. This was followed
variable.

by a

series of recitatives, airs, ariosos, duets or
other kinds of solo nuisic, and in the greatest
number of instances ended with a simple chorale.
In some cases the work opens with an aria or
duet, and in others there are several choruses
interspersed in the work, and occasionally they
form the bulk of the whole.
In one somewhat
singular instance (viz.
Ich will den Kreuzstab
gerne tragen ') the Cantata consists of two long
arias, and two recitatives, and an adagio, all for
a bass voice, and ends with a chorale.
In Ich
habe genug the bass voice is alone throughout,
and there is no chorale.
It is evident that the
works were constructed with reference to the
particular resources at the disjiosal of the comand in this respiect the
poser for performance
band varied as much as the musical form of the
Sometimes the organ was accompianied
work.
by strings alone, at others by a considerable
With
orchestra of strings, wood, and brass.
developed resources the Cantata occasionally
began, both in the older and the later forms,
with an instrumental introduction which was
called irrespectively a symphony or a sonata or
sonatina, and evidently had some relationship to
the instrumental Sonate da Cliiesa which were
common in Italy in the Roman Catholic
churches.
This practice appears to have been
more universal before Bach's time than ai)pears
from his works, as instrumental introductions
In
to Cantatas with him are the exception.
such an astonishing number of exampiles as
'

'

'

;

Bach produced it is inevitable that there should
A considerable
some disparity in value,
number are of the highest possible beauty and
grandeur, and a few may not be in his happiest
vein.
But assuredly the wealth stored up in
them which lias yet to become known to the
Their uncommusical public is incalculable.
promising loftiness and generally austere purity
of style have hindered their universal popularity
be

but as people learn to feel, as they
ultimately must, how deeply expressive and
healthily true that style is, the greater will be
the earnest delight they will find in music, and
the greater will be the fame of these imperishable
hitherto

when
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;

monuments

of Bach's genius.

c.

H. H. p.

KIECHENMUSIK, AKADEMISCHES
STITUT FUR.

IS"-

This Institution was founded in
Berlin (Hardenbergsti-asse, Charlottenburg, No.
36), in 1822, and was placed under the direction
of the Royal Academy of Arts in 1875, since

;

natural philosophy in the Jesuit College at
Wiirzburg, where he was professor in 1630.
About 1631 he Avas driven from Germany Ijy
the Thirty Years' War, and went in 1633 to
the house of his Order at Avignon, and thence
by way of A^ienna (1635) to Rome, where he
remained till his death, Nov. 28, 1680.
He
acquired a mass of information in all de]iartments of knowledge, and wrote books on e\'ery
conceivable subject.
His great work Mu^unfia
universalis sive ars marpia coiisoni et dissoni,
two vols. (Rome, 1650), translated into German
by Andre.is Hirsch (Hall in Swabia, 1662), contains, among much rubbish, valuable matter on

the nature of sound and the theory of comjiosition, \\\t\\ interesting examples from the instrumental nmsic of Frescobaldi, Froberger, and
The
other composers of the 17th century.
second vol., on the music of the Greeks, is far
indeed Meibomius {Miisici
from trustworthy
antiqui) accuses Kircher of having written it
without consulting a single ancient Greek
;

His Phonurgia (Kempten, 1673),
translated into German by Agathus Carione
(ap[)arently a nam de phivie), with the title Xeue
authority.

mid Thon-kunst (Nordlingen, 1684), is an
amplification of part of the Musurgia-, and deals
In his
chiefly with acoustical instruments.
Rail-

Magncs, sine de arte magnctica (Rome, 1641) he
gives all the songs and airs then in use to cure
His CEdipus mgyptiathe bite of the tarantula.
cus (Rome, 1652-54) treats of the music con[See J. E.
tained in Egyptian hieroglyphics.
Matthew's Literature of Music, p. 57.]
r. G.
KIRCHGESSNER, Makiasna, performer on
the glass harmonica, born 1770 at Waghausel
An illness in her fourth
near Rastatt, Baden.
year left her blind for life, but this misfortune
was compensated by a delicate organisation
for music.
She learned the harmonica from
Schmittbauer of Carlsruhe, and made numerous
Mozart heard her in
successful concert -tours.
Vienna (1791), and composed a quintet for her
(Kcichel, 617). In London, about 1794, Froschel
made her a new instnrment, wdiich in future she
always used.
Here also she recovered a glimmering of sight under medical treatment. Much
as they admired her playing, musicians regretted
that she failed to bring out the true qualities
of the harmonica, through a wrong method of

KIROHNER
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execution.
After living in retirement at Gohlis
near Leipzig, she undertook another concerttour, but fell ill and died at Schaffhausen,
Dec. 9, 1809.
c. F. p.
KIEGHNER, Theodor, one of the most
gifted disciples of Schumann, a composer of
genre pieces for the pianoforte, was born Dec.
10, 1823, at Neukirchen near Chemnitz in
Saxony, and got his musical training at Leipzig,
under 0. F. Becker, from 1838.
Having completed his schooling at Leipzig and Dresden, he
took the post of organist at Winterthur in
Switzerland in 1843, which town in 1862 he
left for Ziirich, where he acted as conductor
and teacher. In 1873 he became director of
the Musikschule at Wiirzburg, but after two
years he threw up that appointment and settled
at Leipzig, until 1883 [when he moved to
Dresden as a teacher of ensemble in the Conservatorium.
In 1890 he moved once more to
Hamburg, where he died, Sept. 19, 1903.]
Kirchner's works extend to over 100 opus
numbers.
Except a string quartet, op. 20, a
Gedenkblatt, a Serenade, and Novelletten,
'

'

'

'

'

'

'

'

op.

'

and violoncello, some
and eight pieces for violon-

59, for piano, violin,

violin pieces, op. 63,
cello, op. 79,

and a number of

Lieder, they are

written for pianoforte solo or duet, are mostly

all

of small dimensions, and put forth under sugges-

Schumann was wont

tive titles such as

to give

The stamp of Schumann's
mind has marked Kirchner's work from

to his lesser pieces.
original

the

first

;

yet thougli sheltered under Schunjann's
points of style and diction

many minor

cloak,

and decidedly clever.
At
and tender, frequently vigorous, now and then humorous and
fantastic
at worst, they droop under a taint
are Kirchner's own,

best,

are delicate

pieces

his

;

They

of lachrymose sentimentality.

are always

and well shapen, never redunAmong his early
dant, rarely commonplace.
publications,
Albumblatter, op. 9, became
popular as played by Madame Schumann and
carefully fmished
'

'

;

among

'Still

his later,

and particularly

'

und bewegt,'

op.

24,

Nachtstueke, op. 25, deserve
'

attention.

K. D.

KIRKMAI^.

The name borne by

a family of
eminent harpsichord, and subsequently piano.Jacob Kirclimann (afterwards
forte makers.

Kirkman), a German, came to England early
in the 18th century, and worked for Tabel, a
Flemish liarpsichord maker, who had brought
to London the traditions of the Ruckers of
[See Ruckers.] Another ap|irentice
of Tabel's was Shudi (properly Tschudi), who
became Kirkman's rival, and founded the house

Antwerp.

would have been quite
these distinguished pupils,
and for the droll anecdote, narrated by Dr.
Burney, of Kirkman's rapid courtship of Tabel's

of Broadwood.
forgotten,

but

Taljel

for

widow, and securing with her the business and

He

proposed at breakfast-time,
and married her (the Marriage Act being not
stock-in-trade.

then passed) before twelve o'clock the same day,

month after
Kirkman was organist

just one

Square

;

Tabel's demise.

[Jacob

of St. George's,

Hanover

he wrote several sets of pieces

for

organ

and pianoforte, and published them himself at
the sign of the King's Arms in Broad Street,
Carnaby Market, now No. 19 Broad Street,
Soho.]
Dr. Burney places the arrival of Jacob
Kirkman in England in 1740, but that seems
to be too late
Shudi was probably established
by that time in Meard's Street, Dean Street,
Soho, whence he removed in 1742 to the preThere is no
mises in Great Pulteney Street.
reason, however, to doubt the same generally
;

excellent authority that his death took place
about 1778, and that he left nearly £200,000.
Burney, in Eees's Cyclopaedia, gives Jacob
Kirkman's harpsichords high praise, regarding
them as more full in tone and durable than
those of Shudi.
These instruments retained

Antwerp model as late
Andre Ruckers's keyboard

certain features of the
as 1768, preserving

(nearly five octaves), with lowest Gj
This, as well as the retention of the
rosette in the sound-board, may be seen in the
of G,

f"

wanting.

Kirkman harpsichord of that year, which belonged to the late C. K. Salaman, and in which
we find King David playing upon the harp,
between the letters I and K.
Dr. Burney met
with no harpsichords on the continent that could
at all compare with those made in England by
Jacob Kirkman and his almost life-long competitor, Shudi.
Jacob Kirkman, having no children by his
marriage, was succeeded by his nejihew Abraham,
whose son Joseph, the first Joseph Kirkman,
followed him.
The piano was introduced in
Kirkman's workshops in the time of Abraham
Kirkman, as there is record of a square piano
inscribed Jacob and Abraham Kirchmann, which
was dated 1775. A grand piano dated 1780
was also theirs, and the manufacture of both
kinds of instrument went on side by side for
some years, as there was a single harpsichord
in the possession of the firm, dated 1778, and
the douljle harpsichord, in the possession of the
Editor, is dated 1798
it is inscribed 'Josephus
Kirckman.
His son, the second Joseph, died
at the advanced age of eighty-seven in 1877,
his second son Henry, to whom the business
owes its present extension, having died some
years before.
The warerooms were for many
j'ears in Soho Square.
In 1896 the business
was amalgamated with that of the CoUards.
The Kirkmans were the English agents for
Signer Caldera's attachment known as the
Melopiano.
A. j. H.
KIRNBERGER, Johanx Philipp, composer
and \vriter on the theory of music, born April
(baptized on the 24th) 1721, at Saalfeld in
Thuringia
learnt the rudiments of music at
home, the organ from Kellner of Grafenrode,
and the violin from Meil of Sondershausen.
;

'

;

KISTNER

KISTLER
Gerber, court organist there, taught him to
play Bach's fugues, and recommended him to
Bach, whose pupil he was from 1739 to 1741.
Several years were passed at Leipzig, in Poland,
and at Lemberg. On his return to Germany he
resumed the study of the violin under Zickler
of Dresden, and in 1751 entered the capelle of
Frederick the Great at Berlin as ^^olinist.
In
1758 he became capelluieister to Princess
Amalie, and remained with her until his death,
in Beidin, after a long and painful illness, Jidy
During these twenty-five years he
27, 1783.
formed such pupils as Scliulz, Fasch, and Zelter,
and devoted his leisure to researches on the
Of his many hooks on the
theory of music.
subject. Die Ktnist dcs rcincn Satzes, two vols.
(Berlin, 1771-76), alone is of permanent value.
He also wrote all the articles on music in
Sulzer's Thcoric dcr schoiicn Kiinstc, in which
he warmly criticises Marpurg's Kritische Briefc,
[in which various charges had been brought
againsthim. Seethe(2«.c/fc)i-i«ji'0».] Heprided
himself on the discovery that all music could
be reduced to two fundamental chonls, the
which is
triad and the chord of the seventh
obviously wrong and invented a new interval
bearing the relation of 4 7 to the keynote, and
but neither of these has
which he called I
Indeed in his own day
stood the test of time.
the theory of the even temperament steadily

revival at

gained ground.
As a composer he had more
his most interesting works
fluency than genius
are his fugues, remarkable for their correctness.
In 1773-74 he edited a large collection of vocal
compositions by Graun, who was a kind friend
Psalmen und Gesringe by Leo
to him, and
The autograph scores of
(Leonhard) Hassler.
several motets and cantatas, and a cpiantity of
fugues, clavier-sonatas, and similar works, are
preserved in the Imperial Library at Berlin
Kirn[See QneUcn- Lcxi)con.'\
and elsewhere.
berger was of a quarrelsome temper, and fond
of laying down the law, which made him no
r. o.
favourite with his fellow-musicians.
KISTLER, Cyrill, born at Grossaitingen,
near Augsburg, March 12, 184S, displayed early
taste for music, was a choir-boy at the age of
At first ineight, and could play the flute.
tended for the church, he afterwards entered
upon the career of a schoolmaster, and taught
in various schools from 1867 to 1875, picking
up musical instruction how and when he could.
In 1876 he entered the Munich Conservatorium,
and studied regularly under Wullner, RheinThe last of these
berger, and Fr. Lachner.
took him as a private pupil after his leaving
the Conservatorium, and did all in his power to
counteract the strong influence of Wagner which
In 1883 he was
had even then declared itself.
appointed teacher of theory, etc., at Sondershausen, and in 18R4 his most important work,
an opera or music-drama, 'Kunihild,' was
It was not until its
brought out at that place.

ElcmcntarlcJire,

—

;

:

:

—
;

'

'
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Wurzburg in 1893 that it was recognised by any large class of musicians as a
piece of any great significance.
Since that time
it has excited a good deal of comment, which
was stimulated by the polemical attitude adopted
by the comjioser towards theatrical managers
and others, and expressed in a series of Miisikalischc Tagesfragen published between 1884 and
1894.
The opera is constructed on purely
,

Wagnerian principles, with numerous leadingand other peculiarities of the Wagner
'

motives

'

Occasionally

school.

into a style that

German

usual

composer declines

the

more akin

is

and such
he had written
ambitious aim.
Since

things, for, during his earlier

much music

of a

less

to that of the

in choruses

i)art-song,

life,

1885 he has lived at Bad Kissingen, as principal
of a private music-school, and as a publisher.
In 1889 his comic opera,
Eulenspiegel "ivas
brought out at Wiirzburg without nmch success,
although in some ways it is more original than
'Kunihild.'
'Arm Elslein was given at
Schwerin in 1902, and
Rbslein im Hag' at
Elberfeld in 1903.
Baldurs Tod' seems not
to have lieen performed. Besides these dramatic
'

'

'

'

'

works, Kistler has published mau}^ pieces for
orchestra, among them an interesting Trauerklange,
choruses, songs, organ pieces, etc.,
'

'

of harmony on Wagnerian principles
{Harmoniehhre, 1879 and 1903), a, Musikalisdte

method

a

J'oll'SschuUehrer

(1880),

a

which reached its third
1887, and Der einfaclie Kontrapunlct

TonhiinstJer-Lcxikon,
edition in

Lcxikon, Baker's Biog.
Mus., Masters of German Music,
M,
MusieaJ Times for April 1893.)
KISTNER. One of the great music pub(Rieniann's

(1904).
Diet, of

lishing

firms

of

The business was

Leipzig.

founded in 1823 by Probst, who was succeeded
in 1831 by Karl Friedrich Kistncr (born at
Leipzig,

March

3,

man

1797), a

of

some

gifts

The new
music and gi-eat business powers.
name was not assumed till 1836. Kistner
greatly improved the business, and secured important works of Mendelssohn, Schiunann,
Chopin, Moscheles, Sterndale Bennett, etc. He
died greatly esteemed, Dec. 21, 1844, and was
for

succeeded by his son .lulius, who followed in
He added
his father's ste])s with equal success.
the names of Hiller, Taubert, and Rubinstein
to the catalogue of the house, and will long be
remembered by those who had to do with him

He withdrew
for his kindness and liberality.
from the business in 1866 in favour of Karl
Friedrich Ludwig Gurckhaus (1821-84), and
died May 13, 1868.
Among the principal publications of the firm

— Mendelssohn,

Psalms 95 and 98
Antigone Overture 'Ruy
Bias
two Sonatas PF. and violoncello, and
Schumann, Overture,
eight other numbers.
Rose Pilgerfahrt MyrScherzo, and Finale
Sonata for PF. in Fj( 'Bilderaus Osten'
tlien
are found

the' Walpurgisnacht'
'

;

;

;

;

;

;

;

;

;
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Love among the Roses, or. The Master
Key,' and was author of Observations on Voeal
Music, 1821, and editor of 'The Loyal and
'The Sea
National Songs of England,' 1823

Spaiiisches Liederspiel and eleveiimore, including

entitled

Chopin, PF. Coneerto E minor
twelve Grandes Etudes and
Trio G minor
(ioetz's
iSymphony,
Francesca di
others.
Rimini,' 'Taming of the Shrew,' and 137th
Psalm.
G.
KIT, a tiny violin, which, before the general
introduction of pianofortes, was carried by
dancing-masters in their pockets.
Hence the
opp. 1 and

2.

;

;

'

'

;

'The Sea Songs of
Songs of England,' 1823
and A Collection of the
Charles Dibdin ,'1824
Vocal Music in Shakspere's Plays.' He was also
author of some eccentrically written but useful
books, including, Tlie Cook's Oracle (1817), The
Art of Invigorating a'nd Prolongiwj Life (1822),
T)ie ffousclceeper's Ledger (1825), TheEconomy of
the Eyes (1824), The Traveller's Oracle (1827).
(The titles of other books are given in the Diet,
Though an epicure, he was
of Xat. Biog.)
but
regular and even abstemious in his habits
while practising the precepts he gave to others,
he was unable to prolong his own life beyond the
age of fifty, and died suddenly in London, Feb.
[In his fine musical library was the
27, 1827.
MS. collection of airs containing the supposed
original of 'God save the King,' which, coming
after Kitchiner's death into the possession of
Richard Clark, was tampered with and has now
w. h. n.
f. k.J
totally disappeared,
KITTEL, .JoHANN Christian, born at Erfurt,
Feb. 18, 1732, one of the last pupils of J. S.
Bach.
His first post was that of organist at
Langensalza (1751), which lie left in 1756 for
;

'

;

;

that of the Predigerkirche at his native place.
His pay was wretched, and had to be eked
Even
out by incessant and laborious teaching.
when nearly seventy he was forced to make
a tour to Gottingen, Hanover, Hamburg, and
Altona.
In the latter place he stayed for some
time, to the delight of the musicians there, and
published a book of tunes for the SchleswigHolstein Church (^Neues Chorcilbuch, Altona,
Thence he crept home to Erfurt, where
1803).
he died. May 18, 1809, in gTeat poverty, but

'

French and German names for it were pochette
and 'Taschengeige,' though pochette is also
applied to an instrument of long and narrow
It was usually
form resembling a sourdine.
'

about 16 inches long over

all

:

the woodcut

sliows its size relatively to that of the violin.
Sometimes, however, a.s in Nos. 61/;. and 66 of

the Spiecial Exhibition of Ancient Musical
Instruments, South Kensington Mus. 1872, the
neck was longer and broader, for convenience of
fingering, which gave the Kit a disproportioned
look.
The instrument is now practically
obsolete.

The origin of the name has not yet been discovered, [but it may be connected with the
bi'ginning of some form of the word Cithara.
Murray's Diet.'].
In Florio (1598 and 1611),
Beaumont and Fletcher, Ben Jonson, and

;

;

;

Drayton, it seems evident that it is used mthout reference to size, as a synonym for Crowd,
Cotgrave (1611) defines
Rebeck, or Pandora.
Grew, in 1681 speaks
it as
a small Gitterne.'
of 'a dancing -master's Kit,' and as dancingrnasters' Kits would naturally be smaller than
other Kits, the name gradually adhered to them,
as that of viol or violin did to the larger

—

'

,

sizes.

c.

KITCHINER, William, M.D. (Glasgow), the
son of a coal merchant, from whom he inherited
an ample fortune, was an accomplished amateur
musician. He was born in London in 1775, and
educated at Eton.
He composed an operetta

saved from actual starvation by a small pension
allowed him by Prince Primas of Dalberg.
The
fame of his playing was very great, but is hardly
maintained by his works, which are not very
important.
The best are grand preludes for the
organ in two books (Peters) six sonatas and a
fanta.sia for the clavier (Breitkopfs)
and an
organ school (Lev angehende praktische Organist,
in three books, 1801-8
Erfurt, Beyer; third
His papers were inherited by
edition, 1831).
his great pupil, C. H. Rinck, oneof many famous
organists who perfected themselves under him.
Fetis tells us
and we may accept the story as
true, since he was intimate with Rinck
that
Kittel had inherited a full-sized portrait of Bach,
and that when satisfied with his pupils he drew
the curtain, and allowed them a sight of the
picture as the best reward he could afford them.
It is a story quite in accordance with the
devotion which Bach is known to have inspired
G.
in those who had to do with him.
KJERULF, Halfdan, was born at Christiania, Sept. 15, 1815,' and became known as

I

1

—

Mendel and aome other German authorities give wrong

dates.

KLAFSKY

KJERULF
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a coinposer in Norway and the surrounding
countries during the time of Norway's struggle
lor freedom, and the consequent renascence of
her intellectual and artistic spirit.
In 1834 he was a graduate of the Christiania
University, and he had as a matter of course
devoted himself to the study of jurisprudence,

forte pieces fully

for his father's liigli post under Government
would have ensured for him a good start in
official life.
There ensued the heartaches and
the struggles of a born artist who cannot throw
wrong
himself into what he feels to he the
His case was aggradirection for his energies.'
vated by the condition of the poor and cold
country of Norway,' ^ which possessed no hot-

due eflect for the voice, ami with a varied and
sometimes elaborate jiianoforte accompaniment,
in fact, with considerable instinct of just proportions, is saved from actual coinmoiqdace by the
fresh fragrance and the refinement which make
his music distinguished though not important.
Its sadness never becomes morbid,
but is
stamped with the resignation of a noble nature.
Among the Northern ballads and lyrics are to
be found some really characteristic and quaintly
fascinating ditties.
Such are Bjornson's Syn-

'

'

'

Nevertheless, the
house to foster the arts.'
blossom of Kjernlf's art was destined to raise
On the death of
its head in the chill desert.
his father in 1840, a decided step was at last
taken l.iy Halfdan Kjerulf, and he began his

age of twenty-five.
He settled down as a teacher of music, and
published some simple songs even before he had
been introduced to the theory of nmsic by some
In 1850 or thereabouts
resident foreigner.
Kjerulf had begun to attract public attention,
the Government awarded to him a grant by
which he was enabled to study for a year at
On his return to
Leipzig under Richter.
Christiania he did his best to establish classical
subscription concerts in that city, but with no
lasting success.
In 1860 he was in active cooperation with Bjbrnson, who \yrote for him
many poems and it was during these years
1860 to 1865 that Kjerulf did his best work,
resigned to a contemplative and lonely existence,
and content to e.xercise a quiet influence upon
ju'ofessional

career at the

;

those

—

who sought him

was very glad
moral support.

others,

oiit.

Grieg,

the

of

amongst

older master's

The portraits of Kjerulf represent him with
a mild and pensive face, with traces of piain in
He had indeed suffered for
the exfiression.
long from extreme delicacy in the chest, and
death overtook him when he had withdrawn
to a retreat at Grefsen, near Christiania, on
August 11, 1868. A wave of deep emotion
and sympathy, the fervour of which would
have astonished the composer himself, passed
over the country he had loved and served so
well.

The value of Kjerulfs stirring quartets and
choruses for men's voices, as reflecting the
national sentiment in the way most acceiitable
to his countrymen, has already been commented
on.

As absolute music they
but by their vigour and

interest,

are

of slight

their straight-

forward simplicity they may be said to possess
the rirtue which belongs to complete
His few pianoappropriateness to the subject.

all

account of Kjerulf aa the representative of his country,
and fur extrjiets from his letters .ind detjiils of his private life, the
reader may be referred to the articles Halfdan Kjerulf,' by Hehrik
Sundt, in the Musical World of Oct. 1, 8. and 15, 18S7.
'

For a

full

maintain the highly artistic
standard to which Kjerulf was always faithful.
Consideration of the purely mu.sical side of
Kjerulfs songs shows the perfect genuineness
of their inspiration,

inspiration in

The stream

and

also the limits of that

depth and power.

intellectual

of melody, generally written with

'

nbve's Song,'

'

Ingrid's Song,'

'

Young

Venevil,'

Evening Song,' and the Scotch Taylor's Song,'
Munch's Night on the Fjord,' Theodor Kjerulfs
Several songs that spring from
Longing.'
Kjerulfs sojourn at Leipzig most eloquently
recall the influence of Schumann, while his
treatment of some English poems is almost
startling.
The jiolished verses of Moore are
made the vehicle of outpourings in which the
gentle Kjerulf is seen in his most impassioned
mood for instance, Love thee, dearest, love
My heart and lute,' on the other hand,
thee.'
has inspired the composer with an intensity of
'

'

'

'

—

'

'

dreamy melancholy. Unfortunately a certain
amount of licence has been taken in the settings,
and wdiere the poem as a whole gains by the
suggestiveness of the music, the lines and words
now and then sufl'er from false accentuation.
case with some familiar
Lord Houghton.
It would
be impossible to enumerate all that is worthy
of note in the collection of more than one
hundred songs by Kjerulf but notice must be
taken of the successful colouring of some Spanish
subjects, and of the pleasing settings of Victor
Many of the songs are
Hugo's Romances.
familiar to English amateurs through the
compilation by T. Marzials, published by
Further
Messrs. Stanley Lucas, Weber & Co.
testimony to the value of the Norwegian com-

This

is

verses

especial!}^ the

by the

late

;

poser's

work can be read

in the MusiJcalisches

1879, in an article
L. M. ji.
from the pen of Edward Grieg.
KLAFSKY, Kath.\eika, born Sept. 19,
1855, at Szt. Janos (St. Johann) in the county
of AYieselburg, Hungary, the daughter of a poor
Both her parents were musical,
shoemaker.
and as a child she showed vocal aptitude.
In
1870 her mother died, and she left home for
Oedenburg, where she had to beg her daily bread.
Later she went to Vienna and entered service
JVochcnblntt of Jan.

24,

Her singing attracted
there as a nurserymaid.
the attention of her employers, who introduced
her to Neuwirth the organist of the Elizabeth

'

Kirche,

who gave

her instruction.

She was

KLAFSKY
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KLEBEE
a welcome reappearance at Drury Lane, and
sang for the first time here as Elsa, and Agatha,
in 'Der Freischiitz.'
Later in the year she

engaged in 1874 as a chorus singer at the
Komische Oper. There her voice attracted the
attention of the conductor, the younger Helhnesberger, who induced Mme. Marches! to teach
She was engaged in 1875 at
her gratuitously.
In 1876 she
Salzburg as a chorus singer.
married a merchant of Lei[)zig, and for a very
brief space of time retired from the stage, but
circumstances compelled her to accept an offer
of Angelo Neumann to play small parts at the
From 1876 to 1882 she graduLeipzig theatre.
-

On
sang at the Lamoureux Concerts, Paris.
Jan. 2, 1895, she played Anita on the production of Massenet's
Navarraise at Hamburg,
and on the 31st married Otto Lohse, the conductor there (Baker). In the autumn they went
to North America as principal singer and conductor of the Damrosch German Opera Company. In August 1896 Frau Klafsky reappeared
at Hamburg as Elizabeth, and on Sept. 11
appeared on the stage for the last time as
Fidelio. Immediately afterwards she was struck
down with a brain disease, jirobably accelerated
An
by a fall she had received in America.
operation was performed without effect, and she
died Sept. 22. Her life was wTitten by Ludwig
Ordemannn (Fuendeling, Hameln and Leipzig,
1903), and has been of material assistance in

-

ally

won

Alice,

recognition as Venus in Tannhauser,'
and Bertha, 1881, and especially, Jan. 2,
'

'

1882, Brangane, on the production of Tristan
In this last part she jnade a great
success, after a fortnight's study only under the
tuition of Paul Geisler, then chorus-master at
In the same year she accompanied
Leipzig.
Neumann on his Nibelungen tour, still in an
inferior capacity, and when the Trilogy was
produced at Her Majesty's Theatre, Frau Klafsky's modest debuts were made, May 5 and 6,
as Wellgunde (' Rheingold ') and Waltraute
While on tour in 1882, she
(' Walkiu-e').
played at Danzig and Berlin for the first time
'

at Leipzig.

'

*

as Sieglinde

and Briinnhilde, instead
and on each occasion with

of

KLAVIER-MUSIK, ALTE.
two

1.

2.

as principal singer, in
3.

A
3.

Suite in E minor.
Suite in A.

MufTat.

Courante

and

Preludinm

La Tendre (Sarabande and
Gigue] in G.

4.

and
5.

Kirnberger.
Gigue, Gavotte,
Courante, and Allegro for
a musical clock.
Allemande in D
Dumont.
minor.

Soiuita in G minor.
Fantasia and
E. Each.
Fuffue in F.
Rondeau in C.
J. C. F. Bach.
Sonata in BbJ. Cb. Bach.
Deux Oigue.s en
Eamean.

Rondeau,
Oiaeanx,

6.

Allemande,
Courante, Sarabande, and
La Loureuse.
La Favorite, La
Couperin.
teudre Nanette, La T6n(5-

J.

Edited

by

F.

Byrd.

'

of the last acts nf Frau Hertwig Reicher-Kiiiderinann, who
been the Isoldu to Kl.ifsky'a Brimgiine, wa5t to give Klafsky 200

One

Praeludiuni and CarWhiatle.

Roitzsch,

by

published

:

Ernst Bach.

Fugue

in F.

Fantaiaie and D, Scarlatti. Sonata in A.
Do. The Cat's Fugue, in
minor.
Clementi. Toccata in Bb.

Prelude and Fugue
Kirnberger.
inCtf minor.
SoUeggio in C
C. P. E: Bacb.
minor.
Do. Sonata in F minor.
Couperin. Marcb in Ap.
Do. Le R6veille-Matin in F.
Eameau. Tambourin iu E minor.
D. Scarlatti. AJlegro in G minor.

G

Rondo in E.
Cherubini. Fugue in C,
W. F. Baoh. Sonata in D.
Eberlin.
Prelude and Fugue in
E minor.
Hiissler.
Fantasie in C minor.
Field.

J. B.

Cramer.

Toccatinain Af,

G.

KLEBER, Leonhard,

born at Goppingen,

in "Wiirtemberg, afterwards organist at Pforz-

I

;

'

'

when

she waa lying at Turin, hoping that they would meet again
for their holiday at the Tegernsee as arranged.

des-

tendres

ni.in's

'

'

Rappel

Les

Bull.
The King's Hunting
Jigg.
O. Gibbons.
Praeludium and
Galllard.
Arue. Somita No. 3, in G.

breuse.

Peters

Le

Deux Menuets,
Plaintea,
L'Egypti-^nne. La Poule.

Cbambonni^res.

II.

D

J.

Capriccio.

6.

Capriccio in

Eberlin.
Prelude and Fugue
in A minor.
Nicheluiann.
La Gaillarde et

Benda.

2

Minuets.
Haase. Sonata in D.
Fugue in F.
J. L. Krebs,

Marpnrg.

'

lire

1.

D. Scarlatti. .3 Studies.
Durante. Study in A.
Murschbausev. Aria past oralia

Scialatti.

minor.
in

minor.

5.

Fu^ue in F

A.

"W. Fr. Biich.

Toccata

Mattheson,

Kuhnau.

Seriea.

1.

Sonata in A.
Paradies.
Kerl. Toccata in C.
Froberger.

4.

'

had

Correute and
Canzona.
Lully, Sonata in E minor.
Porpora. '2 Fugnea.
Oaluppi. Sonata in D.
Padre Martini. Gavotte and

Frescobaldi.

Ballet.

'

'

2nd

1st Series.

Pt.

some

the 'Trilogy,' and as Isolde and Elizabeth, singing both at Drury Lane and Covent Garden.
Her voice is a pure soprano, rather veiled in the
lower register, but bright and penetrating in
Beyond all
the upper notes {Athenrcuin).
question Frau Klafsky is the finest representaIn
tive of Briinnhilde that has yet appeared.
addition to a noble voice, beauty of face and
form, and magnificent histrionic powers, she
understands the art of posing to an extraordinary
degree, and her attitudes were frequently enchantingly graceful (^Ibid.). In 1894 she made

The name of
Edited by E.
I.

collections of PF. music.
Pauer, and published by Senff, Leipzig:

the place of Fr. Reicher-Kindermann,^ who had
died at Trieste, and she made her debut, Sept.
From 1883 to
21, for the first time as Fidelio.
1886 she played all the principal parts, and in
1885 played the title part in a revival of Geisler's
Ingeborg.
On the usual leave of absence, she
sang in opera and concerts at Barmen, OldenFrom
burg, Hamburg, Vienna, and Berlin.
1886 to 1895 she was the principal singer at
Hamburg, and established her reputation as one
of the greatest artists in Germany in an extraordinary number of parts.
She also sang in
opera and concerts at Stuttgart, the Rhenish
On
Festival at Cologne, at St. Petersburg, etc.
May 12, 1892, she lost her second husband,
Franz Greve, a baritone singer engaged at
Hamburg. On July 2 she reappeared in England at Drury Lane in Fidelio,' and made an
immediate success as Leonora, as Briinnhilde in
'

A. c.

the preparation of this notice.

other artist,
success.
After an illness of four months' duration, she

was engaged at Bremen

'

'

I

heim in Baden, died in 1556, is known as the
WTiter and compiler (from 1520 to 1524) of a
large MS. collection of organ and clavier music,
in old tablature notation, now in the Royal
Library, Berlin.
A full account of the work
will be found in Ritter's Geschichte dcs Orgcl-

spich, pp. 103-5, also in a
Lbwenfeld, Berlin. 1897.

monograph by H.
It has two parts.

KLEMM

KLEEBERG
one for clavier alone in 3 -part harmony, the
second part requiring the use of the jicdals.
There are in all 116 pieces, some with the
names of their composers, consisting of a certain

teaching,

number

lished,

of preludes in various kej^s, described

as being in ut, re, ini, fa, sol with
B ilat, la with and without B flat,

and without
and a large
number of fantasias and organ arrangements of
sacred and secular songs.
Ritter says, 'The
whole collection shows the South German organplaying in a very advantageous liglit it extends
and completes the work begun by Schlick, on
whose principles it is based. Seventeen preludes
and a fantasia are given in modern notation in
the Monatsheftc fur Musikgeschichfc, 1888, and
three other pieces by Ritter.
.j. R.
M.
KLEEBERG, Clotilde, born in Paris, June
27, 1866, was educated at the Conservatoire
uuderMme. EmileRety andMme. Massart, wdiere
she carried off the first piano prize at twelve
Shortly afterwards she played
years of age.
Beethoven's G minor concerto with phenomenal
success at one of Pasdeloup's concerts, and from
that time onwards she made annual appearances at all the most important Parisian concerts.
In 1883 she came to England, and
appeared at a recital, at Manns's benefit at the
Crystal Palace, and elsewhere. In the following
year she deepened the impression then made,
and appeared at the Philharmonic Society, and
;

'

at all the first-rate

London

concerts.

and to apply it in Cologne Cathedral.
He, however, found it more profitable to remain
in Berlin, where he became connected with the
Institut

Kirohenmusik, then recently estab-

fiir

and was made director of music and
These
teacher of singing in the University.
occupations in no wise checked his productivity.
He composed a mass of sonatas and songs, an
oratorio, 'Job' (Leipzig, 1820), and two grand
operas, 'Dido,' to Rellstab's text (1823), and
'Ariadne' (1825).
In 1823 he married, and
went to Rome, where he enjoyed intercourse
with Baini, and copied from tlie ancient treasures of music there.
On his return to Berlin
he composed an oratorio, 'Jephthah, for the
Cologne Festival, 1828. and another, 'David,'
for Halle, 1830.'
In 1832, Sept. 9, he suddenly died in Berlin. Besides the compositions
already mentioned, he left a Mass in D, a Paternoster for eight voices, a Magnificat and Re'

an opera, Irene,' and
an oratorio, both nearly finished, eight books
of psalms, hymns, and motets for men's voices,
and other pieces both sacred and secular. His
vocal music was much used by singing societies
Hullah reprinted one of the
after his death.
4-part psalms, 'Like as the hart,' in his exIt is
Vocal Scores.
cellent collection called
sweet, dignified, religious music, very vocal in
sjtonsoria for six voices,

'

'

'

its phrases.

G.

KLEINMICHEL,

Richter,

hearing her play in a private house, engaged
her forthwith for the Philharmonic Concerts at
Vienna, where sire made a great success, as she
did in Berlin in 1887, where Von Biilow greeted
her with enthusiasm.
In 1894 she was elected
an officier de I'Academie, and shortly afterwards she married the sculptor, Charles Samuel.
Her interpretative power is very remarkable, her
touch and technique have nothing effeminate
about them, and her vigorous, artistic, and unaffected playing is fully appreciated wherever
She is perhaps at her best in
she is heard.
Bach and Schumann, but the works of the old
French olavecinistes are a speciality of hers,
and in all music that she plays she grasps the
M.
comjioser's intention to the full.
KLEIN, Bernhakd, a German composer,
born at Cologne, where his father was a bass

585

Dec.

31,

1846,

Richakd, born at Posen,

received his

first

instruction

His early life was
1793.
passed in the disturbances of the French occupation of the Rhine, but in 1812 he found
means to get to Paris, where Cheruljini's advice,
the hearing of fine performers, and tlie study of
the library of the Conservatoire, advanced him
greatly.
On his return to the Rhine he conducted the performances in Cologne Cathedral,
and profited by an acquaintance with Thibaut
His first
and his fine library at Heidelberg.
important works were a Mass (1816) and a
Worte des Glaubens
Cantata on Schiller's

from his father (Friedrich H. H., 1827-1894,
a military and operatic conductor), and at an
In
early age appeared in public as a pianist.
1863-66 he completed his studies at the Leipzig
Conservatorium, and settled at Hamburg, where
he published many works of some im[iortance,
His second
mostly for his own instrument.
orchestral symphony was given at the GewandIn tliat town
haus at Leipzig with success.
he held for some time the position of capellmeister at the Stadttheater, and subsequently
held similar posts at Danzig and Magdeburg.
His first opera,
He now lives in Berlin.
'Manon,' was successfully produced at Hamburg in 1883, and his Pfeifer von Dusenbach
He has also made
at the same place in 1891.
arrangements of the pianoforte
simplified
M.
scores of Wagner's later works.
KLEMM, or KLEMME, Johann, born at
Oederan near Zwickau in Saxony, some time
before 1600, was received as a boy into the
He
choir of the Electoral chajiel at Dresden.
was afterwards sent, by the Elector Johann
Georg I., for his further nnisical education, to
Christian Erbach at Augsburg, with whom he
Returning to
remained from 1613 to 1615.
Dresden he became the pupil of Heinrich Schiitz
for composition, and was appointed court organHe died some time after 1661.
ist in 1625.

In 1819 he was sent officially to Berlin
(1817).
to make acquaintance with Zelter's system of

Music.

'

'

player,

March

6,

'

'

'

'

'

1

These two oralorioa are in the Library of the Royal College of

2p

KLEMM
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He

KLENOVSKY

honourable mention

deserves

in

musical

history as having generously undertaken the
publication of several of the works of Sohiitz,

when Schiitz was unable to bring them out at
his own expense.
The work by which he himself is known as a composer is an instriiraental
work

Partitura seu Tabulatura Italica,
2, 3 et 4 vocibus, ad duodecini consuetos tonos musieos compositas.
non tantura organo sed aliis quoque instrumentis
entitled,

'

exhibe^is 36 fugas,

.

.

On this work see
Seiffert-Fleisoher, Geschichte dcr Klaimrmusilc,
aceonimodas, Dresden, 1631.
'

Bd.

I.

p.

For other works see the Qml-

101.

len-Lexikoii,

j.

KLEMM.

r. m.

This well-known Leipzig music-

publishing firm, and circulating library, was
founded in 1821 by Carl August Klemm in the
house which it now occupies, known as the
Hohe Lilie, 1 4 in the Neumarkt. Klenim succeeded Wieck, the father of Madame Schumann,
who had for some time carried on a mu.sical
lending library on the premises.
In 1847 the
house opened a branch at Chemnitz, and in 1856
at Dresden.
Among the original publications
of the house are to be found the names of
J.
S.
Bach, Dotzauer, F. Abt, Dreyschock,
Mendelssohn, Schumann (opp. 34, 35), Lachner, F. Schneider, Julius Rietz, Marschner,
'

'

etc. etc.

G.

KLENGEL,

Atjgust Alexander, born Jan.
27, 1783, at Dresden, son of a well-known
portrait and landscape painter, first studied
music with Milchmayer, inventor of a piano
which could produce fifty different qualities of
tone (see Cramer's Mar/at in dcr Musik, i. 10).
In 1803 Clementi visited Dresden, and on his
departure Klengel went with him as his pupil.
The. two separated on dementi's marriage in
Berlin, but the young wife dying shortly after,
they went together to Russia, where Klengel
remained till 1811.
He then spent two years
studying in Paris, returned to Dresden in 1814,

went

London

to

in 1815,

and in the following

year was appointed Court-organist at Dresden,
which remained his home till his death on
Nov. 22, 1852.
During a visit to Paris in
1828 he formed a close friendship with Fetis,
who with other musicians was much interested
in his pianoforte canons.
Of these he published
(Paul, Dresden,
only
Les Avant-coureurs
After his death Hauptmann edited the
1841).
Canons et Fugues (Breitkopf & Hartel, 1854),
with a preface, in which he says, Klengel was
brought up on Sebastian Bach, and knew his
works thoroughly.
It must not be supposed,
however, that he was a mere imitator of Bach's
manner it is truer to say tliat he expressed
his own thoughts in the way in which Bach
would have done had he lived at the present
'

'

'

'

'

;

day.
He left several concertos, and many
other works.
His visit to London was commemorated by the composition of a Quintet for
Piano and Strings for the Philharmonic Society,
'

which was performed Feb. 26, 1816, he himself
taking the pianoforte.
There is a pleasant little
sketch of him in a letter of Mendelssohn's to
Eckert, Jan. 26, 1842.
F. G.
KLENGEL, Julius, a distinguished violoncellist, was born Sept. 24, 1859, at Leipzig.
He was a jjrivate pupil of Emile Hegar, whilst
S.

Jadassohn gave him lessons in harmony and

composition, and in 1874 joined the famous
Gewandhaus Orchestra, of which he is at the
present day principal violoncello.
His first
In 1881
appearance as a soloist was in 1875.
he received the appointment of teacher at
the Leipzig Conservatorium, and the honorary
title of 'Royal Pro lessor.'
Though a member
of the so-called
Gewandhaus Quartet (WoUgandt, Hamann, Hermann, Klengel) and a
recognised classical player, he is better known
outside his native town as a violoncello virtuoso,
haWng toured in that capacity through all the
principal towns of Germany, Holland, Russia,
and England.
America he has not yet visited.
As a performer he has sacrificed, to some extent,
quality of tone to the acquisition of phenomenal
powers of execution. In the matter of technique
he is surpassed by no living violoncellist, playing
harmonic notes, and passages lying in the upper
register of the violoncello, with all the clearness
and fluency of a violinist.
He is distinguished
as a teacher, having formed many good pupils,
and also as a composer, amongst his works the
following being worthy of mention
Four
violoncello concertos, two string quartets, one
violoncello sonata, one pianoforte trio, suites,
and serenades for string orchestra, pieces for
two and four violoncelli, solo pieces and educational works.
vv. w. 0.
KLENGEL, Paul, violinist, brother to the
above, pianist and song -writer, was born at
Leipzig on May 13, 1854,
He was a pupil of the
Conservatorium in 1868-72.
He is a Dr. Phil.,
'

'

:

and an excellent all-round musician.

Conducted
'Euterpe' concerts at Leipzig, 1881-86,
then filled the post, for several years, of second
Hofkapellmeister at Stuttgart, returning to
Leipzig in 1893 to conduct the Choral Society
Arion.' From 1898 to 1903 was conductor of
the Deutscher Liederkranz in New York, and
then returned once more to Leipzig, resuming
the conductorship of the Arion Society, which
he retains to this day.
He docs a considerable
amount of scoring and arranging for publishers
and composers.
w. w. c.
KLENOVSKY, Nicholas Semenovich, composer and conductor, born at Odessa, 1857,
was a pupil of the Moscow Conservatoire, under
Hubert and Tchaikovsky. He was selected by
N, Rubinstein to assist him in organising the
first performance
of Tcliaikovsky's
Eugene
Klenovsky was afterwards
Oniegin (1879).
conductor of the University orchestra, and assistant conductor at the Imperial Opera, Moscow.
Deeply interested in all that concerned racial
the

'

'

'

'

'

'

'

KLINDWORTH

KLOTZ

music, he was associated with Jlelgounov in
and harmonising tlie Russian folksongs. (See Melgoun-ov.) In 1893 he became
director of the JInsic School at Tiflis, which
gave him the opportunity of studying the music
of the various Caucasian races.
He was the
first to organise
Ethnographical Concerts in
Russia.
In 1902 he was appointed sub-director
of the Imperial Chapel.
He has composed
several successful ballets
incidental music to

given by Mr. F. Dawson, on Maj' 15, 1898.
See the Musical Times for 189S, p. 513.]
His
arrangement of Schubert's Symphony in C major
for two pianofortes, and the four-hand arrangement of Tchaikovsky's Poeme symphonique,
Francesca da Rimini,' as also, amongst his
original compositions,
a very difficult and
effective Polonaise fantaisie for pianoforte, should
be particularly mentioned.
The manuscripts
of a masterly rescoring of Cliopin's Concerto in
F minor, and a condensation and orchestration
of C. V. Alkan's Concerto in Gj minor (Etudes,

collecting

'

'

;

'Antony and Cleopatra,' etc.
Georgian Liturgy a cappellco

plays, 'Messaline,"

cantatas and a

'

'

(1902).

R. N.

KLmCWORTH,

Kael, born at Hanover on
Sept. 25, 1830, was in early youth an accomplished performer on the violin.
From his
seventeenth to his nineteenth year he acted as
conductor to a travelling opera troupe
then
he settled in Hanover and took to playing the
piano and composing.
In 1852 he went to
^Veimar to study piiauoforte-playing under Liszt,
and had Hans von BiUow, W. iilason, and
Dionys Pruckner as his fellow-pupils. In 185-t
he came to London, where he remained fourteen years, appearing in public at intervals as
a pianist and conductor of orchestral concerts,
but in the main living the quiet life of a student
and teacher. [His first appearance here was at
on
Musical Winter Evenings
one of Ella's
Jlarch 30, 1854, and he played Henselt's concerto at the Kew Philharmonic concert on July
He organised two series of three
4, 1855.]
cliamber concerts in the spring of 1861 and
1862, and a series of three orchestral and vocal
concerts in the summer of 1861, under the title
of the ilusical Art Union.' The most remarkable compositions brought forward at the latter
were Rubinstein's Ocean Symphony Gade's
Cherubini's Requiem,
Erl King's Daughter
Schumann's PF. Concerto. They were
TSo. 1
well carried out, but met with the usual fate of
such enterprises in London, and were discontinued for want of capital. In 1868 Klindworth
was appointed to the post of professor of the
pianoforte at the Conservatorium of Moscow, and
while there he brought out the works which have
made his name famous, the pianoforte scores of
"VVaguer's 'Der Ring des Nibelimgen,' begun
during AVagner's visit to England in 1855, and
the latter beyond
his critical edition of Chopin
all praise for rare insight into the text and
;

'

'

'

'

'

;

'

'

;

;

;

minute care bestowed on the presentation of
the former quite wonderful for the fidelity
with which the transcript is contrived to reflect
[In 1882
"Wagner's complicated orchestration.
he returned to Germany, and was concluctor of
the Berlin Philharmonic Concerts, jointly with
Joachim and Wiillner, and was also conductor
it

;

He established
of the Berlin Wagner Society.
a school of music in Berlin, which existed until
1893,

when he

retired to Potsdam,

and has

He
since devoted himself to private teaching.
visited London once again to conduct a concert
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'

known to his friends. [The
version of Chopin's concerto has been often
played, and in the opinion of a large class of
op. 39), are well

new

musicians the work is imp)roved thereby, though
others consider that the slighter accompaniment designed by the composer is really more
effective.]

E. D.

KLOTZ,

the name of a numerous family of
violin-makers, who lived at the little town of
Mittenwald, in the Bavarian Alps, and founded
a manufacture of stringed instruments which
makes ilittenwald to this day only less famous
than Markneukirchen in Saxon}', and Mirecourt
in the Vosges.
A variety of the pine, locally
known as the Hasel-fichte (Bechstein calls it
the harte oder spate Roth-tanne '), of delicate
but strong and highly resonant fibre, flourishes
in the Bavarian Alps.
The abundance of this
material, which the ingenious jieasants of the
neighbouring Amnierthai use for wood-carWng,
led to the rise of the Mittenwald violin manuFor about two centuries there was held
facture.
in the tovm a famous fair, greatly frequented
by Venetian and other traders. In 1679 this
fair was removed to Botzen, and the ilittenwalders attribute the rise of the violin industry
Ons
to the distress which thereupon ensued.
Egidius Klotz had already made violins at
Tradition says that he learned
Mittenwald.
'

'

'

the craft from Stainer at Absam.

He

is

more

likely to have learned it fi'om seeing Stainer's
(-iolins,

son,

which he imitated with

1743),

success.

His

Matthew Klotz (1653followed in the same path. He travelled,

Matthus

or

however, into Italy, sojourning both at Florence
and Cremona. Tradition reports him to have
returned to Mittenwald about 1683, and to
have at once begun to instruct many of the
impoverished Jlittenwalders in the mystery of
fiddle-making.
The instruments found a ready
They ^xeie hawked about by the makers
sale.
at the churches, castles, and monasteries of

South Germany

and Mittenwald began to reMost of the instruments
of Matthias Klotz date from 1670 to 1696.
They are well built, on the model of Stainer,
His son Seb.a.stias
but poorly varnished.
His instruments,
surpassed him as a maker.
though Stainer-like in appearance, are larger
in size, of flatter model, and better designed
and his varnish is often of a good Italian qualit}'.
recover

its

;

prosperity.

:
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Another son of Matthias, named Joseph, still
has a good reputation as a maker.
Until about the middle of the 18th century, a
distinctive

German

style prevailed in violins, of

which the above-mentioned makers are the best
exponents.
In several towns of Italy there
were Germans working in their own style side
by side with Italian makers. Tecchler worked
thus in Rome, Mann in Naples, and the three
Gofrillers (Gottfriedl) in Venice.

It is certain,

was a demand for German violins
in Cremona itself.
Two Germans, named Pfretschner and Fricker, who made violins of their
own ngly pattern, gained a subsistence there in
the golden days of Stradivarius and the famous
Veracini always used a German violin.
But

too, that there

:

this competition could not long endure.

The

was established
in the earlier half of the century
and wherever
stringed instruments were made, imitation of the
Italian models began.
It penetrated to Mittenwald, as it did to London and Paris. This stage
of the art is represented by Georu Klotz, whose
fiddles date from 1750 to 1770.
They have
superiority of the Italian violin

:

lost their distinctive Tyrolese out,

without gaining the true Italian style, and are covered with
a thin brittle spirit varnish, laid upon a coat
of size, which keeps the varnish from penetrating the wood, and renders it opaque and perishBesides George, we hear of Michael,
able.
Charles, and a second Egidius. Nine-tenths
of the violins which pass in the world as
Stainers were made by the Klotz family and
'

'

their followers.

E.

KLUGHARDT, August Fkiedrich

.r.

p.

Martix,

born Nov. 30, 1847, at Cuthen, was for twenty
years a theatrical conductor before becoming
courtmusic-director, first at Weimar in 1 869, then
at Neustrelitz in 1873, and at Dessau in 1882.
He died at the last-named place, Aug. 3, 1902.
Under Liszt's influence he threw himself into
the modern school of music, but stopped short
of the exaggerations into which many of Liszt's
followers were led.
Five overtures, five symphonies, two suites, concertos for oboe, violin,
and violoncello respectively, the oratorios Die
Grablegung Christi,' 'Die Zerstiirung Jerusalems (his best-known work), and 'Judith,'
two psalms for soli and chorus, and much
'

'

chamber music, represent his chief work ajjart
from the stage, to which he contributed
Miriam (Weimar, 1871), Iwein (1879), and
'Gudrun' (1882, both at Neustrelitz), and
'

'

'

'

'Die Hochzeit des Mcinchs' (Dessau, 1886),
given as Astorre at Prague in 1888.
(Riemann's Lexikon.)
'

'

KNABE & COMPANY, an eminent firm of
American pianoforte manufacturers with headquarters in Baltimore.
Its founder, William
Knalie, was born in Kreutzburg, Saxe-Weimar,
in 1797, and died in Baltimore in 1864.
He
began the business of making pianofortes in
1837, and souie years later entered into partner-

In 1854, he bought
ship with Henry Gaehle.
the latter's interests, and associated his son,

Ernst (1837-94), with him, as also another son
William (1841-89) a little later, and a son-inlaw Charles Keidel.
The heads of the firm in
1903, are Ernest J. Knabe jun. (born July 5,
1869), and William Knabe (born March 23,
H. E. K.
the author of a L.M.
psalm tune called "W'areham,' which was long a
favourite in churches.
He was born 1698, was
He pubparish clerk of Poole, and died 1768.
lished a New Sett of Psalms and Anthems in

1872).

KNAPP, William,
'

'

1738 (2nd edition, 1741, 3rd,
from engraved plates, 4th, 1750, and
7th, 1762, 8th, 1770, the latter from type).
In 1753 appeared 'The New Church Melody'
which was re-issued in 1756 and 1764, the last
Wareham is in both
being the 5th edition.
in the former called Blandford,' and in comfour parts' in

1747,

all

'

'

—

mon

'

time, in the latter in triple time.

tune by him

is

given by the Rev.

Another

Henry

Parr,

[Information
Church of England Psalmody.
from Rev. H. Parr, the parish clerk of Poole,
G.
Messrs. J. F. R. Stainer, and F. Kidson.]
KNAPTON, Philip, was born at York in
1788, and received his musical education at
Cambridge from Dr. Hague. He tlien returned
He comto York and followed his profession.
posed several overtures, pianoforte concertos, and
other orchestral works, besides arranging numerous i^ieces for the pianoforte and harp.
He
acted as one of the assistant conductors at the
York Festivals of 1823, 1825, and 1828. He
died at York, June 20, 1833.
[His father,
Samuel Knapton, was a music-publisher in Blake
Street, and afterwards in Coney Street, York,
at the end of the 18th century.
Philip and
others of the family, together with a York musician named White, kept on the business until
about 1840, when it passed into the hands of a
person named Banks.
F. K.]
"W. H. H.

KNECHT, Justin Heinrich, born Sept. 30,
1752, at Biberach in Suabia, received a good
education, both musical and general (Boeckh
was one of his masters), and filled for some
time the post of professor of literature in his
native town.
[He combined with this the
office of music -director from the year 1771.]
By degrees he gravitated to music, and in
1807 became director of the opera and of
the court concerts at Stuttgart
but owing to
successful intrigues against him, in a couple
of years he resigned tlie post and returned lo
Biberach, where he died Dec. 1, 1817, witli a
great reputation as organist, composer, and
theoretician.
In the last-named department he
The list of his
was an adherent of Yogler.
productions as given in the Quclhn-Lcxilcon
embraces many compositions, sacred and secular,
vocal and instrumental, and eight theoretical and
Two of the former only have
didactic works.
any interest for us, and that from an accidental
;

KNELLEE HALL

KNEISEL
cause.

The

Musical de

first (Bossier,

la

Natuie,

Spire

') is

a grand

'

'

Le Portrait

symphony

for

two

violins, viola, and bass, two flutes, two ohoes,
bassoons, horns, trumpets, and drums ad lib., in
which is expressed
1. A beautiful country, the
sun shining, gentle airs, and murmuring brooks
;

—

;

birds twitter, a ^^aterfall tumbles from the mountain, the shepherd jilays his pipe, the shepherdess

and the lambs gambol around.
2. Suddenly the sky darkens, an oppressive closeness
jiervades the air, l.ilack clouds gather, the wind
rises, distant thunder is heard, and the storm
approaches.
3. The tempest bursts in all its
fury, the mud howls and the rain beats, the
trees groan, and the streams rush furiously.
4. The storm gradually goes otf, the clouds
disperse, and the sky clears.
5. Nature raises
its joyful voice to heaven in songs of gratitude to
the Creator (a hymn with variations).
The
second (if it be not an arrangement of a portion
of the preceding) is another attempt of the same
kind with a German title
'The Shepherds'
pleasure interrupted by the storm, a musical
picture for the organ.'
These are precisely the
subjects which Beethoven has treated, and Fetis
sings,

'

—

would have us believe that Knecht actually
anticipated not only the general scheme of the
Pastoral Sym[ihony but some of its figures and
passages.
But this is not the case. The writer
purchased the score and parts of Knecht's w'oi'k
at Otto Jahn's sale, and is able to say that
heyond the titles the resemblances between the
two works are obviously casual, Knecht's being
in addition commonplace, entirely wanting in
that 'expression of emotions which Beethoven
enforces, and endeavouring to depict the actual
[See
sights and sounds, which he depirecates.
Pastoral Stmphosy.]
g.
'

KNEISEL,

FiiANZ,

%'iolinist,

chamber
Bucharest, Roumania, Jan.

and

leader

of

chiefiy player

concerts,
26, 1865.

born in
His father,

a native of Olmiltz, Moravia, was the leader of
a military band, and gave him his first musical
instruction.
He then studied at the Conservatorium in Bucharest, and had finished its courses
and carried off the first prize for violin playing
In 1879 lie
before he was fifteen years old.
entered the Vienna Conservatorium as a special
pupil of Griin and Hellme.sberger, devoting himself under the latter chiefly to chamber musii-.
On the completion of his academical studies he
took the first prize for violin playing in July
1882, and on Dec. .31, of the same year, played

Hungarian
monic concert. He was
violinist at the Hoflmrg
In 1884
Jacob Dont.
Joachim's

'

'

concerto at a Philharat once ap]iointed solo

Theater as successor of

ho went to Berlin as
Concertmeister of the Bilse Orchestra, remaining
It is publi-^hed at Spire by Bossier, with no year ; but the date
may very well be I7S4, since the list on the back contains the three
early sonatas of Beethoven, which were published by Bossier in
1793.
But the coincidence is curious. Beethoven must have been
familiar with Bossier's advertisement page, on which his own first
«onat;i3 were announced, and which contains all the above
1

particulars.
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one year when, in the autumn
went to America on the invitation

in that position

of ISS.*!, he

of "Wilhelm Gericke, conductor, to be principal
of the Boston Symphony
performed the duties of that
office uninterruptedly for eighteen years, resigning
in May 1903 to devote himself thenceforward
to solo work and the leadership of the Kneisel

and

solo

violinist

He

Orchestra.

Quartet.

As

Boston Musical

(See

Soi-ietie.s.)

a lad Mr. Kneisel conducted a Pliilharmonio

Society of instrumentalists

in

Ijucharest

;

in

America similar duties of greater moment devolved upon him.
In the absence of Arthur
Nikisch he conducted the concerts of the Boston
Symphony Orchestra at the World's Fair in
Chicago in 1 893, and also a concert tour through
Western cities lasting three weeks, in the early
summer of that year. In 1902 and 1903 he was
associate conductor of the Worcester Festivals
in

Massachusetts, and in 1905 was appointed
new Institute of Musical

violin professor in the
in New
KNELL,

Art

York.

H. E. K.

the Passing Bell (Fr. La. Cloche des

Agoniiyants Germ. Die Todknglocl'e). A solemn
cadence, tolled on the great bell of a parish
church, to announce the death of a parishioner
or, in accordance with old custom, to give warn:

;

ing of his approaching dissolution.
To indicate
the decease of a man, or boy, the knell begins
with three triple tolls, followed by a number of
moderately tpiick single strokes corresponding
to the age of the departed.
The bell is then
tolled, very slowly, for the accustomed time
and the knell concludes, as it began, with three
triple tolls, sometimes, but not always, preceded
by a repetition of the single strokes denoting
the age of the deceased person.
For a woman, the knell begins, and ends,
with three double, instead of three triple tolls.
In other respects, the formula is the same as
that used for a man.
Minute tolls denote the death of the Sovereign,
"w. s. r.
or Heir A]iparent to the Crown.
KNELLER HALL, Whitton, near Hounslow,
Middlesex, the Military School of Music,' for
the education of bandsmen and bandmasters
for the regiments of the British army.
At
Queen Victoria's Jubilee, 1887, the prefix
' Royal
was added to the name of the instiUntil modern times bandmasters in
tution.
the British army were mostly civilians, with no
guarantee for their competence for the post,
and bandsmen were instructed and practised
in a casual and often imperfect manner by
each regiment for itself. A bandmaster formed
no integral part of the corps, and could not
be compelled to accompany it in case of war or
and the slalns of bandsmen is
foreign service
even now so far anomalous that in action their
duty is to rescue the wounded under fire and
take charge of them in hospital.
Each band was
formed on its own model, and pilaycd what kind
of instruments, and at what pitch, it liked.
In
:

'

'

;

KNELLER HALL

KNIGHT

the Crimean war the evils of this state of things
and the want of united systematic action were
painfully apparent, and shortly afterwards, by
command of H.R. H. the Duke of Cambridge,
Commander-in-Chief, a plan was drawn up and
submitted to tlie officers of the army, to which
they readily gave their assent and subscription.
In pursuance of this plan Kneller Hall, a building
on the site of the house of Sir Godfrey Kneller,
the painter (formerly the Government establish-

necessary that the candidate should have had
seven years' service as a musician. He is taught
the art of teaching by having a number of
pupils put under him, and he learns by practical experience to conduct a band, a form of
instruction in which Kneller Hall stands alone

ment

the recommendation of the commanding officers
of the regiments.
A supjily of the former is
the Royal
obtained from the Clielsea Hospital
the MetroHilternian Military School, Dublin
General instrucpolitan Poor Law Schools, etc.
tion is given by the Normal schoolmaster, and
there is a noble chapel in Avhich service is
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for training schoolmasters), Avas taken, and
opened as a school on March 3, 1857, with
Col. H. S. Stephens as Commandant, and a
systematic course of instruction, with a staff of
professors, began, under the modest title of the
'Military Music Class,' and under the superintendence of H. Schallehn, the resilient musical
director till April 1859.
Major (afterwards
General) F. L. Whitmore, long known for a philanthropic interest and zeal in matters of music,
wasinAugust 1863 appointed Commandant, and
reported annually to the Adjutant General of the
Forces.
The advantages of the plan proved so
great that in 1875 the institution was adopted
by Government, which had given the school a
grant since 1872.
Bandmasters now hold the
rank of warrant-officer in the army, and the
musical department in each regiment consists
of a bandmaster, a sergeant, a corporal, and
nineteen men (cavalry fourteen), besides boys
General Whitmore was
as drummers and lifers.
succeeded as Commandant in 1880, by Col. R. T.
Thompson, who was followed by Col. T. B. Shaw-

Hellier in 1888.

[He held the post

until 1893,

when he was succeeded by Col. G. Brook-Meares,
who was followed in the next year by Col.
Farquhar Glennie, and he by Col. F. 0. Barrington-Footein 1900. The present musical director
is Lieut. A. J. Stretton, M.V.O., appointed in
1896.]

The eiiucational staff at Kneller Hall now
comprises professors of the following subjects
Theory, Clarinet (3), Flute, Oboe, Bassoon,
French Horn, Cornet, Trombone, Euphonium,
and Basses, Violin (2), Violoncello, Pianoforte
and a schoolmaster from the GovernmentNormal
The first-class
School for general education.
students act as assistants to the professors.
The length of term is two years, the hours of
musical instruction are seven in summer, and
The number of pupils of
six in winter daily.
The average
all ages varies with circumstances.
strength is about fifty non-commissioned officers,
training for bandmasters, and forming the first
and 130 privates, boys and
class or 'students'
adults, training for bandsmen, the second class
;

or 'pupils'

— 180

in

all.

Lads are admitted

[There are two classes of learners,
The
called respectively students and pupils.
former are band-sergeantsand non-commissioned
officers sent by their respective regiments to
The
qualify for the position of bandmaster.
entrance examination for this is severe, and it is
at fifteen.

'

'

The
the great London institutions.
pupils are those who are being trained for the
position of bandsmen.]
Both lads and men are
taken into the school as vacancies occur, on

among
'

'

;

;

regularly performed.
The great improvement, both in the moral
conduct and the efficiency of the men, which has
taken place since the foundation of Kneller Hall

By General
cannot be too warmly welcomed.
Whitmore's efibrts, and the enlightened sanction
of H.R.H. the Commander-in-Chief, uniformity
in instruments and in pitch ' has been obtained,
and a general consolidation of the military music
of the country brought about which is highly
desirable.
A bandmaster has now a recognised
position in the army, and a fixed salary of £70
The
a year in addition to his regimental pay.
cost of the bands and the school is now borne
[See an interestentirely by the Government.
ing article on Kneller Hall in the Musical Times
G.
of 1900, p. 513.]
KNIGHT, Rev. Joseph Philip, youngest
was
.son of the Rev. Francis Knight, D.D.
born at the Vicarage, Bradford-on-Avon, July
His love for nnisic began early,
26, 1812.
and at sixteen he studied harmony and thoroughbass under Corfe, then organist of Bristol
When about twenty Knight comCathedral.
posed his first six songs, under the name of
'Philip Mortimer.'
Among these were 'Old
Times,' sung by Henry Phillips, and 'Go,
forget me,' which was much sung both here
and in Germany. After this he used his ow'n
name, and in company with Haynes Bayly
produced a number of highly popular songs,
among which the most famous were Of what
The Veteran,' The
is the old man thinking ?
Grecian Daughter,' and 'She wore a wreath of
roses.'
He subsequently com]iosed a song and
a duet to words Avritten for him by Thomas
,

'

'

'

'

—

Moore
'The parting,' and 'Let's take this
In 1839 Knight
world as some wide scene.'
visited the United States, where he remained
two years.
To this time are due, among other
popular songs, his best song, Rocked in the
cradle of the deep,' sung with immense success
by Braham.
[In Jan. 1841 he accompanied
Liszt to Dublin, and appeared at a concert
given in that city under Lavenu's direction.
A = 45,T vibrationa per aecoud.
'

1

KNORR

KNtJPFER

w. H. G, F.] On his return to England he
produced 'Venice,' 'Say what shall my song
be to-night,' and 'The Dream,' to words by
all more or less the rage
the Hon. Mrs. Norton
Some years afterwards Knight
in their day.
was ordained by the Bishop of Exeter to
the charge of St. Agnes in the Scilly Isles,
where he resided two years.
He then married
and lived I'or some time abroad, doing very
little in the way of composition, but on his
return to England he again took up his pen,
and wrote many songs which enjoyed great
popularity. His songs, duets, and trios, number
in all not less than two hundred.
He was a
good organist, with an unusual gift for extemporising.
He died at Great Yarmouth, June

12, a symphonic Phantasie for orchestra
and a quantity of songs and pianoforte music
for two and lour hands.
In the mass of his
manuscript music is Dunja
a musical villagetale in two acts, which was successfully staged
at Coblenz on March 23, 1904.
As an author,
too,
Knorr has been busy.
He is engaged
upon a life of his friend Tchaikovsky, and has
published Aufgaben fur den UnterricM in der
op.

—

2,

1SS7.

;

'

to the rules or not.

KNOTT, John,

He became
and

I

'

for

quartet
Ukrainische Liebeslieder for vocal
op. 6, the
quartet and pianoforte, the poems by himself
pianoforte

trio

'

;

op.

3,

pianoforte

;

'

;

a

a chorister in

Durham

Cathedral,

1811 was precentor in the West Cliurch,
Aberdeen, and a teacher of singing.
While
there he issued an interesting little oblong

of composition at the

:

k. h. l.

composer and compiler
of church melodies. Probably born at Seven oaks,
Kent, where his father was a Baptist minister.

Volkslied (op, 7) for orchestra, on which Brahms
expressed so highly i'avouralile an opinion that
a few years later (1883) Knorr was appointed,
on Brahms's recommendation, principal teacher

on a theme by Schumann

'

'

composition of Carl Reinecke.
After passing
through the Conservatorium Knorr returned to
Russia and became professor of music in the
There he
Imperial Institute for Noble Ladies.
had ample time for composition, but, doubtful
of his ability, he submitted some compositions
to Brahms, at that time unknown to him, with
The work submitted
a request for a judgment.
was the series of variations on an Ukrainish

variations

—

'

born on Jan. 3, 1853, at Mewe in West Prussia,
almost on the Russian frontier.
When only
four years of age, he was taken by his parents
to Southern Russia, and soon began his musical
training under his mother, a moderate }iianist.
In the various small Russian towns in which at
this time the Knorr family lived, the opportunities for hearing good music were rare, and
in consequence the lad Iwan had much to do
for himself, all the while absorbing the influence
of the Slavonic folk-music which was practically
His first etlbrts at composition
all he heard.
were made when he was seven years of age, but
it was not until 1868, when the family settled
in Leipzig, that the real chance of hearing good
music came, and with it a determination to
adopt a musical career, to wliich the parents
acceded.
On entering the Conservatorium Iwan
Knorr became a pupil, for pianoforte of Ignaz
Moscheles, for theory of Richter, and for

1,

'

Harmonielehre.
Knorr's services as a teacher
are much sought after.
He is very broad
minded in musical matters, believes flrnjly in
training the mind of each pupil indiviilually,
and acts up to his belief and prefers the
school of experience and the
eternal laws to
the set
rules
of composition.
His text is
that in harmony all is good that seems good to
the thoroughly educated ear, whether it conform

composer and teacher, was

Hoch Conservatorium in
Frankfort-on-Main, a position lie still (1905)
holds.
There he has numliered among his
most gifted pupils many who belong to the
musically much-maligned English nation, Cyril
Scott, H. Balfour Gardiner, Norman O'Neill,
and Roger Quilter for example.
op.
Knorr's published compositions include

;

'

G.

ENORR, IwAX,
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I

in

volume, Sabred Harmony^ bring a collection of
Psalm and Hymn Tunes, 1814, 2nd ed. 1815.
In 1824 ho was in Edinburgh, and issued a
Selection of Tunes in four parts, adapted, to the
Fsaluis and Paraphrases of the Church of
Scotland.
While in Edinburgh he was musicmaster at Heriot's Hospital, and precentor at
the New North Church.
He died there in
1837.
F. K.
KNUPFER, Sebastian, was born Sept. 7,
He
1633, at Asch in the Voigtland, Saxony.
received his education, musical and otherwise, at
Regensburg.
Coming to Leipzig to pursue his
philological as well as musical studies,' he succeeded, in 1657, Tobias Michael as Cantor of the
Thomasschule and General Director of the Town
Music.
He died in 1676. From the obituary
notice contained in the so-called Leichenprogramm or Funeral Invitation issued by the
rector of Leipzig University which is now reprinted in Eitner's Monatshcfte fiir Musikgeschichte, 1901, pp. 207-213, we learn that
amongst his contemporaries, Kniipfer was as
much esteemed for his philological as for his
He is said to have edited
musical attainments.
Kircher's Musurgio., and the treatises of Guido,
Boethius, Berno, and others, although no traces
of such works are now to be found.
The only
musical works published by him consist of a
few Funeral Motets (Leichengestinge) for four
but the Royal Library at
to eight voices
Berlin contains a collection of twenty-two of
his Church Cantatas for three to eight voices,
with instrumental accompaniment, whichWinterfeld characterises as a valuable possession, and
as showing Kniipfer to have been a serious,
solid, thoroughly trained musician.
None of
;

KNYVETT

592
these works
times.

have

KOCHEL

yet appeared in
J.

modem
K.

M.

KNYVETT, Chaeles, born Feb. 22, 1752,
descended from an ancient Norfolk family, was
one of the principal alto singers at the Commemoration of Handel in 1784 he was also
engaged at the Concert of Ancient Music.
He
was appointed a gentleman of the Ghajjel Royal,
Nov. 6, 1786. In 1791 he, in conjunction with
;

Samuel Hairison, established the Vocal Concerts, which they carried on until 1794.
On
.July 25, 1796, he was appointed an organist of
the Chapel Royal, and a few years later resigned

He

his former post.

died in London, Jan. 19,

1822.

His elder son, Charles, was born in London
He was placed for singing under Mr.
(afterwards Sir) William Parsons, and for the
organ and piano under Samuel Webbe.
In
1801 he joined his younger brother William,
Greatore-K, and Bartleman, in reviving the Vocal
Concerts.
In 1802 he was chosen organist of
in 1773.

George's,

Hanover

Besides this
he taught the pianoforte and thorough-bass,
wrote glees, etc., and put^lished a Selection of
Psalm Tunes, 1823.
He died, after many
years of retirement, Nov. 2, 1852.
William, the younger son of Charles the
elder, was born April 21, 1779.
In 1788 he
sang in the treble chorus at the Concert of
Autient Music, and in 1795 appeared there as
principal alto.
In 1797 he was appointed
gentleman of the Chai>el Royal, and soon afterwards a lay-vicar of Westminster.
In 1802 he
aucceeded Dr. Arnold as one of the composers
of the Chapel Royal.
For upwards of forty
years he was principal alto at the best London
concerts and all the provincial festivals, being
greatly admired for the beauty of his voice and
his finished style of singing, particularly in
part music.
Callcott's glee
With sighs, sweet
rose,' was composed expressly for him.
In
1832 he became conductor of the Concert of
Antient .Music, which office he resigned in 1840.
He conducted the Birmingham Festivals from
1834 to 1843, and the York Festival of 1835.
St.

Si^uare.

'

He

was the composer of several pleasing glees

— one of which,

When the fair rose,' gained a
and
the Harmonic Society in 1800
some songs, ami wrote anthems for the coronaHe
tions of George IV. and Queen Victoria.
died at Ryde, Nov. 17, 1856.
Deborah, second wife of William Knyvett,
and niece of Mrs. Travis, one of the Lancashire
chorus singers engaged at the Concert of Antient
prize at

'

—

Music, was born at Shaw, near Oldham, LancaIn 1813 she was placed in the chorus
of the Concert of Antient Mu.sic, the directors
of which, finding her possessed of superior
abilities, soon withdrew her from that position,
took her as an articled pupil, and placed her
under Greatorex. In 1815 she appeared at the
concerts as a principal singer with success.
In

shire.

1816 she sang at the Derby Festival, in 1818
and in 1820 at Birmingham.

at Worcester,

From that time

she was constantly in request,

particularly as an oratorio singer, until 1843,
when she retired. She married W. Knyvett in

1826, and died in Feb. 1876.

KOCH, Heiskich Christoph,

w. H. H.
born at Rudol-

member of the
ducal orchestra there. In 1768 he was admitted
into the band as a violinist, having received

stadt, Oct. 10, 1749, the son of a

from Gr.pfert of Weimar, and iu
1777 obtained the title of Kamraermu.siker.'
He composed various pieces of small importance
for the court, but his fame rests upon his conHis Versuch
tributions to musical literature.
einer Anleilung zur Composition appeared in
three parts between the years 1782 and 1793;
and his Musikalisdies Lexicon in 1802. This
was republished in a condensed form in 1807
and 1828, but its complete revision dates from
1865, and is the work of Arrey von Dommer.

instruction

'

DoMMEE, vol. i. p. 713.] He wrote several
other works of less importance on harmony and
other subjects connected with the art, ancl died
at Rudolstadt, March 12, 1816.
M.
[See

KOCHETOV, NicHOL.AS Razoumxikovich,
composer and musical critic, was born July 8,
He is chiefly a self1864, at Oranienbaum.
educated musician.
In 1889 he began to write
for
the Novoe
Vreinya,
TheArtist,
The
Moscow Vicdeniosti, etc.
His compositions
include
An opera, 'A Terrible Revenge, on a
subject from Gogol
Arabian Suite for orchestra, op. 3
Symphon}' in E minor, op. 8
Valse Serenade for string orchestra
(1895)
numerous pianoforte pieces, including In the
Heart of Nature,' op. 11, and 'Eastern Sketches,'
opp. 12. 13
about twenty- four songs.
R. N.
KOCZALSKI, Raoul, born at Warsaw, Jan.
3, 1885, was taught by his father, and from
the age of seven was allowed to display his
exceptional abilities as a pianist in public and
on various tours.
He appeared in London in
May 1893, and a composition of his written
about that time was marked op. 46 in 1896
he celebrated the 1000th appearance iu public,
and after that he seems to have been withdrawn
from the injurious career of a prodigy, so that
it is quite possible that he may achieve something important, whether as player or composer,
:

'

'

'

;

;

;

;

'

;

;

in the future.

M.

KOCHEL,

Dr. Litdwig, Ritter von, learned
musician and naturalist, born Jan. 14, 1800, at
Stein, near Krems on the Danube
tutor to the
sons of the Archduke Karl (1828-42).
From
1850 to 1863 he lived at Salzburg, and from the
latter year to his death, on June 3, 1877, at
Vienna.
His work as a botanist and mineralogist does not concern us
as a musician he
has immortalised his name by his Chronologisch;

:

W. A. IMozart's
works, with an appendix of lost, doubtful, and
spurious compositions (Breitkopf & Hiirtel, Leipfhcniatisches Verzeichniss of all

KOHLER
As

zig, 1862).

a precursor of that precious work,

a small pamphlet should be named, Ubcr den
Umfang der musilcalischen Froductwildt W. A.
jlfearts (Salzburg, 1862). The complete edition
of Mozart's works which Breitkopf & Hartel
have published could scarcely have been made
without his generous co-operation. In 1832 von
Kochel was made an Imperial Councillor, and in
184 2 he received the order of Leopold.
Among
was Otto Jahn, in whose
work on Mozart he took an active interest. See
Jahn's Mozart, second edition, p. xx.xi.
His
his intimate friends

most estimable, c. F. P.
The name of an eminent family
of military wind-instrument makers.
The
founder of the family was John Kohler, a
private character was

KOHLER.

native of Volkenrode,

He came

a hamlet near Cassel.

bandmaster to
the Lancashire Volunteers, and in 1780 established himself as a musical instrument maker
Having no children,
at 87 St. James's Street.
he sent for his nephew, John Kohler, from
to England, acted as

Germany, who succeeded to his business in
1801. The latter was appointed musical instrument maker to the Duke of York, then Commander-in-Chief, and the Prince of Wales
successively.
He was succeeded by his only
son, John Augustus, who removed the business
His
to Henrietta Street, and died in 1878.
inventions in brass instruments were many, and
were successful in their day. He obtained prize
medals at the Exhibitions of 1851 and 1862,
and was favourably mentioned in the Report of
the latter. His eldest son, Augustus Charles,
now deceased, succeeded to his business. G.
KOHLER, Chr. Louis Heixrich, born Sept.
5, 1820 at Brunswick, was educated at Brunswick and Vienna, being in the latter capital
from 1839 to 1843 as a pupil of Secliter for
He filled the
theory, and Booklet for piano.
post of conductor at Marienburg and Elbing,
before settling down at Konigsberg, which was
his home from 1847 until his death there on
He wrote three operas, one of
Feb. 16, 1886.
Maria Dolores,' was performed at
which,
Brunswick in 1844, and a ballet, 'Der ZauberHis
komponist,' at the same place in 1846.
chief work as a composer was in the direction
of educational pianoforte music, such as studies
of all kinds, arrangements of popular works,
fantasias, etc., things which have a great sale
in their day, but are easily forgotten by later
Two books of his studies, opp.
generations.
112 and 128, have more value than most of his
works.
He was a valued contributor to the
Neue Zeitschrift fur Musik, in 1867-78, and to
M.
the Berliner Musilc-Zeitwiig in 1871-76.
'

KOLER, David, was born at Zwickau in
Saxony, in the first half of the 16th century.
His first appointment was at Altenburg, whence
in 1563 he was called to be capellmeister at
Gtistrow in Mecklenburg. The town council of
Zwickau afterwards called him back to his
VOL.
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native town, giving him the post of cantor at
He only held
St. Marien, the principal church.
this post a few months, dying comparatively
young, in July 1565.
His one published work
consists of

Ten Psalms with German words

for

composed tliroughout in
several divisions ('Zehen Psalme Davids des
Propheten mit vier, fiinf und sechs Stiramen
gesetzt durch David Kbler von Zwickau, 'Leipzig,
The only known copy of this work is
1554).
four

to

six

voices,

preserved in the public library at Zwickau. Otto
Kade has the merit of first calling attention to
this work, and rescuing its able composer from
utter oblivion.
Since then Dr. Georg Gohler of
Leipzig has reprinted two of the Psalms, and

conducted performances of them at Zwickau
In his preface to Psalm III. Dr.
be considered as one of the
most perfect pieces of contrapuntal art and
genial interpretation of the text which we
anywhere possess.
The realism of the
musical drawing is as astonishing as the quite
modern conception and presentation of the
difi'erent parts of the text.'
There is justification for this praise, and for the time at which
it must have been written (before 1554); the
melodious flow of the parts as well as the
dramatic illustration of the text is surprising.
In the Beilagen ;« Amhros Kade printed from
a MS. Koler's four-voice setting of the Geistliehes
Lied, '0 du edler Brunn der Freuden, which is
Among the few
also an excellent piece of work.
other works of Kiiler in MS. there is a Mass for
seven voices on Josquin's Motet Benedicta es
J. K. M.
coelorum regina.'

and elsewhere.
Gohler says,

'

It

may

.

.

.

'

'

KOMPEL, August,

a distinguished violinist,

born August 15, 1831, at Briickenau, one of the
best pupils of Spohr, whose quiet, elegiac style
His tone was not
suited his talent precisely.
large but very pure and sympathetic, his execuHe was for a time member of
tion faultless.

the bands at Cassel and Hanover (the latter in
1852-61), and from 1863 was leader of that at
Weimar. He retired on a pension in 1884, and
p. D.
died at Weimar, April 7, 1891.
KONIG, JoHANN Balthasar, born 1691,
died 1758, director of church music at Frankfort-am-Main, is best known as the editor of
the most comprehensive chorale-book of the
18th century, Sarmonischer Lieder-Schatz oder

Al/gemeines evangelisehes Clwral-bvxh, FrankIt contains 1940 tunes, including
fort, 1738.
those to the French Calvinistic Psalms, but the
older tunes and the French Psalm-tunes have
all been deprived of their original variety of
rhythm, and the more modern tunes from the
Freylinghausen and other hymn-books have all
been simplified by the retrenchment of slurs and
appoggiaturas and other superfluous ornaments.
All the tunes have thus been reduced to a
uniform pattern with notes of equal length, and
while this simplification has been of advantage
in the case of the Freylinghausen tunes, it has
2 Q
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KONIGIN VON SABA, DIE
The tunes

rather spoilt the older melodies.
only provided with figured bass.

KONIGIN"
acts, libretto

VON
by

Jlosenthal, music

Goldmark; produced
[See

are

in four

by Carl
10, 1875.

Ritter
voluntaries, all intended lor church use.
(Gcschichte des Orgelspiels) gives one of Kolb's

Dramatised fairyby Ernst Rosmer,

preludes, and says of the work generally that it
shows the composer to have been an original
and capable musician, although it is also evident
from extracts given in SeiH'ert {Gcsehichte der
Klaviermusik) that many of the pieces are

at Vienna,

March

Queen of Sheka.]

KONIGSKINDER,
tale in three acts,

DIE.

"written

with music by Engelbert Humperdinck produced at Munich, Jan. 23, 1897 in English at
the Court Theatre, London, Oct. 1.3, 1897. The
action is carried on in declamation through
continuous music.
K0NIGSPER6ER, Marian (Marianus),
born Dec. 4, 1708, at Roding in Bavaria, received
;

;

his early education in the Benedictine

Abbey

of

Prdfening near Ratisbon, where he afterwards
took the vows, and spent the rest of his life as
organist and director of the choir, and occupied
in musical composition.
He enjoyed great reputation in his time as au organ player, and com-

poser of works for the church.
Letter, the
music-publisher of Augsburg, acknowledged that
he owed the foundation of his prosperity in
business to his publication of Kcinigsperger's
works, and the profits which were obtained for
the composer himself were all generously devoted
by him to the benefit of the Abbey, providing
it with a new organ, purchasing valuable books
for the library, and furnishing the means for
the publication of literary works by the other
brethren.
Kunigsperger died Oct. 9, 1769,
much lamented by his brethren of the Abbey,
and by all who knew him. His works are
enumerated in the QueUeii-Lexikon, and even
more fully by Ernst von Werra in Haberl's
Kirdien-'inusikalisches Jahrbuch, 1897, pp. 3234.
Both E. V. Werra and Eitner say that
Konigsperger wrote for the theatre as well as for
the church, but the works, as they enumerate
them, are all for the church, and consist of (1),

a largo

number

of Masses,

Otfertoria, Vespers,

Litanies, etc., all for voices with a considerable
instrumental accompaniment strings, horns,
trumpets, and drums (2) sonatas or symphonies
for strings and other instruments with organ,
evidently for church use
(3) various sets of
preludes and Fugues or Versetts in the church

—

;

;

tones for organ. Ritter ( Geschiclite des Orgelspiels,
pp. 80, 161) considers the organ works to show
good schooling, and to have more substance in
similar works of his South German
None appear to be reprinted
contemporaries.

them than
in

modern

times.

Augsburg in 1733, is entitled Certamen
id est, Lusus vocuvi inter se innocai
coTicertcintuTYh, etc., and consists of preludes, short
fugues or versetts, and cadences or concluding
lished at

Aonium

M.

j. K.

SABA, DIE. Opera

J.

KOLLMANN

J.

R.

M.

KOLB, Karlman'n, born at Kbstlarn in
Bavaria in 1703, received his first musical instruction as a choir-boy in the Benedictine Abbey
of Aschbach.
Taking the vows at this Abbey
in 1723, he was ordained priest in 1729, and
Later on, with the permisacted as organist.
sion of his superiors, he entered the service of a
noljle family in Munich as resident- tutor, and
died there in 1765.
His musical work, pub-

written in a somewhat unecclesiastical style, a
style more suitable to the harpsichord or pianoforte than to the organ.
There are some bold

experiments in chromatic and enharmonic proThe whole woik is characteristic of
the lighter style of organ playing which, owing

gressions.

Italian influence, was chiefly cultivated in
E. von
Catholic South Germany and Austria.
Werra has reprinted three of Kolb's pieces in
J. R. M.
his Orgelbuch.
to

'

KOLLMANN, August

Friedrich ChrisTOPH, of a musical family, his father an organist
and schoolmaster, his brother, George Christopli,
an organist of great renown at Hamburg was
born at Engelbostel, Hanover, about 1756,
and thoroughly educated in music. He [was
appointed organist at Liine, near Luneburg, about
1781, and in 1784] w^as selected to be chapelkeeper and schoolmaster at the German Chapel,
St. James's, London.
In 1792 George III. presented a chamber organ to the chapel, which
was played by KoUmann under the title of
'clerk' till his death on Easter Day, April 19,
1829.
He was a person of much energy, and
in 1809, during a large fire in the palace, is said
to have saved the chapel by standing in the
doorway and preventing the firemen from entering to destroy it.
His works are numerous:
Esscty an Practieal Harmony, 1796
Essay on
Practical Musical Composition, 1799
Practical
Guide to Thorough Bass, 1801
Vindication of
a passage in Thorough Pass, 1802 Sfew Theory
Second. Practical
of Musical Harmony, 1806
Guide to Thorough Bass, 1807 Quarterly Musical Pegister, 1812 (two numbers only) Remarks
on Logier, 1824 (some of these went through
two editions) Analysed Symphony (for piano,
violin, and bass), op. 3
First beginning on the
PF., op. 5, 1796; 'Sinfonien,' i.e. trios for
piano, ^dolin, and violoncello, op. 7
Concerto
for PF. and Orchestra, op. 8
Melody of the
100th Psalm, with 100 harmonies, op. 9
Twelve analysed Fugues, for two performers on
piano and organ, op. 10 Introduction to Modulation, op. 11
Rondo on the Chord of the Dim.
Seventh.
He is also said to have published an
orchestral symphony,
The Ship\vi'eck, or the
Loss of the East Indiaman Halsewell, a piece
of programme-music quite in the taste of the
time songs, sonatas, and an edition of Bach's
Wohltemperirtes Clavier (see vol. i. p. 156). His
son, George Augu.st, was a good organ player.
;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

'

'

;

KOEESTCHENKO

KONIUS
and on bis

father's

death succeeded to his post

On his death, March 19, 1845, Iris
sister Johanna Sophia succeeded him
and on
her death, in May 1849, the post was bestowed
as organist.

;

on F. Weber.

G.

KONIUS, George Edwardovich, born in
He studied at the
30, 1862.

Moscow, Sept.

Conservatoire of

liis

native town under Taneiev

From 1891

and Arcnsky.

1899 he held a
In 1902 lie
transferred liis services to the Music School of
the Philharmonic Society.
His chief works are
Orchestral suite, Child-life,' op. 1
Cantata in
Memory of Alexander III., op. 8 Symphonic
poem, 'From the World of Illusion,' op. 23
Ballet,
Daita (Moscow, 1896)
about twenty
to

professorshii' at this institution.

:

'

;

;

;

'

'

;

pieces for pianoforte, opp. 3, 4, 6,
18,

24

;

over thirty songs, opp.

7,

13, 16, 1",

2, 5, 9, 12, 14,

20, 22.

R. N.

KONTSKI, DE,

family of virtuosi, of
which Charles, the eldest, born at Warsaw,
Sept. 6, 1S15, appeared as a pianist in public
at the age of seven, but, like the majority of
pirodigies, did not fulfil the promises of cliildhood.
He made his first studies in Warsaw,
and continued them at Paris, where he settled
as teacher, and died Augnst 27, 1867.
AxTOiNE, the second, born at Cracow, Oct.
27, 1817, a clever juanist, a pupil of Field at
Moscow, with great delicacy of touch and brilliancy of execution, but a superficial musician,
a

and composer of many 'pieces de salon,' of
which the Reveil du Lion' (op. 115) became
'

widely popular.
He lived in Paris till 1851,
then in Berlin till 1853, in St. Petersburg till
1867, when he settled in London, where an
opera,
Les deu.x distraits,' was given in 1872.
He was in the United States in 1885, and later,
and in 1896-98, made a professional tour round
He died at
the Avorld, ending at Warsaw.
Nowogrod, Lithuania, Dec. 7, 1899.
St.anisl.as, the third brother, born Oct. 8,
1820, pianist and pupil of Antoine, lived at
St, Petersburg and in Paris.
Apollinaire, a violinist, the youngest of
the four brothers, was born Oct. 23, 1825, at
Warsaw. His first master was his elder brother
Charles, himself a clever violinist and pupil of
He showed the
the Warsaw Conservatorium.
same precocity of talent as the rest of his family,
performing in pulilic concerts at an age of not
much over four years. Later on he travelled a
gi-eat deal, chiefly in Russia, but also in France
'

and Germany, and made
his

really

exceptional

a certain sensation

technical

by

proficiency,

not unaccompanied by a certain amount of
In 1837 he is said (see Mendel)
charlatanism.
to have attracted the attention of Paganini,
then in Paris on his road back from England,
and to have formed a friendship with the great
virtuoso which resulted in his receiving some
lessons ^ from him (an honour which he shared
1

This

is

corroborated by Hanalick,

Am dtsm Concert-saal.

p. 429.
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with Sivori) and ultimately becoming heir to

and

his violins

violin compositions.

This, ho-n-tours in

He made

ever, requires confirmation.

France and Germany in 1847, and in 1853 was
appointed solo -violinist to the Emperor of
Russia, and in 1861 Director of the Warsaw
Conservatoire.
He played a solo at one of the
Russian concerts given in connection with the
Exhibition at Paris in 1878. His compositions
(fantasias and the like) are musically unimportant.
Hediedat Warsaw, .Tune 29, 1879. P. D.
KORBAY, Francis Alexander, born at
Budapest on May 8, 1846, the son of parents
distinguished as amateur musicians. He studied
the piano under various masters, and composition, etc., under M. Moronyi and Robert Volkmann he was trained as a tenor singer under
Gustavo Roger, and sang in grand opera at the
;

National Theatre in Budapest from 1865 to
1868 the continued exertion was too much for
his voice, and he took to the piano under the
ad^'ice of his godfather, Franz Liszt.
After
touring in Europe as a pianist, he went to
America in 1871, playing and teaching for two
5^ears.
By this time his voice had recovered
;

sufficiently to enable

him

to give song-recitals

which he accompanied himself, and to teach
singing.
He lectured and composed, liesides
singing and playing, during his residence in
New York, and the most important of his
works, an orchestral piece, 'Nuptiale,' was often
A Hungarian
played in the United States.

at

overture has not yet been performed
a set of
songs to Lenau's Schilflieder,' and other single
songs, have been published and often sung, but
;

'

his arrangements of

Hungarian songs, to English

versions of his own, are the things by which
He has
his reputation was made in England.
lived in London since 1894, and was a professor

Royal Academy of ilusic in

of singing at the

1894-1903.

M.

KORESTCHENKO, Arsjjne

Nichol.aevich,
composer and piianist, born in Moscow, Dec. 18,
1870. At the Conservatoire which he quitted
Korestchenko carried ofi' the first gold
in 1891
medal for proficiency in two branches pianoAt
forte (Taneiev) and theory (Arensky).
present he is professor of harmony at the Conservatoire, and takes the classes for counterpoint
and musical form at the Synodal School,
Moscow.
He is a prolific composer, as will be
seen from the following list of his works

—

—

:

:

Works for the

Stafie.

'Baltbasar's Feaat," op. 7. opera in 1 act [Moscow Opera, IHH'2).
'The Angel of Death,' op. 10, opera in '2 acts, text from Lcr.
montov.
Incidental music to "The Trojans' of Euripides, op. 1.^.

Iphigeuia in Anlis,' op. IS.
Ice Palace,' op. 38, opeia, subject

Do, to
'

The

'

from Lajechnikov (Moscow

Opera, 1900),

'The Magic Mirror,'

op,

"^9.

b.-iHet.

Orchcalral

W'ork-^.

Barcarolle, op. 6.
'Sc^ne Po^tique,' op. 12,
Two Symphonic Sketches, op. 14,
|

'Armenian
'

'

Suite,' op.

Scenes Nocturnes (second suite), op.
'

First

Symphony

'

A Tale,'

'20,

(lyric), op,

Musical Picture,' op. 27a.

'2;i,

21.

op, 11.

KOTO
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Voca!

Cantata

and

KEAFT

Orchestral.

Armenian

'

Prologue

'

Jnan.' op. 5,
Songs,' opp. 8, 13.
for the twenty-fifth anniversary of the

terred
Moscow Con-

servatoire, op. 9.
Georgian Songs,' op. 27c.
3Ii3cdlaiicoti.^.

Choruses, opp. 16, 29. 32, 37.
80 Songs, opp. 2, 2fi, '28, 31, 35, 36.
Pianoforte pieces, opp. 1, 3 (Concert Fantasia with orchestra),

19,

22, 30, 33.

String quartet, op.

Melody

for violin

2.5.

and piano,

op.

KOTO.

See

^

"R

N

Japanese Music.

KOTZWARA

(properly

six songs in

London
"was

in 1785, ivas in Ireland in 1788, and
engaged in 1790 as tenor player in Gallini's

orchestra at the King's Theatre.
to

London

in the latter year,

He

returned

and on Sept.

2,

1791 he hanged himself in a house of ill-fame
in Vine Street, St. Martin's.
He had been
one of the band at the Handel Commemoration
in the preceding May. Kotzwara was the author
of the

'

Battle of Prague,' a piece for

pf. -^vith

and drum axl libiUiin, long
a favourite in London.
[A copy of John Lee's
"violin,

violoncello,

bearing the MS.
date 1788, so that it must have been published
before the date usually given, 1789.
(See
Battle of Prague.) Information from W. H.
Grattan Flood, Esq.]
He also wrote sonatas,
serenades, and other pieces, some of them bearing as high an opus number as 36, if Fetis may
He was a clever vagabond, and a
be believed.
dissipated creature.
G.
edition of this piece exists,

KOZELXJOH (German Kotzeluch), Johann
Anton,

'

'

'

KOCZWARA),

Franz, born at Prague, published

variance with his subsequent spiteful behaviour
towards Mozart, the original cause of which is
said to have been Mozart's reply to his remark
on a passage in a new quartet of Haydn's
I
Neither
should not have written that so.
should I
but do you know why ? because the
idea would never have occurred to either of us,'
This
See Jahn's iIo:art, Engl, trans., ii. 347.
reproof Kozeluch never forgot.
He used to say
that the overture to
Don Giovanni was no
doubt fine, but that it was full of faults and
of that to 'Die Zauberflote, 'Well
for once
our good Mozart has tried to write like a learned
man.'
At the coronation of the Emperor
Leopold II. at Prague (1791) even his own
countrymen, the Bohemians, were disgusted
with his behaviour to Mozart, who was in
attendance as court composer.
He nevertheless succeeded him in his office (1792), with a
salary of 1500 gulden, and retained the post
till his death on May 7, 1818 (not 1814),
As
to the date of death the authorities are at variance, the date 1814 being supported by Dlabacz
and Wurzbach, as well as by the less trustworthy evidence of Fetis and Mendel.
The
testimony of the first is especially weighty,
since his dictionary was begun in 1815, when
the date of so important a musician's death
must have been well known. Almost all the

—

4.

Do, for violoncello and piano, op.

The Archbishop's conduct towards Mozart deme more than anything, for if he could
let such a man as that leave him, what treatment should I have been likely to meet with ?
The respect here expressed was strangely at
'

Don

'

'

Bohemian musician, born Dec.

13,

1738, at Welwarn
Rakonitz and then

was choirmaster first at
at Welwarn.
Desirous
of further instruction he went to Prague and
Vienna, where he was kindly received by Gluck
and Gassmann, was appointed choirmaster of
and on March
the Kreuzherrn church, Prague
;

;

13, 1784, capellmeister to the Cathedral, "\vhich
he retained till his death on Feb. 3, 1814. He

composed church-music, operas, and oratorios,
[The
of which very little was published.
Qiielhn- Lexilcon gives a cantata for soprano,
op. 7, as published by Artaria of Vienna, and
contains a list of MS. works.] Of much greater
is his cousin and pupil,
Leopold, born also in Welwarn in 1754, or,
In 1765 he went to
according to some, 1748.
Prague lor his education, and there composed

importance

a ballet, performed at the national theatre in
1771, with so much success that it was followed
in the course of the next si.x years by twentyIn 1778
four ballets and three pantomimes.
he went to Vienna, and became the pianoforte
master of the Archduchess Elizabeth, and favour-

:

'

'

;

!

'

authorities give

May

May

8 as the

day

:

Dlabacz's

probably a misprint for 8. His numerous compositions include two grand operas,
'Judith' and 'Debora und Sisara' an oratorio,
Moses in -Sgypten
many ballets, cantatas,
about thirty symphonies, and much pianoforte
music, at one time well kno"vvn in England, but
all now forgotten.
[See the list in the QuelUnLexikon.'\
His chief interest for us lies in his
association with Jlozart and Haydn.
It should
be added that he arranged some Scotch songs
for Thomson of Edinburgh, in allusion to which,
Beethoven, in a letter of Feb. 29, 1812 (Thayer,
iii. 449), whether inspired with disgust at Kozeluch's underselling him, or with a genuine contempt for his music, says,
Moi je m'estime
encore une fois plus superieur en ce genre que
Monsieur Kozeluch (miserabilis). He again calls
him 'miserabilis' (Thayer, iii. 200).
f. g.
3 is

;

'

'

;

'

'

KRAFT, Anton,

distiugaiished violoncellist,

ite

born Dec. 30, 1752, ' at Rokitzan near Pilsen in
Bohemia, son of a brewer and amateur, who had
his son early taught music, especially the violoncello.
He studied law at Prague, "where he had
finishing lessons from Werner, and at Vienna,
where Haydn secured him for the chapel of
Prince Esterhazy, which he entered on Jan. 1,

friends, however, he held different language

This is the date in the baptismal register, but 1751, or 1749, are
usually given.

When Mozart
teacher of the aristocracy.
resigned his past at Salzburg (1781) the Archbishop at once offered it with a rise of salary
to Kozeluch, who declined it on the ground
that he was doing better in Vienna.
To his

1

KRAFT

KRAUSS
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1778. On the Prince's death in 1790 he became
chamber -musician to Prince Grassalkowitsch,
and in 1795 to Prince Lobkowitz, in wliose
service he died Angnst 28, 1820.
On one of

itzky's sons,

was at Dresden in 1789,
and with his son played before Duke Karl, and
before the Elector the night after the court had
been enchanted by Mozart.
Both musicians
were staying at the same hotel, so they arranged
a quartet, the fourth part being taken by
Teyber the organist, i Haydn valued Kraft for
his power of expression, and for the purity of
his intonation, and in all probability composed
(1781) his violoncello concerto (Andre) for him.
According to Sehindler ^ the violoncello part in
Beethoven's triple concerto was also intended
for Kraft.
As he showed a talent for composition, Haydn offered to instruct him, but Kraft
taking up the new subject with such ardour as
to neglect his instrument, Haydn would teach
him no more, saying he already knew enough

fantasia with quartet, op. 1 (Andre) concertos,
scene
opp. 3, 4 (Breitkopfs), and 5 (Peters)

his concert-tours he

for his jiurpose.
He published three sonatas
with accompaniment, op. 1 (Amsterdam, Humthree sonatas, op. 2 (Andre)
three
mel)
grand duos concertantes for violin and violon;

cello,

;

op.

(Breitkopf

3,

&

and

first

Hiirtel)

violoncellos, opp.

and divertissement

;

and

5

concerto in C,

grand

duos

6 (Vienna,

for violoncello

i

op.

for

two

Steiner)

;

with double

Kraft also played the baritone
Esterhazy's chamber music, ^ and
composed several trios for two baritones and
violoncello.
His son and pupil NicOLAUS, horn
Dec. 14, 1778, at Esterhaz, early became proficient on the violoncello, accompanied his father
on his concert -toura (see above), and settled
with him in A^ienna in 1790.
He played a
concerto of his father's at a concert of the
Tonkiinstler-Societat in 1792, and was one of
Prince Karl Lichnowsky's famous quartet party,
bass (Peters).
in

Prince

who executed
the

first

time.

so

many
The

of Beethoven's

works

own son Feiebrich, born

violoncello

may

compositions

be specified

—

;

;

pastorale with orchestra, dedicated to the
of Wiirtemberg, op.

ments
1

4

(Peters)

9

;

progressifs with second violoncello, op.

(Andre)

;

cellos, op. 15,

three easy duos for two violon-

and three grand duos

op. 17 (Andre).

district of Cracow.

an eye-witness,

for ditto,
c.

KRAKOVIAK,
TIENNE. A Polish
many

King

divertisse-

S

'

a

P.

F.

or
GiiACOCiiacoviak,
dance, belonging to the
'There are usnall)^' says

great

many

con}tles

as in an English country dance.

— as

They

shout while dancing, and occasionally the smart
of the party sings an impromptu coujilet
on birthdays, weddings,
suited for the occasion
The men also strike their heels together
etc.
while dancing, which produces a metallic sound,
The songs,
as the heels are covered with iron.'
which also share the name, are innumerable
and, as is natural, deeply tinged M'ith melanUnder the name of Cracovieune the
choly.
dance was brought into the theatre about the
3^ear 1840, and was made famous by Fanny
Elssler's performance.
The following is the
tune to which slie danced it but whether that
is a real Krakoviak, or a mere imitation, the
writer is unable to say

man

—

;

:

for

and Franz Weiss, all young men.* In
1796 he became ohamber-rausician to Prince
Lobkowitz, who sent him in 1801 to Berlin, for
There he
further study with Louis Duport.
gave concerts, as well as at Leipzig, Dresden,
In
Prague, and A'ienna on his return journey.
1809 he entered the orchestra of the court-opera,
and the King of Wiirtemberg hearing him in
1814, at once engaged him for his chapel at
Stuttgart.
He undertook several more concerttours (Hummel accompanied him in 1818), but

an accident to his hand obliged him to give up
playing.
He retired on a pension in 1834, and
Among his pupils
died on May 18, 1853.'^
were Count Wilhorsky, Jlerk, Birnbach, WranMozart also played with the Krafts his Trio in E (Kothel, 5421
Bee NoIiI'b Mozart- liricfc. No. 25r
2 Vol i. p. 147
see also Thayer's fseethcivn, vol. ii. p. 299,
3 For an anecdote on this point see Josef Baydn, by 0. F, Fohl,
'

;

i.

his

others were Schuppanzigh,

Sina,

Tol.

and

in Vienna, Feb. 12, 1807, entered the chapel at
Stuttgart, 1824.
Among Nicolaus's excellent

p. 2.52,

* See Thayer's Bcrthnmn. vol, ii. p, 278,
5 The statenient in the QtirUcn-I^xiT^on that he died in 1820, on
the same day as hja father, requires confirmation.

fe=^^§^^^^
It has been varied by Chopin (op. 14), Herz,
Wallace, and others.
G.

KRAUSS,

JIarie Gabkielle, born March

23, 1842, at Vienna, received instruction at the

Conservatorium in jiianoforte playing and harmony, and in singing from Mme. Marches!.
She sang in Schumann's Paradise and Peri' at
its publication in Vienna by the Gesellschaft der
She made her
Musikfreunde, March 1, 1858.
'

debut at the opera there as Mathilde ('Tell '),
in July 1859, and played also Anna ('Dame
Blanche ') and Valentine. She became a I'avourite, and remained there for some years, until
about 1867.
Her parts included both Donna
Anna and Elvira, Fidelio, Euryanthe, Senta,
Venus, Camille (' Zampa '), Amelia Ankarstroem
('Gustavus III.'), Lalla Eookh, and Maria (in

KRAUSS

598

KEEBS

Rubinstein's
Kinder der Haide '), Feb. 23,
1861, and Hplene ('Hausliche Krieg '), Oct. 6,
1861.
She made her debut at tile Italiens,
Paris, as Leonora (' Trovatore '), April 6, 1867,
and Lucrezia beeame ver}' successful, and was
engaged there every season until the war of
1870.
She gained great applause by her per'

;

formance of Donna Anna, Fidelio, Norma, Lucia,
Semiraraide, Gilila, etc., in a new opera of Mme.
de Giandval's,
Piocolino, Nov. 25, 1869, and
in Halevy's Guido et Ginevra
She
(1870).
sang with great success at Naples in Petrella's
Manfredo (1871), and 'Bianca Orsini (1874),
also as Aida
with less success at Milan as Elsa
on the production there of Lohengrin,' and in
Goiues's 'Fosca,'Feb. 16, 187.3.
She returned
to the Italiens for a short time in the autumn
of 1873, accepted the offer of an engagement for
the Academic, previous to which she played at
St. Petersburg in 1874.
She made her debut
at the Academic, at the inauguration of the new
house, as Racliel in La Juive (first two acts),
Jan. 5, 1875, and in the same opera in its
entirety, Jan. 8.
With tlie exception of a short
period, 1885-86, slie remained a member of that
company until the end of 1888. She played
the heroines of Meyerbeer, also Donna Anna and
Agatha, and in operas produced there for the
first time as the heroine (Jlermet's
Jeanne
d'Arc '), April 5, 1876; Pauline (Gounod's
Polyeucte '), Oct. 7, 1878
Aida. March 22,
1880 Herinosa (Gounod's 'Tribut de Zamora'),
Katharine of Aragon (SaintApril 1, 1881
Saijns's 'Henry VIIL"), March 5, 1883; the
heroine on revival of Gounod's 'Sapho, April
Gilda (' Rigoletto '), March 2, 1885,
2, 1884
and Dolores(Paladilhe's 'Patrie '), Deo. 20, 1886.
The talent of Mile. Krauss is the more remarkable, because the instrument at lier disposal is
far from being perfect, and always in response to
although not wantThe voice,
her efforts.
ing in brilliancy and power, is sometimes wanting
in certain parts of tlie
in tone and character
scale its resonance is dull, and it is only in the
The
liigh part that it .acquires its best qualities.
style is pure to perfection, her phrasing is masterly, and her musical delivery, in recitative
especially, attains in the highest degree to granIf one adds to these purely
deur and beauty.
tlie
musical qualities tlie wonderful fire,
pathetic feeling, the passionate expression, her
'

'

'

'

'

'

'

;

'

'

'

'

'

;

;

;

'

;

*

.

.

.

;

.

.

.

great intelligence, and the incontestable power of
herdraraatioaccent, one can understand the sway
such an artist exercises over the jiublic, and one

can guess the secret of the success which has
made her career remarkalile. Mile. Krauss is
certainly one of the greatest singers that contcQiporary art can boast of.'
(Pougin.)
'By
degrees Gabrielle Krauss became as great an
actress as she was a singer
and the French
were right when they gave her the name of 'La
Rachel chantante (Marchesi). After her retirement, she frequently sang at concerts, and for
.

'

.

.

many

She
years devoted herself to teaching.
died in October 1903.
A. c.
KREBS, JoHAXN LuDwiG, distinguished organist, born at Buttelstadt iuThuringia, Feb. 10,
1713.
His father, Johann Tobias (born at
Heichelhcim,! 690), himselfan excellent organist,
walked every week from Buttelstiidt to Weimar, in order to take lessons from
Walther, author of the Lexicon, who was organist there, and from Sebastian Bach, at that time
concertmeister at Weimar.
He was appointed
organist at Buttelstiidt about 1721, where he
died sometime after 1728.
He so thoroughly
grounded his son in music, that when in 1726
he went to the Thomasschule in Leipzig, he
was already sufficiently advanced to be at once
admitted by Bach into the number of his special
pupils.
He enjoyed Bach's instruction for nine
years (to 1735), and rose to so high a place in
his esteem, that he was appointed to play the
clavier at the weekly practices to which Bach
Pungave the name of 'collegium musicum.
ning upon his pupil's name and his own, the
old Cantor was accustomed to say that he was
the best crab (Krebs) in all the brook (Bach).'
At the close of his philosophical studies at
Leipzig he was appointed organist successively
at Zwickau (1737), Zeitz(1744), and Altenburg,
where he remained from 1756 till his death in
1780.
(He was buried on Jan. 4.) He was
equally esteemed on the clavier and the organ,
and in the latter capacity especially deserves
to be considered one of Bach's best pupils.
KlavierHis published compositions include
Uebungen (4 parts), containing chorales with
for seven years

'

'

'

'

variations,
clavier,

and

fugues,
for flute

and
and

suites

clavier

;

;

sonatas

and

for

trios for

flute.
Several of
[See the QueUen-Lcxikmi.~\
these have been reprinted in the collections of

Korner and others. Among his unpublished
works a Magnificat and two Sanctuses with
orchestral accompaniments are highly spoken of
He left two sons, both sound musicians and
composers, though not of the eminence of their
father.
The eldest, Ehreni-kied Christian
Traugott, succeeded his father as Court-organist
and Musik-director at Altenburg, and on his
death was succeeded by his younger brother,
JoHANN Gottfried, the last of whom wrote
cantatas, songs, etc.

A. M.

KREBS. A musical family of the 19th century.
Karl Augu.st, the head, was the son of
and Charlotte Miedcke, belonging to the
com]>any of the theatre at Nuremberg, where he
was born Jan. 16, 1804.
The name of Krebs
he obtained from the singer of that name at
Stuttgart, who adopted him.
His early studies
were made under Schelble, and in 1825 under
Seyfried at Vienna.
In March 1827 he settled
in Hamburg as head of the theatre, and there
passed twenty-three active and useful years,
till called to Dresden in 1850 as capellmeister
to the court, a post which he filled with honour
A.

KREHBIEL

KREISLER

till 1871.
From that date he
conducted the orchestra in the Catholic chapel.
He died Jlay 16, 18 SO. His compositions are
numerous and varied in kind masses, operas
('bilva,' 1830, 'Agnes Bernauer,' 1835), a Te
Deuin, orchestral pieces, songs, and pianoforte
works, many of them much esteemed in Germany.
In England, however, his name is known almost
exclusively as the father of Marie Kkebs, the
pianist, born Dec. 5, 1851, at Dresden.
On
the side of both father and mother (Aloysia
MiCHALESI, an operatic singer of eminence, born
Aug. 29, 1826, married Krebs .July 20, 1850),

and advantage

—

she inherited music, and like Mme. Schumann
was hapjiy in having a father who directed her
studies with great judgment.
Frl. Krebs appeared in public at the early age of eleven
(Meissen, 1862).
Her tours embraced not
only the whole of Germany and England, but
Italy, France, Holland, and America.
She
played at the Gewandhaus tirst, Nov. 30, 1865.
To this country she came in the previous year,
and made an engagement with Mr. Gye for four
seasons, and her hrst appearances were at the
Crystal Palace, April 30, 1864
at the Philharmonic, April 20, 1874
and at the Monday
Popular Concerts, Jan. 13,1875.
[She enjoyed
many years of great popularity in England and
on the continent, and retired from the profession
on her marriage with Herr Brenning.
She
G.
died June 27, f900.]
;

;

KREHBIEL, Henry Edward,
critic

an American
and writer on nmsic, was born at Ann

Arbor, Michigan, U.S.A., on March 10, 1854.
He stuilied law in Cincinnati, but soon turned to
journalism, devoting himself especially to music.
He was nmsic critic of The Cincinnati Gazette
from 1874 to 1880, and then entered upon the
same office for The New York Tribune, which
he still continues to fill.
In authority and
influence he ranks among the first American
critics, and among the ablest champions of
musical progress.
Mr. Krehbiel at the same
time is a deep student of the classics, and stands
He has
for the highest in purity of taste.
done much to advance the understanding and
love of "Wagner's later music dramas in America,
and was among the earliest to welcome and
appraise discriminatingly the music of Brahms,
Tchaikovsky, Dvofdk, and other modern composers, which has been made familiar in New
York before it was widely known in most
Mr. Krehbiel's activity has
European capitals.
by no means been confined to newspaper
He is widely known as a lecturer
criticism.
has done a useful work for many years by means
of the programme notes and analyses that he
has prepared for most of the principal New
York concerts and has written a number of
Notes on the Cultivation of Choral
books, viz
Music and the Oratorio Society of Neio York
(1884) Review of the New York Musical Seascm
Studies in the Wag(five volumes, 1885-90);
;

;

:

;

nerian

Drama

(1891)

;

The
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Philharmonic

Society of New York
a Memorial puhlished on
the occasion of the Fiftieth Anniversary of the
;

Founding of
Hoio

to

the

Listen

Maimers in

Philharmonic Society (1892)
Music and
Music (1897)
;

to

;

Period (1898).
M.
Fritz, violinist, was born in
Vienna on Feb. 2, 1875. He displayed musical
giits of an uncommon order in earliest infancy.
These were recognised liy Ills father, an eminent
physician and enthusiastic musical amateur,
who instructed and encouraged him to such
purpose that at the age of seven he appeared
at a concert for children given in Vienna b}'
Carlotta Patti, and entered the Vienna Conservatorium, where he studied under Hellmesberger and Auher.
This was a special privilege,
pupils being as a general rule ineligible for
admission in that institution before the age of
fourteen.
He was in fact the youngest child
who has studied there, and justified to the full
the opinion formed of his exceptional talents by
carrying off, in 1885, the gold medal for violinplaying at the age of ten.
Passing on to Paris,
wdiere he studied at the Conservatoire under
Massart (violin), and Delibes (theory), he there
achieved at the age of twelve another remarkable
success,
gaining the gold medal (Premier
Grand Prix) against forty competitors, all of
whom had reached the age of twenty. After
a few years of further study he visited America
the Classical

KREISLEE,

1889), and made a successful tour of the
States with Moritz Rosenthal, the pianist, at
the conclusion of which he returned to his

(in

native town, and temporarily broke away from
the musical life.
Considering the position

which youth holds, at the present day, in the
world of music, it is of the utmost significance
to note that this step proved ultimately favour-

able

to

his

development

as

an

artist.

He

entered the Gymnasium at Vienna to take up a
course of medicine, studied art in Paris and
Rome, prepared for and passed a very stiff army
examination, and duly became an officer in a
regiment of Uhlans (he is still in the Reserve).
In short, he gave to other sides of his nature,
besides the musical, a chance of development.
During his year of military service he laid the
violin completely aside, and, as a result of the
training received, became physically the more
fitted for a profession which makes serious calls
upon the vitality of those who practise it.
Then came a transition period, during which he
made a few public appearances, liut^A'ith so little
success that he was moved to make a preliminary
retirement into the country, during whicli he
worked uninterruptedly at his violin for eight
weeks, and emerged triumphant, having completely regained his command over the instrument.
He was then able once more to shine as
a solo player, making a brilliant debut at Berlin
in March 1899, in a progi-amme whicli included
concertos by Max Bruch and Vieuxteraps, and

KEEISLER

KEETSCHMER

the ' Non piii niesta variations of Paganini. In
the same year lie revisited the United States.
Strangeljf enough it was tlie American public
which first perceived in him the quality of
greatness which is now universally attributed
to him.
In the course of this tour, which
extended to the spring of 1901, he occasionally
took part in pianoforte trios with Hoffmann
and Gerardy, as well as in concertos and solos.
Since then he has twice returned to America,
his total visits to that country numbering, up
to the present date, four.
His appearances in
all the continental musical centres have also
been very numerous.
In London he made his
debut at a Richter Concert on jVIay 12, 1901.
Since then his visits to England have been
frequent.
On May 19, 1904, he was iiresented
at a Philharmonic Coucert with the gold medal
of the society, an honour richly deserved.
His
greatest glory is that his playing appeals
with especial strength to the musicians among
his audiences.
The general public has not
taken to him to the same extent, though, had
he chosen, he might easily have developed into
a popular player.
Indeed, in the earlier stages
of his career his programmes indicated the
ambition to become a Paganini player, a role
But
he is technically quite competent to fill.
since the resumption of his nuisical career in
1899 he has continuously developed as an
interpretative artist, and now unites his dazzling
technique with higher musical qualities, taking,
among the younger players of to-day, quite
the foremost place as an interpreter of the
His style of jjlaying
great classical concertos.
It
cannot, however, be described as academic.

a set of 8 pieces for piano
dedicated to Chopin and forming op. 1 6 of
Schumann's works.
Kreisler is the capellmeister in Hoffmann's Fantasiestiicke in Callots
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'

full of glow and high courage, above all
intensely individual, his readings and even his
methods of fingering being quite his own. His
programmes are more varied than those of any
modern violinist, thanks to his own arrangeis

ments of certain
for violin solo.

pieces,

ancient and modern,

With Porpora and Chaniinade,

whom the
appearing in juxtaposition,
given to the slighter portions

Pugnani and Dvorak, and others
centuries

divide,

great piquancy

is

works
and so the critics, who
as a rule look askance upon arrangements, are
disarmed.
But he has done little in the way
of original composition beyond the writing of
cadenzas to certain of the concertos, and to
of

programmes which

invarialjly include

of major importance,

Tartini's 'II Trillo del Diavolo.'
challenged criticism as a leader

He

Nor has he
of

string

he hardly less
accomplished as a pianist than as a violinist,
quartets.

and with

is

said

his capacity for

to Ijecome one of the

to

development bids

most remarkable

fair

figures in

the annals of modern music. He has successively
played upon a Stradivari of rather small
pattern, a Gagliano, and now upon a Joseph
Guarneri del Gesii, formerly the property of

August Wilhelmj.

w. w.

c.

KREISLERIANA,

solo,

much admired by Schumann.
BoHNER and Hoffmann, e.t.a.] The

Manier, so

[See
pieces

were written in 18.38, after the Phantasiestticke
(op. 12) and Novelletten (op. 21), and before
the Arabeske (op. 18).^
They are full of
variety, and character, and like the
Novelletten are cast in the so-called Lied and
Rondo forms.
Schumann has added to the
title 'Phantasien fiir das PF.
The Kreisleriana
were published by Haslinger of Vienna shortly
after Schumann's visit there (18.38-39).
G.

energy,

'

KREISSLE VON HELLBORN, Heinrich,.
horn in Vienna, 1812, Dr. juris, Imperial-financeSecretary at Vienna, and Member of the Direction of the Gesellschaft der Musikfreunde, findsa

here

place

for

his lives of Schubert,

viz.

F. Schubert, eine biografische Skizze, von Heinrich
von Kreissle (small 8vo, Vienna, 18&1), a pre-

liminary
Vienna,
haustive
has been

sketch

;

and Franz Schubert

(8vo,

1865), a complete and exbiography, with a portrait. The latter
translated in full by Mr. Arthur Duke
Coleridge, The Life of Franz Schubert
.
with an Ap-pendix, by George Grove (giving a
thematic catalogue of the nine symphonies, and
mentioning other works still in MS.), 2 vols.,
8vo, London, Longmans, 1869.
It has also
been condensed by Mr. E. Wilberforce, 8vo,
London, Allen, 1866.
Kreissle died April 6, 1869, aged sixty-six,
much beloved for his amiability and modesty,
and for his devotion to the subject of his
biography.
c. r. p.
Ceroid,

.

KRETSCHMER, Edmund,

.

and

organist

dramatic composer, born August 31, 1830, at
Ostritz in Saxony, where his father, the rector
of the school, gave him his early musical education
studied composition under Julius Otto,
and the organ under Johann Schneider at Dresden, where he became organist of the Catholic
church in 1854, and to the court in 1863.
He
founded several 'Gesangvereine,' and in 1865
his composition, 'Die Geisterschlacht,' gained
the prize at the first German Sangerfest,' in
Dresden.
Three years later he took another
prize in Brussels for a mass.
His opera Die
Folkunger, in five acts, libretto by Mosenthal,
was produced at Dresden, June 1875. It was
well received and had a considerable run, but
has since disappeared nor has Heinrich der
Loewe,' to his own libretto (produced at Leipzig, 1877) met with more permanent favour,
though it was given on many German stages
with success.
The music is correct, and shows
both taste and talent, but no invention or
dramatic power.
His vocal part-writing has
;

'

'

'

'

;

little

life

are too

;

and

much

his duets, terzets, finales, etc.

like part-songs.
1

WaiielewBky,

181.

[Another opera,

KRETZSCHMAR

KREUTZER

'Der FlUclitling, was produced at Ulm in 1881,
and Sclion Rohtraut' in Dresden, Nov. 1887.
Three later masses,
Pilgerfahrt,
Sieg im
Gesang,' for chorus and orcliestra, and 'Musika'

'

'

'

lische Dorfgeschichten,' for orchestra,

be mentioned.]

'

may
F

also
o.

KRETZSCHJIAR, August Ferdinand Hermann, born

at Olbernhau in Saxony, Jan. 19,
1848, after receiving some musical instruction
from his father, attended the Kreuzschule at

Dresden, where he was taught music by ,T. Otto,
and was sent later to the Lei()zigConservatorium,
where he was a pupil of Ricliter, Reinecke, Paul,
and Papperitz. He took the degi-ee of Dr. Phil,
with a thesis on musical notation before Guido,
and became in the same year, 1871, a teacher
in the Leipzig Gonservatorium.
He conducted
several musical societies, and overworked himself to such an extent that he was forced to give
up Leipzig altogether in 1876 he undertook
the conductorship of the theatre in IMetz
in
1877 went to Rostock as music director at the
;

;

University, and from 1880 as town nrusic director.
In 1887 he succeeded H. Langer as music

and conductor
He soon became a member of

director of the Leipzig University,

male choir.
various important musical institutions, such as
the Bach-Gesellschaft, and was made conductor of
the Riedel-Verein in 1888. In 1890 he organised
the Academic Orchestral Concerts, which had a
successful career, with especial regard to historical programmes, until 1895. In 1898 he retired
from his conductorships, but has retained his
professorship, and has continued to give lectures
on musical history.
His compositions include
only some organ works and part-songs.
He is
of a

a distinguished

critic,

h.^ving contributed to the

and the G-rcn::boten
has published lectures on Choral Mils ir:, on Fcter
Cornelius, etc.
One of his most useful undertakings is the Filhrer durch den Concertsaal, the
equivalent of our own analytical programmes.
These were first published in 1887, and have
gone through many editions, being printed in
MicsiJcalisches JVockenbltxU,

;

separate portions in pamphlet form in 1898 and
later.
A monograph on the opera is not yet
published, but various studies for it have ap-

peared in the Vierteljahrsschrift f. Musikwiss.
M.
(Riemann and Baker's Dictionaries.)
KREUTZER, Conradin, German composer,
son of a miller, born Nov. 22, 1780, at Messchorister first in his native
kirch in Baden
;

and its success gained him
the post of capellmeister to the King of AViirtemberg thence in 1817 he went to Prince von
Fiirstenberg at Donaueschingen
but in 1822
(Stuttgart, 1812),

;

;

returned to Vienna and produced 'Libussa.' At
the Karthnerthor theatre he was capellmeister

1829 to 1832, and in 1837 to 1840. From
1840 he was conductor at the Josephstadt theatre, where he produced his two best
works, 'Das Nachtlager in Granada' (1834) and
a fairy opera, 'Der Verschwender,' which have
both kept the boards.
In 1840 he was appointed capellmeister at Cologne, and in 1841
conducted the 23rd Festival of the Lower Rhine.
Thence he went to Paris, and in 1846 back to
Vienna.
He accompanied his daughter, whom
he had trained as a singer, to Riga, and there
in 1825,

1833

to

died, Dec. 14, 1849.

Kreutzer composed about thirty operas

'

;

Quellen-Lcxikon; Fetis speaksof a one-act drama
Cordelia as the most original of his works.
The two operas already mentioned, and the partlongs, alone have survived.
In the latter,
Kreutzer displays a flow of melody and good
construction they are still standard works with
all the German Liedertafeln, and have taken
the place of much weak sentimental rultbish.
'DerTagdes Herrn,' 'Die Ka])elle,' 'Marznacht,
'

'

;

and

and nmdels
them arc given

others, are universal favourites,

of that st3de of
in 'Orjiheus.'

Some

])iece.

As a dramatic

of

comj^ioser, his airs

but
His Lieder for a
single voice, though vocal and full of melody, have
disappeared befoi'c the more lyrical and expressive songs of Schubert and Schumann. A. M.
KREUTZER,' Rodolphe, violinist and comHe
poser, horn at A^ersailles, Nov. 16, 1766.
studied first under his father, a musician, and
according to Fetis had lessons on the violin from
Stamitz, but he owed more to natural gifts than
to instruction.
He began to compose before he
had learnt harmony, and was so good a ]ilayer
at sixteen, when his father died, that through
the intervention of Marie Antoinette he was
are better than his ensemble pieces, gi'aceful

wanting

in passion

and

force.

appointed first violin in the Chapelle du Roi.
Here he had opportunities of hearing Mestrino

and his execution improved rapidly.
further appointment of solo-violinist at the
Theatre Italien gave him the opportunity of
and

Viotti,

which was

'

;

;

and composer (his first operetta, Die
Ificherliche Werbnng,'was performed at Freiburg
in 1800); and in 1804 he arrived in Vienna.
There he took lessons from Albrechtsberger, and
worked hard at composition, especially operas.
His first opera was Conradin von Schwaben

in-

'

The

'

;

and melodramas
an oratorio, 'Die Sendung Mosis, and other
church works chamber and pianoforte music
Lieder, and part-songs for men's voices in the
cidental music to several plays

town, then at the Abbey of Zwiefalten, and
In 1799 he went
afterwards at Scheussenried.
to Freiburg in Breisgau to study medicine, which
he soon abandoned for music. The next five
years he passed chiefly in Switzerland, as pianist,
singer,
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producing an opera.

'

Jeanne d'Arc, three acts
'

(May 10, 1790), was successl'ul, and ]iaved the
way for 'Paul et Virginie (Jan. 15, 1791),
'

still

more

so.

The melodies were simple and fresh, and the
musical world went into raptures over the new
eflfeots of local colour, poor as they seem to us.
1 Hia name h.%s been often trrinamuted into Kretfiche by Frenchmen, and iippeared in the London papera of 1844 aa Greitzer.'
'

2?

KREUTZER
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The music

of 'Lodoiska,

'

KREUTZER SONATA

three acts (August

1,

1791), is not sufficiently interesting to counterbalance its tedious libretto, but the overture
and tlie Tartars' March were for long favourites.
During the Revolution Kreutzer was often suddenly called upon to compose operas de circonstaiice, a task he executed with great facility.

In 1796 he produced

'

Iniogene, ou la Gageure

comedy founded on a
fitted for music.
At

indiscrete,' a three -act

story of Boccaccio little

the same time he was composing the concertos
for the violin, on which his fame now rests.
After the peace of Campo Formic (Oct. 17, 1797)
he started on a concert -tour through Italy,
Germany, and the Netherlands the fire and
individuality of his playing,
especially in
;

his

own

comjiositions, exciting everywhere the

greatest enthusiasm.

In 1798 Kreutzer was in Vienna in the suite
Bernadotte (Thayer's Bcetlwven, ii. 21),
and we must presume that it was at this time
that lie acquired that friendsliip with Beethoven
which resulted, eight j^ears later, in the dedication to him of the sonata (op. 47) which will
now be always known by his name though he
is said ' never to have played it
and that he
became first violin of the Academy of Arts
titles
and of the Imperial chamber-music'
which are attributed to him in the same dedication.
He had been professor of the violin at
the Conservatoire from its foundation in 1795,
and on his return to Paris he and Baillot drew
Methode de Violon for the
up the famous
He frequently played at
use of the students.
coucerts, his duos concertantes with Rode being
On Rode's departure to
a special attraction.
Russia in 1801, Kreutzer succeeded him as first
violin-solo at tlie Opera, a post which again
opened to him the career of a dramatic composer.
' Astyanax,' three acts (April 12,
1801) ; Aristippe' (May 24, 1808), the success of which
was mainly due to Lays and La Mort d'Abel
(March 23, 1810), in three poor acts, reduced
to two on its revival in 1823, were the best of
He also coma series of operas now forgotten.
posed many highly successful ballets, such as
' Paul et
Virginie (.Tune 24, 1806), revived in
1826
Le Carnaval de Venise (Feb. 22, 1816),
with Persuis and Clari (.Tune 19, 1820), the
pjrincipal part in which was sustained by Bigottini.
He was appointed first violin in the
chapelle of the First Consul in 1802, violin-solo
to the Emperor in 1806, maitre de la chapelle
to Louis XVIII. in 1815, and Chevalier of the
He became viceLegion of Honour in 1824.
couductor of the Academic in 1816, and conA broken
ductor in chief from 1817 to 1824.
arm com])elled him to give up playing, and
he retired from the Conservatoire in the year
1825.
His last years were embittered by the
decline of his influence and the impossibility of
of

—
—

'

—

'

'

'

'

;

'

'

'

;

'

;

'

See BerliDz, V/iya^c, i. 264, for this and for an amu.siiig account
of Kreutzer'H dlfflcultiea over Beethoven's Second Symphony.

gaining a hearing for his last opera,

'

Mathilda.'

An

apoplectic seizure affected his mind, but he
lingered till June 6, 1331, when he died at

Geneva.
Besides his thirty-nine operas and ballets,

all

produced in Paris, he published nineteen violin
duos, and two symphonies concertwo violins etudes and caprices for
violin solo
sonatas for violin and violoncello
fifteen trios, and a symphonic concertante for
two violins and violoncello
fifteen string
quartets
and several airs with variations.

concertos

;

tantes, for

;

;

;

;

;

(See the QiielJen-Lexikon.^

Kreutzer's brother Augusts, born at Ver1781, was a member of the Chapelle de

sailles,

I'Empereur, and of the Chapelle du Roi (18041830); and succeeded his brother at the Conservatoire, Jan. 1, 1826, retaining the post till his
death, at Paris, August 31, 1832.
His son
LfiON. born in Paris, Sept. 23, 1817, died at
Vichy, Oct. 6, 1868, was musical critic to La
Quotidien7ie fcuilletonistc to the Union and contributed a number of interesting articles to the
Remie couUiiiporaine, the Revue et Gazette inusicale, and other periodicals.
G. c.
Rodolphe Kreutzer is the third, in order of
development, of the four great representative
masters of the classical Violin-School of Paris
the other three being Viotti, Rode, and
Baillot.
His style, such as we know it from
his concertos, is on the whole more brilliant
;

than Rode's, but less modern than Baillot's.
Kreutzer did not require Beethoven's dedication
to make his name immortal.
His fame will
always rest on his unsurpassed work of studies
'forty Etudes ou Caprices pour le Violon'
a work which has an almost unique position
in the literature of violin-studies.
It has been
recognised and adopted as the basis of all solid
execution on the violin by the masters of all
schools
French, German, or any other nationality
and has been published in numberless
editions.
In point of difficulty it ranks just
below Rode's twenty- four Caprices, and is
generally considered as leading up to this
second standard work of studies.
Kreutzer's

—

;

—

—

concertosaffordexcellent material for the student,
but are less interesting than those of Viotti, and

Rode, and, with the exception of the 19th,
in D minor, are now hardly ever played in
public.

p.

KREUTZER SONATA.

The popular

D.
title

England of Beethoven's Sonata, for piano
and violin, in A, op. 47, dedicated to his
friend R. Kreutzer.
The work was first played
by Beethoven and Bridgetower at the Augarten
at 8 A.M. May 17 or 24, 1803.
The finale had
in

'

'

originally belonged to op.
first

movement and the

30,

No.

1,

but the

variations were only

and the latter had to be
played <iom the autograph without rehearsal.
In the opening Presto, at the pause in the
ninth bar, Bridgetower introduced a Cadenza
finished just in time,

KREUZ

KRIEGER

in imitation of that for the Piano in the
eighteentli bar, fortunately to Beethoven's satisfaction (see Thayer,

follows
li.iii

:

—

riAla.

ii.

230).

He

gives

it

as
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Soloist at
solo at a Henschel concert.
Leeds Festival 1889, member of Gompertz
Quartet 1888-1903, and of the Queen's Band

Italy

'

1900-3.
He also jilayed frequently at the
Popular Concerts.
Amongst his compositions
are a concerto for viola with orchestra, a trio

(9)

for

piano,

Quintet

violin,

and

viola,

oji.

21,

a prize

Horn and String

Quartet, op. 49.
many songs, and numerous pieces useful for
teaching purposes. Since 1903 musical assistant
at the Covent Garden Opera.
Acting under
for

the advice of Richter, he joined the Halle
orchestra in 1903 with the view of studying
under the great conductor. His present intention
is to give up viola playing and composition, in
order to devote his

time to conducting and

training vocalists in the art of dramatic singing,
but it is to be hoped that he will continue

the work

of enlarging

the

viola.

The sonata was published in 1805, by Simrock
and Traeg, before iVIay 18. Bridgetower averred
(Thayer, ii. 231) that it was originally dedicated
to him, and that the change was the result of
AVhy Kreutzer was chosen is as yet
a quarrel.
He was in Vienna with Bernadotte
a mystery.
in 179S, but no trace of his relations with Beethoven remains, though we may assume them to
have been good, for Beethoven to designate him
friend.'
It has been alleged as a reason
that the second theme of the Presto is a phrase
of Kreutzer's butthishasnotbeensul)stantiated.
Certainly no such passage appears in Kreutzer's
violin works.
The dedication on the first ed.
stands Sonata per il Pianoforte ed un Violino

as his

'

;

'

oltligato, scritta in

uno

stilo

quasi come d'un Concerto.
al suo amico R. Kreutzer,
torio di

molto concertante,

Composta

Membro

e

dedicata

del Conserva-

Musica in Parigi, Prime Violino

Academia delle

dell'

Camera Imperiale,
Opera 47. A Bonn cliez

Arti,' e della

per L. van Beethoven.
422.'
In a notel)ook of BeetK. Simrock.
hoven's iif the Imperial Library at Berlin, the
in uno stilo molto
second sentence a]ipears
'

G.

brillante.'

KREUZ, Emil,

and composer, was
Began to
born at Elberfeld, May 25, 1S67.
play at the age of three, but did not commence
to study for the profession (under Japha of
In 1883 he
Cologne) until his tenth year.
gained an open scholarship at the Royal College
of iMusic, where he studied for five years under
Holmes (violin) and Stanford (composition).
During the last two years made a special study
violinist

of the viola, making his debut with that instrument on Dec. 11, 1888, in the 'Harold in
1 The fact of Kreutzer holding these two poata In Vienna seems
imply that he reiuained there some time.

to

literature of
vv.

the

iv. c.

KRIEGER, Adam, born Jan. 7, 1634, at
Driesen in the Neumark, Prussia, died June
30, 1666, at Dresden, was a pupil of Samuel
Scheldt and Heinrich Schiitz, and after being
for a time organist at St. Nicholas, Leipzig,
was appointed court-organist to the Elector of
Saxony.
He apjiears to have made an unsuccessful application for the post of cantor at
He was poet as well as
St. Thomas's, Leipzig.
composer, aiid his compositions consist of socalled Arien on his own texts, songs for one,
two, three, and five voices with three or five-part
instrumental Ritornelli between each verse.
The Arias themselves have only Basso Continuo
accompaniment, but are written in regular Lied
form, while the Ritornelli have no thematic
Specimens of these
connection with them.
compositions may be found in the Monalshcfte
fiir Mnsil'ge^chichte^ xxix.

KRIEGER, JoHANN

J.

R. M.

Philipp (apparently
no relation to the above), was born Eeb. 26,
1649, at Nuremberg, and died Feb. 6, 1725, at
Weissenfels.
He travelled in Italy, and was
for a wdiile pui)il of Johann Rosenmiiller at
Venice. Returning to Germany he was ennobled
by the Em})eror at Vienna, and after various
wanderings entered the service of the Duke of
Saxe-Weissenfels, first as chamber-musician and
organist at Halle, in 1677, and afterwards as
For
capellmeister at Weissenfels fiom 1712.
the Weissenfels Court he wrote a quantity of
Singspiele, the Arias of which for one, two,
and three voices were afterwards jaiblished with
bass accompaniment only in two volumes pubSpecimens
lished at Nuremberg, 1690, 1692.
of them, with accompaniment written out, are
given by Eitner in the Monatshcfte fiir MunikChrysander gives the titles of
geschichte, xxix.
some operas of Krieger written for BrunswickWolfenbiittel in 1693, some of which were also
performed in Hamburg in 1694.
In 1693
Krieger published as his op. 2 an instrumental
work consisting of twelve sonatas for violin and
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KRIEGER

KROMMER

gamha with cembalo accompaniment.
The second and third of these sonatas are given
in full by Eitner, Monatshcfte, xxix, -xxx.
In
1704 there appeared also in Nuremberg Lustige
viola da

'

Feld-Musik,'

consisting

of suites

or

partien

wind instruments (oboes and
bassoons), or ad lihiiwtn for strings.
Two of
these partien are given in score by Eitner, who
says of these compositions generally that they
(partitas) for four

are so excellent in form

and expression that

one may unhesitatingly class them with similar
works by Handel.
Besides these published
works of Krieger there exist in manuscript a
quantity of sacred compositions, arias for one,
two, three, and four voices, with various instrumental accompaniments, somewhat after the
manner of Schiitz, but of a lighter and more
popular character.
Some of these are also given
by Eitner, Monatshefle. For a complete list
see Q.nellen-Lcxikon.

j. R.

m.

KRIEGER, JoHANN,

younger brother of
Johann Philipp, was born Jan. 1, 1662, at
Nuremberg, died at Zittau, July 18, 1735.
He
was for a time the pupil of his brother, and in
1672 became court-organist at Bayreuth, which
post, however, he gave up in 1677.
After a
transient connection with Weissenfels he finally
settled at Zittau, where in 1681 he was appointed
town music-director, and 1701 organist also at
the church of St. Peter and Paul.
Johann
Krieger is of greater importance in the history
of music than his brother Philipp.
Mattheson
praises him specially as a composer of double
Handel
fugues, and puts him beside Handel.
himself confessed how much he owed to Krieger.
Eitner comments on his excellent
(See below.)
gift of melodic invention, and the cleverness of
His works are, (1) 'Neue
his thematic work.
Part 1.
Ergetzlichkeit,
1684.
Part
Geistliche Andachten,' thirty numbers.
Part
2. Secular songs, thirty-four numbers.

musicalische

'

'

Theatrical pieces performed in Zittau.
(2)
'Sechs musicalische Partien, Nuremberg, 1697.
Suites for Clavier alone (' Nach einer Arieusen
3.

'

a full

list of

which

is

given in the Qiullen-

LexikoTi.

J.

R.

M.

KROLL, Fkanz,

born June 22, 1820, at
Bromberg began with medicine, but finally
devoted himself to music under the guidance of
Liszt, whom he accompanied on some of his
;

He

tours.

settled in Berlin,

and was

for

some

He edited the
a successful teacher.
JVohltemperirtes Clavier for the Bachgesellschaft
(14th year, 1864) with a Preface containing
years

—

and an Appendix
work as
regards care and accuracy in collation, which
Spitta has selected for honourable mention
a

list

of

MSS. and

Editions,

of various readings, a highly creditable

He also
Bach, Eng. trans, ii. 166 note).
published editions of Bach's chromatic fantasia,
Mozart's pianoforte fantasias, and other important compositions.
He was a thorough
musician, and his style as a pianist was clear
He was a great
and eminently suggestive.
sufferer for some yeai's before his death, which
r. G.
took place in Berlin, May 28, 1877.
KROMMER, Franz, violinist and composer,
born Dec. 5, 1769, at Kamenitz in Moravia;
learned music from an uncle, then choirmaster
From seventeen to twenty-five he
at Turas.
acted as organist, and compjosed much church
He next entered the
music, still unpublished.
band of Count Styrum ' at Simonthurm in
Hungary as violinist, and in two years was
promoted to the capellmeistership.
Here he
became acquainted with the works of Haydn
{J. S.

and Mozart

;

and composed his pieces

for

wind

instruments, which are of lasting importance,
and perceptibly influenced modern military
music.
After one or two more changes he at
length became capellmeister to Prince Grassalkowitz, after whose death he lived comfortably
in Vienna, enjoying a considerable reputation as
a teacher and composer.
The sinecure post of
doorkeeper to the Emperor was conferred upon
him, and in 1818 he succeeded Kozeluch as
court capellmeister and composer, in which
cajiacity he accompanied the Emperor Francis

(see

and Italy.
He died suddenly Jan.
As
1831, while composing a pastoral mass.
a composer he was remarkable for productiveness, and for a clear and agreeable style, most
observable perhaps in his sixty-nine stringquartets and quintets, published at Vienna,
This made him a great
Offenbach, and Paris.
favourite in Vienna at the close of the century.
Schubert, however, who as a boy of eleven had
to play his Symphonies in the band of the

Eitner
Chrysander's Hdndd, Bd. iii. p. 211).
considers the pedal toccata of this work as
approaching the grand style of Sebastian Bach.
{Monatshrfte fiir MusikgescMchte, xxvii.) Besides
these published works Johann Krieger has left
in MS. various organ works (specimens given in
Ritter, Geschichte dcs Orgelspiels, Nos. 80, 81),
and a large number of sacred compositions for
various combinations of voices and instruments,

Convict,' used to laugh at them, and preferred
Both are alike forgotten.
those of Kozeluch.
Krommer also composed a number of quartets
and quintets for flutes, besides the pieces for
wind instruments already mentioned. The only
church works printed are two masses in four
parts with orchestra and organ (Andre, Offenbach).
Had he not been the contemporary of
1 F^tia and Mendel caU him Ayrum by mistake.

Manier ausgesetzt ').
(3) Anmuthige ClavierUebung,' consisting of preludes, fugues, a
chaconne, and a toccata for pedal, Nuremberg,
1699.
It was this last work which Handel
specially valued and recommended as a model
It was
for organ and harpsichord composers.
one of the few musical works which he brought
with him to England, his copy of which he gave
to his friend Bernard Granville, who has recorded
for us Handel's appreciation of the

work

to France
8,

'

KRUMMHORN

KRUSE

Haydn and Mozart he might have enjoyed more
enduring popularity.
r. G.

KRUMMHOKN

{i.e.
crooked horn), Cromorne, Cremona, Clarionet, Corno-di-Bassetto.
The various names given to an Organ Reed Stop
of 8-foot size of tone.
Modern English specimens, which are found under all the foregoing
names except the first, are estimated in ;)roportion as their sound resembles that of the
orchestral Clarinet. The Cremouas in the organs
built by Father Smith (1660) for the Whitehall
Banqueting House,' etc., and those by Harris
in his instruments at St. Sepulchre's, Snow Hill
(1670), etc., were doubtless voiced to imitate
-

'

'

'

the

first

named and now

obsolete crooked-horn.

They were never intended to represent the violin,
into the name of which its own had nevertheThe pipes are of metal,
less been corrupted.
cylindrical

in

in.

shape,

and of narrow

short,

CC

pipe being only about 4
in length, and 1^ in. in diameter.
E.

measure, the

KRUMMHORN,

or

CROMORNE.

ft.
.i.

6

H.

The

obsolete crooked-horn referred to in the fore-

going article, was a wood-wind instrument of
small cylindrical bore, played with a double
reed, of the bassoon or bagpipe chanter type.
The reed being enclosed with a cover, or cap,
through which the air was directed, was not
under the direct control of the lips, as in modern
orchestral reed instruments.
The lower end,
or bell, was turned upwards in U form, hence
the French name for the instrument, Tournebout.
The scale was obtained by means of
seven finger-holes, supplemented in the case of
some of the larger instruments by key-work to
extend the compass downwards.
The krummhorns were made in 'choirs' or sets, from soprano
to bass in comjiass, and were in very general
use throughout Eurojie during the 14th, 15th,
Jlersenne stated that the
and 16th centuries.
D. .J. E.
best were made in England.
ERUMPHOLZ, JoHAKN Baptlst, celebrated
harjiist and composer, born about 1745 at
sou of a bandmaster in a
Zlonitz near Prague
French regiment, lived in Paris from his childThe first
hood, learning music from his father.
public mention of him is in the Wiener Diarium
forl772 he had played at a concert in the Burgtheater, and advertised for pujiils on the jiedalharp.
From August 1773 to March 1776 he
was a member of Prince Esterhazy's chapel at
Esterhaz, taking lessons from Haydn in composition, and already seeking after imj>rovements
He nextstarted on a concertin his instrument.
tour, playing at Leipzig on an organisirte Plarfe.
He then settled in Paris, where he was highly
'

'

;

'

;

'

Nadermann
esteemed as a teacher and virtuoso.
built a harp from his specifications, to which
attention was drawn by an article in the Journal
de Paris (Feb. 8, 1786), and which Krumpholz
His
described in a preface to his sonata, op. 14.
ivife played some pieces onitbefore tlie Academic,
Krumpholz accompanying her on the violin, and

on the

'

Pianoforte contrebasse

\ marteau,

from his

'
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specifications.

their approval of the

or

'

another instrument

Clavicorde

'

made by Erard

The Academic expressed
new harp in a letter to

21, 1787).
He drowned himthe Seine, Feb. 19, 1790, from grief at

Krumpholz (Nov.
self in

the infidelity and ingratitude of his wife.
Gerber gives a list of his compositions, which
are still of value.
They comprise six grand
concertos, thirty-two sonatas with violin accom-

paniment, preludes, variations, duets for two
harps, a quartet for harp and strings, and symphonies for harp and small orchestra, jiublished
in Paris and London. {iieet\ie.Qiicllcn-Lcxil-on.)
His wife, nee Meyer, from Metz,' eloped with
a young man to London.
She was even a finer
player than her husband, making the instrument
sound almost like an iEolian harp.
In London
she gave her first concert at Hanover Square
Rooms, June 2, 1788,^ and for many years
aj)peared with great success at her own and Salomon's concerts, at the oratorios in Drury Lane,
and at Haydn's benefit. She frequently played
Dussek's duos concertantes for harp and p)ianoforte with the composer.
She is mentioned in
1802, but after that appears to have retired into
private

life.

Wenzel Krumpholz,

brother of the former,
born in 1750, became one of the first violins at
the court-opera in Vienna in 1796.
His name
is immortalised by his intimacy with Beethoven,
who was very fond of him, though he used to call
him in joke mein Narr, my fool. According
to Ries^ he gave Beethoven some instruction on
Krumpholz was one of
the violin in Vienna.
the first to recognise Beethoven's genius, and he
inspired others with his own enthusiasm. Czerny
mentions this in his Autobiogi'afjh}^,'^ and also
that he introduced him to Beethoven, who ort'ered
'

'

of his own accord togive him lessons.

Krumpholz
and Beethoven wrote

also pilayed the mandoline,

a sonata in one
Dictionary, see

movement (first jiublished in this
Mandoline) for PF. and mando-

He died in Vienna, May 2, 1817,
aged sixty-seven, and Beethoven must have felt
his death deeply, since he composed on the
following day the Gesang der Monche (from
Schiller's 'Wilhelm Tell '), for three men's voices,
in commemoration of the sudden and unexpected
death of oirr Krumpholz. " Only two of his
an Abendcompositions have been printed
unterhaltung
for a single violin^ (dances,
Vienna and
variations, a short andante, etc.
Pesth, Kunst & Industrie-Comptoir)
and Ein
Viertelstunde fiir eine Violine, dedicated to
line for him. ^

'

'

'

'

—

'

'

;

'

:

'

Schuppanzigh (Job. Traeg).
KRtjSE, JoHANN Secundus,
Or

2

Not

3

Bio^/rrrphische iSolizen, p. 119.

1790,

a.1

commonly

stjitcd.

old man.' He waa then about fifty,
by Artiiria,
AutOffraphiKche
6 Compare Nottebuhm'a Thematic Catalogue, p, 161.
' Czerny took Nu. 1, a contredanne, aa the theme of hia XS concert variations for PF. and violin. This, hia op. 1 (Steiner, 2nd
4

He

was

according to Gerber and Reichardt.

1

Lifige.

c. p. p.

violinist,

calls

^

edit,), la

Krumpholz an
*

&ki22e,

dedicated to

Krumpholz — a

fine trait of gratitude.

KUBELIK
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KUBELIK

Australia, of German
March 22, 1859. He appeared in
public when nine yeara of age, playing at the

born

in

Melbourne,

parents, on

desk in the Philharmonic concerts of his
In 1875 he went to Berlin to study
mth Joachim in the Hochachule, in which institution he was later appointed professor.
In
1882 became principal violin and sub-conductor
of the Berlin Philharmonic Society, and founded
In 1885 he visited Australia,
a string Quartet.
but was called back by Joachim to relieve him of
some of his work at the Hochschule, his activity
as teacher continuing till 1891, when he relinijuished the appointment to go to Bremen as
leader of the Philharmonic orchestra.
In Oct.
1892 he joined the Joachim Quartet as second
violin though still resident in Bremen, where
he also founded a Quartet of his own, travelling
very constantly in Germany with the various
organisations with which he was connected. In
1895 he revisited Australia for a short tournee,
and in 1897 left Germany and the Joachim
Quartet to live in London, where he once more
founded a Quartet, and gave a series of concerts
at St. James's Hall. In Oct. 1902 he took over
the Saturday Popular Concerts, of which only
ten were announced, and the following year
first

native town.

restored

them

their

to

original

number

of

twenty, besides reviving the twenty Monday
Popular Concerts.
During the same season he
gave a series of orchestral concerts (conductor,
Felix AVeingartner), in 1903 a Beethoven Festival of eight concerts, and in 1904 a second
festival of seven concerts, so that the English

public owes much to his enterprise and energy.
He is also favourably known as a performer of
chamber music, a department of the art in
which he has had extensive experience. As a
violinist his staccato bowing and trill may be
w. w. c.
noted as of exceptional brilliancy,

KUBELIK,

was born of Czech
1880, at Michle, a little
Though his
village in the vicinity of Prague.
father was a simple market-gardener, his early
life was spent in an atmosphere hardly less
favourable to the development of his musical
In no
talents than that of a large city.
country has the love of good music penetrated
so deeply into the heart of the people as in
Bohemia, and the gardener by profession was a
musician by predilection, a genuine enthusiast,
possessing qualities w'hich would have secured
him a good piosition in the world of music had
he enjoyed reasonable opportunities of culture.
A self-taught performer on many instruments,
he conducted a little orchestra much in request
at festive gatherings in the neighbourhood, and
Jax,

parents, on July

violinist,

5,

possessed the gift of imparting his knowledge
Consequently, when the young
to others.
Kubelik at the age of five years expressed a
desire to learn the violin, he received from his

father a thorough training which laid an excellent foundation for the virtuosity exhibited in

In an incredibly short space of
time he was able to play the earlier studies of
Kreutzer, and in 1888 made his first appearance
in public at Prague, playing a concerto of
In
Vieuxtemps and pieces by Wieniawski.
1892 he entered the Conservatorium, and was
favoured by the circumstance that Ottakar
Sevcik returned in the same year from Russia,
where he had held teaching appointments at
Taking the
Kiev and Moscow, to Prague.
youth in hand at the most receptive age, the
professor saw his laboriously thought-out theories
of violin teaching carried to a triumphant issue
by his pupil, who, aiter six years devoted to
hard practice under the Sevcik method, played
the Brahms concerto, with his own cadenzas,
at a student's concert given in the German
theatre, and on the occasion of his final apjjearance as a student in 1898, gave a brilliant
performance of the D major concerto of Paganini,
with Sauret's cadenza, and was recognised by
examiners and critics as a virtuoso player of
the first rank.
It is sad to chronicle that his
father died at the hour of his first triumph,
leaving to his son the onus of supporting his
Fortunately,
mother and her young family.
by his success on the occasion of his first
appearance away from home in the autumn of
1898, before a critical audience at A^ienna, he
was freed from anxiety on that score.
He then
went to Budapest, and later made a prolonged
tour through Italy, receiving, when in Rome,
the order of St. Gregory at the hands of Pope
Leo XIII. In 1900 he visited many continental
cities, including Paris, and on June 18 of the
same year made his London debut at a Richter
concert, giving also, during the season, five
concerts of his own at St. James's Hall.
later years.

The

opjerating causes of his

cess in this country

phenomenal

were many.

The

suc-

public

was not

sated, as now, by displays of virtuosity.
Burmester ami Cesar Thomson, both
Paganini players, had failed to capture the
English public, and the moment was ripe for
the appearance of such an artist as Kubelik,
who came heralded by stories of his humble

"Willy

and marvellous technique, whilst his
modest, almost demure ap|iearance, predisposed
audiences in his favour.
Thus when it was
perceived that he was able to execute the most
dangerous Hights of the virtuoso school, with
consummate ease and precision, there was a
scene of wild enthusiasm
it was jironounced
that the mantle of Paganini had fallen on his
shoulders, and from that day to this, he has
secured crowded audiences whenever and wherever he appears.
Such a success is outre vtesure,
and has its dangers. He would hardly have
been human had he not stepped in to enjoy
the fruit of his suddenly acijuired popularity
by accepting the many lucrative engagements
olfered him to play music of dubious value all
over the world, but the passage from the
origin

;

KUHMSTEDT

KUCKEN
condition of virtuoso to tliat of interpretative
artist of the highest rank has been delayed,
and a wandering life adopted that is unfavourable to development of the reflective faculties.
He has now a public of his own, but appeals to
it mainly as a Paganini player and interpreter
of works of the romantic, or pseudo-romantic
school.
Of one violin classic he gives an irreproachable rendering.
He plays the Chaconue
of Bach with splendid sonority, and brings
out the parts in a way which must satisfy the
most exigent musician.
He is free from all
mannerisms and affectation, and in cantabile
playing has an ingenuous mode of expression
which is native to him.
It is full of charm, if
not of subtlety, and largely accounts for the
hold he has over his audiences.

His trip to America in 1902-3
remarkable financial results.
Since
he has revisited London and the
besides travelling extensively on the

He

produced
his return

provinces,

continent.

aii[tear

through hostile demonstrations made by

the Anti-Czech population, but is at the summit
of popularity in Hungary, where he married, in
Szell,

daughter

of an ex-President of the Senate at Debreczin,
Polgar
or
becoming at the same time a
'

Hungarian

naturalised

Rome

for

the second time in

'

He

citizen.

visited

1905, and, in

company with his wife, was received in audience
by the present Pope, Pius X.
With regard to his technique, it may briefly
be said that he possesses the complete equipment of the virtuoso player, but mention should
be made of his exceptional facility in the playw. w. c.
ing of double harmonics.
KOCKEN, Friedrich "Wilhelm, born at
Bleckede, Hanover, Nov. 16, ISIO. His father,
a country gentleman, was averse to tile musical
proclivities of his son, and the boy had to thank
his brother-in-law,

Liihrss, music-director

and

organist of Schwerin, for being allowed to follow
his bent, which he did under Liihrss and Aron
in

Schwerin,

and

as

flute,

viola,

and

violin

His early
Duke's orchestra there.
compositions,
Aeh wie war's moglich dann
and others, became so popular that he was
taken into the palace as teacher and player.
But this did not satisfy him, and he made his
way in 1832 to Berlin, where, while studying
hard at counterpoint under Birnbach, he gradually composed the songs which rendered him so
famous, and have made his name a household
His
word in his own and other countries.
(the
opera,
Die Flucht nach der Schweiz
Flight to Switzerland), was produced at Berlin
in 1839, and proved very successful throughout
Germany. In 1841 he went to Vienna to study
under Sechter.
In 1843 he conducted the
jilayer in the

'

'

'

'

;

'

pianoforte

and

violin, pianoforte

and

violoncello,

but his immense jiopularity sprang from
his songs and duets, some of which, such as
'Das Sternelein and '0 weine nicht, were
extraordinarily beloved in their time.
Almost
exclusively, however, by amateurs and the masses
among musicians they Ibund no favour, and are
already almost forgotten.
They were also very
popular in England ('Trab, trab,' 'The Maid
etc.,

'

less

August 1903, the Countess Czaky

Gall and
Appenzel.
Thence he went to Paris, where,
with characteristic zeal and desire to learn, he
studied orchestration with Halevy, and writing
for the voice with Bordogni.
His stay in Paris
thence he
lasted for three and a half years
went to Stuttgart, and brought out (April 21,
(the
1847) a new opera, 'Der Pratendent
Pretender), with the greatest success, which
followed it to Hamburg and elsewhere in Germany.
In 1851 he received a call to Stuttgart
as joint capellmeister with Lindpaintner, filling the place alone after Lindpaintner's death
(August 21, 1856) till 1861, when he resigned.
In 1863 he joined Abt and Berlioz as judges of
a compietition in Strasburg, and had an extraordinary reception.
He composed sonatas for
great festival of male singers at St.

'

appreciated in Germany than elsewhere, but has been the recipient of honours
and decorations at several European courts.
At Linz on the Danube he was unable to
is
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;

'The Swallows,' duet, etc., etc.), and
Kiicken had an arrangement with Messrs. Wessel
k Co. for the exclusive jaiblication of them.
G.
He died at Schwerin, April 3, 18S2.
KUHMSTEDT, Friedrich, born at Oldisleben, Saxe-Weimar, Dec. 20, 1809.
His gift
for music appeared very early, and asserted itself
against the resistance of his parents, so fiequent
of Judah,'

At length, when nineteen, he
the university of "Weimar and walked to
Darmstadt (a distance of full 150 miles) to ask
The visit resulted
the advice of C. H. Rinck.

in these cases.
left

in a course of three years' instruction in theoreti-

and practical music under that great organist.
At the end of that time he returned to his
famil}' and began to write. His career, however,
was threatened by a jiaralysis of his right hand,
from which he never recovered, and wliich but
for his perseverance and energy Avould have
cal

wrecked him. During several years he remained
almost without the means of subsistence, till in
1836 he obtained the jiost of music-director and
professor of the Seminar at Eisenach, with a
pittance of £30 per annum. This, however, was
wealth to him
he married, and the day of his
wedding his wife was snatched from him by a
After a
sudden stroke as they left the church.
period of deep distress music came to his relief,
and he began to compose. As he grew older
and published his excellent treatises and his
good music, he became famed as a teacher, and
before his death was in easier circumstances.
:

He

died in harness at Eisenach, Jan. 10, 1858.

His works extend to op. 49.
His oratorios
('Die Aufcrstehung, and 'Triumph des Gbttlichen '), oi)eras, and symphonies are forgotten,
but his fame rests on Iris organ works his Art
'

—

KUHNAU

KUFFERATH

of preluding, op. 6 (Schotts) ; his Gradus ad
Parnassum or introduction to the works of J. S.
Bach, op. 4 (ibid.)
his Fantasia eroica, op. 29

regular series of chamber concerts, at which h(
played, alternately, pianoforte and viola, Schu-

608

;

(Erfurt, Ktirner)

and many preludes, fugues,
for the organ, which are solid
;

and other pieces
and effective compositions. He also published
a treatise on harmony andmodulation (Eisenach,
Bornker, 1838).

G.

KUHNAU, JOHAXN

Christoph, was born

Feb. 10, 1735 at Volkstadt near Eisleben. Coming to Berlin as school teacher in 1763, he took
furtlier lessons in liarmony and musical composition from Kirnljerger, and in 1788 was appointed
cantor and director of the music at the Dreifaltigkeitskirche (Trinity Church) in Berlin.
He did much to stimulate musical life in Berlin
by conducting performances of the larger choral
works.
His death took place Oct. 13, 1805.
The only published work by which he has any
particular claim to rememijrance is his
Vierstimmige alte und neue Choralgesiinge mit Provinzial-Abweichungen, the first part of which
appeared 1786, and was followed by a second
in 1790.
His son, Johaun Friedrich Wilhelm
Kiihnau, republished this Choralbuoh in various
editions from 1817 onwards, and in a compressed
form, containing altogether 336 chorales in fourpart harmony.
Eight of the tunes are by
'

mann's concerted music was introduced to the
Belgian public by this organisation, and Mme.

Schumann occasionally took
The title of pianist

certs.

part in their conto the King was

From
conferred upon Kufferath by Leopold I.
1872 until his death he held the post of professor of counterpoint and fugue at the Conservatoire, he wrote an i^cole dii Choral which is in
and France. Among his pupils
be mentioned Charles de Beriot, Edouard
Lassen, Franz Servais, Leon .lahin, Arthur de
Kulferath's works
Greef, and Edgar Tinel.
include a symphony, a piano concerto, a string
quartet, a trio, many compositions for piano,
use in Belgium

may

books of songs, and an andante
orchestra.

His

He

for violin

Maurice Kuffer.ath, born

son,

and

died at Brussels, June 23, 1896.

Brussels, Jan. 8, 1852,

at

was a pupil of the two

Miihlheim on Ruhr, in Rhenish Prussia,
June 10, 1818, was the youngest of eight
brothers, all musicians, and grew up in musical
surroundings.
As a child of seven he was
accustomed to tune the church organs of the
neighbourhood, and played botji piano and
violin in public at a very early age.
His eldest

for violoncello, took the degi'ee of
docteur en droit et en philologie at the university, where a thesis on the theatre of Moliere
was rewarded with a prize.
In 1873 he joined
the staff of the IndejKndance Beige and remained
there until 1900.
He was especially responsible
Later
for the articles on foreign politics, etc.
on he contributed frequently to the Guide
Musical, and eventually became its editor and
chief proprietor.
Under his control the paper
became known for its championship of the best
modern tendencies in music. For the exhibition
at Brussels in 1880 he i\Tote a report on musical
instruments, and subsequently was sent by the
Belgian government to report upon the conditions of German and Austrian theatres. Among
his literary works, the most famous are his
interesting monogi-aphs on Wagner's later works,
Les Maitres Chanteurs, Lohengrin, JValkyrie,
Most
Siegfried, Tristan et Yseult, and Parsifal.

brother, Johann, director of the music-school
at Utrecht, undertook to teach him, and eventually sent him to Cologne to complete his studies
in violin playing and composition.
At the
Niederrheinische Festival of 1839 at Diisseldorf, he played a violin solo so much to Mendelssohn's satisfaction that the master urged him
to go to Leipzig, where after studying the
violin 'under David, Kufferath took up the
pianoforte, studying composition under Mendelssohn and Hauptman.
In the winter of 1840,
he played his capriccio for piano and orchestra
at a Gewandhaus concert, and the piece was
noticed by Schumann in the Ncue Zeitschrift
filr ifiofiik.
Kufferath was one of the famous
band of brilliant students which included BenOn
nett, Horsley, Verhulst, Eckert, and Gade.
returning to Cologne in 1841, he became conductor of the Mannergesangverein, and after
spending some time as a travelling virtuoso,
he settled in Brussels in 1844, where he was
for some time conductor of the Choral Society,
and, with Leonard and Servais, founded a

editions, and
utmost use to students, as they
show the development of the legends in Wagner's
hands, and take a far wider view of the subject
than is to be found in the ordinary handbooks.
Sector Berlioz et Schumann, and Henri Vicuxtemps are the subjects of two more volumes,
and Kufferath has tran-slated into French certain
famous books of Wagner, Riohter, etc., as well
as Wagner's letters to Roeckel
he has written
translations of the words of songs, etc., and of
several operas, such as Mozart's
Enlevement
an Serail,' etc.
In 1900 he was appointed
director of the Theatre de la Monnaie with
Guillaume Guide.
Under their direction, the
first complete performance of the Wagnerian
trilogy in French took place, and the following
D'Indy's
operas were given for the first time
'Etranger,' Erne-st Chausson's 'Roi Arthus,'
J. Alheniz's
Pepita Jimenez,' and 'L'Ermitage
fleuri,' Gilson's 'Captive,' and Blockx's 'Fiancee
de la Mer.'
He was associated with Ysaye and
Guillaume Guide in founding the Ysaye con-

'

Christoph Kiihnau himself.

and edited a book

He

also collected

of choral-vorspiele

by various

composers, including Emanuel Bach and Kirnberger.

KUFFERATH, Hubert

j.

e. m.

Feebinand, born

at

Servais

'

of

all

them have gone through many
are of the

;

*

:

'

KUGELMANN

KUHLAU

he is a member of the Comite de lecture
des ceuvres musieales,' a chevalier of the order
of Leopold, and of the Sauveur de Grece
an
officer of public instruction, and commander of
the order of Alplionso XII.
The daughter of H. F. Kufferath, Anton'ia,
born Oct. 28, 1S57, at Brussels, studied singing
under Stockhausen and JIme. Viardot-Garcia
her fine soprano voice and pre-eminently artistic
singing were much admired at the Schumann
Festival at Bonn in 1880, by which date she
had made herself a name as an interpreter of

held by him from 1870 to 1882, wherein he
encouraged native talent by the new works
composed at his instance and produced by him,
viz. Virginia Gabriel's
Evangeline in 1873;
Barnett's cantata,
The Good Shepherd,' in

<;erts

'

;

;

;

Schumann and

of

Brahms's songs,

etc.,

some of

the latter of which were sung by her for the
first time in public.
She visited England in
1882, singing at the Popular Concerts, the
Philharmonic, etc.
On June 2, 1885, she
married Edward Speyer, Esq., and retired from
the regular exercise of her art.
M.
KUGELMANN, Han.s, said to have been

born at Augsburg, was in 1519 trumpeter at
Innsbruck in the service of tlie Emperor
Maximilian, and afterwards as first trumpetmajor and then capellmeister at Konigsberg in
the service of Duke Albert of Brandenburg and
Prussia.
He died in 1542. In 1540 he brought
out a harmonised Gesangbuch for liturgical use
in the Lutheran Church, one of the earliest of
the kind after Johann Walther's book of 1524.
Its title is Concentus novi trium vocwm ecdesiaTum Usui 1)1 Prussia pratxipuc accomodati
News Gesa/tig viit dreyen Stiininen deni Kirchen
und Schulen zu nutz
audi etlidte Stuck mil
Augsburg,
8, 6, 5, 4 Stim.. Mnzucjcthan
1540.
It contains thirty-nine pieces, eight of
them with Latin texts, including a Missa and
Magnificat, mostly for three voices, thirty of
them being the composition of Kugelmann
himself.
Towards the end there are a few more
elaborate pieces.
A complete Psalm by Stoltzer
for five voices, another by Hans Heugel for six
Kugelmann's book is the first source
voices, etc.
for the chorale-tunes,
Nun lob mein' Seel'
.

.

.

.

.

.

.

.

.

'

den Herrn (of which there are three settings,
a 3, a 5, and a 8), and AUein Gott in der Huh','
'

'

however, being based on a PlainWinterfeld, in his
song Gloria in Excelsis.
Evangelisdie Kirchenmusik, gives three of Kugelthis latter,

mann's

pieces.

J.

ii.

M.

KUHE,

"WiLHELM, born Dec. 10, 1823, at
Prague, was taught music by Tomaschek, with

He made a
Schulhotf as a fellow-student.
concert tour with great success in 1844-45 at
Linz, Salzburg, Innsbruck, Augsburg, Munich,
and Stuttgart. He visited London with Pischek
in 1845, and played with success at the Musical
Union in Mayseder's trio, op. 52, May 13. He
has lived in England ever since, dividing his
time between London and Brighton since 1847,
at which last place he attained popularity as a
teacher and jjerformer, and as a promoter of
concerts.
In the last capacity Mr. Kuhe
showed great enterprise by the annual festival
VOL.

II
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'

'

'

1876; Clay's
Lalla Eookh
in 1877 and
1878; Cowen's 'Deluge,' and CeUier's 'Suite
Sj'mphonique in 1878; Walter Macfarren's
overture, 'Hero and Leander,' Gadsby's 'Lord
of the Isles,' Wingham's Concert Overture in
A, and Sloper's suite, in 1879 Leslie's cantata,
'

'

'

;

Christmas

Morn,' A. H. Jackson's
'Ballet Suite,' and W. Macfarren's Symphony
in Bb, in 1880
W. Macfarren's Concertstiick
in B(>, played by Miss Kuhe, in 1881
Corder's
orchestral Nocturne in 18S2, etc., in addition
to 'The "Woman of Samaria,' 'The Martyr of
Antioch,' etc., under the direction of their
respective composers.
He has frequently appeared in London, where he gave an annual
concert for many years from 1846.
He was
appointed a Professor of the Royal Academy of
Music in 1886, a post he resigned in 1904.
His numerous compositions include many
'First

;

;

drawing-room pieces, fantasias, and studies,
viz.
Liederohne Wortc,' op. 12
Le Carillon,'
'Chanson d'Aniour'; 'Romance sans
op. 13
Paroles,' op. 17;
Le Feu FoUet, op. 38;
Victoria Fantasia on National Anthem
Fantasia on Austrian Anthem
operatic
fantasias, etc.
In 1896 his M'iisicalliecollecHons
was published by Bentley & Sons.
A. c.
KUHLAU, Fkiedrich, a musician of some
distinction in his day.
He was born of poor
parents at Uelzen in Hanover, Sepit. 11, 1786,
and had the misfortune to lose an eye at an
early age.
The loss did not, however, quench
his ardour for music.
During a wandering life
he contrived to learn the piano and the flute,
and to acquire a solid foundation of harmony
and composition. He was, aliout 1800, in HamGermany
burg, and previously in Brunswick.
was at that time under French rule, and to
avoid the conscription he escaped to Copenhagen,
where he became the first llute in the king's
band.
He then settled in Denmark, acquired
a house in Lyngbye, near Copenhagen, to which
he fetched his piarents, composed half-a-dozen
operas, was made professor of music and court
composer, and enjoyed a very great popularity.
In the autumn of 1825 he was at Vienna, and
'

'

;

;

'

'

'

'

;

'

'

Seyfried

'

has preserved a

;

cajiital story of his

Beethoven at Baden -with a cii'cle
of choice friends, of the way in which the great
com[)Oser dragged them at once into the open
air,
and of the jovial close of the day's
proceedings.
Kuhlau, inspired by champagne
and the presence of Beethoven, extemporised a
canon, to which Beethoven responded on the
spot, but thought it wise to replace his first
attempt next morning by another, wliich is one
e.xpedition to

1

Befthm'cn's

,STi((^(^

Anhanij,

p.

2-5.

See

alaL'

Beethoven's

Letters INohl), No. 365,

2

R

KUHNAU
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KULLAK

reiterated joke on the n<ame of his guest (and,

whether intentionally or not, on the name
'

Bach ')—

in ciner Icurtzweiligen unci ancicnthmcn Historic
.. beschrieben
(Dresden, 1700); TraHatus de tetrachordo
sickalische Qvacksalier

.

.

.

.

Introclioctio

de triade

ad

covipositionern

— the

last three

;

in

.

and Ziispiitatio
MS. He MTote

motets on chorales, and other sacred pieces
but his clavier music is his glory, and he is
the greatest figure among German composers
for the clavier before Bach, who obliterated all
his predecessors.
He was the inventor of the
sonata as a piece in several movements, not
Eine Sonata
dance-tunes
the first of which,
aus dera B, in three movements, is found in
He folhis 'Sieben Partien' (Leipzig, 1695).
lowed this with thirteen others— Frische
Clavier-Friichte, oder sieben Sonaten (Dresden
and Leipzig, 1696) 'Biblische Historien nebst
the last a curious
Auslegung in sechs Sonaten
offspring of the musician and the divine, and
a very early instance of Programme music.
[Mr. J. S. Shedlock edited several of these
quaint Bible sonatas for Novello & Co., and
;

lau

Kuhl nicht

Kuhlau nicht lnu

lau

and was accompanied by the following note

:

Baden, September S, 1S25.
I must confess that the champagne got too much into
my head last night, and has once more shewn me that
it rather contuses my wits than assists them
for though
it is usually easy enough for me to give an answer oti
the spot, I declare I do not in the least recollect what
I wrote last night.
Think sometimes of your most
faithful
Beethoven.
;

—

'

'

'

'

;

'

In

1830

Kuhlau

— the

suffered

two irreparable

destruction of the greater part of
by fire, and the death of his
parents.
This double calamity affected his
health, and he died at Copenhagen, March 12,
1832, leaving a mass of compositions, of which
a few for flute and a few for piano are still
much esteemed. [See Flute, p. 68.]
G.
KUHNAU, JoH.iMX, a very remarkable old
musician. Cantor of Leipzig, and one of the
fiillars of the German school of the clavier, born
at Geising, on the borders of Bohemia, in April
(baptized April 6), 1660.
As a hoy he had a
lovely voice and a strong turn for music.
He
was put to the Kreuzschule at Dresden about
1669, where he became a 'Rathsdiscantist,'and
On the
obtained regular instruction in music.
breaking of his voice he worked the harder, and
The
in addition to his music learned Italian.
plague in 1680 drove him home, but Geising

losses

his manuscripts

was no field for his talent, and he went to
Zittau and worked in the school, till the excellence of a motet which he wrote for the Rathswahl, or election of the town council, procured
him the post of Cantor, with a salary on which
He began by lecturhe could study at leisure.
His next move was to Leipzig,
ing on French.
in 1682, whither his fame had preceded him,
and in that city of music he cast anchor for
In 1684 he succeeded
the rest of his life.
[In 1688
Kiihnel as organist at St. Thomas's.
he founded a 'Collegium Musicum,' or set of
concerts.]
At the same time he was studying
law, and qualified himself for the rank of advocate.
In 1700 he was made musical director
of the University and of the two principal
After this no
churches, and in. 1701 Cantor.
further rise was possible, and he died June 25,
1722, admired and honoured as one of the
greatest musicians and most learned men of his
time. He left translations from Hebrew, Greek,
Latin, Italian, and French, and wrote satirical
Of his musical
poetry of no common order.
Jura circa
works the following are named
musicos ecclesiasticos (Leipzig, 1688) Ver viu:

;

them

describes

—

fully in his Pianoforte Sonata.

were published in the Denkmaler
Deutscher Tonkunst, vol. iv. 1901, edited by
K. Pasler.]
In addition to these he published
bestehend'
'Clavierubung aus 14 Partien
(Leipzig, 1689)
a collection of Suites, that
is, of dance-tunes.
Becker has republished two
Ausgewahlte Tonof Kuhnait's piieces in his
stiicke
and Pauer, who introduced several of
them to the English public in his chronological
performances in 1862 and 1863, printed a Suite
in his 'Alte Claviermusik
(Senff), and
a
[See
Sonata in his Alte Meister (Breitkopf).
the Savimelhdnde of the Int. Mus. Ges. 1902,
pi. 473, and list of literary and musical works
in the QMcUen-Lexikon.'\
G.
KULLAK, Theodor, born Sept. 12, 1818, at
Krotoschin, in the province of Posen, where his
father held the post of Landgerichts-sekretar.
He was first intended for the law, but preferred
to devote himself to music.
He was a pupil of
Hauck's from his eleventh year, having previously been under the tuition of Albert Agthe.
In 1837 he went to Berlin to study medicine.
In 1842 he became a pupil of Czerny, and in
1846 was made Hofpianist to the King of
Prussia.
He founded, in conjunction Avith
Stern and Marx, a Conservatoriimi at Berlin
in 1850
and in 1855, in consequence of some
disagreement with his fellow-workers, he started
a new institution under the name of
Neue
Akademie der Tonkunst' in the same city,
where he resided until his death, March 1, 1882.
He devoted his attention principally to the

The whole

set

.

.

.

—

'

'

;

'

'

'

'

;

'

composition, and
and arrangements for the piano, which are very popular.
Of his original works the following are the
most remarkable
Grand concerto in C minor
Trio for
for piano and orchestra (op.
65)
'

drawing-room

published

style

'

many

of

transcriptions

:

—

;

piano and strings (op.

77); Duos

for

piano

KUMMER
and

KUNTZEN

etc., for piano
Les Danaides,
La
Gazelle,' etc.
also collections of small pieces,
such as Deux Portefeuilles de Musi que,
Kinderleben,' two sets of pieces (op. 81), 'Les
Fleurs auiniees.'
Among his later works may
be mentioned
Oudine (op. 112), 'Concertetude' (op. 121).
In 1S77 he published a
second edition of his '.Octave-school,' which is
Tery valuable as an instruction book.
His brother, Adolf KuLL.iK, born Feb. 23,
1823, was a distinguished musical critic in
Berlin, and wrote 'Das Musikaliseh Sehone
(Leipzig, 1S5S), and
Aesthetik des Clavierspiels (Berlin, 1861).
He died Dee. 25, 1862,

solo

Tiolin
'

;

;

Les

Ballades,

Boleros,

Etincelles,

'

'

'

'

;

'

'

'

'

'

'

-

'

'

at Berlin.

M.

KUMMER,
violoncellist,

Feiedrich

August, a great
born at Meiningen, August 5,

1797. His father (an oboist) migrated to Dresden, where the lad learnt the violoncello under
Dotzauer.
It was his ambition to enter the
King's band, but as there was tlien no vacancy
he took up the oboe, and soon
attained such proficiency as to obtain the desired
appointment, in No-v. 1814. In 1S17 he again
took up his original instrument, and in time
became known as the most accomplished virtuoso
in Germany.
"With the exception of occasional
musical tours, principally in Germany and Italy,
In 1864
his career was confined to Dresden.
he celebrated the fiftieth anniversary of his appointment as a member of the Dresden orchestra,
after which he retired on a pension, and was
succeeded by F. Griitzniacher.
He died at
Dresden, May 22, 1879.
Rummer's tone was
at once sweet and powerful, and his command
over difficulties very gi'eat.
His playing, however, was characterised in a remarkable degree
by repose, and he is described as never having
been excited even when playing the most ])assionate or difficult p)assages.
Kummer was
a voluminous writer for his instrvmient.
163
of his works have appeared in print, among
which are Concertos, Fantasias, a good ViolonHe has also composed some
cello School, etc.
200 entr'actes for the Dresden Theatre. Among
his many distinguished pupils, Goltermann of
Stuttgart, and Cossmann of Wiesbaden may be
named. [His grandson, Alex,4NDER Charles,
born 1850, at Dresden, and trained under David
at the Leipzig Conservatoriu]n, has lived for
many years in London in high esteem as a
for a violoncellist,

violinist.

KITN"ST
Fugue.

A.

c]

DER FUGE,

T. p. p.

DIE.

See

Art of
g.

KUNTZEN.

Three members of the family
who bore this name, father, son, and grandson,
distinguished themselves as musicians of some
The first, Johanx
consequence in their day.
Paitl Kuntzex, was born August 30, 1696, at
Leisnig in Saxony, where his father was a cloth

While still attending the unimanufacturer.
versity of Leipzig in 1716, he was engaged at
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the Leipzig Opera, both as singer and instrumental performer.
In 1718 he became capellmeister at Zerbst, and in 1719 at Wittenberg,
where he established regular concerts. In 1723
he was invited to Hamburg as opera composer.
In 1732 he was appointed organist to the
ilarien-Kirche at Lubeck, which piost he held
till his death on March 20, 1757.
At LUbeck
he also established regular concerts which may
be considered as a continuation of the Advent

Abend musiken
-

Mattheson

Buxtehude.

of

speaks highly of his compositions (opera, oratorio, etc.), none of which, however, appiear
ever to have been printed.
The second Kuntzen, Aiiolph Karl, son of
Johann Paul, was born at Wittenberg, Sept.
He early distinguished himself as22, 1720.
a pierformer on the harpsichord and clavier
generally, and made several toiU'S as a virtuoso,
in the course of which he paid several visits
to London.
It was in London that his op. 1
appeared, 12 sonatas for the harpsichord, dedicated to the Prince of Wales.
In 1749 he was
aptpointed concert-meister to the Duke of Mecklenburg -Schwerin, and in 1757 succeeded his
father as organist at the Marien-Kirche, Liibeck,
where he continued till his death in 1781.
In
his official capacity at Lubeck, as also previously in Schwerin, he produced a large number
of Passions, oratorios, and church cantatas, a
full list of which is given in Eitner's QucllcnLexikon. The library at Schwerin also contains
a large number of instrumental works by him
(concertos, symphonies) and birthday serenatas
for members of the ducal family.
Besides the
few for the harpsichord already mentioned, the
only other works published by him are three
collections of songs with accompaniment of
figured bass only, 1748-56 ('Lieder znm unschuldigen Zeitvertreib ').
The third Kuntzen, Friedrich Ludwig
Aemilius, son of Adolph Karl, was born at
He received his early
Liibeck, Sept. 24, 1761.
musical instruction from his father, 'who in
1768 brought him to London, where, alongwith
his equally talented sister, he appeared as a
juvenile prodigy, playing in a concerto for two
claviers.
In 1781 he attended the university
There he made
at Kiel for the study of law.
the acquaintance of Professor K. F. Cramer, a
musical dilettante and writer, who encouraged
him to devote himself to music. Giving up his
legal studies in 1787, he obtained through
Cramer's influence a minor post at the Copenhagen Opera, where in 1789 he produced his
first Danish opera,
Holger Danske (Oberon),
which the same year was also published in a
Shortl}' afterpiano score edited by Cramer.
wards he went to Berlin, where, in conjunction
with Reichardt, he edited a musical journal.
In 1792 he was musical director of the theatre
at Frankfort, and in 1794 held a similar post
at Prague.
In 1795 he successfully produced
'

'

KUNTZSCH

612

KYEIE

Das Fest der "Winzer, which also
appeared ill piano score.
The same year he
succeeded J. A. P. Schulz as director of the
opera at Copenhagen, where he produced a large
number of Danish operas, till his death in 1817.
Most of these operas were published in piano
score at Copenhagen.
For list of these and
other works see Qvcllen-Lexikon.
.j. E. m.
his opera

'

'

KUNTZSCH,

JoHAXN- Gottfeied, one of

those earnest, old-fashioned, somewhat pedantic,
musicians, to whom Germany owes so much

;

who

are born in the poorest ranks, raise them-

by unheard-of efforts and self-denial, and
die without learing any permanent mark except
the pupils whom they help to form.
The Baccalaureus Kuntzsch was teacher of the organ
and clavier at the Lyceum of Zwickau when
Schumann was a small boy, and it was by him
selves

'

'

t^

^

5=5;

ninefold Kyries were composed, as St. Dunstan
composed the Kyrie Eex Sjilendens, or else
The next step
adapted from older melodies.

was that the elaborate melodies were farced, i.e.
provided with a set of words written so that a
and from the
syllable went to each note
incipit of these words they took their name.
;

Similar Tropes were inserted into other pieces
of the serrices, but they disappeared almost
entirely in the 14th and 15th centuries from all
except the Kyries.
The troped or farced Kyries
(See
survived do^vn to the Reformation.]

The Kyrie of the Missa pro Defmictis,
exhibited in the subjoined example, is peculiarly
interesting, not only from its own inherent
beauty, but, as will be presently shown, from
Teope.)

the use to which it was turned by Palestrina, in
the 16th century.

^ ^*if-

Ar^
sou.

that the great composer was gi'ounded in pianoforte playing.
Kuntzsch celebrated his jubilee
at Zwickau in July 1852, when Schumann wrote

him

a

charming

letter,

'

which his biogi'apher
many. Schumann's

assures us was but one of
studies for the jiedal piano

— six pieces in canon-

composed in 1845 and published
whose
name is thus happily preserved from oblivion.
Kuntzsch died at a great age in 1854.
G,
KUPSCH, Kaiil Gustav, demands a few
lines as having been for a short time Schumann's
instructor in the theory of music apparently
form

(op. 56),

in 1846

—

are dedicated to his old master,

—

in the latter part of 1830, after his accident to

Kupsch was an average German
and worked
there and in Leipzig and Dresden as teacher,
composer, and conductor, till 1838, when he
settled in Rotterdam as Director of the Singing
Academy, and one of the committee of the Eruhis

finger.

capellmeister, born in Berlin lived
,

'

In 1845 he returned to
Germany, became Director of the Theatre at
Freiburg im Breisgau, and at Naumburg, where
G.
he died July 30, 1846.
KUSSER. See Cousser.

ditio musica

KYRIE

'

Society.

(Gr.

'Kipi.e i\i-qaov

;

Kyrie

elcison

;

Lord, have mercy ').
I.
That portion of the Ordinary of the mass
which immediately follows the Introit, and pre[It is, historically
cedes the Gloria in exceUis.
speaking, the fag end of the litany which
preceded the mass.
Originally Kj-ries were sung
ad lihitiim, but in the early mediaival period the
'

—

number was

a threefold
reduced to nine,
Kyrieleyson, a threefold Christe eleyson, and a
threefold Kyi-ie eleyson repeated. The primitive
music, as tliis history suggests, was very simple
but with the change in form came a change of
music and from the 9th or 10th century onward
:

'

Waaielew.sky ^vi?3
-'

lljid. p. 97.

it, p. 10,

Kj"

-

ri

-

e

e

-

le-i-su]i

^Vhen, after the invention of figured music,
these venerable melodies were selected as themes
for the exercise of contrapuntal skill, the Kyrie
naturally assumed a prominent piosition in the
polyphonic mass and at once took a definite
form, the broad outlines of which passed, unaltered, through the vicissitudes of many changing schools.
The construction of the words led,
almost of necessity, to their separation into three
distinct movements. Some of the earlier contrapuntists delighted in moulding these into canons,
of maddening complexity.
The gi'eat masters
of the 16th century preferred rather to treat
them as short, but well-developed real fugues,
on three distinct subjects, the last of which was
usually of a somewhat more animated character
than the other two.
AVhether from a pious
appreciation of the spirit of the words, or a desire to render the opening movement of the mass
as impressive as possible, these earnest wTiters
never failed to treat the Kyrie with peculiar
solemnity.
In the hands of Palestrina, it frequently expresses itself in a wailing cry for
mercy, the tender pathos of which transcends
all power of description.
This is pre-eminently
the case, in the Kyrie of his Missa hreris, a few
bars of which have already been given, as an
example, under the heading Hexachoed [ojite,
;

The same

p. 392].

feeling

is

distinctly percep-

throughout the Kyrie of the Missa Papae
Marcelli
but associated, there, with a spu'it of
hopeful confidence which at once stamps it as
the nearest approach to a pierfeet ideal that has
ever yet been reached.
More simple in con-

tible

;

yet scarcely less beautiful, is the
opening movement of the same composer's Missa
Xiro Defunetis, in which the plain -song Canto
fermo given above is invested with a plaintive
tenderness which entirely conceals the consummate art displayed in its contrapuntal treatstruction,

ment

KYEIE
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two stupendous fugues, and the melodious and
elaborately developed duet which separates
them, have nothing but tliat division in common
with tlie grave slow movements of the older
masters, and are sucli, indeed, as Bacli alone
could ever have conceived.
Too long for practical use, as a part of the church service, they

Pat.f.strina.

unite in forming a monument of artistic excellence, representing a school, which, while it
scorned to imitate anything which liad gone
it, was able to defy the imitation of later
composers.
The Kyries of Haydn and Mozart legitimate
descendants of those of Pergolesi and .Jommelli
abound with beauties of a wholly different

before

—

—
pure vocal harmonies, when
sung as they are intended to he sung, in immediate contrast to the stern unisonous plain
chant of the Introit, is one which, once heard,
can never he forgotten. The manner of singing
them, however, requires careful consideration.
One great difficulty arises from the fact, that,
in the old part-books, no indication whatever is
given as to the way in which the words and
and modern
music are to be fitted together
editors differ so much in their ideas on the
subject, that no two editions are found to correspond. The following phrase from the Kyrie
of the Missa Fapae JIarcclli only exhibits one
instance of divergence out of a thousand.

The

effect of these

:

^

_

g

M=B

M^

5=1=1

-

rie

in

ijuavers,

and short but

whicli

e

-

lei

-----.

-

sou.

(As edited by Lafaoe.)

"^§^fl
In this case, Lafage

is

undoubtedly right

in

allotting a distinct note to each syllable of the

word, Kif-ri-e hut nothing can justify his division of the penultimate semibreve into a dotted
minim and crotchet. The second and third syllables of c-lc-i-soH can be pierfectly enunciated,
after the Italian manner, to a single note.
In
all such cases, the conductor must use his own
judgment as to the best mode of procedure.
Without jiausing to trace tlie progi'ess of the
polyphonic Kyrie through the decadence of the
school to wliich it owed its existence, or the rise
a scliool in which inof that which followed
strumental accompaniment first seriously asserwe pass on to a period
ted its claim to notice
at which an entirely new phase of art had
already attained its highest degree of perfection.
The Kyrie of Bach's great Mass in B minor
differs, totocnio, from its polyphonic predecessors.
Though moulded in the old tripartite form, its
;

—

—

bright

passages

semi-

of

telling points of fugal

imitation, are contrasted together witli striking

but with very

effect,

little

trace of the expres-

which we should naturally expect in a
petition for mercy.
That of the favourite mass
sion

commonly called Mozart's Twelfth,' is too well
known to need more than a passing allusion.
'

Neither Beethoven, in his Missa Solemnis, nor
Cherubini, in his great Mass in D minor, can
be said to have struck out a new ideal tliough
both infused into the Kyrie an amount of
dramatic power jireviously unknown in church
music.
In the Kyries of Rossini and Gounod,
;

made

of the

same

forcible

means of

expression, notwithstanding the feigned return
to an older style, in the Christe of the first-

named composer's
(As edited by Proske.)

Ky

allegro,

free use is

Palestrina.

=t

order.
The well-known opening of Haydn's
grand Missa Iinpcriaiis (in D minor) is a fiery

lilesse

Solennclle.

In tracing the history of the Kyrie, from its
first appearance as a jiolj'phonic composition, to
the latest development of modern times, we find
that, apart from tlie idiosyncratic jieculiarities of
varying schools and individual composers, it has
clothed itself in no more than three distinct ideal
forms of which tlie first depends, for its effect,
upon the expression of devotional feeling, while
the second appeals more strongly to the intellect,
and the tliird, to the power of human emotion.
Eacli of tliese types may fairly lay claim to its
own peculiar merits but, if it lie conceded that
devotional feeling is the most necessary attribute
of true church music, it is certain that, whatever may be in store for the future, that particular attribute has never hitherto been reached,
in its highest perfection, in the presence of
instrumental accompaniment.
II. The Response, Lord, have mercy upon us,
and incline our hearts to keep this law
sung,
in the service of the Church of England, after
the recitation of the Ten Commandments.
[As the custom of reciting the Commandments
during the Communion Service is of later date
than the First Prayer Book of King Edward the
Sixth, in Mevbecke's
Book of Common Praier
Noted,' which was first published in 1550, the
old ninefold Kyrie is found in a simple form,
;

;

'

'

'

;

KYRIE
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borrowed from the Kyrie cited above.
Mr.
Dyce in his Book of Common Prayer with Plain
Tunc (1844) adapted this to the Kyrie of the
present Prayer Boole, and his adaptation is in
The Kyrie provided by Merbecke
geaeral use.
for a burial was taken with less alterations from
the melody which was used in the lesser Litany
as well as in the Mass, and is probably the
primitive form of Kyrie.]
The treatment of
the English Kyrie by the early composers of the
polyphonic School was extremely simple and
dignified
indeed, some of these responses, as
set by Tallis (in the Dorian Mode), Byrd, Farrant, Gibbons, and other old English writers,
;

are perfect

little

such examples
later date

gems of

— and

— within

artistic beauty.

many

excellent

their reach,

it

is

With

ones,

of

strange

cathedral organists should ever have
countenanced the pernicious custom of adapting the words of the Kyrie to music which
however good in itself was never intended to
be sung to them.
Not very long ago, the
opening bars of a Chaconne, by Jommelli (an
adaptation made by Wm. Hawes, and first
sung at the coronation of George IV.) was heard

that

'

'

—

which the responses
were chanted while, within the last few years,
no Kyrie has been so popular as one adapted
to a passage occurring in 'Elijah,' and generally
associated with a distribution of the voice parts
which Mendelssohn would have condemned as
utterly barbarous, w. s. B. additions in square
in almost every church in
:

'

'

;

brackets by w. H.

F.

T

A, the syllable used in solmisatiou for the
sixth note in the seale, derived })Ossihly hy

Guide from the sixth line of the well-known
hymn to S, John
Zctbii reatum.'
It is used
by the French and Italians as a synonym for A

—

'

(the sixth note of the scale of C)-^' Sinfonie en
la de Beethoven,' and they speak of the second
string of the violin as corde en la.
La bemol
'

'

'

is

A

flat.

The number
o' is

of vibrations per second for the

— Paris diapason 435, London Philharmonic

pitch before 1896, 454.
The A proposed by
the Society of Arts, and in use at the Opera,
for many years before the general adoption of

the lower piitch, was 444.
G.
In 1896 the London Philharmonic Society
adopted the pitch of 439 vibrations for a'.
This pitch is now very generally used in the
best orchestras, and is commonly known as the
'
flat pitch.'
The difference between it and the
Paris diapason of 435 is due to a recognition of
the fact that wind instruments rise in pitch
with increase of temperature. The Paris A 435
was fixed for a temperature of 15^ C. (59^ F.)
the present Philharmonic A 439 is defined
to be at 20' C. (68° F.), and the difference
is about equal to that which takes place in
the organ between the two temperatures
;

named.

D.

LABIAL PIPES.

j.

B.

Organ pipes possessing lips

as distinguished from reeds.
LABI'TZKY, Josef, a well-known

dance
composer, born July 4, 1802, at Schbnfeld,
Eger, was grounded in music by Veit of Petschau in 1820 began the world as first violin
in the band at JIarienbad and in 1821 removed
He then
to a similar position at Carlsbad.
;

formed an orchestra of his own, and made
South Germany.
Feeling his deficiencies, he took a course of composition under
Winter, in Munich, and in 1827 published his
In 1835 he settled at Carlsfirst dances there.

tourner_s in

making journeys
from Petersburg on the one hand, to London on

had

as director of the band,

the other, and becoming every day more famous.
He lived at Carlsbad, and associated his son
August (born Oct. 22, 1832) with him as direcHis second son, Wilhelm,
tor from 1853.
an excellent violin player, settled at Toronto,
Canada, and his daughter was a favourite singer
Labitzky's dances are full of
at Frankfort.

rhythm and

spirit.

Among

his

waltzes,

the

'Sirenen,' 'Grenzboten,' 'Aurora,' 'Carlsbader,'

and

'

In galojis he
Lichtcnsteiner,' are good.
Lanner and Strauss, though lie

fairly rivalled

He
of those two composers.
r. g.
died at Carlsbad," August 19, 1881.
LABLACHE, Luigi, was born at Naples,
His mother was Irish, and his
Dec. 6, 1794.
father, Nicolas Lablache, a mei'chant of Marhad not the poetry

had quitted that

seilles,

place

in

1791

in

consequence of the Revolution.
But another
Revolution, in 1799, overwhelmed him with
ruin in his new country, and he died of chagrin.
His family was, however, protected by Joseph
Buonaparte, and the young Luigi was placed
in the Conservatorio della Pieti de' Turchini,
afterwards called San Sebastiano.
He was now
twelve years old.
Gentilli taught him the
elements of music, and Valesi instructed him in
singing
while, at the same time, he studied
the violin and violoncello under other masters.
His progress was not at first remarkable, for he
was wanting in application and regularity but
his aptitude was soon discovered by a singular
;

;

One day a

incident.
for

the

Perrino,

orchestra

contrabassist was

of S.

who taught young
to him,
You

cello, said

'

wanted

Onofrio.

MarcelloLablache the violonplay the violoncello

you can easily learn the double
bass
The boy had a dislike for that instrument, in spite of which he got the gamut of the
very well

:

!

'

double bass written out for

him on

a Tuesday,

and on the following Friday executed his part
with perfect accuracy.
There is no doubt, in
fact, that, had he not been so splendidly endowed as a singer, he might have been equally
brilliant as a virtuoso on any other instrument
that he chose (Escudier).
At this period his
boy's voice was a beautiful contralto, the last
thing that he did with which was to sing, as it
was just breaking, the solos in the Requiem of
Mozart on the death of Haydn in 1809.
He
was then fifteen, and his efforts to sing to the
end of the work left him at last without power
to produce a sound.
Before many months were
passed, however, he became possessed of a
magnificent bass, which gradually increased in
volume until, at the age of twenty, it was the
finest of the kind which can be remembered,
with a compass of two octaves, from E(> below
c't> above the bass stave.
Continually dominated by the desire to appear
on the stage, the young Lablache made his
escape from the Conservatorio no less than five

to

times,

and was

as often brought

back in

dis-

He engaged

himself to sing at Salerno
at 15 ducats a mouth (40 sous a day), and
but,
received a month's salary in advance
remaining two days longer at Naples, he spent
the money.
As he could not, however, appear
decently without luggage, he filled a portmanteau with sand, and set out. Two days
later he was found at Salerno by the vice-president of the Conservatorio, while the Impresario
seized the effects of the young truant in order
to recou]t himself the salary he had advanced,
but found, to his horror, nothing in the portgrace.

;

manteau
there

!

.

.

.

but what Laljlache had

(Escudier).

To

piut

these escapades was due,
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however, the institution of a little theatre within
and Lablaehe was satisfied
the ConserYatorio
for a time.
A royal edict, meanwhile, forbade
the Impresario of any theatre, under severe
penalties, to engage a student of the Conservatorio without special permission.
Having at length completed his musical education, Lablaehe was engaged at the San Carlino
Theatre at Naples, as huffo Napolitano, in 1812,
though then only eighteen. He made his debut
in La Molinara of Flora vanti.
A few months
later, he married Teresa Pinotti, the daughter
of an actor engaged at the theatre and one of
the best in Italy.
This happy union exercised
a powerful and beneficial inliuence over the life
of Lablaehe.
Quickly seeing his genius and
capacity for development far beyond the narrow
sphere in which she found him, his young wife
persuaded Lablaehe, not without difficulty, to
quit the San Carlino, a theatre in which two performances a day were given, ruining completely
within a year every voice but that of her robust
husband to re-commence serious study of singing, and to give up the patois in which he had
hitherto sung and spoken.
Accordingly, a year
later, after a short engagement at Messina, he
went as priino lasso cantante to the Opera at
Palermo.
His first appearance was in the Ser
Marc- Antonio of Pavesi, and his success was so
great as to decide him to stay at Palermo for
But it was impossible that
nearly five years.
he should remain there unknown and the
administration of La Scala at Milan engaged
him in 1817, where he made his debut as DanCenerentola with great success, due
dini in

Venice, and in 1824 at Vienna, and always
with the same success.
At the last city he
received from the enthusiastic inhabitants a
gold medal bearing a most flattering inscription.
After twelve years'absencehereturnedto Naples,
with the title of singer in the chapel of Ferdinand I., and with an engagement at the San Carlo.
Here he created a great sensation as Assur in
'Semiramide,'
In 1829 we find him at Parma,
Although Ebers had
singing in Bellini's Zaira.
endeavoured, as early as 1822, to secure him for
London, on the strength of his reputation as perhaps even excelling Zucchini,' Lablaehe did not
tread the English boards till the season of 1830,
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;

'

'

;

'

'

;

'

'

to his splendid acting and singing, and in spite
of the provincial accent which still marred his

Over the latter defect he soon
triumphed, as he had over his want of applicaIn fact, perhaps the
tion a few years before.
most remarkable things about Lablaehe were
the extent to which he succeeded in cultivating
himself, and the stores of general knowledge
which he accumulated by his own unaided
efforts.
It is said that at Naples he had enjoj'ed
the great advantage of the society and counsels
pronunciation.

of

Madame

Mericofre, a banker's wife,

known

in Italy before her marriage as La Coltellini
(see vol. i. p. 566), but then quite unknown in

England, though described as one of the finest
artists belonging to the golden age of Italian
To such influence as this, and to that
singing.
of his intelligent wife, Lablaehe perhaps owed
some of the impulse which prompted him to continue to study when most singers cease to learn
and content themselves with reaping theharvest
but much must have been due to his own desire
for improvement.
The opera Elisa e Claudio was now (1821)
his position
written for him by Mercadante
was made, and his reputation spread throughFrom Milan he went to Turin
out Europe.
returned to Milan in 1822, then appeared at
'

'

;

;

'

'

'

whenhemadehisdebutonMarchSOinthe'Matrimonio Segreto.' Here, as elsewhere, his success
was assured from the moment when he sang his
from the first step he took
indeed doubtful whether
His
he was greater as a singer or as an actor.
head was noble, his figure very tall, and so
atoning for his bulk, which became immense in
later years
yet he never looked too tall on the
stage.
One of the boots of Lablaehe would have
one could have
made a small portmanteau
clad a child in one of his gloves' (Chorley).
His strength was enormous.
As Leporello, he
sometimes carried off under his arm, apparently
without effort, the troublesome Masetto, represented by Giubilei, a man of the full height and
weight of ordinary men
Again, in an interval
of tedious rehearsing, he was once seen on the
stage to pick up with one hand a douljle bass
that was standing in the orchestra, examine it
at arm's length, and gently replace it where he
had found it
The force of his voice exceeded,
when he chose, the tone of the instnmients that
accompanied it and the noise and clamour of the
stage
nothing drowned his portentous notes,
which rang through the house like the booming
of a great bell.
On one occasion, indeed, his
wife is said to have been woke up by a sound,
in the middle of the night, which she took for
the tocsin announcing a fire, but which turned
out to be nothing more than Lablaehe producing
first

note, almost

upon the

stage.

It is

:

'

;

!

!

;

in his sleep these bell-like sounds.
It was during the great popularity of I Puritani,' when
'

accompanied by Lablaehe, was in the
habit of singing the polacca thrice a week at
the Opera, and frequently also at concerts.
Grisi,

After performing his staccato part in the duet
thrice within nine hours, Lablaehe was haunted
by it even in his sleep. This power was wisely
used by tlie great artist on the right occasions,
and only then as the deaf and angry Geronimo,
or as Oroveso in Norma
but at other times,
his voice could roar as sweetly as any sucking
dove, and he could use its accents for comic,
humorous, tender, or sorrowful efleets, with
equal ease and mastery.
Like Garriek, and other great artists, Lablaehe

—

'

'

;

'

'

shone as

much

in

comic as in tragic parts.
his Leporello
of that

Nothing could exceed

;
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character he was doubtless the greatest known
exponent. Bntliehad, at an earlier date play ed
Don Giovanni. As Geronimo, the Podesta in
'La Gazza Ladra, again, in 'La Prova d' un'
Opera Seria, as Dandini and the Barone di
Montefiascone, he was equally unapproachable
while his Henry VIIL in 'Anna Bolena,' his
,

'

'

;

Doge in Marino Faliero, and Oroveso in Norma,
were splendid examples of dignity and dramatic
'

'

'

He

appeared for the iirst time in Paris,
1830, as Geronimo in the 'Matrimonio
Segreto,' and was there also recognised immediately as the first iasso canlantc of the day. He
continued to sing in Paris and London for several
years
and, it may be mentioned that his terms
were in 1828, for four months, 40,000 frs.
(£1600), with lodging and one benefit-night
clear of all expenses, the opera and his part in
it to be chosen by himself on that occasion, as
The modest sum named
also at his debut.
above, in no degree corresponding with the
value of Lablache in an ojieratic company, was
afewyearslater(1839)the price paid by Laporte
to Robert, to whom Lablache was then engaged
at Paris, for the mere cession of his services to
the London Opera.
In 1833 Lablache sang again at Naples, renewing his triumphs in the Elisire d' amore and
'Don Pasquale.' He returned to Paris in 1834,
after which he continued to appear annually
there and in London, singing in our provincial
festivals as well as at the Opera, for many years.
In 1852 he sang at St. Petersburg with no less
force.

Nov.

4,

;

'

'

Whether in comic opera,
eclat than elsewhere.
in the chromatic music of Spohr, or in that of
Let it
Palestrina, he seemed equally at home.
be never forgotten that he sang (April 3, 1827)
the bass solo part in Mozart's Requiem after the
death of Beethoven, as he had, when a child,
sung the contralto part at the funeral of Haydn
and let the former fact be a sufficient answer to
those who say he had no notes lower than A
Be it recorded, at the same time, that
or G.
he paid Barbaja 200 gulden for the operatic
He was also
singers engaged on that occasion.
one of the thirty-two torch-bearers who surrounded the colEn of Beethoven at its interment.
To him, again, Schubert dedicated his three
Italian songs (op. 83), ivritten to Metastasio's
words and composed in 1827, showing thus his
appreciation of the powers of the great Italian.
In 1856, however, his health began to fail,
and he was obliged in the following spring
to drink the waters of Kissingen, where he was
met and treated with honour by Alexander II.
Lablache received the medal and
of Russia.
order given by the Emperor with the prophetic
words, These will do to ornament my coffin.'
After this he returned for a few days in August
to his house at Maisons-Lafitte, near Paris but
left it on the 1 8th, to try the effect of his native
climate at his villa at Posilipo. But the bright,
brisk air was too keen for him, and he had to
'

;
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take refuge in Naples.
The relief, however,
served only to prolong his life a short while, and
he died Jan. 23, 1858. His remains were brought
to Paris, and buried at Maisons-Lafitte.
Lablache had many children
one of his
daughters married the great pianist, Thalberg.
A MdtJiode de chanty written by Lablache, was
published chez Mme. V'* Canaux, at Paris hut
it rather disappointed expectation.
Lablache died, as he had lived, respiected by
every one who knew him for his honourable,
upright probity, as he was admired for his mar;

;

vellous

and cultivated

He was Queen

talents.

Victoria's singing-master,

and

the esteem and even afi'ection which that intercourse engendered are expressed more than once
in warm terms inHer Majesty's published Diaries
and Letters.
j. M.
LA BORDE, Jean Bek.iamin de, born in
Paris, Sept. 5, 1734, became a pupil of D'Auvergne for the violin, and of Rameau for composition, and ultimately attained great eminence
as an amateur composer.
He wrote nearly fifty
operas of a more or less trifling kind, many
songs for single voice, and several works on
music, among which the Essai sur la Musique
ancienne ct moderne (1780) is the most important.
The four volumes of his Choix de
Chansons mises en Musique, with their charming illustrations, have become a bibliographical
rarity.
Some of the contents were edited separately by Miss L. E. Broadwood.
De La Borde
was guillotined July 22, 1794.
M.
LACHNER, a prominent musical family of
the 19th century.
The father was an organist
at Rain, on the Lech, in Bavaria, very poor
and with a very large family, but not the less
a man of worth and character.
He was twice
married.
One of the first family, Theodoe,
born 1798, was a sound musician, but unam-

who ended

his career (May 22, 1877)
Munich, and chorus-master at
The second family were
the Court theatre.
more remarkable. Of the daughters, Thekla
was organist of S. George's Churcli, Augsburg,
and Cheistiake, born 1805, held the same
bitious,

as organist at

Of the brothers,
post in her native place.
He was
Feanz was born April 2, 1803.
solidly educated in other things besides music,
music was his desire, and in 1822 he
on his parents to let him go to
Vienna.
He put himself under Stadler and
Sechter, and was constantly in Schubert's company, with whom he became very intimate. In
1826 he was made vice-cajiellmeister of the
Karnthnerthor Theatre, and the next year, on
the retirement of Weigl, principal capellmeister.
He retained this post till 1834, and it was a
time of great productivity. In that year he went
to Mannheim to conduct the opera there, and in
1836 advanced to the top of the ladder as Hofcapellmeister
in 1852 general music director
at Munich, and there remained till 1865,
hut

prevailed

—

—

2 r

LACHNER

618
when he

LACOMBE
He

retired ou a pension.

died there

In 1872 the University of
Munich gave him the honorary degree of Doctor

Jan.

1890.

20,

Lachner's writings are of pro-

of Philosophy.

number and

digious

Moses

and

Two

extent.

oratorios,

Die vier Menschenalter
four
operas ('Die Biirgschaft,' Pesth, 1828
'Alidia,'
Munich, 1339;
Catarina Cornaro,' Munich,
1841 and Benvenuto Cellini,' Munich, 1849)
three grand masses
a requiem
various can'

'

'

'

'

'

;

;

and other pieces many large
compositions for male voices eight symphonies
among them those in D minor (No. 3), in C
minor (op. 52) which won the prize offered
by the Gesellschaft der Musikfreunde and in
D (No. 6), which Schumann finds twice as good
as the prize one
seven suites, overtures, and
tatas, entr'actes,

;

;

—

—

—

—

serenades for orchestra, the orchestration of
Schubert's
Song of Miriam
five quartets
concertos for harp and bassoon
a nonet for
wind instruments, trios, duos, pianoforte pieces
of all dimensions and a large number of vocal
'

'

;

;

;

;

pieces

solo

for

and several

voices.

All that

tact, and musicianship
here
if there were but a little more
of the sacred fire
No one can deny to Lachner
the praise of conscientiousness and artistic character hewas deservedly esteemed by his countrymen almost as if he were an old classic, and held
a similar position in the South to that of Hiller
The next brother, Igxaz, was
in the North.
born Sept. 11, 1807, was brought up to music,
and at twelve years old was sent to the Gym-

knowledge,

industry,

can give

—

is

!

;

nasium at Augsburg, where he is said to have
had no less a person than Napoleon III. (then
Count St. Leu) as a schoolfellow. In 1824 he
joined his brother at Vienna, in 1825 was

made

of the

vioe-capellraeister

Kiirnthnerthor

1831 a Court music-director at
Stuttgart, and in 1842 rejoined his brother in
In 1853 he took
a similar pmsition at Munich.
the conduct of the theatre at Hamburg, in 1858
was made Court capellmeister at Stockholm
and in 1861 settled down for good at Frankfort, where he filled many musical positions, and
retired in 1875.
He died at Hanover, Feb. 24,
1895.
He also has produced a long list of
works three operas ('Der Geisterturm,' Stuttgart, 1837
'Die Eegenbriider,' Stuttgart, 1839
and Loreley,' Munich, 1846); several ballets,
melodramas, etc. etc. with masses, symphonies,
quartets, pianoforte works, and many songs, one
was very popular in
of which
IJberall Du
its day.
The third brother, Vincenz, was born
July 19, 1811, and also brought up at the
He began by taking
Augsburg Gymnasium.
Ignaz's place as organist in Vienna in 1834,
and rose, by the same course of goodness and
Theatre

;

in

;

—

;

'

Feme,' and other
his countrymen.

;

'

pieces,

are favourites with
<>.

LACHNITH, LuDwiG Wexzel,

;

;

;

Carlsruhe, where he taught in the Conservatorium
from 1884.
He died there, Jan. 22, 1893.
His music to Turandot, his Prize song In der

born July

7,

1746, at Prague, migrated to the service of the
Duke at Zweibrticken, and thence to Paris,
where he made his debut at the Concert Spirituel
as a horn player.
He was a clever, handy
creature, who wrote not only c^uantities of all
kinds of instrumental music, but at least four
operas, and several pasticcios and other pieces.
His most notable achievements, however, were

by way

his adaptations of great operas,

of

mak-

ing them pleasant to the public, such as Les
mysteres d'Isis,' for which both libretto and
music of the Zauberflote were arranged into
what Fetis calls a monstrous compilation
No wonder
(Grand Opera, August 23, 1801).
that the piece was called 'Les miseres d'ici,'
and that Lachnith was styled le derangeur.'
He was clever also at working up the music of
several composers into one piece, and torturing
'

'

'

'

'

'

'

'

to the expression of different words and sentiments from those to which it had originally
been set as Le Laboureur Chinois, in which
the music of several celebrated composers was
'arrangee par M. Lachnitch' (Feb. 5, 1813).
In these crimes he had an accompilice in the
it

—

'

'

'

'

elder Kalkbrenner,

who

assisted

—

him

to concoct

two Oratorios in action
'Saul (April 6, 1803),
and 'The Taking of Jericho' (April 11, 1805).
We were as bad in England several years later,
and many fine operas of Rossini, Auber, and
Cjuasi-Weber were first made known to Londoners
by much the same expedients as those of Lachnith, in the hands of T. P. Cooke, Lacy, and
others.
Lachnith died Oct. 3, 1820.
G.
LACOMBE, Louis Brouillon, bom Nov.
'

'

'

26, 1818, at Bourges, entered the Paris Conservatoire under Zimmerman at the age of eleven,

and

at thirteen carried off the first piano prize.
In 1832 he undertook a concert-tour with his
sister, and in 1834 settled in Vienna, where he
had lessons from Czeruy, and studied theory,
etc., with Sechter and Seyfried.
From 1839 he
lived in Paris, and devoted himself mainly to
composition, writing numerous pieces for piano
solo, studies, etc., a quintet for piano, violin,

indefatigable assiduity as his brothers, to be

and bassoon, and two trios,
chamber music two
dramatic symphonies soli, choir, and orchestra,
'Manfred' (1847), and Arva (1850), as well
as a melodrama with choruses, 'Sapho,' which
received a prize in the Exhibition of 1878
became widely popular. The only operatic work
performed in the composer's lifetime was La
Madone,' in one act (Theatre Lyrique, 1860);

Court capellmeister at Mannheim from 1836
He
till 1873, when he retired on a pension.
was in London in 1842, conducting the German
Company. After his retirement he settled at

See the account by 0. Jahn {Mozart, 2nd ed., ii. 5:!7). The ma^ic
and aU the comic music were omitted Papagenu was turned
a shepherd 3!i?e while many pieces were left out. others were
put in as for instance Fin ch'an dal vino,' arranged as a duet.'
The opera opened with Mozart's finale, and the disorder must have
been complete, Auil yet it ran forty-nine nights

;

—

'

'

—

oboe, violoncello,

his best-known pieces of

;

—

'

'

'

1

flute

;

int')

;

—

'

!
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Winkelried was giyen in 1892 at
Le Tonneller de Nuremberg in Hugo Riemann's adaptation, as Meister
Martin und seine Gesellen,'was gi^'en at Coblenz,
March 7, 1S97, and tlie three-act Korrigane
Lacombe died at St.
at Sondershausen in 1901.
Vaast-la-Hougue, Sept. 30, 1SS4, and a monument was erected to his memory in 1887 in his
native town.
In 1896 his treatise Philosopliic ct
Musiqve appeared.
M.
LACOMBE, Paul, born at Carcassonne, July
11, 1837, was taught music at first by a former
pnipil of the Paris Conservatoire uamedTesseyres,
and was afterwards a pupil of Bizet's by correspondence.
Lacombe is a serious musician, and
holds a high position by his instrumental nmsic.
There are three violin sonatas, two trios,
three suites, and other pieces for piano, an
Ouverture symphonique,' three symphonies, a
Divertissement and a Suite for piano and orchesScene au camp,' and 'Suite
tra, a 'Serenade,'
pastorale for orchestra, a Serenade for flute,
oboe, and strings, as well as a mass, a requiem,
In 1889 he was awarded the
and many songs.
Prix Chartier for his chamber music, and in
1901 he was appointed a corresponding mem-

[appeared in
rapid progress on the violin
public at six years old in a concerto by Jarnowick
In
at a concert given at Bilbao by Andreossi.]
1802 he was at college at Bordeaux, and in
1803 was sent to Paris to finish his education,

Peter

the end of 1820 returned to London and was
engaged as leader of the ballet at the King's
Theatre.
Lacy adapted to the English stage
both words and music of several popular operas
and his adaptations display gi'eat skill, although
gross liberties were frequently taken with the
original pieces, which can only be excused by
the taste of the time.
Among them are The
Maid of Judah' from Ivanhoe,' the music from
Semiramide,' 1829; 'Cinderella,' the music
Maofrom Rossini's 'Cenerentola, 'Armida,
metto Secondo,' and
Guillaume Tell,' 1830;

the four-act

Geneva

;

'

'

the two-act

'

'

'

'

'

'

'

'

ber of the
Benoit.

'

'

Institut,

in

succession

to

c. F.

LACY, John, bass singer, horn in the last
quarter of the 18th century, was a pupil of
Kauzzini at Bath.
After singing in London he
went

where he became complete master
and style of singing.
On his return he sang at concerts and the
Lenten oratorios, but although he possessed an
exceptionally fine voice and sang admirably in
to Italy,

of the Italian language

various styles, circumstances prevented him
In 1818
from taking any prominent position.

619
;

and attained to considerable skill as a linguist.
Krcutzer was his principal instructor in music.
About the end of 1801 he performed before
Napoleon at the Tuileries. He was then known
as
Le pietit Espagnol.
He played in the
principal Dutch towns on his way to London,
which he reached in Oct. 1805.
He soon gave
concerts at Hanover Square Rooms, under the
sobriquet of 'The Young Spaniard,' his name
not being announced until May 1807, when an
engraved portrait of him by Gardon after Smart
was published.
He next performed atCatalani's
first concert in Dublin, [during a visit of Michael
Kelly's opera company to Ireland], and was afterwards engaged for Corri's concerts at Edinburgh
'

'

A few years later he
quitted the musical for the theatrical profession,
and performed the principal genteel comedy
parts at the theatres of Dublin, Edinburgh,
Glasgow, etc.
In 1818 he was appointed leader
of the Liverpiool concerts vkc Janiewicz, and at
at 20 guineas per night.

;

'

'

'

'

'

'

'

he accepted an engagement at Calcutta, and,
accompanied by his wife, left England, returnHad he remained here he
ing about 1826.
would most probably have been appointed suc[He died in Devonshire
cessor to Bartleman.
about 1865.]
Mrs. Lacy, his wife, was originally Miss
Jackson, born in London, 1776, and a]>peared as
a soprano singer at the Concert of Antient
In 1800 she became
Music, April 25, 1798.
the wife of Francesco Bianchi, the composer,
In 1812 she was
and in 1810 his widow.
married to Lacy, and sang as Mrs. Bianchi
She 'was
Lacy in 1812, 1813, and 1814.

Fra Diavolo,' 1831 and 'Robert le Diable,'
under the title of 'The Fiend Father,' 1832.
In 1833 he produced an oratorio entitled 'The
Israelites in Egypt,' a piisticcio from Rossini's
Mose in Egitto, and Handel's Israel in Egypt,
which was performed with scenery, dresses, and
personation.
In 1839 he brought forward a
readaptation of Weber's Der Freischiitz,' introducing the whole of the music for the first time.

the best representative of the great and simple
style as delivered down by Mrs. Bates and
Madame Mara, whilst her articulate delivery
and pure pronunciation of Italian, rendered
her no less generally valuable in other departments of the art.' [She died at Ealing, May
additions from S. S.
w. H. H.
19, 1858.]

Greenwich.

;

'

;

'

'

'

'

He

rendered

gi'eat assistance

additions from JDkt. of Nat. Biog. etc.

LADY HENRIETTE,

ou la servante de
pantomimein threeacts
music by Flotow, Burgmiiller, and Deldevez.
Produced at the Grand Opera, Paris, Feb. 1,1844.
Saint Georges, hy whom the libretto was written,
afterwards extended it into an opera, which was
set bv Flotow as Martha.
g.

A

LACY, MiCH.AEL EoFHiNO,

SOU of an Irish
July 19, 1795

merchant, born at Bilbao,
learned music from an early age, and made
;

ballet

lInDLER, LANDERER,
ISCHE TANZ,

Stratton, Esq.

to Schcelcher in

collecting the material for his Life of Handel.
HediedatPentonville, Sept. 20, 1867. w. h. h. ;

or

LiNDLER-

dance

popular in
It probably derives its name from the Landel, a district
in the valley of the Ens, where the dance is said
a

n.itional

Austria, Bavaria, Bohemia, and Styria.

LA FAGE
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have had

LAFONT

its origin
but according to some
the word simply means
country
dance,' i.e. a waltz danced in a country fashion.
In fact the Landler is a homely waltz, and only
differs from the waltz in being danced more
slowly.
It is in 3-4 or 3-8 time, and consists
of two parts of eight bars, each part being
repeated two or more times.
Like most early
dances, it occasionally has a vocal accompani-

to

;

authorities

'

ment.
Both Mozart (Kochel, No. 606) and
Beethoven (N"ottebohm's Cat. pp. 150, 151)
have writteir genuine Landler, but the compositions under this name of Jensen, Raff, Reinecke,
and other modern musicians, have little in
common with the original dance. The following example is the iirst part of a Styrian Landler
(Kbhler, Volkstanze
Brunswick, 1854);
;

MSS. never before consulted. He
Germany and Spain, and during
the Exhibition of 1851 made a short excursion
copies of

also visited

He

to England.

then settled finally in Paris,

and published the works which have placed

him

—

to use a
musicists
[In 1853 he pubNicolai
lished three books on ancient music
in the first

favourite

word

rank of

'

'

of his own.

Capuani presbyteri eoinpendium

riuisicale

De

;

remain
and Lettre ierite d V occasion d'un m&moire pour
servir a la restauration du chant romain en
France., par I'dbhi Celeste Alix
and in 1859 he
la reproduction des livres de plain-chant

—

brought out De I'unite toniqne et de la Jixation
Overwork as an
d'un diapason. universel.'\
author, and as editor-in-chief of ie Plain-Cliant,
a periodical which he founded in 1859, brought
on a nervous affection, which ultimately led to

the asylum for the insane at
Charenton, where he died March 8, 1862.

his removal to

La Page composed much music of many kinds,
both vocal and instrumental, sacred and secular,
but it is as a historian and didactic writer that
his name will live.
His Cours cornplet de Plainchant (Paris, 1855-56, two vols. 8vo) is a book
and fully justifies its title.
was succeeded in 1859 by the Noavcau Traiti
de Plain-chant romain, with questions, an inHis
dispensable supplement to the former.
of the first order,

The

waltz so well knoi\Ti as Le Desir,'
usually attributed to Beethoven, though really
composed by Schubert, is a Landler. To know
what grace and beauty can be infused into chis
simple form one must hear Schubert's Wiener
Damen-Liindler or Belles Vienuoises in their
unsophisticated form, before they were treated

scientious work,

by

Fetis.

little

'

'

'

'

'

Liszt.

"w. b, s.

LA FAGE,
in Paris,

Juste Adriex Lexoir de, born
March 28, 1801, grandson of the cele-

brated architect Lenoir. After trying education
for the church and tlie army, he settled to music
as a pupil of Perne's for harmony and counterpoint, devoting himself especially to the study
of plain -song.
Perne recommended him to
Choron, who took him first as pupU, and then
as repetiteur, or assistant-master.
In 1828 he
was sent by the government to Rome and studied
for a year under Baini.
While in Italy he
produced a comic opera, I Creditor!,' but comic
opera was not to be his road to distinction.
On his return to Paris, in Dec. 1829, he was
appointed maitre de chapelle of St. Etienne du
Mont, where he substituted an organ (built by
John Abbey) for the harsh out-of-tune serjient
hitherto used to accompany the voices.
1833
to 1836 he spent in Italy, and lost his wife
and son.
He returned to Paris, and there published the Manuel compht de Musiqve (18361838), the first chapters of which had been prepared by Choron
Semeiologie musicale (1837)
De la chanson considirie sous le rapport musieal
(1840); Miscellanies musicales (1844); Sis'

;

;

musique (1844), and many
biographical and critical articles collected from
toire cjen&rale de la

He again visited Italy after the
Revolution of 1848, and during this trip took
periodicals.

It

is incomplete,
treating only of Chinese, Indian, Egyptian, and
Hebrew music, but it is a careful and con-

Hisioire gen(irale de la niusiqiie

and has been largely used by
His learning and method appear con-

spicuously in his Extraits dn, Catalogue critique
et raisonne d'une 'petite hihliotheque musicale
(Rennes, undated, 120 pp. 8vo, 100 copies
only), and in his Hs.sais de Diphth&rographie
musicale (Paris, 1864, two vols. 8vo, one containing very ciu-ious musical examples).
perusal of these two books will amply corroborate
every word we have said in piraise of this erudite
musician.
He left a valuable library (the catalogue was published, Paris, 1862, 8vo), afterwards dispersed by auction but his unpublished
works and materials are in the Bibliotheque

A

;

nationale, to

which he bequeathed all his
of Choron and Baini

with the MSS.
possession.

in

his

G. c.

LAFONT, Charles
violinist,

fiapers,

was born at

Philippe, an eminent
Paris,

Dec.

1,

1781.

Fetis relates that he got his first instruction

on

the violin from his mother, a sister of Berthaume,
a well-known violinist of that period, whom he

alsoaccompanied on his travels through Germany,
pjerforming successfully, when only eleven years
of age, at Hamburg, Oldenburg, and other towns.
On his return to Paris he continued his studies
under Kreutzer
and soon appeared at the
Theatre Feydeau, though not as a violinist, but
as a singer of French ballads.
After some time
he again took up the violin, this time under the
tuition of Rode, and soon proved himself a player
;

LA HELE

LAGE
of exceptional merit.

Fetis credits

perfect intonation, a pure

him with

a

and mellow, though

somewhat feeble tone, great powers of execution,
and a remarkable charm of expression. From
1801

to

mth

1808 he travelled and played

success in France, Belgium, Holland,

and Russia.

great

Germany

In 1808 he was appointed Rode's

successor as solo-violinist to the Emperor of
Russia, a position in which he remained for six
years.
In 1815 he returned to Paris, and was
appointed solo-violinist to Louis XVIII.
In
1816 he had a public contest with Paganini at
Milan.
In 1831 he made a long tour with
Henri Herz, the pianist, which occupied him
till 1839, when his career was suddenly ended
by a carriage accident in the south of France,
through which he lost his life, August 23,

1839."

Spohr in his Autobiography praises his fine
and gracefulness,
but deplores the absence of deep feeling, and
accuses him of mannerism in phrasing.
He also
relates that Lafout's repertoire was confined to a
very few pieces, and that he would practise a
concerto for years before venturing on it in
public,
a method which, although leading to
absolute mechanical perfection, appears absurd
from an artistic or even musical point of view.
Lafout's compositions for the violin are of no
tone, perfectintonation, energy,

—

musical value

they comprise seven Concertos,
etc.
He wrote
a number of Duos concertants in conjunction
•with Kalkbrenner, Herz, etc.
more than 200
ballads (romances), which for a time were very
popular and two operas.
r. It.
LAGE (Germ. piosition '), used (i.) of the
positions in violin playing (see Fingering,
ante, pp. 46-53) and (ii. ) of the positions of
chords in harmony which in English are called
Inversions.
[See a.nte, p. 491a.]
;

a number of Fantasias, Rondos,
;

;

'

-

LAGUERRE,

Jean, commonly called Jack,

was the son of Louis Laguerre, the

artist

who

painted the greater part of A^errio's large piicture
in St. Bartholomew's Hospital, the Labours of
Hercules in chiaroscuro at Hampton Court, the
staircase at Wilton, etc. and is immortalised by
Pope in the line
'

'

,

Where sprawl the

saints of Verrio

and Laguerre.

This painter came to England in 1683, and died
in 1721, his son Jean having, as it is supposed,
The lad was instructed
been born about 1700.

by

his father for his

own

pjrofession,

and had

already shown some ability but, having a talent
for music, he took to the stage, where he met
with fair success.
It must be he whom we find,
under the name of Mr. Lcgar, playing the part of
Metius in Camilla (revived), 1726, which had
formerly (1706 and 1708) been sung by Ramondon, a low tenor. Again, he is advertised {Daily
Journal, March 13, 1731) as sustaining the
added role of Corydon in 'Acis and Galatea,'
;

'

t

for the benefit of

'

M. Rochetti,

at Lincoln's Inn,
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Theatre Royal, on Friday 26th,' his name being
spelled as in the cast of Cannlla.' In 1737 he
sang in Oapt. Breval's
Rape of Helen the
part of Mercury, when his name was correctly
spelled in the cast.
He died in London in
1748.
.J.
M.
LA HALE, Adam De. See Hale.
LAHEE, Henry, born at Chelsea, April 11,
1826, studied under Sterndale Bennett, Goss,
and Cipriani Potter, held the post of organist at
Holy Trinity Church, Brompton, from 1847 to
1874, and was well known also as a professor
and composer. His music is thoroughly English
in character, and is influenced by the traditions
of our old part-song writers.
Mr. Lahee has
been the victor in various prize competitions for
glees and madrigals
in 1869 with Hark, liow
the birds' (Bristol); in 1878, with 'Hence,
loathed Melancholy' (Manchester); in 1879,
with Away to the hunt (Glasgow) and in
1880 and 1884, with Love in my bosom and
Ah woe is me (London Madrigal Society).
Equally good work can be seen in his other
choral songs, such as The Unfaithful Shepherdess,' 'Love me little, love me long,' and the
popular Bells,' and in his anthems no less than
in his various songs and instrumental pieces.
Good taste is shown by this composer in the
choice of his words, and he has found Longfellow
congenial with his musical style.
The cantata
The Building of the Ship was written in 1869
for the late Rev. John Curwen, who desired a
work of moderate difficulty for the use of TonicSol- faists.
It was performed on a large scale in
the Hanover Square Rooms, has since attained
considerable popularity in the provinces, and
has even made its way to Africa and America.
The subject of another cantata, Tennyson's
'The Sleeping Beauty,' afforded Mr. Lahee
scope for a greater variety of treatment, and
contains some gi'aceful writing for female voices.
It has been heard on the continent and in
America.
l. m. m.
LA Hi:LE, or HELLE, George de, was
born at Antwerp some time after 1550.
In his
earlier years he was a chorister in the Royal
Chapel at Madrid.
The details of his later life
as given by Van der Straetcn and others are
somewhat conflicting. This much is certain
that in 1578 he was choir-master {Phonascns he
is styled) at the Cathedral of Tournai.
From
1580 to his death in 1589 he would seem to
have returned to Madrid to preside over the
choir of the Royal Chapel.
In 1576 he
obtained two pjrizes at a competition which
took place yearly in connection with a Puy de
Musique de la Sainte Cecile at Evreux in
Normandy, the second prize of a silver harp
for the second best motet a 5, and the first
prize of a silver lute for the best chanson a 5.
It was just the year before, in 1575, that
Orlando Lassus had won the first prize of a
silver organ with his motet a 5,
Domine
'

'

'

'

:

'

'

;

'

'

'

'

!

'

'

'

'

'

LAHOUSSAYE

LALANDE

Jesu Christe qui cognoscis.' These competitions
began in 1576, and continued to 1589. Besides
the motet and chanson, tlie only other work
of La Hele's which ever appeared in print is a
volume of Masses (Octo Missae, quinque, sex et
septem vocum, etc.
Antwerp, 1578). This
work was dedicated to Philip II. of Spain, and
it is in
the title that La Hele is styled
Phonascus of Toiirnai Cathedral, while in the
dedication he styles himself an
alumnus of
the King.
The work is otherwise remarkable.
It is a large choir-book in folio, containing all
the parts together.
It was issued from the
printing-press of Christop)he Plantin at Antwerp,
and is one of the most magnificent specimens of
musical typography.
A facsimile and further
account of it may be seen in Goovaert's Histoire
et Bibliographic de la Tyj^ographie musicale dans
Us Pays-Bas, pp. 46 and 253. Goovaerts also
gives a copy of the agreement between composer
and printer.
The work is remarkable for
another reason.
It consists of eight masses
which are all Missae Parodiae, the motives of
which are borrowed from the most celebrated
motets of the great Netherland masters.
Thus
there are two masses a 5, based on two motets
of Lassus, «. 5, Oculi omnium' and Gustate et
videte
two masses a 6, based on the motets

she improved in playing rapiidly, and in three
or four years appeared in public at Berlin with
great applause.
In 1834 she was in London
studying under Herz, and played at Paganini's
farewell concert.
In 1836 she returned to
Berlin, and played at a Gewandhaus concert in
Leipzig on July 2, 1837.
Soon afterwards she
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.

.

'

'

'

'

'

'

'

;

Quare tristis es,' and
Fremuit Jesus
two masses a 7, based on
Praeter rerum
Josquin's celebrated motets
two
seriem,' and Benedicta coelorum regina
In converother masses a 5, based on Eore's
'Nigra sum sed
tendo,' and Crecquillon's
formosa.
The whole work is thus a homage
paid by La Hele to his greater predecessors.
Other works of La Hele are supposed to have
perished in a fire at Madrid in 1734. j. R. M.
LAHOUSSAYE, Pieeke, born in Paris,

«

Lassus,

of

'

6,

'

'

;

'

'

;

'

'

April 12, 1735, became a distinguished violinist
much patronised by the nobility, and made a
tour in Italy, where he was given a post by the
Prince of Monaco. He spent the years 1770 to
1775 in London, as director of the Italian opera
(Pohl's Mozart mid Un.ydn in London, vol. ii.
p. 370),

and returned

to Paris,

where in 1779

he was given the direction of the Concert
Spirituel, in 1781 that of the Comedie Italien,
and in 1790 that of the Theatre de Monsieur,
He was also
afterwards the Theatre Feydeau.
professor in the

Conservatoire.

Paris in the latter part
Lexikon. )

He

of 1818.

died in
{Quellen-

distinguished

by

was a Yorkshire
April 30, 1819,
educated in Edinburgh at the school of her
aunt, and in music by Robert Miiller, a pianoHer family went to Konigsforte teacher there.
berg in 1830, and there her vocation was decided,
his

'

F^antasiestiicke

woman, born

at

'

(op. 12),

Bretton,

the original order of her names they were transposed to
at the suggestion of Schumann, as being more
euphonious. (See Dr. Annie Patterson's Life nf Schumann.)
1

This

is

'Anna Eobena'

'

Fantasiestiicke,'

and made the acquaintance of the composer.
[See the Zeitsclvrift of the Int. Mxhs.

Ges.

vol.

pp. 188 ff.] After a lengthened tour through
Prussia, Russia, and Austria, she returned in

iii.

1840 to London. [She was appointed in that
In 1852
year pianist to the Queen of Hanover.
she
she manied a Mr. Thomson, and retired
G.
died in London, May 29, 1901.]
;

LAJARTE, TnioDORB Edoitaed Dufaurb
DE, French writer on music, born at Bordeaux,
July 10, 1826, was a jaipil of Leborne at the
Paris Conservatoire, and in early life wrote a

good many small operettas, etc., but is best
known for his works on musical history. Besides contributing to various daily papers, he
fiublished

La

BiUiotlieqiie musicale

da Thedtre

de I'Opira (2 vols. 1876, etc.), a very important
catalogue of the operas produced at the Opera
in Paris, with annotations based upon the
Instruments Sax
archives of the institution
;

a Traite de composifanfares civiles (1867)
tion musicale (in collaboration with Bisson,
1880); a collection of 'Airs a danser from
LuUy to Mehul, and a number of old operas
and ballets in vocal score, in nine series, comprising in all sixty-two compositions, under
the title of Chcfs-d'eeuvre classiques dc Vopirca
frani}ais. He was made librarian of the Opera in
G. F.
1873, and died in Paris, June 20, 1890.
et

;

'

by

LAKME. Opera-comique in three acts, libretto
MM. Goudinet and Gille, music by Leo

produced in Paris, April 14, 1883;
June 6, 1885.
LALANDE, DfisiEii, a distinguished oboe
player, born in Paris in 1867, being the son of
a well-known bassoon player.
After studying
Delibes

;

in London, Gaiety Theatre,

two and a half years at the Conservatoire
obtained his first important engagement
under Lamoureux in that conductor's famous
band.
He came to England in 1886, joining
the Halle orchestra, and playing in Manchester
for

he

for five years.

He

next joined the Scottish Or-

when conducted by Henschel, and subsequently became a member of the Queen's Hall

chestra

with wdiich organisation he played
London from pneumonia, Nov.
It was during this latter part of his
8, 1904,
career that he may be said to have completely
established his reputation as one of the most
gifted instrumental players of his time, possessing, as he did, a beautiful tone, gi'eat powers
orchestra,

a lady whom
dedicating to her

LAIDLAW, RoBENA Anna,i
Schumann

received the dedication of the

;

till

his death in

of refined expression,

and a perfect technique.

He was also constantly in

request for Cor Anglais
S. G,

solos.

LALANDE,

Henkiette Clementinb
-

LALANDE

LALANDE
MfiETC-,the daughter of Lamiraux-Lalande, tlie
chief of a jiroviiK'ial operatic company, was born
Having been taught
at Dunkerque in 1798.
nmsic by her father, she soon developed a fresh
and ringdng voice, and was endowed with excelbut the only
lent memory and intelligence
teaching she really had was in the music of the
She made her debut
parts entrusted to her.
with success iu 1814 at Naples: Fetis heard her,
and admired her as an actress of opera-coniii[ne,
She continued
at Douai in the following year.
to sing till 1822, with equal success, in the principal towns of France, and was then engaged at
the Gyrnnase Dranuitique at Paris, Ebers having
made an unsuccessful attempt to engage her for
Clever enough to pierceive, however,
London.
after hearing the singers at the Italian Opera,
how utterly she was without the knowledge
of the piroper manner of producing her voice,
she took lessons of Garcia, and made her first
appearance, April 3, 1823, in Les Folies amoureuses.' a ptasticcio arranged by Castil-Blaze.
About this time she became the wife of M. Merie,
Rejecting
a horn player at the Opera Comique.
the offer of an engagement at the latter theatre,
on Garcia's advice, she went to Italy, and received additional teaching from Bonfichi and
After singing ^^ith inBanderali at Milan.
creased eclat at Venice, Munich, Brescia, Cremona, Venice (again), and other Italian cities,
she at length appeared in London during the
'She had been for six years
season of 1830.
reported to be one of the best singers of Italy
She had
much had been expected of licr.
been compared witli the best of the best but she
arrived in England too late, and her place, moreover, had been filled by women of gTcater genius.
She was a good musician, and sang with taste
but her voice, a sopirano, ere she came had contracted a habit of trembling, in those days a
novelty (would it had always remained so !), to
which English ears were then averse. She gave
Mme. Meric sang,
little satisfaction (Chorley).
In Paris
however, again in London in 1831.
;

.

.

;

;

'

she fileased no better in these latter years, and
at length retired, in 1833, as it is said, to
A
She died in Paris, Sept. 7, 1867.
Spain.
biography, with a portrait, of Mme. MericLalande was published in the nuisical journal,
.1.
M.
Teatro dcUa Fcniee, Venice, 1826.
LALANDE, Michel Richard he, Surintendant de la Musique under Louis XIV. and X\'.,
the best French writer of church music of his
day, was born in Paris, Dec. 15, 1657, and died
in the same city, June 18, 1726, having spent
He
forty-five 3'ears in the service of the court.

was the

fifteenth child of a tailor,

and was at

a chorister of St. Germain I'Auxerrois,
where he studied music under Chaperon, and
learnt, almost entirely by himself, to play the
When, on
violin, bass viol, and harpsichord.
first

the breaking of his voice at the age of fifteen, he
was obliged to leave the maitrise, he bethought

himself of turning his violin-playing to account,
and applied for admission into LuUi's orchestra.
He was refused, and swore out of pique never
to touch the violin again.
He gave himself up
to the organ, and made such jirogress that he
was soon appointed organist in four diflTercnt
churches in Paris
St. Gervais, St. .Jean, Petit
St. Antoine, and at the church of the Jesuits,
who confided to him the composition of sjmiphonies and choruses for several of the tragedies
performed at their college.
He soon afterwards
applied for the post of organist to the King,
but though Lulli pronounced him to be the best
of the competitors, he was refused on account
of his youth.
He was recommended by the
Marechal de Xoailles, to whose daughters he
taught music, to Louis XIV., and the King
chose him to superintend the musical education of the pirincesses, afterwards the Duchesse
Lalande
d'Orleans and iladame la JJuchesse.
was so successful in this eajiacity that the King
appointed him master of his chamber music
and in 1683, on the retirement of Dumont and
Robert from the superintendence of the chapielle,
he obtained one of the appointments, for it was
decided to appoint four officers to serve for three
months b}^ turns. Eventually the offices were
united in the person of Lalande, who had nowreceived several piensions and the rordiyn of the
order of St. Michel.
In 1684 the King had
given him a wife, Anne Rebel, said to be the
best singer of the court, had p)aid the expienses
of the wedding, and given a dowry to the bride.
In 1722, having lost his wife, and two gifted
daughters, who died of smallpox in the same
year as the Dauphin (1711), Lalande begged
the King to allow him to remit three-quarters
of his salary, thus returning to the original arrangement. He presented as his substitutes and
As a
assistants Campra, Bernier, and Gervais.
rew^ard for his disinterested conduct the Regent
In the
granted him a pension of 3000 livres.
following ye.ar he married again, JlUe. de Cury,
daughter of one of the Princesse de Conti's surgeons, and died three years later at the age of
sixty-eight. Lalande, though infinitely superior
to the composers of church music of his time
cannot of course be
Goupillet, Minoret, etc.
compared to Handel and Bach, who were almost

—

'

.
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;

i

—

The cause of his superiority
over his immediate rivals was that he knew how
to adapt to French tastes the forms of concerted
his contemporaries.

church music hitherto confined to the Italian
school,

and

his compositions, besides possessing

real imagination,

show

that, like the musicians

of Lulli's school, he gave special attention to

declamation and to theproper agreementbetween
He wrote no fewer than
words and music.
forty-two motets for chorus and orchestra for
the chapel at Versailles, which were published
most luxuriously at the King's expense. They
are contained in twenty books, and are usually
found bound in ten volumes.
[A copy in seven

LALLA ROOKH

LALO

volumes, containing in all twenty-one books,
forty-two motets, is preserved (apparently the
only copy known) in the Fitzwilliam Museum.
See the Catal. of Music in the Fitz. Mas., the
He did not contribute
Qmllen-Lexikon, etc.]
so much as is generally supposed to the ballet
of Les Elements,' by Destouches (Tuileries,
Academic de Musique, May 29,
Deo. 22, 1721
1725), his portion being confined to a few pieces
in the prologue.
He wrote music for the heroic
pastoral 'Melicerte' (1698), begun by Moliere
and altered by Guerin.
He composed various
works for the court theatres a cantata called
'La Concert d'Esculape,' 1683 the 'Ballet de
Ballet de Flore,
la Jeunesse (Versailles, 1686),
ou le Trianon,' 1689, 'Adonis' and 'Mirtil,'
1698, 'Ballet des Fees,' 1699,
L'Amour,
fiechi par la Constance' (Fontainebleau, 1697),
L'Hymenchampetre, 1700, Ballet de laPaix,'
1713, Les FoliesdeCardenio' (Tuileries, 1720),
Ballet de rinconnu,' Paris, 1720.
Fetis is of
opinion that Lalande worked at several operas
without allowing anything to be represented
under his own name, and gives as his authority
Titon du Tillet, to whom we owe the biographical
details of Lalande
but du Tillet does not
mention it in his article on Lalande in the
Parnasse Franr^ais.
[See The Age of Bach and
Handel {Oxford History of Music), pp. 290-98,

music from this work, under the title of a
Divertissement, was given with great success
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;

:

;

'

'

'

'

'

'

'

'

;

etc.]

A. J.

LALLA ROOKH.

Moore's poem has been
the basis of a number of musical compositions.
1. Spontini wrote introductory and incidental
music for a set of tableau.x - vivants in Berlin,
Jan. 27, 1821
and in the following year,
brought out
;

2.

A

libretto

regular opera, called

by Herklot in two

'

Nurmahal,'

acts, Berlin,

to a

May 27,

1822.

by Sarasate at the Concert National, Jan. 18,
1874 (and at the London Philharmonic Society
in the following May), and a Symphonie
Espagnole, for violin and orchestra, played by
the same artist at the Concert Populaire, Feb. 7,
1875.
It was produced in England at the
Crystal Palace, March 30, 1878.
After these
two great successes, which gave Lalo a lirst-class
position as a composer for the concert-room, he

produced an Allegro Symphonique, the overture to his opera,
Le Roi d'Ys,' a violoncello
concerto, played by Fischer, a scherzo for
'

orchestra (all performed in Paris), a Serenade
and a Fantaisie jSTorvegienne for violin and
orchestra, first given in Berlin.

His Rhapsodie
Norvegienne and his 'Concerto Russe,' played
by Marsick, were the last important works for
the concert -room WTitten before his grand
ballet, 'Namouna,' performed at the Opera,
March 6, 1882. This work has something of
a symphonic style, and is orchestrated in a
manner far superior to that of many more
popular ballets, but it was coldly received by
the public.
Namouna was only given fifteen
times, but when transferred to the concert-room
in the form of a grand Orchestral Suite in five
movements, it achieved the success it deserved.
An andantino, and two other movements from
'

'

'

'

arranged for violin and orchestra,
were also received with favour at the Concerts
Modernes, and a serenade, arranged for four
the same,

stringed instruments, was also successful. After
this reparation for his former failure, Lalo

again set to work and orchestrated the whole
of his Roi d'Ys,' of which the general plan had
been sketched some five or six years before, and
wrote a Symphony in G minor, performed at
the Concert Lamoureux, Feb. 13, 1887, which
was much praised by musicians. The opera
was produced at the Opera Comique, May 7,
1888, with well-deserved success.
It was not
heard in England till 1901, when it was
produced at Covent Garden on July 17. Thus
far we have only spoken of Lalo's orchestral
compositions.
An allegro for piano and violoncello, a sonata for the same, a serenade and
chanson villageoise for violin and piano, a
sonata in three movements for the same, a
trio in A minor for piano and strings (given at
Halle's recital, June 15, 1888), a string quartet
in Ei>, a 'Fantaisie Ballet' for violin and
orchestra, [a piano concerto in C minor, a
charming Aubade for ten instruments, wind
and string
Nerou,' pantomime (Hippodrome,
'

3.

An

4.

Opera

opera by C. E. Horn, Dublin, 1822.
in

by Lucas and

two

acta

('

Lalla

Carre, music

by

Roukh

'),

words

Felicien David,

produced at the Opera Comique, May 12, 1862.
5. An opera in two acts by Anton Rubinstein
Feramors '),
(name afterwards changed to
produced at Dresden, March 1863.
6. Cantata, by Frederic Clay, produced at
the Brighton Festival, 1877.
For operas, etc. on the subordinate poems of
Lalla Rookh,' see Paradise and the Peei,
'

'

Veiled Peophet.

LALO, Edouard Victor Antoine, born

at

27, 1823,1 studied the violin at the
Conservatoire of that town under an excellent

Lille, Jan.

When he
professor named Baumann.
came to Paris he played the viola in the
Armingaud Jacquard quartet, and began to
compose with activity. He competed at the
concours at the Theatre Lyrique in 1867 with
an opera, Fiesque, which took a third place,
and has since been printed and partly performed

German

-

'

at

Lalo
at the Concert Populaire, Dee. 8, 1872.
next composed a violin concerto in F, played

'

the Concert National,
1

Date

verified

by the

1873.

The

register o( birth.

ballet

'

'

'

;

Paris,

March

28,

1891):

'La

Jacquerie,'

an

opera in four acts (finished by A. Coquard, and
produced at Monte Carlo, March 8, 1895)], and
more than twenty songs, complete the list of
works by one who gained a reputation both in

LA MARA
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France, though his dramatic work
has received but tardy recognition.
His talent
"was of an extiemely individual kind, and was
formed, not by the discipline of the Conservatoire, nor by the influence of professors, but by
the direct study of such masters as Beethoven,
Schubert, and Schumann, for whom he had a
special predilection.
His chief characteristics

Moorish rhapsody for orchestra
and other
things, most of which were heard for the first
time at the
Societe nationale de musique.

Germany and

"were the expressive grace of certain ideas, the

piquancy of some of his themes, and, above all,
the richness and skill of his orchestration. Lalo
was one of the most distinguished of French
composers, and fully deserved the decoration of
the Legion d'Honneur conferred upon him in
July 1880.
He died in Paris, April 22, 1892.
A. J.

;

additions

by

G. F.

LA MARA.

See Lipsius.
LAMB, Benjamin, organist of Eton College
in the first quarter of the 18th century, and
also verger of St. George's Chapel, Windsor,
was the composer of some church music. An

Cantate service and four anthems
by him are in the Tudway collection (Harl.
MSS. 7341-12). He was also a composer of

evening

'

'

songs.

\v.

H. H.

LAMBERT, George

Jackson, son of George
Lambert, organist of Beverley Minster, was
born at Beverley on Nov. 16, 1794. Hestudied
under his father until he ^^vaa sixteen, then iu
London under Samuel Thomas Lyon, and finally
Li 1818 he
became a pupil of Dr. Crotch.
His composisucceeded his father at Beverley.
tions include overtures, instrumental chamber
organ fugues, pianoforte pieces, etc.
In 1874 ill-health and deafness compelled him
to relinquish his post and retire from active
music,

He

died Jan. 24, 1880.
The two Lamlierts successively held the office
of organist of Beverley Minster for the long
period of ninety -six years, the father for forty
and the son for fifty-six years, and but for the
latter's deafness would have held it for a century,
a circumstance probably unparalleled, w. H. H.
life.

LAMBERT,

Lucien,

French

and

pianist

composer, born in Paris in 1859, began his
musical studies with his father, and had a
career

successful

as

a pianoforte

virtuoso

in

On returning
America and on the continent.
worked with i\lassenet and Theodore
Dubois, and produced Promethee enehaine,' a
scene lyrique which gained the prize of the
to Paris he

'

Sire
Institut (Conservatoire, April 19, 1885)
Olaf,' incidental music for a play by A. Alexandre, given at Lille in 1887 and in Paris 1889
'

;

;

'
Broceliande,' a four act opera, Rouen, 1893,
the overture to which became widely popular
'LeSpahi, in four acts. Opera Comique, Oct. 18,
1897 'La Flamenca, 'in four acts, at the Theatre
two more
de la Gaite, Paris, Oct. 30, 1903
Penticosa and La sorcicre have not
operas,
yet been given. In the concert-room, Lambert is
represented by an andante et fantaisie tzigane,'
for piano and orchestra, 'Tanger le soir,' a
;

'

;

;

'

'

'
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'

He

has also

published

piano

songs,

pieces,
G. F.

etc.

LAMBETH, Henry Albert, born at Hardway, near Gosport, Jan. 16, 1822, studied for
some time under Thomas Adams, went to
Glasgow about 1853 as city organist, on the
recommendation of Henry Smart, and in 1859
was appointed conductor of the Glasgow Choral
Union.
This post he held till 1880.
In 1874
he formed a choir of from twenty to thirty
selected voices, and in the department of Scotch
music their concerts met with great success
under the name of the Glasgow Select Choir.
Lambeth

left

Lambeth

this society in 1878.

harmonised several of the best Scottish melodies
in a most effective manner.
He composed
several songs and pianoforte pieces, also settings
of Psalms 86 and 137, both of which were
performed by the Glasgow Choral Union.
He
was organist and choir-master successively at
St. Mary's Ep>iscopal Church, and at Park
Church.
He died at Glasgow, June 27, 1895.
He edited the Scottish Book of Praise with
\,'. H'=D. Baptie in 1876.
LAMENT. In Scottish and Irish folk music
are melodies named as Laments or Lamentations.
In Scottish music these were mainly
confined to the Highlands, and were generally
purely bagpipe tunes, consisting of an air, sometimes set vocally, with a number of more or less
'

'

'

'

in^egular variations or additional passages.

had

of the clans or important families

Each

its parti-

cular 'lament,' as well as its 'gathering,' and
the former w^as played on occasions of death
Many of the laments are of wild
or calamity.
McGregor a ruaro and
and pathetic beauty
Mackrimmon's lament are among those which
have become more widely familiar.
The latter. Sir Walter Scott says, is but too
well known from its being the strain which the
emigrants from the West Highlands and Isles
usually take leave of their native shore.'
The
burden of the original Gaelic -words is "we return
'

'

:

'

'

'

'

no more.' Of the same class is Lochaber no
more' ((?.t'.) which is a true 'Lament' to the
Highlander.
The melody in one of its earlier
forms is entitled Limerick's Lamentation or
Irish Lamentation,' and there seems to be but
little doubt that the song has been "WTitten to
an air then generally recognised as a Lamentation.
For examples of the Gaelic laments the
'

'

'

'

'

'

reader

is

referred to PatrickMcDonald'si?i(;Afa?!<i

Airs, 1783; Albyns Anthology, 1816-18;
and other collections of Highland airs.
Bunting supplies several current in Ireland,

Voad

and

iu the

Aria di CaDiera,

cir.

1727, are some

of the earliest in print, viz. 'Limerick's,' 'Irish,'
Scotch,' 'Lord Galloway's, 'and 'MacDonagh's'
'

Lamentations.

LAMENTATIONS

f. k.

(Lat.

Lamentatimies

2s

LAMENTATIONS

626

LAMENTATIONS

Hieremiae).
On the Thursday, Friday, and
Saturday, in Holy "Week the three First Lessons
appointed in the Roman Breviary for the Office
of JIattins (commonly called Tenebrac) are taken
from the Lamentations of Jeremiah and the
extraordinary beauty of the music to which they
are sung, in the Sistine Chapel, and other largo
Churches, con tributesnot a little to the impressive
character of the service.
[See Tenebkae.]
It is impossible to trace to its origin the Plainsong melody to which the Lamentations were
anciently adapted.
The most celebrated version
though not, perhaps, the purest is that
printed by Guidetti, in his 'Directorium Chori,'
in 1582.
The best modern editions are those
of Solesmes, e.g. the Officium ultimi tridui
inajoris hebdomadis
in which the Lessons are
given, at full length, in Gregorian notation,
although the music is really no more than a
simple chant in the Sixth Mode, repeated,
almost notatim, not only to each separate verse
of the Sacred Text, but even to the prefatory
'
Incipit Lamentatio Jeremiae Prophetae,' and
the names of the Hebrew letters mth which the
several paragraphs are introduced.
;

—

—

;

S—T^.

LAME

LAMEXTATIOXS
to lie mistaken for that of a single voice.
Until the year 1640, the First Lesson for each
day "was sung from Palestrina's printed volume.
In that year, the single unpublished Lesson for
Good Friday, composed in 1587, was restored
to its place, and the use of the published one
while a new comp)Osition, by
discontinued
Gregorio Allegri, was substituted for Palestrina's
The restoration of
Lesson for Holy Saturday.
the MS. work can only be regarded as an
AUegri's work will not liear
inestimable gain,
comparison with that which it displaced
though it is a composition of the highest order
of merit, abounding in beautiful combinations,
and written with a true appreciation of the
spirit of the text.
It opens as follows
it

;

;

;

Sabhalo Saiieto.

Lectio I.

6-27

parts, the chord of tlie augmented sixth.
No
doubt, his object in doing this was to intensify
the expression of the word
but, neither the
semitone, nor the chord, would have been
tolerated l;iy Palestrina.'
Again, in the Lesson
for Holy Saturday, he has used the diminished
fourth in disjunct motion, and broken many
other time-honoured rules.
Nevertheless, his.
:

extremely
— which
many
—was unhesitatingly accepted, and retained

work
good

is,

in

respects,

till the year 1731, when Pope Clement
XII. restored the Lamentations to their original
shortened form.
In this form they were
suft'ered to remain, till 1815, when the indefatigable Baini restored Palestrina's printed
Lamentation for the first day, retaining the
MS. of 1587 for the second, and AUegri's really
while
beautiful composition for the thti'd
the last-named composer's inferior work was

in use

;

—

an arrangement
to fall into disuse
which left little to be desired, and which has
not, we believe, been followed by any further
suffered

change.

J^P-I

^:i^r^±r^-

1

sigr^

Besides the printed volume already mentioned,
Palestrina composed two other entire sets of
Lamentations, which, though written in his

remained, for two
One of
unpublished.
them was prepared, as early as the year 1560,
for the use of the Lateran Basilica, where the
original MS. is still preserved.
The other
reaches us only through the medium of a JIS.
in the Altaemjis Otthoboni collection, now in
the Vatican library.
In the year 1842, Alfieri
printed the tliree sets, entire, in the fourth
volume of his HaccoUa di Mvsica San'a, together
with the single Lamentation for Good Friday,
he appended Biordi's additional
to which
however, pointing out the
verses, without,

and

best

centuries

re

-

mi

-

i-phe
Pro-phe

PS

-

t.-p.

etc

,

I

It will be seen that Allegri has here not
only adopted the tonality in which nearly all
the
Palestrina's Lamentations are written
Thirteenth Mode, transposed but has also
insensibly fallen very much into the great
Unhappily, the
master's method of treatment.
same praise cannot be awarded to another work,
which he produced in 1651, a few months only
before his death, and which, though it bears
but too plain traces of his failing discernment,
was accepted by the College, as a mark of
respect to the dying composer, and retained
in use until the Pontificate of Benedict XIII.
This Pontiff inaugurated a radical change, by
decreeing that the First Lessons should no
longer be sung in this shortened form, but,
To meet
with the entire text set to nuisic.
his desire, three Lamentations, by modern
writers,
were sutimitted for approval, but
unanimously rejected by the College, who
commissioned Giovanni Biordi to add to the
compositions of Palestrina and Allegri whatever
was necessary to complete the text. Biordi
was, perhaps, as well fitted as any man then
but it
living to undertake this difficult task
is to be regretted that he did not more carefully
abstain from the use of certain forbidden
At the word,
intervals, and unlicensed chords.
lacnjinis, in the Lesson for Good Friday, he
has made the first soprano move a chromatic
semitone, thereby producing, with the other

—

—

:

purest

and a

style,

half,

place where Palestrina's work ends, and Biordi's
begins.
The three single Lamentations, sung
in the Pontifical Chapel, are given, with Biordi's
now useless additions, in a volume of the same

and,
Exccrpta, published in 1840
without Biordi's verses, in Choron's Collection
editor's

;

dcs pieces de

Musique

now out

Both these

JReligieiise.

of print,

and

difficult to
obtain
but a fine reprint of the nine pieces
contained in the original Lcnnextationuni liber
priinus will be found in Proske's Musica Dixina,
vol. iv.
Mr. Capes, in his Selcctic»i from the
works of Palestrina (Novello), has given the

editions are
;

Lamentation in Coena Domini, and the
Sabb. Sancto, from the 1st book (1588),
aird has introduced between them the single
Lesson for Good Friday ( 1 5 8 7) already mentioned.
Though the Lamentations of Carpentrasso,

first

first in

1

he

Alfieri h.as published

two editions

of this

work

;

and, in both.,

h;is inserted Biordi's additional Yerses. without vouohsaflng any
iieyrind that afforded by internal evidence
to indicate that

—

sit'ii

the genuine work of Palestrina hinjself. We njention
this eireuiiistance, in order to show the danger of trusting iu
doubtful cases, to the authority of any modern edition whatever.
Alfieri'a volumes may, some day, lead to the belief that Palestrina
permitted the use of the chromatic semitone in hia Ecclesiastical

they ale

music

1

ie,t
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Palestrina, and Allegri, are the only ones that
have ever been actually used in the Pontifical
Chapel, many others have been produced by
composers of no small reputation.
As early as
the year 1506, Ottaviano dei Petrucci published,
at Venice, two volumes, containing settings by
Johannes Tinctoris, Ycaert, De Orto, Francesco
(d' Ana) da Veuezia, Johannes de Quadris,
Agricola, Bartoloraeo Tromboncino, and Gaspar
and Erasmus Lapicida. All these works were
given to the world before that of Carpentrasso,
which, mth many more of his compositions,
was first printed, at Avignon, by Johannes
Channay, in 1532.
But the richest collection
extant is that entitled Piissima-c ac sacratissim-ae
Ijaincntatioiies Jercmiae Projyhdae^ printed, in
Paris, by A. le Roy and Robert Ballard, in
1557, and containing, besides Carpentrasso's
ca2m d' opera, some extremely fine examples by
De la Rue, Fevin, Arcadelt, Festa, and Claudin
le Jeune.

Lamentations by English composers are
exceedingly rare
hence, quite an exceptional
interest is attached to a set of six, for five
voices,
by R. Whyte, discovered by Dean
Aldrich, and preserved, in MS., in the Library
of Christ Church, Oxford.
[See Whyte,
'

'

:

Robert.]

w.

LAMOND, Fkedeeick
Jan. 28, 1868, was at

David Lamond, and

first

in

s.

r.

A., born in Glasgow,

a pupil of his brother,

1880 obtained the post

of organist at Laurieston parish church.
He
studied the violin with H. C. Cooper, and in
1882 went to Frankfort to the Ratf Conservatorium, where Heermanu was his master for
the violin, Max Schwarz for the piano, and
TJrspruch for composition.
Here he laid the
foundation of his wide musical culture, and his
pianoforte studies were completed under Von
Billow and Liszt.
His first important appearance as a mature pianist took place at Berlin,
Nov. 17, 1885, when he made a great success,
and appeared at Vienna soon afterwards. His
first piano recital in Great Britain took place
in Glasgow, March 8, 1886, and soon afterwards
he gave a set of recitals at Princes Hall, London.
For the fourth of these, on April 15, St. James's
Hall was taken, and Liszt's presence set the

The
on the young player's reputation.
showed the depth of Lamoml's interpretations of Beethoven, a master in whom he
During the next fewtakes especial delight.
years he played much in Germany, but appeared
On April 5, 1890, he
occasionally in London.
played Saint- Saens's C minor concerto at the
seal

recitals

Crystal Palace,

was given

(it

when

was

his

first

own symphony

in

A

played at the Glasgow

His first apChoral Union, Dec. 23, 1889).
pearance at the Philharmonic Society took place
on May 14, 1891, when he ])layed Brahms's
The same
second concerto with great skill.
society performed his overture, 'Aus dem SchotIn
tischeu Hochlande,' on March 7, 1895.

1896 Lamond played in Russia, and in 1897
series of recitals in London, at one of
which a couple of piano pieces of his own were
played.
Since that time he has made occasional
appearances in England, winning always the
esteem of musicians, even though the rarity of
his appearances prevents liis taking the high
place he deserves among the best contemporary
gave a

Among his other compositions may
be mentioned a trio for piano and strings, and
a sonata, op. 2, for piano and violoncello.
M.
{Brit. Mus. Biog.)
pianists.

LAMOUREUX,

Charles, born

at Bordeaux,

Sept. 21, 1834, began his violin studies under
Beaudoin, and was then sent to the Paris Conservatoire,

where he was in Girard's

He

class.

obtained in 1852 a second accessit for the violin,
the second pri^e in the following year, and the
first in 1854.
He also studied harmony under
Tolbecque, and attended the counterpoint course
of Leborne at the Conservatoire, where he
finished his theoretical studies under the famous
organist Alexis Chauvet.
He was solo violinist
in the Gymnase orchestra (1850), and afterwards
joined that of the Opera, where he played for
many years. He was admitted a member of
the Societe des Concerts du Conservatoire, and,
like all the members of these orchestras, gave
private lessons.
But these insignificant posts
were not sufficient for the activity of Lamoureux,
who dreamt of great undertakings in the musical
art of France.
Together with Colonne, Adam,
and A. Pilet, he founded in 1860 a society for
chamber music of a severe character, in which
he showed a taste for new w-orks by producing
compositions hitherto unnoticed.
He had also
the honour of first performing in France Brahms's
sextets.
He was not content with this, for
having travelled in Germany and England, he
was anxious to organise performances on a large
scale, such as he had heard under Hiller and
Costa, of the masterpieces of Handel, Bach,
and Mendelssohn.
After several preliminary
trials at the Salle Pleyel, where he performed
among other things the Streit zwischen Phijbus
und Pan of Bach, he succeeded by his own
energy and resources in founding tlie Societe
de I'Harmonie sacree on the model of the
Sacred Harmonic Society of London.
The first
festival was given at the Cirque des Champs
Elysees, Dec. 19, 1873.
The success of an
admirable performance of the
Messiah was
such that amateurs came in crowds to the
following performances.
Lamoureux then produced Bach's Matthew Passion, JIarch 31, 1874,
and 'Judas Maccabpeus,' Nov. 19, 1874. Not
content with confining himself to well-kno^vn
masterpieces, he produced Massenet's 'Eve,'
then unpublished, March 18, 1875.
These
great performances showed that Lamoureux was
a conductor of great merit, who succeeded in
obtaining from his orchestra a matchless precision of attack and regard to expression.
When
'

'

'

'

'

'

LAMOUKEUX

LAMPEETI

became director of the Opera Comicjue
1S76, he ottered Lamoureux tlie post of
conductor, but in less than a year tlie latter
resigned, owing to some difficulties arising out
Bathyle
in
of the rehearsal of Chauinet's
May 1S77. In December of the same year
Lamoureux ^vas appiointed conductor of the
Opera by Vaucorbeil, and gare up the sub-conductorshipi of the Concerts du Conservatoire,
In 1S7S he
which he had held since 1872.
was decorated with the Legion d'Honneur, and
in the following year he resigned his post at
the Opera on account of a dispute with Vaucorbeil
as to the tempo of one of the moTements in
'Don Juan.' From that time he determined
Carvallio
in

'

"

to be self-dependent,

and

after

having carefully

prepared the undertaking, he founded on Oct.
23, 1881, the Kouveaux Concerts, called the
Concerts Lamoureux, which were held for some
years in the theatre of the Chateau d'Eaii, and
afterwards at the Eden Theatre (1885) and the
Cirque des Champs Elysees (1887), where their
In the
success is constantly on the increase.

year of their foundation, he appeared as a
conductor in London, giving two concerts in
St. James's Hall, on March 15 and 22, 1881.
Not only did Lamoureux develop as a conductor a precision and tirmness, a care for the
perfection of the smallest details, mthout exhe
cluding passion and warmth of expression
also gave a welcome to the works of French
composers of the new school, such as Reyer,
Lalo, d'Indy, and Chahrier, and succeeded in
placing himself at the head of the Wagnerian
movement in France. He gave excellent renderings of selections from ^Vagner's operas to a
public that had been too long deprived of these
tine compositions.
The first Act of Lohengrin,'
;

'

Acts I. and II. of 'Tristan,' and Act I. of Die
Walkiire
were given in their entirety, and
excerpts from the other works have been heard.
Encouraged by the warmth of the applause and
the moral support of his audience. Lamoureux
decided to give a performance in a Paris theatre
'

of

*

Lohengrin,' a work

by reason

unknown

in France, less

of patriotic susceptibilities

than of

After a whole year of
pireparation a pierfect performance was given at
the Eden Theatre (May 3, 1887), which was
It is true that it took place at
not repeated.
a time of unfortunate political relations but if
Lamoureux had to give in, it was because he
received no support from the ministry with
which he believed himself to be in perfect
agreement. Those who protested against 'Wagner
The
used the word patriotism as a pretext.
violent manifestations were, however, directed

commercial intrigues.

;

by unseen agents, and governed by far meaner
motives, among which the love of money was
[He lived to see the ultimate triumph
supreme.
In April and Nov. 1896,
of 'Wagner in Paris.
in March and Nov. 1897, and in the spring of
1898, he gave concerts with his orchestra in the
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Queen's Hall, London and in May 1899 he and
band were chief attraction of a London
Musical Festival
He
in the Queen's Hall.
died in Paris, L>ec. 21, 1899, being succeeded as conductor by his son-in-law, Camille
;

his

'

'

Chevillard.]

A. J.

LAMPE, John Feedefjck,

native

a

of

Saxony, horn 1703, came to England about
1725, and was engaged as a bassoon player at
the Opera.
In 1732 he composed the music
for Carey's
In
Amelia, produced March 13.
1737 he p^nblished A Plain and Compendious
'

'

Method of teaching Thorough Bass, etc., and
also furnished the music for Carey's burlesque
opera 'The Dragon of Wantley,' which met
with remarkable success.
It is an admirable
example of the true burlesque, and is said to
have been an especial favourite of Handel's.
In 1738 he composed music for the sequel,
Margery
or,
A AVorse Plague than the
Dragon.'' In 1740 he published The Art of
Mu:<ie\\ and in 1741 compiosed music for the
masque of 'The Sham Conjuror.' In 1745 he
compiosed Pyranius and Thisbe, a mock opiera,
the words taken from Shakspeare.
[A composition to celebrate the repression of the
Stuart rebellion of 1745 was performed in the
Chapel Koyal, Saxony, Oct. 9, 1746, and
published,]
Lamjie was the composer of many
single songs, several of which appeared in
-

'

;

'

'

Wit musically embellish'd, a
new English Ballads
The Ladies' Amusement' and Lyra Britannica.'
Many songs by him were included in
collections,

as

'

Collection of Forty-two

'

;

'

'

Musical Mask,' 'The Musical
Lamjie married Isabella,
daughter of Charles Young, and sister of Mrs.
Arne she was a favoin-ite singer, both on the
stage and in the concert-room.
In 1748 he
went to Dublin, and in 1750 to Edinburgh,
where he died, July 25, 1751, leading behind
him the reputation of an accomjilished musician
and excellent man.
He was buried on the 28th
in the Canongate Churchj-ard.
Charles Wesley,
whose hymns he set to music in Hymns on the
Great Festivals, etc. (1746), often mentions him
with great att'ection, and wrote a hymn on his
death
''Tis done! the Sovereign Will's obeyed!*
Chaeles John Feedbeick, his son, succeeded
his grandfather. Charles Young, as organist of
AUhallows, Barking, in 1758, and held the
appointment until 1769.
A catch by him is
in a Second Collection of Catches (Welcker,

'The

"N'ocal

Miscellany,'

etc.

;

—

'

'

w.

1766).

H. H.

LAMPEKTI, Feancesco,

teacher of singing.
11, 1813.
His father

Born at Savona, March
was an advocate, and his mother a prima-donna
As a child he showed
of considerable repute.
great talent for music, and was placed under
Pietro Eizzi of Lodi,
In 1S20 he entered the
Conservatorio at Milan, and there studied the
pianoforte and harmon}' imder Sommaruga
d' Ajipiiano and Pietro Kay.
Devoting himself

LAMPUGXANI

LANDI

afterwards to the teaching of singing, he became
associated with ]\'Iasini in the direction of the
Teatro Filodrammatico at Lodi. Selecting many
of the members of his company from the natives
of the surrounding country, he educated and
brought out at his theatre many famous singers,
such as La Tiberini, whose reputation otherwise
would never have extended beyond their native

1755 his 'Siroe.
Burney, in the fourth volume
of his History, refers to these successive operas,
and to various pasticcios towhichhe contributed,
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Tillage.

'

which imply that his nmsic was considered of very light, flimsy quality.
He was a
clever craftsman in the concoction of the pasticin terms

were in fashion at the time, and his
In many
was unusually expressive.
of his pasticcios Hasse collaborated
and after
his return to Italy, where he lived at Milan and
held the post of maestro al cembalo in the
theatre from 1779 until 1789, he seems to have
written two more operas, Semiramide, given
at Milan in 1762 (the score printed by Walsh),
and L'Amore contadino,' given at Lodi in 1766
(score in the Fitzwilliam Museum, Cambridge).
His name is not found after 1789.
(Quellencios that

recitative

;

Attracted by their success pupils flocked to
lim from Bergamo, Milan, and other parts of
Europe, and he there trained many of the most
distinguished operatic vocalists amongst whom
may be named Jeanne Sophie Lowe, Cruvelli,
Grua, Brambilla, Hayes, Artot, Tiberini, La
Grange, and others equally distinguished.
Appointed in 1850 by the Austrian government
professor of singing to the Conservatorio at
Milan, he brought out amongst others Angelica
Moro, Paganini, Galli, Eisarelli, Angeleri,
Peralta and as private pupils, Albani, Sembrich,
Stoltz,
Waldmann, Aldighieri, Campanini,
Vialletti, Derevis, Mariani, Palermi, Everardi,
and Shakespeare.
After twenty -five years'
service he retired from the Conservatorio upon
a pension in 1875, and henceforward devoted
himself entii'ely to private pupils.
;

;

A

friend of Rubini

and Pasta, and associated
Lamperti

"with the great singers of the past,

followed the

method

of the old Italian school

of singing, instituted by Farinelli and taught
hy Crescentini, Velluti, Marchesi, and Romani.
Basing his teaching upon the study of resjjiration, the taking and retention of the breath
by means of the abdominal muscles alone, and
the just emission of the voice, he thoroughly
grounded his pupils in the production of pure
tone.
His memory and his intuition were alike
remarkable, and enabled him to adapt to each
of his pupils such readings of the music and
cadenzas as are warranted by the traditions of
the greatest singers and are best adapted to
their powers.
Mme. Albani, wTiting in 1875
To
of his published treatise on singing, says
say that I appreciate the work, it is sufficient
for me to state that I am a pupil of the Maestro
Lamperti, and that I owe to him and to his
'

:

method the

true art of singing, so little

known

in these days.'

He was Comraendatore and

Cavaliere of the

Crown of Italy, and a member of
He wrote
Biany academies and foreign orders.
order of the

several series of vocal studies and a treatise on
the art of singing (Ricordi & Co.), which

has been translated into English by one
his

pupils.

He

died

at

May

Como,

1892.

c.

J.

LAMPUGNANI, Giovanni

of
1,

G.

Battista, born

at Milan about 1706, came to London in the
autumn of 1743 as conductor and composer to the
ojiera in the place uf Galuppi.
In ^ov. of that

year his
liis

'

'

Roxana was
'

given, on Jan.

Alfonso,' on April 28 his

'

1744
and in

3,

Alceste,'

'

'

'

Lexikon, etc.)

M.

LANCERS' QUADRILLE, THE,

square

a

dance, for eight or sixteen couples.
It may
possibly have been the invention of a Dublin

dancing -master named Duval, and have been
danced at Dublin in 1817-18 but Joseph Hart
claimed to have invented it in 1819, according to
the title-page of his original edition, published in
1820.
'Les Lanciers, a second set of Quadrilles
for the Piano Forte, with entirely new figures,
as danced by the Nobility and Gentry at 'Tenby
;

in the

summer

of 1819.

respectfully dedicated to

Beechy by Joseph Hart.

&

"Whitaker

75

Co.,

Composed and most
Lady and the Misses

London,

for the Author,

Paul's

Churchyard.'

St.

—

The dance consisted of five figures La Rose,
La Lodoiska, La Dorset, Les Lanciers, and
L'Etoile, danced to Airs by Spagnoletti, by
Kreutzer, from the Beggar's Opera ( If the heart
man '), by Janiewicz, and by Storace ( Pretty
'

'

of a

'

'

Maiden, 'from the 'HauntedTower')respectively.
In Duval's version the names of the figures and
music are substantially the same, though in the
figures themselves there is considerable ditierence.

Hart's figures, with a slight dilference or two,
are still danced, L'Etoile being now called Les
A''isite3, and Les Lanciers danced last.
iv. b. s.
LANDI, Camilla, born 1866 at Geneva, of
Milanese parents, both of them singers, from
whom she received her instruction in singing.
She was taught the ptianoforte by Buonamici of
Florence.
On Dec. 8, 1884, she made her debut
at a concert given by Servais at the Sala di
Filarmonica, Florence, and she made a very favourable impression in songs of Tosti and Marchetti.
From 1886 to 1892 she lived in Paris, and made
a great success at the Lamoureux Concerts, aud
at Rouen, Bordeaux, etc.
On Oct. 1, 1888, she
played for one night at the Opera, Paris, as
Amneris in Aida
and on June 5, 1890, at the
Odeon as Ursula on the production in Paris of
Berlioz's
Beatrice et Benedict by the Societe
des Grandes Auditions.
On that and subsequent evenings the success of the performance was her singing with Mile. Levasseur
(Hero) of the well-known Duo Nocturne, Vous
'

'

;

'

'

'

LANG

LANDOLFI
Madame.' On Nov. 10, 1892, she made
her debut in this couutiT, nuder Halle at Man-

soupirez,
chester,

and became an immediate favourite there
him in that city

at subsequent concerts under

and elsewhere.

On

Feb. 22, 1893, under Halle,

made her debut at an orcliestral concert at
St. James's Hall, when she sang La Captive
of Berlioz. On March 25, at the Crystal Palace,
she

'

'

she confirmed the favourable impression she had
later in the autumn she sang at tlie
Bristol Festival. For tlie next few years she lived
in London, where her mother liad established
lierself as a teacher, and became a great favourite
at the above concerts, t!ie Pliilliarmonic, Ballad
Concerts, and elsewhere,
hi 1897aud 1S98, announced as from London, Mile. Lanili sang in
Germany and Austria-Hungary, with the greatest
success, her singing of Hamiel's Ombra mai fu
Serse
being particularly appreciated.
from

made, and

'

'

'

'

Her German engagements were

jirincipally at

mother having settled for tlie time
had inade her German
debut.
In 1899 she sang in Holland, Belgium,
again in Germany
Russia, and Poland, and in 1 9
etc. In 190-t andl905slie reappeared in London,
giring vocal recitals at the Bechstein Hall and
elsewhere.
Tlie voice of jMlle. Landi is of large
compass, from tlie low d to a" its quality is of
infinite charm.
She is the possessor of that
personal magnetism which is of paramount importance for tlie modern lieder.
She has a very
large repiertory of old Italian airs, and songs
of Bach, Handel, Gluck, Schubert, Schumann,
Brahms, Franz, Tchaikovsky, Berlioz, as well as
more modern writers. She often accompanies
herself at concerts, being an excellent pianist.
She is a proficient linguist, and sings in French,
and German, besides her native Italian, with the
greatest ease.
At the present time. Mile. Landi
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LANDSBEPiG, Ludwig,

a

German musician,

native of Breslau, wdio went to Rome and remained tliere for twenty-four years, teaching
tlie piano and amassing a wonderful collection
of music, botli printed and MS.
On his death,
at Rome, May 6, 1858, his library was taken,
part to Berlin and part to Breslau, and a catalogue of the ancient portion was printed (Berlin,

—

whether
1859, imprime chez Ernest Kuhn)
the whole or a part, does not appear.
It contains compositions by more than 150 musicians
of the old Italian and Flemish schools, down
to Casali.
M. Fetis, however, who had received
a MS. catalogue of the collection from Landsberg
during iiis life, insists upon tlie fact that many
of the most important works have disappeared.
Tlie catalogue itself does not ai)pear to be any
longer in tlie Fetis Library, whicli is now at
Brussels.

G.

LANG, Bexjamin Johnson, an American
conductor, organist and teacher, was

Berlin, her

pianist,

at Leipzig, where she

born Dec. 28, 1837, in Salem, Mass.
His father
was a well-known teacher of the piianoforte in
tliat cit}', and he began his studies under him,
continuing them under Francis G. Hill of Boston.
B}' the time he was fifteen years old he held a
ptost as organist of a Boston church.
In 1855
he went to Europe to study composition in
Berlin and elsewhere in German}', and pianoforte
with Alfred Jaell he also had some intercourse
with Liszt.
On his return to Boston he made
his first ])ublic appearance as a p)ianist in 1858.
About this time he came under the influence of
Gustav Salter who was then p)laying in the
United States.
A sudden illness of his father's
compelled Mr. Lang to take over the former's
pup)ils in 1852, and he has continued to give
instruction with uninterrupted activity ever
since.
He has also been almost constantly in
service as an organist during the same period,
occupying posts successively in a number of the
most prominent of Boston churches.
He was
appointed organist of the Handel and Haydn
Society in 1859, and continued to serve in that
capacity till 1895.
His first appearance as a
conductor was made in Boston in May 1862,
when he gave the first performance in that city
of JMendelssohn's Walpurgisnacht.'
The next
year he shared with Carl Zerrahn the direction
of the music at the jubilee concert in honour of
President Lincoln's Emancipation Proclamation,
and from that time forth he figured more and
more extensively in Boston as a leader. He
was appointed conductor of the Apollo Club, a
men's singing society, at its formation in 1871,
and remained as such until 1901.
He has also
been the conductor of the CcecHia, a mixed
chorus, since its establishment in 1874, and was
conductor of the Handel and Haydn Society
for two seasons, 1895-97.
He has given several
complete performances of Parsifal in concert

;

lives in her native town, Geneva.

A. c.

LAiS'DOLFI, Carlo Feedinaxdo (LamDULPHUs), a reputable violin-maker of Milan,
where he lived in the Street of St. IMargaret,
1750-60.
He lived in an age when it had
become expedient to copy rather than to invent.

He

occasionally copied Joseph

Guarnerius so

cleverly as to deceive experienced judges

;

and

manj' of liis works consequently cut a figure in
the world even above their higli intrinsic merits.
Landolfi's patterns, in the midst of much excelexhibit that occasional faltering which
and his varnisli
too surely betrays the copyist
is less solid, and possesses more of tlie quality
lence,

;

known

as 'sugariness,' than tlie makers of the
golden age. Often it is thin and hard, especially
when yellow in colour. Man)' red instruments,
however, exist, which are covered with a highly
transparent varnish and these are the favourites.
;

The

Landolfi violoncellos are especially striking
in quality and appearance, and are in greater
Good specimens
demand than the violins.
common and underrealise from £30 to £.''>0
E. .j. p.
sized ones may be bought cheaper.
;

;

*

'

'

form.

In the early sixties Mr. Lang became more

LANG

632

LANGE

and more prominent

as a concert pianist in
Boston, playing freqnently at tlie concerts of
the Harvard Musical Association, at chamber
concerts of his own, and with the Mendelssohn
Quintette Clul]. As pianist as well as conductor
he has been noted for his energy in bringing
new works into notice in fact, in all the departments of musical activity his indefatigable
industry and aggressive personality have made
him one of the most potent forces working for
progress in Boston
outside of the New England
capital and its immediate environs, however,
his influence has been little felt.
His labours
as a composer have been less important than as
an interpreter ; yet he has written an oratorio,
David, symphonies, overtures, chamber music,
pieces for the pianoforte, church music and
many songs, most of wliich compositions remain
in manuscript.
In 1903 Yale University conferred on him the degree of Master of Arts.
(See Boston Musical Societies.)
His daughter, M.^egaret Euthven, was
born in Boston, Nov. 27, 1867.
She began
the study of the pianoforte under one of her
father's pupils, and later continued it under
his ovTD. direction.
She also began the study
of the violin with Louis Schmidt in Boston,
and continued it under Drechsler and Abel in
Munich in 1886-87. While in Munich she
studied composition with Victor Gluth.
Returning to America she went to George W.
Chadwick for composition and orchestration.
Among her works in the larger forms are a
;

;

'

'

'Dramatic Overture,' op. 12, performed by
the Boston Symphony Orchestra in 1893
an
overture, Witichis, op. 10, performedin Chicago
by Theodore Thomas in the same year. These,
;

'

'

and a third overture, 'Totila,' op. 23, are still
in MS.
She has also written Sappho's Prayer
to Aphrodite,' an aria for contralto with or'

performed in New York in 1896
for soprano solo and orchestra, performed at a Boston Symphony concert in 1896
'Phoebus,' aria for baritone; a cantata for
chestra,
*

Armida

;

'

;

solos, chorus,

and orchestra

;

a string quartet

;

several works for violin and pianoforte, and a
number of songs and pianoforte pieces which

have been

LANG.

R. a.

pjublished.

A

for the sake

of

Josephine Lang (the second of that name),
bom at Munich, March 14, 1815, a young lady
of very remarkable musical gifts and personality,
attracted the notice of Mendelssohn when
he passed through Munich in 1830 and 1831.
There is an enthusiastic account of die kleine

who

'

Lang'
to

in his letter of Oct. 6,

Barmann (July

7

1831

;

in WTiting

and Sept. 27, 1834), he

inquires for her, and in a letter, seven years
(Dec. 15, 1841), to Professor G. E.
Kostlin of Tiibingen, to whom she was married

later

in 1842, he shows

how

and appointed chamber singer at the Bavarian
Court.
When Napoleon I. was at Munich in
1806 she sang before him in Winter's 'Interrupted Sacrifice' and ilozart's 'Don Giovanni,'
and so pleased him that he is said to have urged
her to come to Paris (Mendel).
She, however,
remained in Munich, and married Theobald
Lang, a violinist in the Court band.
In 1812
or 1813 she was at A'ienna, and Beethoven
wrote in her album a song An die Geliebte, to
'

'

words,
dass ich dir vom stillcn Auge,'
which was published about 1840 in a collection
called 'Das singende Deutschland.
It is his
second version of the song the former one
being dated by himself December 1811, and
having been published in 1814.
See Nottebohm's Thematif. Catalogue, p. 183.
G.
Stoll's

'

'

—

LANGDON, Richard, Mus.B. grandson of
Rev. Tobias Langdon, piriest - "vdcar of Exeter
Cathedral, graduated as Mus. Bac. at Oxford in
1761.
In 1753 he received the appointments
of organist and sub-chanter of Exeter Cathedral,
but resigned them in 1777, when he became
organist of Ely Cathedral.
This post he held
only for a few months, being appointed to
Bristol Cathedral in 1778.
He quitted Bristol
in 1782 to become organist of Armagh Cathedral, a post he resigned in 1794.
In 1774 he
published
Divine Harmony, a Collection, in
score, of Psalms and Anthems.'
His published
compositions include 'Twelve Glees,' 1770, two
hooks of songs, and some canzonets.
Two
glees and a catch by him are contained in
M'aiTen's Vocal Harmony.
He died at Exeter,
Sept. 8, 1803.
Langdon ia F is still a
favourite double chant.
w. H. H.
,

'

'

of

from
Munich, and mentioned here

originally

L.ANG, a singer whose name was originally
Hitzelberg, born at "Wurzburg, 1786, educated
at Munich by Winter, Cannabich, and Vogel,

'

German musicians
Mannheim, hut settling at

family

impressed itself on his suscejitible heart.
She
published several books of songs (up to op. 38),
which from the reviews in the Allg. mus.
Zcitung, appear to be full of imagination, and
well worthy of the warm praise bestowed on
them by Mendelssohn in the letters just
mentioned.
Hiller tells the story of her life at
length in his Tonlebcn (ii. 116), and selects her
songs, opp. 12 and 14, as the best. She died at
Tubingen, Dec. 2, 1880.
Connected with the
same family at an earlier date was Regina

deeply her image had

LANGE, or LANGIUS, Hieronymxjs
Gregok, born at Havelberg in the Mark
Brandenburg about the middle of the 16 th
century, obtained in 1574 the post of schoolcantor at Frankfort on the Oder, but becoming
paralysed in his hands and feet he removed to

Breslau in 1583, where he was received into
a charitable

institution,

and

in

spite

of

his

continued to devote himself to
musical composition till his death in 1587.
He was highly esteemed as a musician in
his o^^Ti time and for some time afterwards.
Lange and Lechner were thought to be no
infirmity

LAXGHANS

LANGE
unworthy compeers

Various friends,
and helped liim
in the publication of his "works, which, however,
There are two Books of
are not numerous.
Cantiones Sacrae,' published 15S0 and 15S4
respectively, containing thirty-five Latin motets
of Lassus.

citizens of Breslau, cncouraj,'ed

'

and ten voices

for four, five, six, eight,

;

and two

books of Deutsche Lieder, 15S4, 1586, containing forty German secular songs for three voices.
Besides these, there are only a few occasional
compositions published separate!}', chiefly Epdthalamia
or wedding -songs in the form of
motets, the composition of which was no doubt
a source of income to Lutheran Cantors of
The Deutsche Lieder for three
former days.
voices were frequently reprinted, and in 1615
'

'

Demantius rearranged them for five
Although highly thought of in their

Christoj>h
voices.

songs are less
attractive than those of Regnard, being someThe
what stiff and wanting in melody.
time,

Eitner

saj^s,

these

rearrangement by Demantius is of greater
merit.
But Lange's Latin motets stand upon
a higher level.
In 1899 Reinhold Starke edited
for the GcsclIschaftfurMusikforschunga. selection

of twenty-four of these motets {Puhlil-ation,
Jahrgang 29), among which are several very

Vae misero mihi,' with
vos omnes qui transitis,' is
second part,
very remarkable, on account of its unusual
chromatic modulations.
A motet, Media
vita,' composed on the occasion of the death of
the General Superintendent, Musculus, one of
Lange's chief Frankfort patrons, the editor
considers as being quite in the mood of Sebastian
These motets must have enjoyed conBach.
interesting numbers.

its

'

'

'

siderable

favour,

as

some of them were

also

Besides the published
works Starke enumerates a considerable number
transcribed for the lute.

of works which have remained in MS. among
which are two masses and thirty other Latin
motets, and twenty German songs for four and
See his Monograph
five voices, partly sacred.
on Lange contributed to the Mmiatsheftc fiir
,

Musil-ijrschkhtr, 1899, pp. 101-123.

M.
family of
.T.

E.

LANGE, DE, an eminent Dutch
the father, Samuel,
musicians and organists
born June 9, 1811, died May 15, 1884, at
Rotterdam, was organist of the church of St.
;

Lawrence there, and an eminent teacher, as well
He was
as a composer of pieces for the organ.
the teacher of his elder son, S.iMUEL, who was
born at Rotterdam, Feb. 22, 1840, and studied
with Verhulst, eventually going to Vienna for
further instruction from A. Winterberger. After
travelling as a virtuoso in Galicia in 1858-59,

he settled at Lemberg for four years, and in 1863
was appointed organist at Rotterdam, and given
a teaching appointment in the music school of the
Maatschappij tot bevordering van Toonknnst,
making occasional concert-tours in Switzerland,
Germany, France, etc. From 1874 to 1876 he
taught at the music school at Basle, and in 1877

was called
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Cologne to teach in the Conservadirected the Kolner
Mannergesangverein and the choir of the Giirzenich concerts.
In 1885 he went to the Hague
as rector of the Oratorio society, and remained
there until 1893, when he went to Stuttgart as
substitute for Immanuel Faisst, on whose death
in 1894 he became professor of the organ and
Various
counterpoint in the Conservatorium.
choral societies took advantage of his residence
in Stuttgart, and engaged him as conductor.
In
1900 he was appointed director of the Conservatorium.
His compositions include eight organ
sonatas, a piiano concerto, three quartets, a
torium.

trio,

to

"While tliere he

a cpiintet, four sonatas for violin and two

for violoncello, aconcertstiick for violoncello,

many

and

part-songs for male voices, besides threo

symphonies, and an oratorio, 'Moses,' performed
while he was at the Hague.
His brother, D.iNiEL, born July 11, 1841, at
Rotterdam, was a pupil of Ganz and Servais for
the violoncello, and of Verhulst for composition.
He taught at the music school at Lemberg in
1860-63, and then went to Paris to perfect his
While there he
pianoforte and organ-playing.
was organist of the Protestant church at Montrouge, and remained there until the outbreak
of the war, when he went back to Holland,
taking upj his abode at Amsterdam, as teacher
in the music school, which afterwards became the
Conservatorium.
He was made secretary of the
Maatschappij tot bevordering van Toonkunst.
He conducted several choral societies wdth great
distinction, and formed a party of eminent solosingers with which he performed old Netherlandish music. They gave concerts in the Albert
Hall, London, during the Music and Inventions
Exhibition of 1885, and created a great sensation by the exquisite finish of their performances.

De Lange became

director of the

Amsterdam

His works include
Conservatorium in 1895.
two symphonies, cantatas, an opera, 'De val van
Enilenbnrg' an overture 'Willem van Holland'
music to Hernani
a mass, a requiem a setting
ofPs. xxii., for solos, choir, and piano a violon(Riemann's Zca';'A'07i.) M.
cello concerto, etc.
;

'

'

;

;

;

LANGHANS, Feiedrich Wilhelm, author,
composer, and violinist, was born at Hamburg on
His early general education was
Sept. 21, 1832.
received at the Johanneum in Berlin, and in
1849 he entered the Leipzig Conservatorium,
where his violin-teacher was David and his com-

On leaving Leipzig
position-master Richter.
Langhans went to Paris to study the violin
further under Alard. For five seasons, 1852-56,
he played first violiuin the Gewandhaus orchestra
in Leipzig; from 1857tol860wasconcertmeister
and then settled temporarily, as
at Diisseldorf
;

teacher and violinist, in Hamburg, Paris, and
Heidelberg. From 1874 to 1881 he was professor
of the history of music at Kullak's Neue AkademiederToukunst, when he joined Scharwenka's

newly founded Conservatorium, and ultimately

2s

LANGSAM

LANIEKE

acted as its director.
In 1871 the University
of Heidelberg conferred the degree of Doctor

Holy Trinity, Minories, the daughter of Mark
Antony Galliardello, another com-t musician.
He had property at East Greenwich, and the
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upon Langhans, who was an honorary member
of the Liceo Filarmonico of Florence and of the
St. Cecilia at Rome. He visited England in 1881,
and suljsequently, after hearing some open-air
music in Glasgow, the Worcester Festival and
Patience in London, -wrote articles on music in
England for the Musilcalisches Centralhlatt. He
died in Berlin, June 9, 1892.
Langhans's compositions, which include a string quartet that
gained a prize offered by a Florentine gentleman
in 1864, a violin sonata, and a symphony, are
quite unimportant
but his literary work has
been more prized. It includes Das musikalische
Urtheil (1872)
Die Masikgeschichte in 12
'

'

;

;

a Geschichte der Musik
des 17 IS. und 19. JahrhuTiderts in continuation of Ambroa, and a history of the Berlin
Vortriigen

(1878)

;

.

Hochschule.
In 1858 he married the pianist
Luise Japha, a pupil of Robert and Clara

Schumann.

ii.

LANGSAM,

i.e.

slow, the

h. l.

German equivalent

Langsam und sehnsuchtsvoU is
Beethoven's direction to the third movement of
the piano Sonata, op. 101, equivalent to Adagio
con vioUo di scntiTnento.
See also the opening
song of the Liederkreis, op. 98.
Schumann
employs it habitually see the first movement
of his Symphony in E!>.
G.
LANGSHAW, John, was employed about
1761, under the direction of John Christopher
Smith, in setting music upon the barrels of an
organ, of much larger size than had been theretofore used for barrels, then being constructed for
the Earl of Bute, which he did in so masterly
a manner that the effect was eriual to that produced by the most finished player.' In 1772
he became organist of the parish churcli of
Lancaster, and died in 1798.
His son, John, was born in London in 1763,
in 1779 became a pupil of Charles Wesley, and
in 1798 succeeded his father as organist at
Lancaster.
He composed many hymns, chants,
organ voluntaries, pianoforte concertos, songs
and duets, and made numerous arrangements
w. h. h.
for the pianoforte.
for Adagio,

'

'

;

'

LANIEEE (Lanier, Laneie, Lanyer,
Laneek, Laxneaee, Laneaee), the name of a
family of musicians at the English court in the
For details of the less eminent
1 7th century.
members, their relationship to each other, and
dates of their appointments, etc. the reader must
be referred to Willibald Nagel's Annalen der
JBnglischen Rofmiisik, and Geschichte der Musik
The head of the family, or rather
in Encjlaiul.
of the English branch of the family, was John
Lanier, described as a native of Rouen, who
had property in Crutched Friars, and died in
1572 {Diet, of Nat. Biog.). A player of the
sackbut, named John Lanyer, from 1565 to
1605, was no doubt identical with the John
Launyer who, on Oct. 12, 1585, married, at

Greenwich mention several of the
This John Lanier was the father of
Nicholas, the most distinguished of the family,
who must not be confused with two other bearers
of the same name.
One of these two owned
property at East Greenwich, and seems to have
been another son of John of Rouen he was
musician to Queen Elizabeth in 1581, and died
in 1612, leaving six sons and four daughters.
The sons were all court musicians, and one
of them Jerome, had two sons, Jeremy and
AnWilliam, who were musicians in 1634-35.
other Nicholas Lanier published some etchings
from drawings by Parmigiano, and in 1638 a
set after Giulio Romano
he is, no doubt, identical with the Nicholas Lanier who was buried
in St. Martin's-in-the-Fields, aged seventy-eight,
Nov. 4, 1646. (Niehol's Progresses, ii. 710.)
Coming now to the most eminent of the
family, Nicholas Laniere (aS he was generally
called), was born in 1588, and baptized on
Sept. 10.
It is probable that he, rather than
either of his namesakes, was the musician for
the flutes in 1604
he was attached to the
household of Henry Prince of Wales, and it is
assumed to be that he is the Laniere alluded
to by Herrick in a poem to Henry Lawes.
In
1613 he joined Coperario and others in the
composition of Campion's masque for the marriage of Robert Cair, Earl of Somerset, and
Lady Frances Howard, performed at Whitehall,
St. Stephen's night, 1614.
The first song,
'Bring away the sacred tree,' is reprinted in
Stafford Smith's Miisica Antiqua.
He composed
the music for Ben Jonson's masque,
Lovers
made Men,' at Lord Haye's house, Feb. 22,
1617, and is described as introducing the stylo
reoitativo apparently for the first time in England.
He sang in the piece and painted the
scenerj'.
He also wrote the music for the same
poet's masque, 'The Vision of Delight,' in 1617.
His skill in the art of painting was turned to
account in 1625, when he was sent to Italy by
Charles I. to buy pictures for the royal collection (see Bertolotti's Musici alia corte dei
Gonzaga in Mantova).
He remained in Italy
about three years, and sta}'ed with Daniel
Nys at Mantua, the agent through "whom
the King acquired ilantegna's
Triumph of
Caesar now at Hampton Court.
Correggio's
Mercury instructing Cupid in the National
Gallery, was another of the pictures bought
through Laniere (see Diet, of Nat. Biog. for
The
other details unconnected with music).
patent of his appointment as Master of the King's
Musick at a salary of £200 a year, is dated
In 1630 he set Herrick's poem
July 11, 1626.
He was apon the liirth of Prince Charles.
pointed keeper of the king's miniatures, and in
1636 the King granted to Laniere and others
registers of

family.

;

;

;

'

'

'

'

'

'

'

'

'

LANNEK

LAPOKTE

charter, incorporating them as The Marshal,
"Wardens, and Cominalty of the Arte and Science
of Musicke in Westminster,' and appointed
At tlie outbreak of
Laniere tlie first MarshaL
the civil \Yar, Laniere lost his appointmenty,
and seems to have spent much of his time
abroad.
There are passes among the State
Papers, for him to journey with pictures and
musical instruments between Flanders and England.
In Jonckbloet and Land's Masiquc ct
Musiciens all. XVII' slide, p. xxi, is a letter
from Lanier (as he spells it), dated March 1,
1645, and in 1646 he begs Huygens to get him
In 1655 the Earl
a passport to go to Holland.
of Newcastle gave a ball at the Hague at which
At
a song set to music by Laniere was sung.
the Restoration he was reinstated in his posts
as master of the king's music and marshal of
He composed New
the corporation of music.
Year's Songa in 1663 and 1665, and died in
The entry in the Greenwich
Feb.
1666.
1665-66, 'Mr.
registers is dated Feb. 24,
Nicholas Laniere buried away' (i.e. elsewhere).
Songs and other pieces by him are contained in
'Select Musicall Ayres and Dialogues,' 1653
and 1659; 'The Musical Companion,' 1667;
'The Treasury of Musick,' 1669 and 'Choice
Ayres and Songs, book iv. 1685. Several songs
and dialogues by him are in the British Museum,
Eg. MS. 2013.
Add. MSS. 11,608, 29,396
A cantata, 'Hero and Leander, in Add. MSS.
Other music is in MS. in the
14,399, 33,236.
Music School and Christ Church Library, Oxford.
Tandyck painted Laniere's portrait for Charles I.,
and at the dispersal of the royal collection it
Another
was bought by Laniere himself.
portrait is in the Music School at Oxford,
both painted and presented by Laniere. (Diet,
of Nat. Biog., Qiielhn-Lcxikon, Nagel's Annalen,
etc.
information from Sir A. S. Scott-Gatty,
Garter King of Arms.)
JI.

a

'

;

'

;

'

;

LANNER, Joseph Feanz Kakl, born at
Oberdbbling, near A^ienna, April 11, 1801
son
early showed a talent for
of a glove-maker
music, taught himself the violin, and by means
Next
of theoretical books learned to compose.
came the desire to conduct an orchestra and
in the meantime he got together a quartet party,
in which the viola was taken by Strauss, his
They played potpourris from
subse(iuent rival.
arranged by
favijurite operas, marches, etc.
Lanner. He next composed waltzesandLandler,
first for a small, then for a full orchestra, and
His pojiularity
performed them in jiublic.
increased rapidly, and important places of amuse;

;

;

,

He
eagerly competed for his services.
also appeared in most of the provincial capitals,
He conbut declined all invitations abroad.
ducted the dance music in the large and small
ment

Eedoutensaal, and also that at the court
alternately with Strauss.

tion he was appointed
second Burger-regiment.

balls,

a mark of distinccapellmeister of the

As

AVhen thus at

tlie
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height of prosperity he died, April 14, 1843
and was buried in the churchyard of Dobling,
near Vienna.
A memorial tablet was placed on
the house in which he was born. May 15, 1879.'
Lanner may be considered the founder of our
present dance-music.
His galops, quadrilles,
polkas, and marches, but especially his waltzes
and Liindler, bear traces of the frank, genial
disposition which made him so beloved.
All
his works, from op. 1 ('Neue "Wiener Landler')
to his swan-song ('Die Schonbrunner ') are penetrated with the warm national life of Vienna.
The titles often contain allusions to contemporaneous events and customs, and thus have an
historical interest.
His printed works amount
to 208, and he left others unimblished.
The
following numbers are dedicated to crowned
heads, and distinguished persons
opp. 74, 81,
85, 91, 101, 110-12, 115-16, 120, 128, 131-32,
138 (' Victoria- Walzer
dedicated to Queen
Victoria), 143, 146, 155, 161-62.
The 'Troubadour-'\Valzer, op. 197, are dedicated to Donizetti, and the
Norwegische Arabesken, op.
Diabelli published opp. 1-15
145, to Ole Bull.
Haslingerl6-32,andl70-208; Mechetti 33-169.
Of Lanner's three cliildren, August, born
1834 in Vienna, a young man of great promise,
followed his father's profession, but died Sept.
Kathaiuna, boruin Vienna, 1831,
27, 1S55.
is a well-known dancer, who since her debut at
the court opera in Vienna in 1845, has appeared
at all the important theatres in Europe.
She
has also WTitten several admired ballets, and in
1858 formed a children's ballet in Hamburg,
which gave forty-six performances in Paris with
great success.
At a later date she was engaged
also at the Italian Opera in England, [and under
her admirable management a high standard of
dancing has been maintained at the Empire
Theatre in London].
c. F. P.
LAPICIDA, Erasmus, nearl}' contempiorary
with Josquin des Pres, is mentioned \<y Ornithoparcus as one of the app)roved comp)Osers of
his time, and is also referred to as an autliority
in musical theory in certain correspondence between Spataro and Giovanni del Lago. Petrucci
printed some Lamentations by him with the
Plain-song melody in the tenor, also three motets.
In Forster's Liederbuch, 1539, seven German
songs bear his name, which Ambros thought to
be adaptations of other compositions of Lapicida
but Eitner claims to have
to German words
;

—

'

'

'

'

;

;

jiroved

them

to be original settings of the

texts since the Cantus

Firmus

is

German

in each case

None of Lapithe original melody to the text.
cida's compositions have beenreprinted in modern
times.

.J.

E. M.

LAPORTE,

PiEr.UE Fp,aX(j'Ois, an eminent
French comedian, came to Lonih^n as a member

and joint manager of a company who, in Jan.
1824, commenced performing French plays at

LARGE

636

LAROCHE

the theatre in Tottenham Street.
On Nov. 18,
1826, he appeared on the English stage, as a
member of the Urury Lane company, as Sosia
in Dryden's Amphitryon, and afterwards played
'

In ancient

Imperfect
Perfect
Large Rest. Large Kest.

In printed
boot:

'

a variety of parts, mostly original, and amongst

them Wormwood in 'The Lottery Ticket.' He
next joined the Haymarket conifiany, in which
he first appeared June 15, 1827.
In 1828 he
became manager of the King's Theatre, and
continued such until 1831.
In 1832 he was
lessee of Covent Garden Theatre, and actor as
well as manager, but was compelled to retire,
with heavy loss, before the end of the season.
In 1833 he resumed the management of the
King's Theatre, and retained it until his death,
which occurred at his chateau near Paris, Sept.

A

notable feature of his last season
25, 1841.
was the Tamburini Row, a disturbance of the
performance occasioned by the admirers of Tamburini, who resented his non-engagement for
that season, and by their tumultuous proceed'

'

[See Mood.]
The Rest for the Perfect
Large stretches, in a double line, across three
spaces
that for the Imperfect Large, across
to two.

;

two.

In polyphonic music, the final note is always
written as a Large
and, in that position, its
length is sometimes indefinitely prolonged, in
:

the Canto fcriiio, while the other voices are elaborating a florid cadence.
In Plain-song, the
Large
or, rather,
in that case, the Double-

—

Long

—

is

sometimes, but not very frequently,

w.

used, to indicate the reciting-note.

s.

K,

LARGHETTO,

partaking of the broad style
of Largo, but about the same pace with Andante.
Well-known instances of its use are the slow
movements in Beethoven's second Symphony

and Violin Concerto.

LARGO,

G.

meaning

ings for two or three evenings forced the manager
to yield to their wishes.
Another curious feature of this year was the reappearance of Laporte

a slow, broad, dignified style.
Handel employs
it often, as in the 'Messiah' in 'Behold the Lamb

in his original capacity as an actor, with Rachel,

of God,'

on three nights of her first London season.
Laporte first introduced to the English public,
amongst other operas, Rossini's Comte Ory

hath borne our

'

and

'

Assedio di Corinto

'

;

'Pirata,

Bellini's

Sonnambula, Norma, 'and Puritani
Donizetti's 'Anna Bolena, and Costa's 'MalekAdel'
and amongst singers, Sontag, Meric Lalande,
Persiani, Assandri, Albertazzi, Pisaroni, Donand, above
zelli, David, jun., Ivanoff, Mario
all, the famous quartet who so long held supremacy on the opera stage, Grisi, Rubini, TamThough his dilatory
burini, and Lablache.
and unbusinesslike habits ruined his management, Laporte was not without good qualities.
Amongst others his tact and coolness were great,
*

'

'

'

'

;

'

-

;

and many
time.

of his bons mots were current at the
Cerito returned the ticket of a

When

box on the upper tier with the remark that she
was much too young to be exalted to the skies
having already given
before her time, Laporte
a box on the same tier to Taglioni replied that
he had done his best, but that perhaps he had
been wrong in placing her on the same level
w. H. H.
with Mile. Taglioni.'
LARGE (Lat. Maxima, Old Eng. Maxim).
The longest note used in measured music. In

—

—

'

ancient MSS. the Large appears as an oblong
black note, corresponding with the Double-Long
described in the Ars C'anlus MensurabiKs of
Franco of Cologne. FranchinusGafforius, writing
,

it as an oblong white note, with
descending on the right-hand side which
form it has retained, unchanged, to the present

in 1496, figures

a

tail

;

day.'

In the Great
to three Longs

Mode
:

Perfect, the

in the Great

Large

Mode

is

equal

Imperfect,

' In modern reprint.s. the t-iil in acmietiines maxle to aaceod
it iB iQdispenaable that it abould he on the right-hand side.
limuDiGrahle examplta iu Proeke'a Musicti Hioina.

;

but
See

i.e.

broad, an Italian term

'He was

despised,'

and 'Surely He

Haydn

uses it for the
Introduction and first Chorus iu the Creation,'
as well as in the Introduction to the third Part.
Beethoven employs it only in PF. works, and
it is enough to mention some of the instances
griefs.'

'

show what grandeur and deep feeling he
conveyed by this term,
op. 10, No. 3
op. 7
op. 106.
He often acop. 37
op. 70, No. 1
companies it with passionato, or some other term
Mendelssohn uses
denoting intense expression.
it for
broad in the Andante of his string
to

—

;

;

;

;

'

quartet in

'

E

flat,

op. 12.

The term Largamente has come

into use to

denote breadth of style without change of tempo.
Largo implies a slow pace, but the very varying
metronome marks applied to it show conclusively that style and not pace is its principal intention.
[In the Brit. Mus. Add. MS. 31,424,
fol. 46, 536 are two gigues marked Largo, the
others in the same set being marked vivace or
allegro.]

LARIGOT (from an old

g.

French word, Varigot,

small flute or flageolet, now obsolete), the
for a rank of small open metal pipes,
the longest of which is only Ij ft. speakinglength.
Its pitch is a fifth above that of the
fifteenth, an octave above the twelfth, and a
nineteenth above the unison.
It is first met
with, in English organs, in those made by
Harris, who passed many years in France, and
who placed one in his instrument in St. Sepulchre's, Snow Hill, erected in 1670.
E. J. H.
LAROCHE, Heeihn Auoustovioh, musical critic, born in St. Petersburg, May 25, 1845.
He received his musical education at the Conservatoire, where he was a contemporary of
Tchaikovsky (1862-66).
In 1867 he was appointed to a professorship at the Moscow Conserfor a

old

name

LAEOCHE

LASSALLE

He

returned to St. Petersburg in 1871,
life has since been spent in this
Laroche has been a voluminous contritown.
butor to many of the leading Russian newspapers
and periodicals, and is regarded as the cliief representative of conservative principles in music.
His writing is distinguished for its excellency of
style, erudition, and Hashes of original thouglit
but his work as a whole lacks system, and shows
more personal bias than reasoned conviction.
Laroche translated Hanslick's Voni ntusihalisch
Schiincn into Russian.
He was one of the first
to appreciate the genius of Tchaikovsky, and
devoted many articles to his personality and his
works.
R. X.

vatoire.

and most

of his

;

LAROCHE,

James, better known as

Jemmy

Laroch, or Laroche, was a popular singer in

London, though probably French by origin or
end of the 17th and beginning of
the 18th centuries.
He played, as a boy, the
part of Cupid in Motteux's Loves of Mars and
A'enus, set to music by Eccles and Finger, in
which the part of Venus was played by Mrs.
Bracegirdle, in 1696.
He was, therefore, born
His portrait appears
probably about 1680-82.
on a very rare print, called The Raree Show.
Sung by Jemmy Laroch in the Musical Interlude
for the Peace, with the Tune Set to Musick for
Ingraved Printed Culred and Sold
the Violin.
by Sutton Nicholls next door to the Jack, etc.
London,' fol.
It was afterwards published by
Samuel Lyne.
There are thirty-three verses
Brave Show below
beginning
Raree Show,
the engraving, wdiich represents Laroche with
the show on a stool, exhibiting it to a group of
children
and at foot is the music. The Peace
of Utrecht was signed in April 1713, and this
interlude was played in celebration of it, at the
Theatre in Little Lincoln's Inn Fields, the
The pormusic being written by John Eccles.
trait of Laroche was also engraved by M. Laroon
J. M.
in his Cries of London.
birth, at the

'

'

'

'

'

;

LA RUE,

Pierre

de, also

known

as Pierchon,

Perissou, Pierson, Pierzon, Pierozon, and Petrus
Platensis, born in Picardy about the middle of

the loth century and fellow- pupil of Josquin
State
des Pres in the school of Okeghem.
records prove that he was in the service of the
court of Burgundy in the j'ears 1477, 1492,
In 1501 he was
1496, 1499, 1500, and 1502.
a prebend of Courtrai, and later held a similar
benefice at Xamur, which he resigned in 1510.
[He was in the service of Charles V. until 1512,
when he entered that of jMargaret of Austria,
He died at
gouvernante of the Netherlands.

Most writers on
Courtrai, Nov. 20, 1518.]
music accord him a position as a contrapuntal
composer scarcely second to that of Josquin,
and tlie magnificent copies of his masses made
b}' order of the Princess Margaret of Austria,
and now in the libraries of Vienna and Brussels,
testify to the value set upon his works by those
he served.

Indeed, considering his gi-eat repu-

tation,

it

is

known

is

little

of
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somewhat surprising that

of the events of his Hie,

nmsic has

liis

so little

and that so

Of the

l)een ]>rinted.

now

existing Petrucci printed
five in the composer's lifetime (' Misse Petri de
la Rue'
Venetiis, 1503), and a few more in
thirty-six masses

;

Of motets only twenty-five,
more than ten, are to

later collections.

and

of secular pieces no

be found in the publications of the 16th century
a small result compared to the long catalogue
of Josquin's printed works.
Burney, Forkel,
and Kiesewetter give short examples from Pierre
de la Rue's compositions.
[See the Quellen-

—

works in MS.] j. R. s. -B.
was born Dec. 14, 1847, at
Lyons, the son of a silk-merchant there, was
intended for the same business, and studied inLexikon

for list of

LASSALLE,

Je.a.x,

and

dustrial design at the Beaux-Arts, Lyons,

He abandoned

the idea of a
mercantile career, and for a time studied painting in Paris, but renounced art in turn for singing.
For this purpose he studied for a time at
later in Paris.

Conservatoire, but making little progress
under an indift'ereut master he left the school
and studied firivately under NoveUi(Lavessiere).
In Nov. 1869 he made his debut on the stage
at Liege as St. Bris.
He sang next at Lille,
Toulouse, the Hagiie, and Brussels, where on Sept.
5, 1871, he made his debut, with great success,
as De Nevers, and was heard during the season
as Ash ton in 'Lucia,' Nelusko, Telramund, etc.
On June 7; 1872, he made a successful debut at
With the exception
the French ojiera as Tell.
of visits, on leave of absence, to London, Russia,
Madrid, ililan, Vienna, Prague, AVarsaw, etc.,
the United States, etc., M. Lassalle remained at
the Opera for twenty-three years, and became
principal baritone singer on the retirement of
Faure.
His parts included Don Juan, played
by him in 1887 at the centenary performance
Pietro ('La Muette ')
Lusignan (' Reine de
Chypre'); Hamlet, 1885; Bigoletto on produc-

the

;

;

tion of Verdi's opera there.

He

created the parts

Roi de Lahore '), April
Severe (Gounod's 'Polyeucte'), Oct.
27, 1877
7, 1878; Ben Said (76. 'Tributde Zamora'),
Lanciotto Malatesta (Thomas's
April 1, 1881
'Francoisede Rimini'), April 14, 1882
Henry
VIII. '(Saint-Saens), March 5, 1883
Gunther
(Reyer's 'Sigurd'), June 12, 1885; De Rysoor
Patrie '), Dec. 20, 1886; Ben(Paiadilhe's
venuto Cellini ('Ascanio'), March 21, 1890 the
High Priest (' Samson and Dalila '), Nov. 23,
1892; these last two both by Saint-Saens.
On
May 5, 1876, on leave of absence he played
at the Lyrique as the Count de Lusace in
On Dec. 11, 1890, he
Joncieres's 'Dimitri.'
played Escamillo in Carmen at the Opera
Comique with Mesdames Galli-Marieand Melba,
and M. J. de Reszke, in aid of the Bizet memorial.
On June 14, 1S79, he made his debut at
Covent Garden Theatre, under Gye, as Nelusko,
and played there for three seasons with great
of Scindia (Massenet's

'

;

;

;

;

'

;

'

'

LASSEX

LASSUS

De Luna, Hoel, etc., June
1S79 Scindia in Massenet's opera abovementioned, and June 21, ISSl, the Demon
in Rubinstein's opera of that name, on the production of these works in England.
From
1888 to 1893 he played at the same theatre,
under Harris with unvarying success a great

was born at Tarbes, July 29, 1838, entered the
Paris Conservatoire in 1852, where he gained
the second j>rize in 1853 and the first jirize in
1855.
"When the popular concerts of Pasdeloup
were first started, he was appointed solo violoncellist
he has also played with great success
During 1859
in the princij>al towns of France.
he was solo violoncellist at the Court of Madrid,
and travelled through Spain. In 1869 he took
up his residence in England, and played principal violoncello under Sir Michael Costa and
Lasserre has written
at the Musical Union.
various compositions both for his own instruEtudes, Fantasies,
ment and for the violin
Romances, Tarantelles, Transcriptions, a violon-
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success as Renato,

28,

;

variety of parts, notably the Dutchman, Telramund, Escamillo; JulylS, 1889, Hans Sachs on

and in
most important being Claude FroUo (Goring Thomas's
'Esmeralda'), .July 12, 1890. In 1896 and 1897
he played with great success in Germany.
Since
production of

'

Jleistersinger

some operas new

'

in Italian,

at that theatre, the

1901, il. Lassalle has devoted himself to teaching at Paris, and in Nov. 1903 was appointed
a Professor at the Conservatoire, In 1905 it was
his intention to produce at a private theatre of
his own a new operaof a French composer of great
promise, JI. Kerini, written expressly for himself and his pmpils.
Excellent alike, both as a
singer and an actor, the possessor of a beautiful
voice, an indefatigable worker, JI. Lassalle was
one of the finest artists heard in England during
the last quarter of the 19 th century.
A. c.
LASSEN, Eduard, though a native of Copenhagen, where he was born April 13, 1S30, was
virtually a Belgian musician, since he was taken
to Brussels when only two, entered the Conservatoire there at twelve, in 1844 took the
first prize as PF. player, in 1847 the same for
harmony, and soon afterwards the second prize
His successes, which were
for composition.
many, were crowned by the pri.x de Rome in
1851, after which he started on a lengthened
tour, through Germany and Italy. Disappointed
in his hopes of getting a five-act opera performed
at Brussels, he betook himself to AVeimar, where
in 1857 it was produced, as 'Landgraf Ludwig's
Brautfahrt,' under the care of Liszt, with great
success.
In the following year he was appointed
court music-director, and on the retirement of
Liszt in 1861, succeeded him as conductor of
A second opera, Frauenlob,' was
the opera.
Le Captif,' was
given in 1861, and a third,
At "Weimar
brought out in Brussels in 1868.
Lassen had the satisfaction to produce 'Tristan
and Isolde' in 1874, at a time when no other
He
theatre but Munich had dared to do so.
there published a Symphony in D, a Beethoven
'

'

'

'

and a Festival ditto, music to Sophocles'
Nibelungen,' Goethe's
'CEdipus,' to Hebbel's
Faust, Parts 1 and 2, to Devrient's version of Cal-

overture,

'

'

'

deron's' Circe, 'and to Goethe's 'Pandora '(188 6).
His works include a second symphony inC, op. 78,
cantata, a Fest-Cantate, a Te Deum, a set of
Biblische Bilder,' for voices and orchestra, a
'

number of songs, and other pieces. [In
1881 he was decorated with the order of Leopold.
His Faust music has kept the stage all
He died at "Weimar, Jan. 15,
over Germany.

large

'

'

G.

1904.]

LASSERRE,

Jules,

eminent

violoncellist,

;

—

cello

'Method,'

native

He now

etc., etc.

lives at his
T. P. P.

pilace.

LASSUS, Op.landus, born

Mons

at

in the

His real name
half of the 16th century.
was probably Roland Delattre, but the form de
Lassus seems to have been constantly used in
Mons at the time, and was not his own invention.
first

He had no fixed mode of writing his name, and
in the prefaces to the first four volumes of the
Fatrocinium Musices, signs himself differently

—

Orlandus de Lasso, Orlandus di
each time,
Lasso, Orlandus di Lassus, and Orlandus Lassus ;
and again in the Lectiones Hiob, '1682, Orlando
de Lasso.
In the French editions we usually
find the name Orlando de Lassus, and so it
appears on the statue in his native town. Adrian
Le Roy, however, in some of the Paris editions,
by w-ay perhaps of Latinising the de, calls him
'

Orlandus Lassusius.
The two works usually referred to for his
early life are Yinchant's Annals of HainauU ;^
and a notice by Van Quickelberg in 1565, in
the Herourii Frosopographia, a biographical
Viuchant,
dictionary compuled by Pantaleon.
under the year 1520, writes as follows
Orland dit Lassus was boni in the to-rni of Mons, in
the same year that Charles V. was proclaimed Emperor
He was born in the
at Aix-la-'Chapelle [15'20].
:

.

Rue de Guirlande near
Black Head. 2

He was

.

.

the passage leading from the
chorister in the church of S.

1 The original MS, ia now iii the Mons library.
The author lived
between 15SU and 1635,
2 'A I'isaue de la maiaon portant I'enseigne de la noire teste,'
Life
(in
hia
Lassui.
Valenciennes,
the
Delmotte
of
18361 thinks
Black Head was situated in the Rue Grande, No, 9*2, Counting
the number of houses between the 'Poids de fer' Itown weighinghouae) and the Maieon de la noire
tete 'in the old records of the town,
(f.j,f..^>;.npyw
he found it to correspond with the
diatance from the foriDer building.
'

'

s

Moreover, Xo, 92 bore, in Delmotte'ft
time, the sign of a helmet, which he
thinks might, in olden time, have
been p.^inted black to imitate iron*
and thus have been called the noire
tete."
He goes on to siiy, but withII
out stating his authority, that this
house. No, 92, had formerly a passage
leading into the Eue de grande Guirai«
QriL-nAe
lande (afterwards and now Rue des
CapucinsI between tlie iiouses Nos, 57 and 59, If so, it must have
been a house of importance, with back premises stretching behind
the whole length of the Rue dea Capucins, Kos. 57 and 59 are at
the time of writing (1878) large newhousea, with a passage between
them leading to No, 55, a private houae behind the street. If thia
passage marks the sit« of the original issue apoken of by Viuchant,
then the honae in wliich Laaaua was bora may have been situated ou
one side of it, at the corner of the Rue de Cantimpr6, Curiously
enough, Matthieu, in his Life of LaMus. says that an laabeau do
Laaaus lived in the Bue do Cantimpr^, Quartier Guirlande, whicll
adda to the probability that a house situated at the corner of the
two streets may have been occupied by the composer.
'

^

'

'

ORLANHUS LASSUS

LASSUS
Nicolas

in the

LASSUS

Rue de Ha\Tecq.

After his father was
coudemnedfor coining false money, etc., tlie said Oiiand,
who was called Roland de Lattre, changed his name to
Orland de Lassus, left the country, and went to Italy with
1

Ferdinand de Gonzague.

Van
later

Quickellx-rg- dates his birth teu years

bom

at Mons in Hainault in the year
1530.
At se^en years old he began his efiucation, and a
year and a half later took to niusic, which he soon underThe beauty of his voice attracted so much attenstood.
tion, that he was thrice stolen from the school where he
lived with the other choristers.
Twice his good parents
sought and found him, but the third time he consented
to remain with Ft-rdinand Gimzague, viceroy of Mcily,
at that time commander of the emperors forces at 8t.
Tlie war over, he went with that prince first to
Dizier.
Sicily, and then to Milan.
After six years Jiis voice
broke, and at the age of eighteen Constantiu Castriotto
took him to Najiles, where he lived for three \ ears with
the Marquis of Terza. Thence to Rome, where he was
the guest of the archbishop of Florence for six months,
at the end of which time he was appointed director nf
the choir in the church of St. Giovanni in Laterano, by
far the most celebrated in Rome.
Two years afterwards he visited England and France with Julius Ciesar
Brancaccio, a nobleman and an amateur musician. Returning to his nati:'e land, he resiiled in Antwerp for
two years, whence he was called to Munich by Albert of
Bavaria in 1557.' [The authority of the epitaph is cited
by Haberl (Jahrbuclter, 1S94) to support the date 1532 as
that of the birth.]
.

.

.

Itis difficult to decide bet^veen the three birth-

but the best authorities seem now agreed
that 1520 must he abandoned.
Baini places
the Roman appointment in ISil, Van QuickelThat Lassus left Rome about
berg in 1551.
1553, as Tan Quickelberg says, is also to be
inferred from the preface to his first Antwerp
publication (May 13, 1555), -where he speaks
of his removal from the one city to the other as
Assuming that his life in Rome lasted
if recent.
either two years or twelve, we may ask -whether
it is likely that one of the most industrious and
prolific composers in the whole history of nmsic
dates,

should obtain so high a position as early as 1541,
without being known to us as a composer till
1555 ;^ or is it, on the contrary, more likely
that a reputation which seems to have been
European by the time he went to Munich (155 7),
could have been gained, witliout some early and
long career as a composer of works wliich may
yet be lying undiscovered in some Italian church
or library

Matthieu^ has worked hard to refute this, and
his examination of the criminal records of JIous
casts great improbability on the story.
At the

same time, and from the same sources, he has
broughtto light other namesakes of thecomposer,

who

:

Orlandus was

?

Vinchant alludes to Lassus' father having
been condemned as a coiner of false money.
i The church of St. Nicolas wjis burnt down in the 17th century,
aud replaced by the present building.
2 Van Quickelberg, whose own biography appears in Pantaleou's
book, -was born at Antwerp in 1529, and practised aa a physician at
the court of Munich, -while Lassus waa chief musician there. We
must give great weight to an account written by a contemporary
and compatriot, and under the eyes of the composer himself. The
date IMO ia no printer's error, as Delmotte suggests, for the account

epeaka of Lassus as a child at the siege of St. Dizier, which took
place in the year 15-1-1. Therefore Van Quickelberg must have meimt
to say 1530, just as certainly as Vinchant emphasises his date 1520
by a reference to the coronation of the emperor. .Tudgiug aimply
by the authority of the statements, we should certainly give the
preference to Van Quickelberg but Vinchanfadate is supported by
BO many other considerations that we think Delmotte, Fetis. and
Ambros are right in preferring it. though it is premature to adopt
These dates may be more importiint than at first
it abpoiutely.
Bight appears, if some one undertakes a comparison of the intlueucc
of Lassus and Pale-trina on the history of music.
3 According to Dehn. an edition of motets, dated 1545, is in the
library at Bologna. This statement requires some confirmation.
The MR. catalogues of the Italian libnirie'?, in Dehn's possession.
aome of which are in the FOtia library at Erusaela, are not likely to
be entirely free from error.
;
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they belonged to his family, did little
it, and need not be mentioned here.

if

credit to

It would be more interesting to find some tie
between Orlando and two other contemporary
composers, Olivier Delatre, and Claude Petit
Jean Delattre, the second a man of considerable

eminence.

Of Lassus' education, after he left Mons, w&
know nothing, but his first compositions show
him following the steps of his countrymen,
and Rore, in the
Venetian school of madrigal writing his first
book of madrigals (a 5) beingpublished in Venice
in 1552 soon after he had himself left Italy and
settled in Antwerp.
This book in its time went
through many editions, but copies of it are
"Willaert, Verdelot, Arcadelt,

;

scarce.

The visit to England must have taken place
about 1554.
"We have been unable to find any
account of the nobleman whom Orlando accompanied, but many of his family had been dignitaries of the church of Rome, and by him
Orlando was probably introduced to Cardinal
Pole, in whose honour he wrote music to the
words
Te spectant Reginalde poli, tibi sidera rident,
Exultant niontes. personat Oceanus,
Ant^Iia duni plaudit quod faustos excutis ignes
Elicis et lachrimas ex adamante sue.

This was published in 1556, and the incidents;
it refers could not have taken place
before 1554, so it gives an additional clue to
the time of the composer's visit to this country,
corroborating the statement of Van Quickelberg.
It is curious that in the year 1554, a Don Pedro"
di Lasso attended the marriage of Philip and
Mary in England as ambassador from Ferdinand,
to wliich

King

of the

Romans.

By

the end of 1554, Orlando is probably
the Italian preface
settled at Antwerp, for in
to a book of madrigals and motets printed in
that city (May 13, 1555),' he speaks of their
'

having been composed there since his return
'There,' says Van Quickelberg,
from Rome.
he remained two years, in the society of men of
rank and culture, rousing in them a taste for
music, and in return gaining their love and
respect.
The book referred to contains eighteen
Italian canzones, six French chansons, and six
motets
a la nouvelle composition d'aucuns
'

'

'

Of the Italian ones five are published
by Van Maldeghem.^ This is our first introduction to the great composer, and we get over
If Orlando ever wrote
it with little formality.
any masses for his composer's diploma if the
old tune I'omme arme,' was tortured by any
d'ltalie.

'

;

'

*

Roland dc Lnttr p. par Adolphe Matthieu.
s

Tr(^sor Mas-ical.

10'"^

Annue.

Gaad.no date

Eruxelles. 1874.

(1SC8),
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fresh contrapuntal devices of his pen,

it is

plain

such tasks behind him when he gave
up school, and roused the musical taste of his
Antwerp friends by music which errs, if at all,
on the side of simplicity. We pass with regret
from the gi'aceful Madonna ma pieta and the
almost melodious
La cortesia,' to the Latin
motets three sacred, two secular in the same
volume.
One of the latter is the 'Alma nemes
which Burney gives in his History (iii. 317),
pointing out the modulation on the words
' novumque
melos,' as a striking example of the
chromatic passages of the school in which Lassus
and Ror^ were educated. Burney couples the
two together, and regards Lassus chiefly as a
secular composer.
He seems to know but little
of the great sacred works of his later life, and
likens him to a dwarf upon stilts by the side
of Palestrina. But though this unfortunate comparison has brought the great English historian
into disgrace with Fetis and Ambros, still Burney 's
remarks on Lassus' early works are very interesting and certainly not unfair.
It is only strange
that, knowing and thinking so little of Lassus,
he should have compared liim to Palestrina at
that he

left

'

'

'

'

'

—

—

'

'

he did a few years
for the newcomer to acquire the language of the country
before undertaking so responsible a post, and ho
was therefore appointed a chamber musician
[although his salary exceeded that of Daser by
retired in favour of Lassus, as
later,

The other work belonging to this period
(Antwerp, 1556) is the first book of motets
12
nos. a 5, and 5 nos. a 6.
Here the composer
recognises the importance of his first publication
of serious music, by opening it with an ode to
the Muses, Delitiae Phoebi,' a 5, in which the
setting of the words Sustine Lassum, is the
principal feature.
Other interesting numbers

—

'

'

'

Gustate, I'idete,' which will be referred
to again when we follow Lassus to Munich, the
motet Te spectant Reginalde poll, and Heroum
soboles, in honour of Charles V., the second
are the

'

'

'

'

'

being in the strict imitative style, the last in
simpler and more massive harmony (a 6), as
if designed for a large chorus at some public
ceremonial.
The sacred numbers, such as the Mirabile
'

—

mysterium'
an anthem, we suppose, for
Christmas day show no signs of any secular
tendency or Venetian influence. They are as
hard to our ears as any music of the Josquin

—

They give us our first
Orlando's church work, and it is
find him drawing so distinct a

period.

insight

into

interesting to
line

between

compositions for the church and the world, and
not, as Burney implies, toomuch petted in society
and at court, to be grave and earnest in his reWe have a good example here
ligious music.
The Muses and
that the contrary is the case.
Cardinal Pole are much too serious subjects to
be in the slightest degree trifled with, and the
Ode to Charles V. alone exhibits any originality
of treatment.
On the strength of a reputation as a composer
both ibr the chamber and the church, and of a
popularity amongst men of rank and talent,
as

much by

his character

and disposition

but

it

was thought better

He

contributed nineteen pieces to
5 voce,' published by Barrc in Rome in 1559].
He seems
to have settled at once into his new position,
for the next year (1558) he married Regina
Weokinger, the daughter of a lady of the court.
The marriage proved a very happy one, and
Van Quickelberg speaks of the children, whom
he must have known at a very early age (1565),
as elegantissimi.
At any rate they did very
well afterwards.
The four sons, Ferdinand,
Ernest, Rudolph, and Jean, all became musicians, and the two daughters were married
one of them, Regina, to the Seigneur d' Ach,
one of the court painters.
In his subordinate position Lassus did not
publish much, though, as the next paragraph
show^s, he wrote continually.
The next two or
three years produced a second book of twentyone madrigals (a 5), a book of madrigals (a 4),
and a book of chansons (a 4, 5, 6), the latter
containing the 5-part chanson Susanne un jour,
fifty

a

all.

gained

and liberal education, as by his musical powers,
he was invited by Albert V., Duke of Bavaria,
in 1556 or 1557 to come to Munich as director
of his chamber music.
Albert was not only the
kind patron of Lassus, but seems to have exercised considerable influence on the direction of
his genius.
He was born in 1527, was a great
patron of the arts, founded the ro3'al library at
Munich, acquired considerable fame as an athlete,
and was a man of the strictest religious principles, the ert'ect of which was not confined to
his family, but extended to his people by severe
laws against immorality of every kind.
Of the
exact state of music at Munich when Lassus first
The head
reached it, we cannot speak preciselj'.
of the chapel, Ludovico d' Asero, or Ludwig
Daser, was a distinguished composer in his time.i
Being an old man, he would probably have

gulden.

Secondo libro delle Muse, a

'

'

'

'

to

which Burney

refers in his

History

as well as a 6-part setting of the

which

'

(iii.

262)

Tityre,

tr.

quite simple in effect, and
has a very beautiful last movement.
observe
at once the great care which Orlando takes of
patulee,

'

is

We

the quantities of the Latin Avords.
In the year 1562 Daser is allowed to retire

on his

full salary,

and

The Duke seeing that Master Orlando had by thia
time learnt the language, and gained the good will and
love of all, by the propriety and gentleness of his behaviour, and that his compositions (in number infinite)
were universally liked, without loss of time elected him
master of the chapel, to the e\ident pleasure of all. And,
indeed, with all his distinguished colleagues, he lived so
quietly and peacefully, that all wei^ forced to love him,
to respect him in his presence, and to praise him in his
absence.
'
See the name in Eitner's iilUo'jraphie (Berlin, 1877).
ia the tJtii:Uen-I.exikoii.

p. 224,

and
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this time Las3U3 appears principally as

a composer for the church, and it is worth remarking that in this same year the subject of
music was discussed by the Council of Trent,
and a resolution passed to reform some of the
glaring defects in thestyle of church composition.
Lassus' great works, being of a subsequent date,
are as entirely free from the vagaries of his
predecessors as are the later works of Palestrina.
[See JosQuiN.]
The new chapel-master, in the June of the

same

book of entirely sacred
Sacrae Cantiones, a 5 (25 nos.), of
"which
Veni in hortum has been published
by Commer,^ 'Angelus ad pastores by Rochlitz,^
and Benedicam Dominum by Proske.^
But it was not alone as a church composer
that Lassus was anxious at once to assert his
new position. He soon showed special qualiyear, prints his first

music —

'

'

'

'

'

'

'

One great
says Massimo Trojano,^ 'was the
firmness and genius he evinced when the choir
were singing, giving the time with such steadiness and force, that, like warriors taking courage
at the sound of the trumpet, the expert singers
needed no other orders than the expression of
that powerful and vigorous countenance to
animate their sweetly sounding voices.'
The
portrait which we here give, and which was
fications as conductor of the choir.

'

quality,'

641

from the magnificent manuscript copy of Lassus'
music to the Penitential Psalms, which forms
one of the ornaments of the Royal State Library
at Munich.
The inscription round the outside
In corde prudentis requiescit
Pro.
indoctos quosque erudiet.
,'
xiiii.
showing in how favourable and honourable a light a gi'cat musician was regarded in
the 16th century.
In the autumn Lassus must have gone to
Venice, taking his new Cantiones with him
for the preface to Gardano's edition is signed
by the composer, and dated Venetiis 1562 die
1. Nov.'
He also left behind himn third set
of thirteen madrigals, published there in 1563.
Van Quickelberg also speaks of a risit to Antwerp about this time and the publications for
the year 1564
two books of chansons, one
printed in that city, the other at Louv^in
corroborate the statement.
The first book (a 4)
contains twenty-seven short pieces of a humorous
character, many of "n'hich are given by A^an
Maldeghem in his Tresor Musical. [A special
interest attaches to one of the songs,
Un jour
vis un foulon,' or '©n ne peutmechant' (printed
in Tresor Musical for 1874)
in a MS. in the
Music School at Oxford it is set to English
words, Monsieur Mingo, etc. the concluding
line of which,
God Bacchus do me right,' etc.,
of the

oval
sapientia et

is

'

''

'

'

;

'

;

—

'

;

'

'

,

'

quoted in Henry IV. Pt. ii. v. 3.
See
Musical Times, 1902, pp. 100, 101, "n'here Mr.
J. F. R. Stainer describes the song in detail.]
The music of all the pieces is admirably adapted
to the words, notwithstanding the fact that in
later times it was considered equally well suited
to sacred "ivords, or at least published with them,
an ordeal to w"hich many of his earlier secular
compositions were subjected.
The reason and
result of these journeys are thus given by Massimo Trojano
is

:

The Duke seeing that

his predecessor's chapel

was

far beneath his own ideal, sent messages and letters,
with gifts and promises through all Europe, to select
learned musical artists, and singers "with fine voices and

experience.

And

it

came to pass

in a short time, that

he had collected as great a company of virtuosi as he
could possibly obtain, chosen from all the musicians in
Germany and other countries by his composer, the
excellent Orlando di Lasso.

•engraved for tlie first time in the first edition
of this Dictionary, has been photographed ^
1

2

Musica Sacra,

x. 47 (Trautwein).
Sammlu7iii. Oexavgstiickf, i. 15 (Schott).
ii. 2.50 (Eatiabon. lys:!!.

3

Musica nivina.

*

DUcorsi dcUi triaviphi,

Ougtidmo,

etc., da.

Massi7jio

etc.,

nelle noize delV

Wustrixumo

Trajana (Monaco, Berg,

duca.

156SI.

* Special thiinka (rffe due to Professor Halm, the Director of the
"Royal State Library, for the prompt kindness with which he
granted permission and pave every facility for the photographing
of the portrait. Another portrait from the 8.^rae MS., on a smaller
acale, full length and in a long gown, is lithographed and given
in Delmotte'9 Li/c of Lassus.
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Of these musicians, upwards of ninety in
number, the same author mentions more than
Among them Antonio Morari,
thirty by name.
the head of the orchestra, Gioseppe da Lucca
and Ivo da A'ento, organists, Francesco da Lucca
and Simone Gallo, both instrumentalists, Giovanne da Lochenburg, a great favourite and
companion of the Duke's, and Antonio Gosuino,
"were all composers, some of whose works still
The singing of the choir was of the
exist.'
highest order, balanced w"ith the greatest nicety,
and able to keep in tune through the longest
compositions. TheDuke treated themsokindly,
P

in the Bouay Version—' In the heart of the
rt-ateth wisdom, and it shall instruct all the ignorant.'
artist has incorrectly written in doctoa,'
See these namea in the lluellen- Lcxikan.

Thus rendered

prudent

The
1

'

2 T

LASSUS
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and their life was made so pleasant, that, as
Massimo Trojano says, had the heavenly choir
been suddenly dismissed, they would straightway have made for the court of Munich, there
to find peace and retirement.'
For general purposes the •wind and brass
instruments seem to have been kept separate
from the strings.
The former accompanied the
mass on Sundays and festivals.
In the chamber
music all took part in turn.
At a banr^uet, the
wind instruments would play during the earlier

vigorous character gradually recall us as from
a beautiful dream which waking we can scarce
remember.
Is this indefinite impression created
by the music due to our impierfect appreciation

642

'

then till dinner was finished the strings,
with Antonio Morari as their conductor, and
at dessert Orlando would direct the choir, sometimes singing cjuartets and trios with picked
voices, a kind of music of which the Duke was
so fond, that he would leave the table to listen
more attentively to 'the much-loved strains.'
He and all his family were intensely fond of
courses,

music, and made a point of attending the musical
mass every day. They took a keen interest in
Lassus' Avork, and the Duke and his son "William

sending him materials and
suggestions for new compositions.
The manuS';ript of the music to the 'Penitential Psalms,'
alreaily noticed, remains to this day a witness
of the reverence with which the Duke treated
tlie composer's work.
These seven psalms were composed, at the
Duke's suggestion, before the year 1565, the
date of the first volume of the MS., but were
not published till nineteen years after.
The

were continually

music

and sometimes two
movements for each verse. The last
movement, Sicut erat,' always in six parts.
Duets, Trios, and Quartets appear for various
combinations of voices. The length of the Psalms
is considerable, and though no reliance can be
placed on modern ideas of their tempi, the longer
is

in five parts, one,

Be[)arate

'

ones would probably occupy nearly an hour in
performance.
'When we think,' says Ambros, 'of the
principal works of the 16th century, these
Psalms and Palestrina's Missa Papae Marcelli
always come first to our minds. ^ One reason
for this is, perhaps, that these works have each
a little story attached to them which has made
them easy to remember and talk about. It is
not true that Lassus composed the Penitential
Psalms to soothe the remorse of Charles IX.
after the massacre of St. Bartholomew, but it
is more than probable that they were sung
before that unhappy monarch, and his musical
'

'

'

sense must indeed have been dull, if he found
no consolation and hope expressed in them.
This is no everyday music, which may cliarm
but there are
at all seasons or in all moods
;

times when we find ourselves forgetting the
antique forms of expression, passing the strange
combinations of sounds, almost losing ourselves,
in a new-found grave delight, till the last few
movements of the Psalm always of a more

—

1

Gesdu'Jirc,

ill.

353.

—

'

'

of a style and composition so remote, or

is

it

caused by the actual nature of the music itself,
which thus proves its inherent fitness for the
service of religion ?
So unobtrusive is its character, that we can fancy the worshippers hearing
it

rather

than active

with no thought of the

human mind

by the hour,

listeners,

passive

that fashioned its form.
Yet the art is there,
for there is no monotony in the sequence of
the movements.
Every variety that can be
naturally obtained by changes of key, contrasted
effects of rerijese and activity, or distribution of
voices, are here ; but these changes are so cpiietly
and naturally introduced, and the startling
contrasts now called 'dramatic,' so entirely
avoided, that the composer's part seems only
to have been, to deliver faithfully a divine
message, without attracting notice to himself.
The production of such a masterpiece at an
early date in his Munich life, seems to point
clearly, through all the contested dates of birth,
positions, or appointments, to some earlier career
of the composer.
To obtain a style at once
great and solemn, natural and easy, it seems
almost indispensable that Lassus had occupiied
for several years the post to which Baini says
he was first appointed in 1541, had spent these
years in writing the great cumbrous works
which had been the fashion of his predecessors,
and then, like Palestrina whom, if he really
lived at Rome all this time, he must have
known gradually acquired the less artificial

—

—

style,

by which

his later

works are characterised.

In the years 1565-66 Lassus adds three more
volumes of Sacrae Cantiones (several numbers
of which are scored by Commer), and the first
set of
Sacrae lectiones, 9 ex propheta Job.*
The first editions of these all hail from Venice,
perhaps because Jean de Berg of Nuremberg,
who had published the first volume, had died
in the meanwhile.
His successor Gerlach, how'

'

'

ever, publishes an edition of them in 1567, as
well as a collection of twenty-four Magnificats.

In the latter the alternate verses only are composed
a contrapuntal treatment of the appointed church melodies
the other verses being
probably sung or intoned to the same melodies
in their simple form.
The year 1563 is full of interest. In Feb.
the Duke William marries the Princess Renata
of Lorraine
there is a large gathering of distinguished guests at Munich, and music has a
prominent place in the fortnight's festivities.
Among the works composed specially for the
occasion was a 'TeDeum'(a 6), and three masses
(a 6, 7, and 8 respectively), also two motets
Gratia sola Dei and Quid trepidas, quid musa
times ?
But here we must stop, for though it
has a real interest to read how their Highnesses

—

—

;

'

'

'

'

'
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and Excellencies and the Duchess Anna attended
by Jladame Dorothea returned home greatly
pleased with the sweet and delightful mass they
had heard,' and to follow all the occurrences of
fourteen consecutive daj's of Orlando's life, still
refer the curious reader to the pages of

we must

Jlassimo Trojano, and can only stop to mention
end of the time, he was the
life and soul of an impromptu play suggested by
the Duke, in which he not only acted one of the
principal parts, but introduced various pieces
of music on the stage with the aid of a band of
picked singers.
In the same year we have tw^o most important
publications: (1) Selectissimae Cantiones a 6
The
et pluribus and (2) the same a 5 et 4.
firstbook opens with amassivework infourmovements, 'Jesu nostra redemptio, in the grand
gloomy style of the old masters, followed by
shorter and simpler pieces, such as the prayer
in the garden of Gethsemane, with a melodious
jirelude on the words
In monte Oliveti oravit
ad patrem,' followed by a simple strain of devotional music carrying the hearer quietly and
expressively, but not dramatically, through the
that, towards the

'

'

'

'

Saviour's agony

and

resignation.

The volume

There are
not confined to religious music.
some pieces with secular words, such as an ode
to Albert 'Quo properas facunde nepos Atlantis,'
but there are also some capital drinking-songs,
and the Jam lucis orto sidere, with its second
part
Qui ponit aquam in Falerno,' is a fine
specimen of a part-song for two choirs singing
alternately, a kind of nmsic mucli in vogue at
the time, the introduction of which is said to
be due to Adrian Willaert,
is

'

'

'

is confined to music a 5 and
proportionately simple.
Commer has
printed eight or nine of the sacred numbers in
score and they are not difficult either to understand or to appreciate. Among the secular pieces
there is a comic setting of the psalm Super
flumina Babylonis,' each letter and syllable
being sung separately as in a spelling lesson

The other volume

a

4,

and

is

'

:

L
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from the 'Primus liber modulorum a 5,' pubby Adrian Le Roy, in whose house he
lodged during the visit (Paris, August 1571).

lished

The

publisher's dedication to Charles IX. states

that

When Orlando di Lassus lately entered your presence,
to kiss your hand, and modestly and deferentially greet
your majesty, I saw, plainly as eyes can see, the honour
you were conferring on music and musicians. For to
say nothing of the right royal gifts which you have
bestowed on Orlando the look, the countenance, the
words with which you greeted him on his arrival (and
this I was not the only one to notice) were such, that
he may truly boast of your having shown to few
strangers presented to you this year, the same honour,
courtesy, and kindness you showed him. And even I,
Adrian, your subject and roj'al printer, did not fail to
share with him some of that courtesy and consideration
on your part. For inasmuch as 1 accompanied him into
your presence, (because he was my guest). You, seeing
me constantly by his side all the time we were in your
court, asked me more than once about music, etc., etc.

—

Konsard, the French poet, also speaks of the
special welcome with which the King received
the composer.
Delmotte suggests that the visit
to Paris may have had to do with a new
Academy of Music, for the erection of which
Charles had issued letters-patent in Nov. 1570.
Several editions of Orlando's former works were
issued at Paris during his stay there with Le
Eoy, but the only new work of the year he
does not design for his newly -made French
friends.
He sends it home to his kind master
Duke Albert, and thus addresses him (May
1571) :— 'WTien I reached Paris, the city which
I had so long, and so ardently wished to see,
I determined to do nothing, until I had first
aent to you from this, the capital of France,
some proof of my gratitude.'
This book was the Moduli quinis vocibus,
which, however, was WTitten at Munich before
His
his departure, and only published at Paris.
travels naturally interrupted his composition,
and there is nothing ready to print in the next
year (1572) but another set of fifteen German
'

'

songs.

and speaks half apologetically of the
(which contains only motets), as

first

volume
scarcely

if it

came up to the object of the publication. The
books might almost be called 'scores,' the
separate parts appearing together on the two
opposite pages.
Few publications of this kind
had as yet appeared. The music takes up a
great deal more space than it would if printed
in separate part-books, and on this account, as
well as by reason of the magnificent type, the
volumes hold less than many a smaller and less
pretentious edition.
The series stops short in
1576, and of the second series (1589-90) Orlando

With the
contributes only the first volume.
in the
exception of the
Vigiliae Mortuorum
fourth volume
which had already appeared tn
'

'

—

1565 under the title Lectiones ex propheta
and some of the Magnificats in vol. 5,
all the contents of the volumes appear for the
'

Job,'

—

first

time.

The second volume^

is

dedicated (Jan.

1,

no doubt in
return for this mark of respect that Orlando
receives from the Pope, on April 7, the knightThe fourth volume
hood of the Golden Spur.
contains an interesting setting of the Passion
according to St. Matthew, in forty-one very
short movements, part of the narrative being
recited by the priest, and the individual utterances sung as trios or duets.
In the year 1574 Lassus started on another
journey to Paris.
Whether tlie French King
had invited him for a time to his court, or
whether Lassus actually accepted a permanent
position there, we do not know, but whatever
the object of the journey, it was frustrated by
the death of Charles (May 30), and Lassus
hearing of this when he had reached Frankfort,
returned at once to Munich.
1574) to Gregory XIII.

;

and

it is

'

The year 1576,

besides finishing the first
the Fatroeiniuvi Musices, sees the
publication of the third part of the Teutsche
lieder,
containing twenty -two nos., and the
Thresor de musiijue, a collection of 103 chansons, most of which had been printed in the
Mellange (1570), but appear here with new
words to satisfy the growing taste for psalmsinging in France.
1577 brings a small work
of interest, a set of twenty-four cantiones (a 2),
twelve being vocal duets, and the other twelve
for instruments.
The style of music is precisely
the same in both cases, the absence of words in
the latter twelve alone making any difference
and this proves, if there be any doubt on other
grounds, that the notice freijuent on title-pages
of this period, 'apt for viols and voyces, did
not mean that the voices and instruments were
to perform them together, though this they
undoubtedly did at times, but that the music
of the chansons and motets formed the principal
repertory of the instrumentalists, and that they
series

of

'

Once again

Munich, Lassus is soon
busy providing specially

settled in

Adam Berg is
and entirely new type,' the Dukes are full
of grand ideas to bring honour on themselves,
and make the most of their renowned Chapelmaster, and July 1573 sees the result in the
issue of the first volume of the Patrocinimn
The work was
Musices.
[See Berg, Adam.]
undertaken on theresponsibility of Duke William,
and a portrait of that handsome prince, afterwards known as 'William the Pious,' appears
at work,

'

large

'

'

'

;

as a frontispiece.

originators of this publication appear to
have intended to continue the series until it
became a selection of all the best music necessary

The

Orlando, in the
preface to the first volume, hints at the work
being undertaken in emulation of the serrice
lately rendered to the church by Philip of Spain
in bringing out a new edition of the Scriptures,^
for the services of the church.

'

The

80-calleil

the expenae

uf

'

Antwerp Polyglot

PhUip,

Bible,' published in ]569-"2 at

'

2 In tile original edition the second ma^s in vol. ii. is printed with
wrong title. It should be Missa super Sairco di dogli^i,' as it
appears in subsequent editions.

its

'
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LASSUS

converted them into
songs without words
with the concurrence of the composer.
"What
other kinds of music the instrumentalists at
Munich performed, it does not come within
our province to discuss, since Lassus toolc no
The duets having
part in the direction of it.
apparently found favour, Orlando goes on to
publish a set of trios for voices or instruments,
and as if this was a new and special idea, the
Haec quae ter
fn-st one is set to the words
triplici,
and the hook dedicated to the three
Dukes, William, Ferdinand, and Ernest.
The
most important publication of the year is 'Missae
variis concentibus ornatae,' a set of eighteen
masses, of whicli thirteen are new, printed at
Paris by Le Roy, in score.
'

'

'

1578-80 we know of no
important publications [beyond the book of
Magnificats a 5, published in Paris, 1578
he
was in Ital}' again in I\Iay]. The illness of
Duke Albert, and his death (Out. 1679), are

During

tlie

years

;

He
probably sutiicient to account for this.
last act of kindness to Lassus in
the previous April by guaranteeing his salary
We like to think that
(iOO florins) for life.
to the
the new set of Vigiliae Mortuorum
words of Job as before were Lassus' tribute to
the memory of his master. They were published
a year or two after the Duke's death as having
been recently composed. They are more beautiful
than the earlier set, in proportion as they are
simpler and so simple are they, that in them
had done a

'

'

—

—

might Handel have had in his mind,
set the words
Since by man came
death.'
[In Feb. 1580 Lassus was offered, but
declined, an appointment to succeed Scandelli
as this

when he

Passing on to the year 1581 we find a Liber
Missarum,' printed by Gerlach, containing four
new masses. Of these Conmier has printed one
To the
on the tune La, la, Maistre Pierre.
same date belongs a Libro de Yillanelle, Moresche, et altre Canzoni' (a 4, 5, 8), from Paris,
containing 23 numbers. [See Lechner, p. 660.]
There is much new music ready for 1682, and
on Jan. 1 Orlando dedicates a book to the bishop
of Wiirzburg, containing the second set of
Lectiones ex libris Hiob, already referred to,
At the end of the book,
and eleven new motets.
and without connection with its other contents,
a short tuneful setting of the curious words
'

'

'

'

'

'

Quid

nim sunt

ce

-

dies

mi

me

hi

-

1

Do - mi ne

Quid

-

est

ho

ni

mo

-

hil e

qui a
-

i=ii^i^^=§^

human

skill

seems to have been thrust

as out of place for their purpose.

aside,

Such music

Veneris cum veneris ante,
ne pereas per eas.

again, on Feb. 1,

diligentia compositum,

'jampridem

summa

twenty-six Sacrae cantiones a 5
of whicli, however, we only know
the last
a beautiful setting of the hymn to
John the Baptist, Ut queant laxis,' the tenor
;

;

'

•

m.-ig-

facies, facies
eas,

Ne sedeas sed

Then

;

Par

*

at the court of Dresden.]

Lectio la.

1^11^7
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LASSUS
of 1587 brings with it the gift
from Duke William of a country house at Geising on the Ammer, probably as a place of occasional retirement. Then he comes back to work,
and in gratitude, no doubt, for better health, on
April 1 5 dedicates twenty-three new madrigals
to the court physician, Dr. Mermann. In August
a new volume of the Fatrocinium Musices ap-

singing the notes of the scales with their names,
and the other parts taking up the remaining
words of each line, the music very interesting as
a specimen of an old treatment of the scale,
though scarcely so old-fashioned as might be
expected.
The next month, March, brings a
set of Motets (a 6), 'singulari authoris industria,'
for voices or instruments.
These books which
follow so closely on each other are not collections of old work, but, as we learn from the
title-pages, had all been recently composed.
The last set exists also in modem notation
in the Brussels library among many such
singular industry
scores, prepared by the
of another native of Mons, M. Fetis, who
was appointed by the Belgian government to
bring out a complete edition of his fellowtownsman's works, but was stopped by death
from can-ying out one more of the many great
tasks he had accompjlished and was intending
to accomplish.
The successful adaptation of German words to
some of Orlando's earlier French chansons leads
him in the foUoAving year, 1583, to write thirtythree original ones to sacred and secular German
words, ' Newe teutsche Lieder, geistlich und
weltlioh
short pieces of great beauty in fourSeveral of them have been
part counterpoint.
The most important pubprinted by Commer.
lication of 1584 is the 'Penitential Psalms.'

and the opening

This is the work we have already spoken of under
the year 1562.
A violent storm occurred at Munich on the
Thursday of the Fete-Dieu in this year, and the
Duke gave orders that the customary procession
round the town from the church of St. Petershould
But
be confined to the interior of the building.
no sooner had the head of the procession reached
the porch of the church, and the choir was heard
singing the first notes of Lassus' motet 'Gustate,
videte, than a sudden lull occurred in the storm,
and the ceremony was performed as usual. This

to his post.

'

'

—

'

was looked upon as a miracle, and the people of
Munich in their pious enthusiasm looked upon
Afterwards, whenLassus as a divine being.'
ever fine weather was an object, this motet was
chosen. 1585 brings a new set of madrigals a 5,
'

andabookcontaining, besides motets, the 'Hieremiae prophetae Lamentationes.' Besides these
we have a volume of Cantica sacra (24 nos.),
and another of Sacrae cantiones (32 nos.),
both, according to the title-pages, recently com'

'

'

posed.
noster

The

first

'

contains a setting of the

'

Pater

and an ode to Duke Ernest, ArchStabat
bishop of Cologne, and the latter a
mater for two four-part choirs singing alternate
[In Sept. and Oct. 1585 he made a
verses.
'

a

6,

'

'

pilgrimage to Loretto.]
For some years back, all the editions bear on
the frontis[)iece some testimony to the wonder1586 seems to
ful industry of the composer.
bring the first warning of declining strength.
It is a blank as far as pulilications are concerned.

Two

pears, containing ten magnificats.

Sum and

masses,

Beatus qui intelligit,
Towards the close of the
bear the same date.
year Orlando is begging for rest from his arduous
Portions of the Duke's
duties as chapel-master.
a

'

Locutus

'

'

decree in answer to this request are interest-

ing—
The good and loyal sennces of our well-beloved and
lead ns to
.
.
faithful servant Orland de Lassus,
show our favour and gratitude to liim, by allowing his
honourable retirement from his duties as master of our
chapel, seeing that such duties are too onerous for him,
and we permit him to pass some portion of eauh year at
In consideration of this his
.
Geising with his family.
.

.

.

appointments will be reduced 200 florins annually.
But, on the other hand, we appoint his son Ferdinand as
a member of our chapel at a salary of 200 florins, and at
the same time to his other son Rudolph who has recently
humbly asked our permission to marr)', we grant his request and confer upon him the place of organist with a
salary of 200 florins, on condition that he undertake the
education in singing and composition of the young gentle.

,

men

.

.

,

of the choir.

The composer does not seem to have been
satisfied with this arrangement, and again returns
In 1588, in conjunction with his
son Rudolph, he brings out fifty Teutsche
Psalmen.' Commerprintsthe25no3. contributed
by Orlando and very beautiful and interesting
they are three-part hymns, the melody occurring, according to his fancy, in either of the three
'

—

—

parts.

The volume
for

the

of

1589 contains

PatrodniuTn

Musices

number
which we may

six masses, the last

being the ilissa pro defunctis,'
consider the last imyjortant publication of his
life.
Its lovely opening is an inspiration which
finds no parallel in any other of his compositions
'

LASSUS

LASSUS

i 3^

issued

m

^-J-

,tal

m^^that we have seen.
As his end approaches, he
has here one of those glimpses into the coming
world of music which Ambros(Crcsrftii;Ate, iii. 356)
It is, however,
traces in others of his works.
only in the first page or two that we find the
music so astonishingly near our own idea of the
ojiening of a Rer|uiem.
And here his life's work seems to end in
the next volume of the Patrodnium Musices
we find other names, and nothing hears Orlando's
Then an utter
but twelve German part-songs.
blank.
The fresh effort to work had compiletely
prostrated him, but death did not come at once
;

His wife Regina finds him one
that he fails to recognise her.
The
Princess Ma.xmiliana sends Dr. Hermann, at
once, and there is a temporary recovery, but
Cheerful and happy
the mind is still at fault.
no longer,' says Regina, he has become gloomy
and speaks only of death.' Promises of the
to his relief.

day

so

opius

musicum

0.

de Lasso,'

by which work they have immortalised tliemselves, preserving in six volumes of a moderate
size, most clearly and beautifully printed, no
The
less than 516 sacred and secular motets.

T\

r

'Magnum
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ill

'

'

Duke's further bounty have no eft'ect upon his
spirits.
He even writes to his patron, complaining that he has never carried out his father
Albert's intentions towards him, and it needs
all that Regina and the Princess Maxmiliana
He died
can do to soften the effect of this act.
This date is
at Munich on June 14, 1594.
taken from a letter written afterwards by his
The two publications Lagrime di S.
wife.
Cantiones
Pietro,' signed May 24, 1594, and
Sacrae' (Feast of S. Michael, 1594), may imply
that his death did not take jtlace till 1595,
and that he had so far temporarily recovered as
to take an interest in the publication of some
old works, or perhaps even to write new ones
but it is natural to prefer the date given by
his wife, in which case we must suppose these
works to have been edited by other hands. He
was buried in the cemetery of the Franciscans
at Munich. When the monastery was destroyed,
the monument which had been erected over his
grave was removed, and kept in the possession
It was set up in the
of a private family.
19th century in the garden of the 'Academic
des Beaux- Arts, at Munich. Many more details
of all these things are given by Delmotte, to
'

'

;

'

whom we

refer the reader.
After Orlando's death his sons edited many
of his works. Thus Rudolph the organist edited
'
Proplietae Sibyllarura (a 4) chromatico more
in 1600, and Ferdinand the chapel-master
printed four of his own Magnificats with five of
In 1604 they together
his father's in 1602.
'

addition of bars is all that is required to give
the work a completely modern form.
Dehn is
Fersaid to have transcribed the whole of it.
dinand, the elder brother, died in 1609 at
about fifty years of age, leaving several children,
one of whom, also called Ferdinand, was sent
to Italy for his musical education, and was
afterwards Chapel-master to Duke Maximilian I.
Rudolph, after his brother's death, edited sex
Missae posthumae 0. di Lasso' (1610) and 100
Magnificats (1619), most of them before unpublished.
The two Ferdinands and Rudolpih
'

were

all

eminent composers, and

it

is

said that

when the King of Sweden, Gustavus Adolphus,
entered Munich in 1632, he visited Rudolph at
and ordered compositions from him.
have mentioned the principal works published by Lassus in his lifetime or edited afterwards by his sons. Counted in sej^arate numbers
Eitner 1 brings their total to over 1300.
This
does not include many detached pieces fiublished
in collections of music by various composers.
Again, the unpublished MSS. are very numerous.

his house

We

When

the sacred and
to about 1600
and 800 respectively, the chief items being 51
masses, about 1200 sacred motets and cantioues,
370 chansons, and over 230 madrigals.
Of
such works as have appeared in modern notation
by the labours of Commer, Proske, Dehn, Van
Maldeghem, etc., we may say, roughly, that
they represent about an eighth part of the
A complete edition
composer's complete works.
of Breitkopf & Hartel, begun in 1894, extends
to sixteen volumes, and is expected to be finished
all

these are counted,

secular works are said to

amount

in sixty.

Lassus was the last great Ketherland master.
His native land for 200 years had been as
prominent in music as Germany has been in
times.
Italy, a second home to every
great Belgian musician since the time of Dufay,
was at length to receive the reward for her

later

hospitality,

and

to produce a composer to

pete with the proudest of tliem.

com-

Josquin and

Orla,ndo were to find their C'lual in the Italian

pupil of their countryman Goudimel.
Palestrina is often said to have overturned
the wliole fabric of existing church music in a

few days by Avriting some simjile masses for
For the truth of this story
Pope JIarcellus.
we refer the reader to the article on Palestkina.
It serves well enough as a legend to illustrate
the reformation which music had been underThe simpler church
going since Josquin's time.
music did not indeed take the place of the older
and more elaborate forms of the Josquin period
'

Verzeichniss der gedruckien Werke von 0. dc Laasut fTrautwein,

1874).
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at a few strokes of Palestrina's pen.

Even

in

the writings of Josquin himself the art can be
seen gradually clearing itself from meaningless
and grotesque difficulties ; and there were plenty
of good composers, two very great ones, Gombert
and Clement, coming between Josquiu and Lassus

The simplicity of Lassus' church
music ag early as 1565 shows that the story of
the causes of Palestrina's revolution must not
be accepted too literally.
The Belgian brought
up in Italy, and the Italian pupil of a Belgian,
were by no means so widely separated as their
too eager friends sometimes try to prove them.
Side by side in art, they laboured alike to
carry on the work of the great Josquin, and
make the mighty contrapuntal means at their
disposal more and more subservient to expressional beauty.
It seems that the simple forms
of expression which Lassus and Palestrina were
so often content to use, owed something to the
influence of secular music, even though the
composers may not have been conscious of
drawing directly from such a source.
But a
stronger influence acting on the two musicians
or Palestrina.

is to

we think, in the history of the
movements of the time.
Palestrina
Rome at a time when zealous Catholics

be found,

religious

lived in

were engaged in vigorous internal reforms as
a defence against the march of Protestantism.
Lassus, too, was at a court the first in Europe to
throw in its lot with this counter-reformation.
The music of the two composers breathes a
reality of conviction and an earnestness which

made necessary by the soul-stirring spirit of
the time.
To Lassus, it is said, strong offers
were made by the court of Saxony to induce
him to come over to the work of the Protestant
church.
Fortunately for the art he remained
true to his convictions, and was spared from
being spoilt, as many of his fellow-countrymen
were, by devoting themselves to those slender
forms of composition which were thought suitable to the reformed religion.
Lassus himself saw no violent break separating
his music from that of his predecessors, as we
may infer from the list of composers whose
works were performed in the Munich chapel.
In that list the name of Josquin appears in
capital letters, for it meant then what the
name of Bach means now ; and Lassus, with
his softer and more modern grace, looked up
with reverence and imitated, as well as his
own individuality would allow him, the unbending beauty of the glorious old contrapuntist
in the same way as Mendelssohn in later times
is

works in the very spot where, if they took
all, time would make the least ravages
on them.
The name and works of Palestrina.
have never ceased to live in the Eternal City ;
and while the name of Lassus is little known
among musical amateurs, every one is acquainted
How
with the works of his contemporary.
much is really known of Palestrina's music we
do not venture to question, but the more the
better for Lassus.
As soon as the world really
becomes familiar with the music of tlie Italian,
the next step will lead to the equally interesting
and beautiful works of the Netherlander. Then
by degrees we may hope for glimpses into that
still more remote period when the art of counterpoint, in the hands of Josquin, first began to
have a living influence on the souls of men.
[The earlier biographies of Lassus are mentioned
above; those of J. Decleve (1894) and E.
his

root at

be referred to, as well
Beitrdge zur Geschichte
d. bayr. Hnfkapelle untcr 0. di Lassus (1894The author last named contributed an
1895).
interesting article to vol. i. of the Pdv. Mtis.
and treated of Lassus' relations
Red., p. 678
to Italian literature, in the >SammIu7ige7i of the
;

Int.

Mas.

likely to

trina,

whose

trasts

strongly

keep his memory

alive.

of suffering

with

J.

E. S.-E.

The English

by Prof. Taylor, of Spohr's Die letzten
Dinge, an oratorio in two Y>arts text by Kochlitz,
Composed in the autumn of
music by Spohr.
1825, and produced in the Lutheran church,
ProCassel, on Good Friday ^ March 25, 1826.
duced in England at the Norwich Festival, Sept.
Given by the Sacred Harmonic
24, 1830.
Society, July 11, 1838, also July 23, 1847,
Spohr conducting. This oratorio must not be
version,

'

'

;

confounded with Das j lingste Gericht, an earlier
'

'

and

less successful

work.

G.

LAST KOSE OF SUMMER, THE.
written by

Thomas Moore

A

to the tune of

song
'

The

Groves of Blarney
this again being possibly
a variation of an older air called
The Young
Man's dream,' which Moore has adapted to the
words As a beam on the face of the waters may
glow.'
Blarney, near Cork, became popular in
1788 or 1789, and it was then that the words
of The Groves of Blarney were written by R.
A. Millikin, an attorney of Cork.
The tune may
be older, though this is not at all certain it is,
at all events, a very beautiful and characteristic
Irish melody.
We give it in both its forms, as it
is a good example of the way in which Moore,
with all his taste, often destroyed the peculiar
character of the melodies he adapted.^
'

;

'

'

'

'

:

The Oroves of Blarney.

Pales-

and poverty conOrlando's affluence and
position, had at least the good fortune to plant
life

Ges. vol. v. p. 402.]

LAST JUDGMENT, THE.

looked up to and longed to imitate the Cantor
of the Thomasschule.
Orlando spent his life in Germany, then by
no means the most musical country or the one

most

may

Destouohes (1894)

as Adolf Sandberger's

Slow.

^^^^^^m

1

Bee the account In Spohr's Setbttbiograpliie.

3

The writer 1b indebted to Mr, P. W. Joyce for the above in(onn»>
See, too, Hr. and Mra, S. C. Hall's Ireland, 1. 49, and Lover's

tlon.

Lyrica of Ireland.

il.
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Onofrio in Naples, where he was a pupil of
In 1732 his first opera, 'Li
Gizzi.
mariti a forza had a great success, and was
followed by many others, among which the most
popular was' Orazio,' brought out in Rome, 1738.
On the last day of that year he was appointed
vice-maestri) di cappella at Santa Maria Maggiore.
Incapacitated by illness, he returned to Naples

Domenico

'

1741, and in 1756 he went to Venice as
choir director at the Conservatorio della Piet^,
and in 176*2 was made second conductor at St.
in

In 1 7 7 2 he once more returned to Naples,
where his Antigono was performed at the San
Carlo in 1775
he died there in 1789, having
written some thirty -six operas, much church
music (preserved at the Conservatorio della
Pietaand elsewhere), six string'quartets published
in London, and many arias and duets.
Seven
operas and two intermezzi are all that are now
known to exist of his dramatic compositions (see
Mark's.

'

Music of

the Church considered in its various
branches, Congregational and Choral, London,

1831, and Instructions of Chenaniah, a book of
directions for accompanying chants and psalm
tunes (1832).
He died at Gloucester, Nov. 19,
1878.
The following are the contents of Latrobe's
valuable selection, arranged alphabetically. The
pieces are all in vocal score, with compressed
accompaniments
some to the original text,
some to translated words.
;

;

Quellen- Lejiikoii).

m.

LATROBE, Rev. Christian Ignatius, eldest
son of Rev. Benjamin Latrobe, superintendent
of the congregations of the United (Moravian)
Brethren in England, was born at Fulneck,
Leeds, Yorkshire, Feb. 12, 1757.
In 1771 he
went to the college of the United Brethren at
Niesky, Upper Lusatia, returned to England
in 1784, took orders in the same church, became in 1787 secretary to the Society for the
Furtherance of the Gospel, and in 1795 was
appointed secretary to the Unity of the Brethren
in England.
Although Latrobe never followed
music as a profession he cultivated it assiduously
from an early age.
His earlier compositions
were chiefly instrumental three of his sonatas,
having met with the approval of Haydn, were
published and dedicated to him. His other published compositions include Lord Roscommon's
translation of the 'Dies Irae,' 1799
'The
Dawn of Glory,' 1803 Anthem for the Jubilee
of George III., 1809
Anthems, by various
composers, 1811
Original Anthems, 1823
Te Deum, performed in York Cathedral
'Miserere, Ps. 51'; and 'Six Airs on serious
subjects, words by Cowper and Hannah More.'
He edited the first English edition of the Moravian Hymn Tunes.
But his most important
j)ubUcation was his Selection of Sacred Music
from the ^vorlcs of the most eminent composers of
Germany and Italy, six vols. 1806-25, through
the medium of which many fine modern compositions were first introduced to the notice of
the British public.
He died at Fairfield, near
Manchester, May 6, 1836.
Rev. -John Antes Latrobe, M.A. his son,
born in London in 1799, was composer of
several anthems.
He was educated at St. Edmund Hal], Oxford, was B.D. in 1826 and M.A.
in 1829, took orders in the Church of England,
and was incumbent of St. Thomas's, Kendal,
from 1840 to 1865, and honorary canon of
Carlisle from 1858.
He was author of The
;

;

;

;

'

'

;

,

from Graun. Aatonlsh'd Seraphim, R.

T.l

—Tod

SUbat.
Salve Redemptor, C.

Alburti, D.

—Salve.
Do. O God, be not

A.— Do.

in.T,

C—

Do.
Do.
Do,

Jesu.

Weep, Israel, Ch.— Do.
Behold us here,
Do.
Behold the Lauib of God,

C—

—

Do. O Jesu, Salvator
Do.
Paaaione.
C.
Astorga.
nuam tristia, T.
Do. He was despised, C. Do.
stabat.
Do. God.niystrength.D.- Do.
Do. Quia est homo, D. Do.
Do. Ble^s the Lord, A.— Do.
Do. Blessed be the power, {C.
Do. Let ua run, C. Do.
Do. lu songs of joy, Ch. Do.
Do.
Do. Fac me penitentem, D.
Do. Bow down. A.— Do.
Do.
Hiiser. Apiinst thee only, C.
Do. Eeeordare, A. Do.
Miserere.
Do. Cum sitiam, C. Do.
Basse. Inapiro O Deua, C. AuEach, C. P. E. O come let us
gustino.
worship, C. Anthem.
Do. Laudate coeli Patrem, C.
Do.
Lord, hide not, A.
—Do.
Israelites.'
Do. Uti furentibuB, A. Do.
Do. He opened the rock, C.
Do.
Jesu mea pax, D. MagDo.
dalen a.
Bassani. Sanctus, C. Requiem.
Do. O portenta, A.— Do.
Do. Recordaie, 0. & S.— Do,
Do. ilea tormenta, A. Do.
Boccherini. Fac ut portem, A
Do. Ad te clamamua, A.
I

—

—

—

—

—

—

—

—

—

'

—

—

—

^

.

—Stabat.
Do. Stabat Mater. A.— Do.
Do. Recordare, T.— Do.
Do. Inflammatua, A.^Do,
Borri, B.
Laudamus Te, A.
Mass.
Do. Domine. T.— Do.
Do. Qaoiiiam, T. from Mass.
Do. Ohriste, C. Do.
Erassetti. Praise the Lord, C.

Salve.

Benedictus, T,
Et incamatua. A.
Agnus, D.— Do.

—

Do.
Do.
Do.
Do. Et incamatus, C. Maaa.
Do. Cruciflxus, D.— Do,
Do. Et resurrexit.
Do.
Do. Agnus,
Do.
Ciampi, F.
my God, A. Miae-

—

C—
C—
—

rere.

—

Do. Ecce enim. D. Do,
Do. Cor iiiunduin, D.^Do.
Danzi, Salve Redemptor, C.
Salve.

Agnus

Do,

Durante.

I

—

—

C.

6

Sacro

horrore,

sum

D.

miser, C.

from Requiem.

De profundia, C.
Profundis.
Gossec.
Lachrymosa, D.

— De

Gluck.

quiem.
Do.

Pie Jesu,

Graun.
Do.
Do.

Do

C— Do.
—
C—

— Re-

—

Do.
Do. Tu ad dexteram, C. Do.
Do. Te ergo quaeaumus, D.
Do.
Do. Et rege, G.— Do.
Do. Dignare Domine, A. Do.
Do.
Zion. mark, C.
Tod

—

—

—

Jesu.

Do.
Do,

He was

Do.

Sing to Jehovah, C.

deapised, C.

— Do.

Thou hast brought me,
—Do.

I

A.

= Aria

:

D. "-Duet

—

-Do.

;

—

Do. Aguua Dei, D. Litany.
Do. O Lord, save thy people,
A. Depositione.
Do. Rex tremendae, C. & A.—

—

J.

Tu

C—

di grazia, C.

Paasione.

—

Do. Padre celeste, C. Do.
Do. Kyrie. C. Mass No. I, in
Bb.
Do, Gloria, C.— Do.
Do. Et incarnatus. C. Do.
Do, Sanctus, C. Do.
Do. Qui toUia, A. &
Maas
No. II. in C.
Do. Gloria,
Masa No.
in D.
Et incamatua, A. & C.
Do.
Do, Quoniam, A. MasaNo.V.
Do, Cum sancto,
Do.
Do. Et incarnatus, S. & D.
Do.
Do. Agnus. A.—-Do.
Kyrie. C.— Mais No. VII.

—

—
C—

—

C—

HL

—

C—

C.

— Do.

Do. Et incamatua, S. & Qu.
Do,
Do. Sanctua,
Do.
Do. Benedictus, Q, Do,
Do. Sanctua. C.
Mass No.
_ VIII. in Bt).
Benedictus, A. Do.
Do. Agnus Dei. C. Do.
Do. Kyrie,
Muss No. SII.
Stabat.
Do. Stabat Mater,
Do. Vidit suum. A.— Do.
Do. Quia est homo, C.^Do.
Do. Pro pecciitis, A.^Do.
Do. Flammis orci. A. Do.
Do. Fac me crure. A. Do.
Quando corpus, C. Do.

T. =Terzfitto

:

C—
—

inG.

Te Deum, C, To Deum.
Te gloriosus,
Do.
Tu Rex gloriae, C. Do,
Tu ad liberandum. A,

C.-Coro; Ch.-^Chorale

—
—
—

Miserere mei Deus,
Miserere.

torio.

Oratorio.
Giinsbacher. Quid

C— Pelle-

&

Giuseppe riconosciuto.
Do. Die quaeso, A. Do,
Do. Plebes inepte consilia, C.

Haydn,

— Do.
OmnJB populua, C. — Service for Passion Week,
Do. Quaerens me, D. — Requiem.
Do. Agnus, C— Litany.
Felici.
Or che nat«, D. — OraGaluppi.

Laudft, Qu.

Do. Viva foote. A. Do.
Do. D'Anpri legati, A. Do.
Do. Senti il mar, A. Do.
Do. Peilegrino e I'uomo,
Do.
Do. Defende populum, C.

Requiem.

Dei, C.
Mass.
Tju
will call, A.

remember,

Do.

Do.

roentatio.

Do.
Do.

—

Finche solvo, A. Do.
Blow the sacred trumpet,

grini.

— Masa.

— Ca-

Do.
Do.

C— Do.

&

Stabat Mater, D.

P.

C- Stabat.

Caldara.

give thanks, C.

duta.

Confltebor.
CB-faro.

O

Do,

—

;

;

Stabat Mater.

Aboa.

'

C—
—
—
—
—
C—
C—

—
—

—

:

Q. =Quftrtet

;

Qu. =Quintet
S.=Solo.'

M.=Motet; Of.=0ffertorium

;

LAUB
Haydn.

LAUDA SION
—
—

Salve B«demptor, C. Nauraann. Qui tollis, C. Mass
No. IIL
d' un Infelice,
Do. Et incarnatus, A. Do,
Do, Sanctus,
Ho.
Do. Non
pamd, A, from
Do.
Et incarnatUM, A,
Mass
No. IV.
Tobia.
Do. Agnus, D. A
Do.
Do.
di le nostre, C.
Do.
Do. Lauda Sion, C.
Do. My aoul shall cry, Q.—
OffertoMotetto.
rium.
Haydn, It. Lord, grant ua thy,
Do. Le porte a noi. Q.— PelleJ.

—Salve.

Do.

C—

Pieti

C—

Tobi^

—

Cli.

— Service

—

Country

for

Chmch.
Do.
Do.
Do.

grinj.

Do.

full of all,

—

C—

Ch.— Do.

O ye

kindreds, C.

— Paalni

xcvi.

While oouacious, Ch.— Do. Negri. Qui aedea. A.— Mass.
Blest Jesus, gracious, Lh, Neukoium. Rex treint'udae.C
—Do.
Requiem.

O Love,
Ch.— Do.

Do.

all love excelling,

Do.

^Tiile w-ith her fragrant,

Sanctus, D.— Do.
Kyrie, 1).
Grand
Mass.
Do. Gloria, D.— Du.
Do. Laudamus,
Do.
Do. Gratias,
I>o.
Do. Domine, D. Do.
Do. Qui tollia,
Do.
Do. Quouiam, A —Do.
Do. Cum sanctu,
Do,
Do. Hear my ijrayer, D.

Do.

—

Pergolesi.

Ch.— Do.

Ch, —

Do. Worship, houour,
Do.
Do. Tenebrae, C. Tenebrae.
Bequiem,
Do. Sanctus.
Do.
Do. Agnus,
Do. Oro supples,
Do.
Do. Lauda Sioii, Q.— Litany.
Humrael. Holy. Holy,
Masa.
JommelU. Eex treniendae, D,

—
C—
C—
C—
C—

Requiem.

—

Do. Kyrie, D. Mass,
Do. Agnus, D.— Do.
Xeo- Dal nuvoloso monte, A.
S. Elena.
Do. Dal tuo aoglio, D. Do.
Do. Christua factua est, S.

—

— Salve-

D—

C—
—
C—
t

'.

—

Salve.

Do.

Ad

Do.
Do.

te

suspirainus,

Salve.

Do.
Do.
Do.
Do.

0.

Jesu Salv.itor, D. from
Asperges, C.
Eedde nnhi,

— Miserere
I'.

I,

—Do.

Domine labia, A.— Do.
Quoniam si voluissea,

II.

C.

—Do.

Sacriflcium Deo, T.— Do.
Eecordare, A. Dies Irae.
Do.
Righini. Qui tollis,
Mass.
Do.
Benedictus,
Q.— Do.
'^o,
Do.
o.
O Lord, who shall not, Q.
rere.
Gerua. lib.
Marc e 11 o. Save,
D.- Rolle. In thee,
Lord, C.
Paalni
Death of Abel.
JUorari. Agnua Dei, T.— Mass.
Do. Out of tho deep, A. Do.
Moriiui. Cum sancto. C. Do.
Do. Great God, to Thee,
IMozart. Eecordare.Q. Requiem.
Thirza.
Do. Sanctua, C. Moaa Ko. I.
Do. O Lord, most holy, D.
Do. Benedictus, Q. Do.
Do.
Do. Agwua, A. Do.
Sabhatini. God be merciful, T.
Do. Gloria,
Mass No. TI.
& C. Dixit Doniinua.
Do. Benedictus, Q.— Wasa No.
Do, In my distress, D.— Do.
IIL
Do. Dominus a dextris, A.
Do. Agnua, C. Do.
Do.
Do. Agnvis, D. Mass No. VI. Sala. Qui tollia, A. Masa.
Do. Blesa the Lord (Kyrie). D. Salvatore. Tenebrae, C.
Teneilaes No. X.
•
brae.
Do. Benedictus, A. &
Do.
Eecea.'iit Pastor, C. from
o.
Do. Agnus, C. Do.
Eeaponsorio.
Do. Benedictus,
Mass.
Q.
In monte Oliveti,
o.
Do.
No. XI.
Sarti.
Miserere, D, Miserere.
Do. O God, when thou apo.
Amplius, T.— Do.
peareat.
Motetto I. II.
Serini.
fallaces. A.
Motetto.
Do.
Do. Ne pulvia,
Do. Sum in medio, A. Do.
Do. Kyrie, D. Litany I.
Praise the Lord, D.
Siroli.
Do. Jesu Domine. A. Do.
Miserere.
Do. Jesu Cliriate, D. Litany
idell.
Cruciflxua, D.— Mass.
II,
Telemann. Mercy, Judgnient, A.
Do. Verbum caro, C. Do,
Orat. Passion.
Do, Enter unto his gates, A.TUrck. Heavenly Branch, D.—
Do.
Christm. Oratorio.
Do.
Do. Kvrle,
Vogler.
Agnus Dei, C.
ReDo. Agnus, D-— Do.
quiem.
threatening Winter.
by
Do. Tho'
quara trietia, C, & Q.
storms, A. Davidde.
Stabat Mater.
Chrifite, T.
Mass
"Nauraann,
Do.
Do. Quando corpus,
No. I,
Do. Quid sum miser. A.— ReDo.
Do, Kyrie,
quiem.
Et incarnatus, D, Do.
Wolf. Saints and Angels,
Agnus, D. Do.
Funeral .\nthem.
Quouiam, D,— Mass No.
Do. The Prince of Life, D.—
Easter Anthem,
Cum panctii. C. Do.
N.N. Tantum ergo, D.— Chorale.
Do.
Benedictus, D. &
"VV. H. H.
Agnus, U. Do,
Do.

Lotti

Jesu, A.

C— ilasa.
Et in terra, Qu. — Do.
Sliaerere mei, C. — MiseQui

tollia,

—
—
—

Do,

—

Eicci.

C—

—

—

—

—

—

C—

—

—
—

—

—

C—
—

—

C—

C—
—

—

C—

—

—

—
—
—

—

—

—

C—

—

—

—

C—

—

—

—

—

—

C—

C—

C—

C—

LAUB, Fkrdixand,

one of the most rewas born
Jan. 19, 1832, at Prague, where his father was
a musician. His talent showed itself very early;
at six he mastered Variations by De Beriot,
and at nine performed regularly in public. He
was a pupil of the Prague Conservatorium under
Mildner, and at eleven years old he attracted
the notice of Berlioz and Ernst, and shortly
after was taken up by the Grand Duke Stephen,
After
and by him sent to Vienna in 1847.
this he visited Paris, and, in 1851, London,
where he played at the Musical Union, and in

markable

violin players of his day,
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1853 succeeded Joachim at Weimar. Two years
we tind him at Berlin as Kammervirtuos
and Concertmeister of the Court band, teacher in
the Stern Conservatorium and leader of quartetconcerts of his own.
At length, after considerable wandering, he settled at Moscow in 1866
as head Professor of the Violin in the Conservatorium, and first violin at the Musikgesellschaft,
with great liberty of action.
But Russia did
not agree with him, and the state of his health
compelled him in 1874 to take the baths at
Carlsbad.
The benefit, however, was but temporary, and on March 17, 1875, he died of a
later

disordered liver, at Gries, near Botzen, in the
Tyrol.
Laub was certainly one of the greatest
violin-virtuosi of recent times.
He had a line
and very powerful tone and a brilliant technique,

and played with much feeling and passion. His
was very large, comprising all the
important classical works and a gi'eat many
modern compositions.
His frequent performances of Joachim's Hungarian Concerto deserve
special mention.
He had also much success
repertoire

as a quartet player,

but his

especially

style,

was not unjustly reproached
with mannerism and a tendency to exaggerain

latter years,

i\ D.

tion.

LAUDA

SIOI^.
The name of a Sequence,
sung at Mass on the Feast of Corpus Christi,
between the Gradual Oculi omniuin and the
Gospel for the Day.
[See Sequentia.]
The text of the Lauda Sion, ^\Titten, about
the year 1264, by S. Thomas Aquinas, has
always been regarded as a masterpiece of mediaeval scholarship
and ditl'ers, in at least one very
important point, from the four other Sequences
still retained in use by the Roman Church.
ot
only does the rhythmic swing of its rhymed
Trochaic Dimeters— strengthened by the introduction of a large proportion of Spondees stamp
it, at once, with the character of a glorious hymn
of praise
but it serves, also, as a vehicle for
the exposition of some of the most abstruse pro-

—

;

K

—

;

blems of dogmatic theology, which are everywhere defined with an exactness as close as that
shown in the statements of the Athanasian
Creed.'
And, strange to say, some of the verses
which exhibit this lucidity of definition in the
'

most marked degree, are precisely those in
which the swing of the metre seems least encumbered by extraneous trammels.
[See Metke
Sequentia.]
;

This jubilant swing is finely brought out
by the Plain -song to which the Sequence is
adapted a fiery Melody, [originally belonging
Laudes Crucis attollamus ']
to the Sequence
written in Modes A^II. and VIIL combined, exhibiting considerable variety of treatment and

—

'

expression.

The entire melody is divided, like the portion
we have selected as our example, into short
strains, consisting of three, or more lines, according to the requirements of the metre
and the
:

LAUDA SION

652
[

,

LAUDI SPIRITUALI

LAUDS

LAUTERBACH

the year 1336, at the Chiesa d' Ogni Santi, at
Florence, is now preserved in the Magliabecchi
Library
and, from this, Burney {Hist. ii. 328)
Alia Trinita
quotes a very beautiful example
beata
which, of late years, has become popular in this countr}', though, in all the English
editions we have seen, the melody is sadly muti-

censing the Altar.
The Service then concludes
with the Collect for the Day
the Commemorations (as at Vespers)
and the Antiphon of
the Blessed Virgin,' proper for the Season.
On certain Festivals, the Antiplions, at Lauds,
are doubled, as at Matins.
The Plain -song
Music adapted to it will be found in the Antiphonal.
[See Matins
Antiphon.]
In the Prayer- Book the name of Mattins is
given to the English service which was made up
out of the combined Offices of Matins, and
Lauds.
w. s. K.

—

:

'

—

and strikingly

lated,

inferior in character to the

The

original reading.

'

earliest printed collec-

This, however, would seem
dated 1485.
to have been either unknown to, or unrecognised
for, in 1565,
by, the disciples of S. Philip Neri
Giovanni Animuccia, who acted as his Maestro
di Capella, published a volume entitled II primo
libro delle Laudi, followed by a Secondo libro,'
These
of more advanced character, in 1570.
sacred songs, which formed the germ of the performances afterwards called Oratorios, became
so popular among the youths who flocked to
tion

is

;

'

'

'

—

1588 seventeen years after the death of the saintly Animuccia P. Soto thought it desirable to edit a
third volume, containing unacknowledgedworks,
for thi'ee and four Voices, by some of the greatest
composers of the age.
In 1 5 8 9 the same zealous
editor published an amended reprint of the three
volumes, consolidated into one succeeded, in
1591, by a fourth volume, dedicated to the
Duchessad'Aquasparta. SerafinoRazzi published
a large collection, in 1563, and many others
followed
for, at this period, almost every large
S. Philip for instruction, that, in

—

,

;

—

many an important parish, had
own Company of Laudisti, who sang the

town, and even
its

poetry of Lorenzo de' Medici, Poliziano, Pulci,

Bembo, Ludovico Martelli.Giambellari, Filicaia,
and other celebrated writers, with undiminished
interest, though, as time progressed, the character of the music sensibly deteriorated.
In the year 1770, Burney heard the Company
of Laudisti attached to the Church of S. Maria
Maddalena de' Pazzi, in Florence, sing, witli

;

'

;

;

LAUFENBERG (Loufeneeeg), Heineich
VOK, medifeval ecclesiastic and poet, was, in 1434,
deanat Zofingen between Basle and Lucerne, later
at Freiburg-im-Breisgau, and in 1445 entered the
Johanniter-kloster at Strasburg.
He deserves
mention as being one of the first to adapt
German sacred words to old secular tunes, so
as to save the beautiful tunes while rejecting
the objectionable words with which they were

much

so

Wackernagel, Das dentsche Kirchenlied, Bd. II.
Nos. 701-798. Ambros (Gcschichte der Musik, ii.
pp. 256-59) quotes his German paraphrase of
the Salve Regina, words and music, but mistakenly attributes the melody to Laufenberg,
though he afterwards so far corrects himself as
to describe it as 'eine volksthiimliche Umbildung
der kirchlichen Melodic.'
R. von Liliencron
{Monatschrift filr Gottesdienst vnd Kirchliche
ICiinst, 1896, p. 265) has shown tliat the melody
is nothing else but
that of the Plain-song
Salve Regina, the te.xt of which Laufenberg
has so paraphrased in German verses, that
every note of the plain-song melisma is sung

;

^^hat

was some centuries

it

ago, representatives

of the confraternity are said to be

still

ence, striving to do their best in a

more modern

in exist-

w.

style.

LAUDS

s. K.

The name given to
the Canonical Hours which

(Lat. Laudes).

that division

of

immediately follows Matins.
The Office of Lauds opens, according to the
Ritual of the Western Church, with the series
of Versicles and Responses beginning, Dens in
adjutorium meum intende, followed liy select
Psalms and a Canticle, sung, in live divisions,
with five proper Antiplions. These are succeeded
by the Capitulum (or Little Chapter ') the
Hymn for the Day, with its proper Versicle and
Response and the Benedictus.' On festivals
this, with its Antiphon, is sung while the Officiating Priest and his Ministers are engaged in
'

'

'

'

'

;

'

;

The whole piece is an
by which the

to a separate syllable.

interesting example of the practice

originally textless melismata on the final syllable

the Proses and

street processions,

in

Reformation.

of the Gradual

some

in

which was aftervogue at the time of the
His poems may be found in

at first associated, a practice

wards

well as in some of the churches, from a book
then just published for their use and, however
true it may be that part-singing in Italy is not

effect,

'

'

as

excellent
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Alleluias were developed into

Hymns

called Sequences.
For
choir at Leipzig, Carl Riedel

the use of his
edited several
by Laufenberg,
published by E.

'

LAUTE.

Altdeutsche Geistliche Lieder
arranged for four voices, and
AV. Fritzsch.

Germ,

for

j.

Lute,

LAUTENCLAVICYMBEL,
chord,' invented

by

with gut strings for

a

lute

profession.

Adlung's

as

Iftis.

Engl, transl.

to

(See

lute -harpsi-

'

deceive
ii.

139

;

'

wire.

Its

of cloth,

a

tone,

was so

lute -player

Hakpsichoed,

Merh.

ii.

'

Bach in 1740, strung
the two
unison stops,

J. S.

and with an octave stop of
when checked by a damper
like

e. m.

q.v.

p.

by

332, and

Spitta's J. S. Bach,

47.)

LAUTERBACH, Johann

Cheistoph,

dis-

tinguished idolinist, was born July 24, 1832,
at Culmbach in Bavaria.
His education he
received at the school and gymnasium of Wiirzburg, where he also learnt music from Bratsch
and Prof. Frohlich.
In 1850 he entered the

LAVENU
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LAVOIX

Conservatoire at Brussels as pupil of

De

Beriot

and Fetis in 1851 received the gold medal,
and during Leonard's absence took his place as
Professor of the violin.
In 1853 he became
Concertmeister and Professor of the violin at
the Conservatorium of Munich
in 1861, on
;

;

the death of Lipinski, was appointed second
Concertmeister of the royal band at Dresden,
and in 1873 succeeded to the first place. From
1861 to 1877 he also held the post of principal
teacher of the violin in the Conservatorium of
Dresden, with great and increasing renown. He
has travelled much, and always with success.
He spent the seasons of 1864 and 1865 in
England, appearing at the Philharmonic on
May 2 of the former, and May 15 of the latter
year, and playing also at the Musical Union.
In Paris he played at the last concert at the
Tuileries before the war ; and received from
the Emperor Napoleon a gold snuff-box set
with diamonds.
He is decorated with many
orders, both of North and South Germany.
In
the summer of 1876 he met with a serious
mountain accident in Switzerland, by which
several of his companioris were killed and he
himself severely injured.
He, however, completely recovered.
Lauterbach's style unites
the best peculiarities of the Belgian school,
great polish and elegance, with the breadth of
tone and earnestness of the Germans.
p. D.
LAVENU, Lewis, an important London
music-publisher, who was in business in 1796
at 23 Duke Street, St. James's.
About 1800 he
had removed to 29 New Bond Street, and in
1803 he entered into partnership with Mitchell.
In 1809 Mitchell dropped out of the firm, and
L.

Lavenu was

sole proprietor.

Lavenu, probably a relative,
was in business on her own account about 1820
at 24 Edwards Street, Manchester Square, but
Elizaiieth

she appears shortly before 1822 to have succeeded to the business at 28 Bond Street, where
in 1838 Louis Henry Lavenu was in partnership with Nicholas Mori the violinist.
The Lavenu family issued great quantities of
sheet music, vocal and instrumental, almost
always printed on coarse, blue-tinged paper, r. K.
Louis Henry Lavenu, son of a flautist and
He was
music-seller, born in London in 1818.
a pupil of the Royal Academy of Music, where
he studied composition under Boehsa and
Before leaving the Academy he was
Potter.
engaged as a violoncellist at the Opera and the
He was
Westminster Abbey Festival of 1834.
also in business as a music-seller in partnership
with his stepfather, Nicholas Mori, the eminent
violinist, after whose death, in 1839, he continued the business alone for a few years.
During this time he published a few songs
and short pianoforte pieces composed by himself.
His opera, Loretta, a Tale of Seville,'
words by Bunn, was produced at Drury Lane,
'

Nov.

9,

1846, with success.

Dissatisfied with

his position, Lavenu emigrated to Australia,
obtained the post of director of the music at
the Sydney Theatre, and died at Sydney,
'W. H. H.
August 1, 1859.

LAVIGNAC, Alexandre Jean Albert, was
born in Paris, Jan. 22, 1846, and was a pupil of
the Conservatoire, carrying oflf the first prize
for solfege in 1857, the first prize for piano in
1861, the first for harmony and composition in
1863, the second for organ in 1865, and the
He
first for counterpoint and fugue in 1864.
was appointed professor of solfege in 1882, and
he is now the
in 1891 professor of harmony
His educational
doyen of the teaching staff.
a Cours
works are Solfeges (in six volumes)
covijjlet tht'orique de diotie musicale, a work which
suggested to many French conservatoires the
Cinquante
practical value of musical dictation
Ecole de la Pidale (for
le(;ons d'harmonie,
pianists), piano pieces for four hands, ten pre;

;

;

V

and many pianoforte solos, and piecesfor
His works in musical
literature have made his name famous outside
ludes,

various instruments.

France they are La Miisique et les Musiciens
(1895) and Le Voyage artisHque a Bayreuth
(1897). The latter, expanded from the original,
and translated by Esther Singleton, was published in London in 1898 as The Music Drama
of Richard Wagner, and is considered one of
the most useful of the many handbooks to
Wagner's works.
G. r.
LAVIGNE, Antoine Joseph, born at Besan9on, March 23, 1816, received his early
musical education from his father, a musician
in an infantry regiment.
On Jan. 24, 1830,
he was admitted a pupil of the Conservatoire
at Paris, where he studied the oboe under Vogt,
but was obliged to leave on May 3, 1835, on
account of his father's regiment being ordered
from Paris. He resumed his position on Oct. 17,
1836, and obtained the first prize in 1837. He
was for several years principal oboe at the
Theatre Italien at Paris.
In 1841 he came to
England, and appeared as oboe soloist at the
Promenade Concerts at Drury Lane, and was
;

for

many

years a

member

of Halle's orchestra

[He fell into great poverty and
distress, and was admitted into the infirmary
of St. Saviour's, Southwark, in 1885, and removed thence to the Royal Infirmary, Manchester, where he died Aug. 1, 1886.
w. H. c]
at Manchester.

He addressed himself with great earnestness to
applying to the oboe the system of keys which
Boehm (or Gordon) had contrived for the flute,
and devoted several years to perfecting the instrument.
This admirable player had great
execution and feeling
but what was most
remarkable was his power and length of breath,
which, by some secret known to himself, enabled
him to give the longest phrases without breaking
them.
w. H. H.
;

LAVOIX, Henri Marie Francois (known
as

Lavoix

fils,

to

distinguish

him from

his

LAWES
father,

tlie

LAWES

coiiservateur of the

collection

of

coins in tlie Bibliotheque Nationale), eminent

writer on music, was born in Paris, April 26,
1816, "was educated at the university of tlie
Sorbonne, where he took tlie degree of baclielier,

while studying

harmony and counterpoint with
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nated with Lawes.]
In 1637 appeared 'A
Paraphrase vpou the Psalmes of David.
By
G[eorge] S[andys]. Set to new Tunes i'or private
Devotion.
And a thorow Base, for Voice or
Instrument.
By Henry Law-es
and in 1648
Choice Psalmes put into Musick for Three
'

;

'

Composed by Henry and William

His writings on musical history
H. Cohen.
Les Ti-aducteurs de ShakcsjJcare
are as follows
La Musique dans la A'aturc
€'ti Diusique (1S69)
(1873) La Musiqne dans I'imagerie du rnoycnHistoire de l' instrumentation (1878,
d'je (1875)
crowned by the Academy)
Les principes et
La
r histoire du chant (with Th. Lemaire)
Masique au si^cle de Saint-Louis Histoire de
la Musique ; Histoire de la Musiqne francaise
and many articles in magazines, etc. He was
appointed librarian of tlie Bibliotheque Rationale
in 1865, and died in Paris, Dec. 17, 1897. G. F.
LA^VES, Heniiy, son of Thomas Lawes [who
was probably identical with a vicar-choral of
Salisbury of that name] was horn at Dinton,

Voices.

probably in Dec. 1695, as he was
He received his
baptized Jan. 1, 1595-96.
musical education from Giovanni Coperario, On
Jan. 1, 1625-26, he was sworn in as epistler of
the Chapel Koyal, and on Nov. 3 following,
one of the gentlemen, and afterwards became
In 1633 he furnished
clerk of the cheque.
Coelum
music for Thomas Carew's masque,
Britannicum,' performed at Court, Feb. 18,
1633-34.
In this masque the Earl of Bridgewater's trwo sons took piart, and this circumstance

337, 395, 492.] Lawes composed the Christmas
songs in Herrick's Hesperides,' and the songs
in the plays and poems of William Cartwright,
Comedies, anel tragi-Coniedies, with othrrpoevis by
Mr. William Carturight.
The Ayres and

:

;

;

:

:

:

;

;

"Wiltsiiire,

'

.

.

.

Lawes, Brothers and Servants to His Majestic.

With

Musick by several
upon the death of William Lawes. And
at the end of the Thorough Base ^ are added
nine ^ Canons of Three and Four Voices made
by William Lawes.' A copper-plate p)ortrait of
divers Elegies set in

friends,

Charles

I.

,

believed to be the last publislied in

and amongst

his lifetime, accompanies each part,

the commendatory verses prefi.xed to the work
is the sonnet, addressed by Milton to Henry

Lawes

in Feb. 1645-46, beginning Harry, whcise
tuneful and well -measured song.'
[As to the
'

difficulties

connected with this date, and the

original title, see Notes

and

2ud

Queries,

ser. vi.

'

.

.

.

by Mr. Henry Lawes
London,
It contains no music, however.
In
1652 some of his songs appeared in Playford's
Select Musical Ayres,' and in 1653 Lawes pmblished Ayres and Dialogues lor One, Two and
Three Voyces, with his portrait, from w'hich
the above is taken, finely engraved by Faithorne
This was received with snch
on the title.
favour as to induce him to issue two other books
In 1656
with the same title in 1655 and 1668.
he was engaged with Capt. Henry Cooke, Dr.
Charles Colman, and George Hudson in providFirst Day's
ing the music for Davenant's
Entertainment of Musick at Rutland House.'
On the Restoration in 1660, Lawes was reinstated in his Court appointments. He composed
the anthem Zadok the Priest, for the coronaHe died Oct. 21, 1662,
tion of Charles II.
and was buried Oct. 25 in the cloisters of
Many of his songs are to
Westminster Abbey.
be found in 'Select Musical Ayres and Dialogues,'
1652, 1653, and 1659, and The Treasury of
Musick,' 1669.
Henry Lawes was highly esteemed by his contemporaries, both as a composer and performer.
Milton praises him in both capacities, and
Herrick in an epigram places him on a level
with some of the most renowned singers and
but later writers have
players of his time
formed a lower estimate of his abilities as a
Burney declares his productions to
composer.
be languid and insipid, and equally devoid of
and Hawkins speaks of
learning and genius
neitlier
his music as dehcient in melody and
recitative nor air, but in so pirecise a medium
between both that a name is wanting for it.'

Songs
1651.

set

.

.

.

'

'

'

'

'

'

'

very probably led to his being employed as
music-teacher in the family, and so to tlie production of Milton's masque, Comus,' produced
'

Castle on Michaelmas night, Lawes
performing the part of the Attendant Spirit.
Both Hawkins and Burney have printed Sweet
at

Lndlow

'

Echo,' one of the songs in

'

The whole
Museum, Add.

Comus.'

of the songs are in the British

MS. 11,518, [and the music was published
In
entire by the Mermaid Society in 1904.
Peck's New Memoirs, etc., p. 12, it is stated that
the choice of Milton to write the masque origi-

;

'

'

;

'

I

Tie work

i8

in separate parts.

2

Really ten.

LAWES
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LAY VICAR

But both appear

is

view.

Consort

It

melody

to judge from a false point of
was not Lawes's object to produce

in the popular sense of the word, but

'words with just note and accent,' to
make the prosody of his text his principal care
and it was doubtless that quality which induced
-all the best poetical writers of his day, from
Milton and Waller downwards, to desire that
their verses should be set by him.
To effect
his object he employed a kind of aria parlante,'
a style of composition which, if expressively
to set

;

'

sung, would cause as much gratification to the
cultivated hearer as the most ear-catchingmelody
"would to the untrained listener.
[His songs,
by a natural consequence, appeal forcibly to

modern

ears.]

Lawes was

careful in the choice

of words, and the words of his songs would
form a very pleasing volume of lyric poetry.
Hawkins says that notwithstanding Lawes was
a servant of the church, he contributed nothing
to the increase of its stores
but, besides the
coronation anthem before mentioned, there are
(or were) in an old choir book of the Chapel
Koyal fragments of eight or ten anthems by
him, and the words of several of his anthems
are given in Clifford's
Divine Services and
Anthems,' 1664.
A portrait of Henry Lawes
is in the Music School, Oxford.
[Another
painted in 1622, is in the bishop's palace at
Salisbury.
See a reference to him in Aubrey's
'

'

;

'

Miscellanies, ed. 1890, p. 139.]
John Lawes, a brother of Henry,

vicar of Westminster Abbey.
1654-55, and was buried in the

He

was a lay
died in Jan.

Abbey

cloisters.

TnoM.is L.iWES, probably the father of
William and Henry Lawes, was a vicar choral
of Salisbury Cathedral.
He died Nov. 7, 1640,
-and was buried in the north transept of the
cathedral.

William Lawes,

elder brother of Henry,

received musical instruction from Coperario at
the expense of the Earl of Hertford.
He became

a

member

of the choir of Chichester Cathedral,

which he quitted in 1602, on being appointed
He was
a gentleman of the Chapel Royal.
:sworn in Jan. 1, 1602-3.
On May 5, 1611,
he resigned his place in favour of Ezekiel Waad,
a lay vicar of Westminster Abbey, but on Oct.
1,

following,

He was

was readmitted 'without

paie.

also one of the musicians in ordinary

to Charles I.
In 1633 he joined Simon Ives
in the composition of the music for Sliirley's
'Triumph of Peace.' [In 1635 he wrote the

music

Davenant's masque,

for

'

The Triumph

of the Prince d'Amour,' preserved in the Bodleian

(Music Sch. MSS. B, 2, 3, and D, 229.)] An
antliem by him is printed in Boyce's Cathedral
Music
songs and other vocal compositions in
'Select Musicall Ayres and Dialogues,' 1653
The
and 1659
Catch that catch can,' 1652
Treasuryof Musick, 1669 and 'Choice Psalms,'
1648 and some of his instrumental music in
'Courtly Masquing Ayres,' 1662.
Hia portrait
'

'

;

'

'

;

;

'

;

;

'The Royal
in the Music School, Oxford.
for viols, consisting of sixty-six short
pieces, and some
Airs for violin and bass are
'

'

'

Museum, Add. MSS. 10,445,
31,431-2 [the latter MS. contains also a canon,
'Tisjoy to hear, and iifty-five vocal compositions.
Add. MSS. 29,410-4, and 17,798 contain more
of his pieces, and in the Christ Church Library
are his 'Great Consorte
(I. 5. 1-6) and other
works (I. 4, 79-82, 91-3, K. 3, 32, and H. I. 12
and 18). Canons and MS. songs are contained
in Brit. Mus. Eg. MS. 2013, Add. MSS. 29,396in the

British
;

'

'

'

His best30,273, 31,423, 31,433, 31,462.
is the part-song 'Gather ye rosebuds while ye may. '] On the breaking out of
the Civil War he joined the Royalist army, and
was made a commissary by Lord Gerrard, to
7,

known work

exempt him from danger, but his active spirit
disdaining that security, he was killed by a stray
shot during the siege of Chester, 1645.

LAWROWSKA, Mme.

\v. H. H.

Elizabeth Axdee-

Well known as Mme.
La\vrowska, was born Oct. 12, 1845, at Kaschin,
Twer, Russia.
She was taught singing by
Fenzi, at the Elizabeth Institute, and by Mme.
Nissen - Saloman at the Conservatorium, St.
Petersburg.
In 1867 she made her debut as
Orpheus at three performances of Gluck's opera,
given by the students of the Conservatorium
under Rubinstein, at the Palace of the Grand
Duchess Helena, thanks to whose kindness she
was enabled to study abroad. From 1868 to 1872
she was engaged at the Russian Opera-Theatre
Marie, and on July 31, 1871, she married the
In 1868 she was
Prince Zeretelew at Odessa.
announced to sing at the Italian Opera, Covent
Garden, but did not appear.
She left the opera
for a time and sang in concerts all over Europe,
having received further instruction from Mme.
Viardot-Garcia.
She visited this country in
1873, and made her firat appearance, Feb. 24,
at the Monday Popular Concerts, and March 1
at Crystal Palace.
During her stay she made
a great impression by her grand mezzo-soprano
voice and fine declamatory powers of singing in
operatic airs of Handel and Glinka, and in the
Lieder of Schubert, Schumann, etc.
In 1881
she reappeared in England in concerts, but for
a very short period.
In 1878 she returned to
the St. Petersburg Opera.
The principal
Russian operas in which she has performed
are
La Vie pour le Czar and Russian and
Ludmila of Glinka, 'Russalka' of Dargomijsky,
and WrazyJa Silow of Serov.
a. c.
LAY. A Proven9al word, originally probably
Celtic, meaning at first a sound or noise, and
then a song, especially the tune, as the quotations from Spenser, Milton, and Dryden in
Johnson's Dictionary prove. Beyond this general
sense the term has no application to music. The
German Lied is another form of the word. G.
LAY VICAR or LAY CLERK, a singer in
[See Vicak Choral.]
Cathedral Choirs.

JEWNA Lawbowskaja,

'

'

'

'

'

'

'

'

LAYOLLE
LAYOLLE, Franoiscus

LAZZARINI
Fkanoesoo

de, or

dell' Aiolle, a French composer of the earlier
part of the 1 6th century, who settled as organist
at Florence about 1640, and was Benvenuto

He

Cellini's teacher in music.

edited,

for the

Lyons music-printer, Jacques Moderne or ModerDus, a book often Masses ( Liber decern Missarum,
1532-40), among which are three masses and
three motets by himself. His mass Adieu, mes
'

'

amours' Anibros describes as a remarkable work.
His other works are canzoni a 5 and a 4 published by Modernus, 1540 and later, and other
madrigals and motets in various collections.
From a rare work entitled Contrapunctus seu
Jigurata musica super piano Cantu, etc., Lyons,
1528, Kade in his Beilagen zu Ainhros has reSalve Virgo
printed two motets by Layolle,
siugularis and Media vita, both a 4 which, as
the title of the w^ork indicates, are contiapuntal
From this constudies on a plain-song tenor.
nection of Layolle with works printed in Lyons,
it would seem as if Lyons had been his birthplace, and it appears that Aleman Layolle, his
son, was for a while organist at Lyons, but afterwards returned to Florence, and was music- teacher
j. R. M.
to a daughter of Benvenuto Cellini.
LAYS, Francois, a famous French singer,
whose real name was Lay, born Feb. 14, 1758,
He learned
at La Barthe de Kestes in Gascony.
music in the monastery of Guaraison, but before
he was twenty his fame as a singer had spread,
and in April 1779 he found himself at Paris to
His name first
be tried for the Grand Opera.
appears in Lajarte's catalogue of first representa'

'

'

tions,

'

in a

as Petrarque,

'

,

pastoral heroique

'

Laure et Petrarque,' July
His next mention
2, 1780, and is spelt Lais.
Iphigenie en Tauride of Piccinni,
is in the
Jan. 23, 1781, where he has the role of a
coryphee.^ After that he appears frequently in
company with Mile. Saint-Huberti, a famous
He was also attached to
soprano of that day.
the concerts of Marie Antoinette, and to the ConHe was a poor actor, unless in
cert Spirituel.
but the splenparts specially written for him
dour of his voice made up for everything, and he
preserved it so well as to remain in the company
Lays was a
of the Grand Opera till Oct. 1822.
violent politician on the popular side, which did
not please his colleagues, and some quarrels arose
in consequence, but with no further result than
to cause him to write a pamphlet, and to force
him, after the 9th Thermidor, to appear in parts
distasteful to him, and to sing before the BourHe was professor
bons after the Kestoration.
of singing at the Conservatoire from 1795 to
1799, when he retired from the post and from
1819 to 1826 held the same office in the 'Ecole
He had
royale de chant et de declamation.'
been principal singer in the chapel of Napoleon
from 1801 till the fall of the Emperor, but was

by

Candeille, called

'

'

'

;

;

I

'Sei^eur bien fainant is said by Ft^tia to have
him, but his name does not appear in the company
performance of that piece.

The rOleof

tlie

heeii written for

at the

first

'
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by Louis XVIIL After leaving
the Ecole he retired to Ingrande near Angers,
where he died March 30, 1831.
We have said
that he was not agood actor, but Fetis pronounces
him not even a good singer, saying that his
taste was poor, and that he had several bad
tricks
but he had warmth and animation, and
the beauty of his voice so far atoned for all,
that for a long time no opera could be successful in which he had not a part.
G.
LAZARUS, Henry, born in London, Jan. 1,
1815, commenced the study of the clarinet when
a boy under Blizard, bandmaster of the Royal
Military Asylum, Chelsea, and continued it
under Charles Godfrey, sen., bandmaster of the
Coldstream Guards. After fulfilling engagements
in various theatrical and other orchestras he
was, in 1838, appointed as second to Willman
at the Sacred Harmonic Society.
On the death
of Willman in 1840 Lazarus succeeded him as
principal clarinet at the Opera and all the
cashiered

;

principal concerts, festivals, etc. in

London and

the provinces, a position he retained for many
years with great and ever-increasing reputation.
In both orchestral and solo-playing the beauty
and richness of his tone, his excellent phrasing,
and his neat and expressive execution, were
alike admired.
He was a professor of his instrument at the Royal Academy of Music from
1854, and at the Military School of Music,
Kneller Hall, near Hounslow% from 1858.
[He
gave a farewell concert in St. James's Hall,
May 31, 1892, and died in London, March 6,

w. H. H.

1895.]

LAZZARI, Sylvio, though born

at Botzen,
1858, ranks as a French composer,
for after studying law at Innsbruck and Munich,
he entered the Paris Conservatoire in 1882,
but his chief studies were carried on under
Cesar Franck,
The following works have been
publicly performed:
The pantomime, 'Lulu,'
the musical drama,
brought out in 1887
'Armor,' at the Landestheater in Prague in
For
1898, and L'Ensorcele,' in Paris in 1903.
orchestrahe has written a Rhapsodic espagnole,'
Impressions'
'Ophelie,' a symphonic poem
' Effet
Marche de Fete, a fantasia
de Kuit,

Tyrol, Jan.

1,

—

;

'

'

'

;

;

'

'

for violin

and

orchestra,

'

and a concertstiick

for

piano and orchestra. His cbainber compositions
include a sonata for piano and violin, a trio, a
string quartet, an octet for wind instruments,
duets and choruses for female voices, and numerG. r.
ous songs and ]iiano pieces.
LAZZARINI, GusTAM), was born (as some
biographers say) at Padua, or (according to
others) at Verona, about 1765.
His debut was
made at Lucca in 1789, in Zingarelli's Ifigenia
In the two followin Aulide,' witli great eclat.
ing years he appeared in London, singing both
in serious and comic operas, such as Bertoni's
Quinto Fabio and the Locanda of Paisiello,
in the former with Pacchierotti, but taking the
Lord Mountprincipal role in the latter.
'

'

'

'

'

2

u

LEACH
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Edgcumbe thought him

'

LEADING NOTE

a very pleasing singer

with a sweet tenor voice.' During the Carnival
of 1794 he sang at Milan, with Grassini and
Marches!, in Zingarelli's

Artaserse and the
of Portogallo, and bore the comparison inevitably made between him and those
'

Demofoonte

'

'

'

great singers.
He sang there again in 1795,
and once more in 1798, appearing on the latter
occasion in Cimarosa's 'Orazzi' and Zingarelli's
Meleagro, with Riccardi and Crescentini.
In
'

'

1801 he was one of the Optra, Baffa troupe at
Paris, where he was again heard to advantage
by Lord Mount-Edgcumbe (1802), singing in
company with La Strinasaochi and Georgi Belloo.
But his voice had now lost much of its freshness, though the great style remained. Lazzarini
published two volumes of Italian airs, and a
Pastoral, both at Paris (Garli).
His portrait
was engraved there by Nitot Dufrene, an operatic
singer.

m.

j.

LEACH,

James, born at Wardle, near Rochwasatfirstahandloom
weaver.
From 1789 he was a tenor singer and
teacher in Rochdale, and at Salford a few years
later.
He published a New Sett of Hymn and
Psalm Tunes, etc' (Preston, London, 1789)
and a Second Sett of the same, probably about
1794.
His tunes are found in several of the
American collections, as the Easy Iiistriictor
(Albany, New York, 1798), and the Bridgewater
C'ullei:tion (Boston, 1802).
The David Companion
or Methodist Standard, (Baltimore, 1810) contains
forty-eight of his pieces.
For more details see a
letter signed G. A. C. in the Musical Times for
April 1878, p. 226.
In the Rev. H. Parr's
Church of England Psalmody mil be found
Mount Pleasant, Oldham, and Smyrna, by him,
dale, Lancashire, in 1762,

'

;

'

'

'

'

wliich used to be favourites in certain congre-

His Psalmody was brought out in
1886, with a biographical sketch by Thomas
Newbigging.
Leach died from a stage-coach
accident, near Manchester, Feb. 8, 1798, and
G.
is buried at Rochdale.
LEAD, TO, in fugues or imitative music is
to go off first with a point or subject, which is
afterwards taken up by the other parts successively.
Thus in the Amen Chorus in the Messiah the bass 'leads,' the tenor taking up the
subject at the sixth bar, the alto at the tenth,
and so on.
In the separate voice parts the
fact is often stated ('Tenors lead,' etc.), that
the singers may be on their guard, and the part
G.
is then said
to have the lead.
LEADER. The chief of the first violins is
the leader of the orchestra, the Conrertmeister
of the Germans, and Chefd'aUaque of the French.
He is close to the conductor's left hand. The
position is a most important one, as the animation and attack of the band depend in great
measure on the leader.
The great precision and
gations.

'

'

'

'

'

'

force of the
is

'

Gewandhans

for

orchestra, for instance,

mainly due to David being
so long at the head of them.
It is the

said to have been

duty to play any passages for solo violin
that may occur in works other than violin
concertos ; and in orcliestras that are not
organised institutions the leader often makes the
G.
engagement with the individual members.
leader's

LEADING NOTE
Leitton).

Germ.
(Fr. Note sensible
In modern music it is absolutely in;

dispensable for all harmonic progressions to have
an appreciable connection with a tonic or keynote, and various lines converge to indicate

among these an
that note with clearness
important place is occupied by the Leading
Note, which is the note immediately below the
keynote, and separated from it by the smallest
interval in the system, namely a semitone.
Helmholtz has pointed out that in actual relationship to the tonic it is the most remote of all
the notes in the scale, since the supertonic,
which also appears to be very remote, at least
comes nearer in being the fiftli to the dominant,
For
while the leading note is only the third.
this reason, and also from its not being capable
of standing as a root note to any essential
diatonic chord in the key, it seems to have no
;

status of its own, but to exist

mainly as pre-

paratory to the tonic note, for which, by reason
of its close pjroximity, it seems to prepare the
mind when it is heard and the melodic tendency
to lead up to the most important note in the
scale is the origin of its name.
In many scales, both of civilised and barbarous
peoples, it has found no place.
In many of
the mediaeval ecclesiastical scales, as in the Greek
scales from which they were derived, the note
immediately below the tonic was se[tarated from
it by the interval of a whole tone, and therefore
had none of the character of a leading note ;
but as the feeling for tonality gained ground
in the Middle Ages hand in hand with the
appreciation of harmonic combinations, the use
of the leading note, which is so vital to its
comprehension, became more common.
Ecclesiastics looked upon this tampering with the
august scales of antiquity with disfavour, and
Pope John XXII. passed an edict against it in
1.322
consequently the accidental which indicated it was omitted in the written music
but
the feeling of musicians was in many cases too
strong to be suppressed, and the performers
habitually sang it, wherever the sense of the
context demanded it, nor do we learn that the
ecclesiastics interfered with the practice as long
as the musicians did not let the world see as
well as hear what they were doing.
Notwithstanding this common practice of performers,
the scales maintained their integrity in many
respects, and there resulted a curious ambiguity,
which is very characteristic of medifeval music,
in the frequent interchange of the notes, a tone
and a semitone below the tonic.
Musicians
were long beguiled by the feeling that the true
scales should have the note below the tonic
removed from it by the interval of a tone, and
;

;

;

LEBERT

LEBRUN

was taking a liberty and pandering to
and the clear
to sliar;ien it
realisation of those principles of tonality upon
which modern music is based was considerably
retarded thereby, so that works both vocal and
instrumental are characterised by a vagueness
of key-relationship, which the use of the leading
note alone can remove, till far on into the 17th
century
by the time of Bach and Handel,
however, the ancient scales had been fused into
the major and minor modes of the modern
system, and the leading note assumed the office
that

it

human weakness

;
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ous songs ( L' Amour de Myrto, L' Amour trahi,
become popular.
), pianoforte pieces, etc. have
Le Borne's dramatic works are as follows
Daphnis et Chloe,' a pastoral drama (Brussels,
May 10, 1885); 'Hedda,' symphonic legend
'

'

'

etc.

:

'

in three acts (Milan, 1898)
'Mudarra,' lyric
drama in four acts (Berlin, April 18, 1899); inci;

tion of the importance of the leading note

dental music for G. Mitchell's
L'Absent
(Odeon, 1903)
Les Girondins,' lyric drama in
four acts (Lyons, March 26, 1905).
Another
three-act opera, ' Le Maitre,' has not yet been
performed.
In 1901 Le Borne obtained the
Chartier prize of the Institut, for his chamber
music. He contributes musical criticisms to the

the influence

Monde

;

it

The gradual

has ever since occupied.
it

realisa-

and
had upon the development of

modern music is traced in the article Harmony,
and reference may also be made to chap. xiv. of
the Third Part of Helmholtz's The Seiisations
[In some modern treatises the
of Tone, etc.
melodic fallof asemitone to the key-note. is called
a downward leading note.']
c. H. H. P.
LEBERT, SiGMUND (real name Levy), the
virtual founder of the Stuttgart Conservatorium,
was born at Ludwigsburg, in Wiirtemberg, Dec.
12, 1822, and got his musical education from
Tomaschek and D. "Weber at Prague. He settled
in Munich as a pianoforte teacher for some
years before 1856, where with Faisst, Stark,
and others, he started the music school. He
was a very accomplished and successful teacher,
though the merit of his system the percussive
'

—

one,

which

—

leads to thumping
may
[The Grosse Pianoforte Schule

often

be questioned.

which he edited with Stark, was published by
the house of Cotta, and afterwards revised by
Max Pauer (1904) the famous edition of Beethoven's sonata, issued by the same firm, was
begun by these editors and continued by Hans
von BiUow.
Lebert died at Stuttgart, Dec. 8,
;

1884.]

G.

LEBHAFT,

i.e.

lively, the

German equivalent

during his temporary preference ibr German terms, in the pianoforte sonata op. 101, where we find the two

Beethoven uses

for Vivace.

it,

Etwas lebhaft' etc. and Lebhaft,
directions
marschmcissig, which is exactly equivalent to
Schumann uses it con'Vivace k la marcia.'
Ausserst lebhaft is Vivacissimo. G.
stantly
'

'

'

'

'

;

LE BORNE, Feenand,

born March 10,
1862, is of Belgian origin, but ranks as a French
composer, having been a pupil of Massenet,
Saint-Saens, and Cesar Franck, so that he has
He has brought
passed under varied influences.
Scenes
out the following works for orchestra
:

'

Symphonic drama'Aquarelles,' 'Temps de Guerre (Con-

dc Ballet,' 'Suite intime,'
tique,'

—

'

'

certs de I'Opera, 1896), 'Fete Bretonne,' 'Marche
Ouverture
Ouverture guerriere,'
solennelle,
'

'

'

symphonique,' and a

'

symphonie-concerto

'

for

His chamber
music includes a string quartet, a trio, and a
A mass in A, and some motets,
violin sonata.
represent his work for the Church, and numerpiano,

violin,

and orchestra.

'

'

;

artiste.

G. r.

LEBRUN,

Feancesca, the daughter of Danzi
the violoncellist, was born at Mannheim in 1756.
Endowed by nature with a voice remarkable
alike for its purity and extent, ranging as high
as f" without difficulty, she improved her
natural advantages by careful study, and became
one of the best singers that Germany has p)roShe made her first appearance (1771)
duced.

when

scarcely sixteen years old, and charmed
in the next year she was engaged at
the court
the Mannheim Opera.
Fetis says that in 1775
;

she became the wife of Lebrun the oboist, whom
she accompanied to Italy, singing first at Milan

(1778) in Salieri's Europa riconosciuta.' The
Milanese were deliglited with her clear and
'

and easy vocalisation, in spite of
the intrigues of La Balducci, the prima donna
of La Scala, who endeavoured to set them against
This account must, however,
her young rival.
for, whereas Fetis says that she
be corrected
only came to England in 1781, there is no
doubt that she was here five years earlier, then
unmarried, arriving with Koncaglia, with whom
It is clear that
she sang in Sacchini's Creso.'
she did not marry Lebrun until after 1777.
beautiful voice

;

'

She reappieared in London as Mme. Lebrun in
1779, being again the prima, do^ma for serious
opera, and continued with Pacchierotti to sing
in London for two or three seasons.
She sang in 1785 at Munich, after which she
returned to Italy, achieving the same brilliant
success at A'^enice and Napilcs as elsewhere.
In
1788 and 1789 she appeared at Munich in
Mozart's 'Idomeneo,' Prati's Armida,' and the
She started for
Castor and Pollux of Vogler.
Berlin in Dec. 1790 to fulfil an engagement, but
on her arrival lost her husband, and herself died
'

'

'

May

14, 1791.

Mme. Lebrun,

besides being a great singer,

was an accomplished piianist, and pmblished at
Oft'enbach (17S3) some sonatas with violin accompaniment, and some trios for piano, violin,
and violoncello, which contain pretty melodies,
and are written with facility.

Of her twodaughters, theelder, Sophie, better
known as Mme. Dulcken,' was born in London,
June 20, 1781, and became celebrated as a
1

Not

to be confounded

with the

later artiat of that

name.

LECHNER
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She was remarkable for quick and true
good style of execution, and
made successful concert-tours through France,
Italy, and Germany.
On April 18, 1799, she
married Dulcken, a famous maker of pianos at
Munich. She composed, but never published,
some sonatas and other pieces for the piano.
RosiNE, her younger sister, was born at
Munich, April 13, 1785. She was at first taught
by Streicher for the piano, but afterwards studied
singing under her uncle, Danzi, thecapellmeister.
She made a successful debut but, having married Stenzsch, an actor of the Court Theatre,
Nov. 30, 1801, gave up the opera to play in
comedy, in which she displayed a fair amount
pianist.

feeling, as well as a

it, since his last work was the composition
of a wedding-motet ('Laudato Dominum,' for
fifteen voices) for the marriage of the Elector
Johann Georg I. of Saxony. Besides his edi-

with

torial work already referred to, Lechner's own
works may be summarised as follows
:

1.

Two books

of

Motettao or Sacrae Cantionea a

4-6,

containing

eigbty-flix nuiiibeia, 1.075. 1581.
2.

3.
4.

5.

Liber MiHHarum 6 et 5 voc. 1584. containing tbree maasea and
ten introlta.
Magniflcat aec. octo tonoa, 1578, eight numbers.
Septem Paalmi Poenitantialea, etc.,6ii., 1587.
Varioua collections of Teutscbe Lieder. geistliche und weltliche

a

3, 4,

and

1575-89.

5,

;

F.

Commer,

in his

volume of

LECHNER, Leonhaed,
somewhere

J.

M.

'

born before
Etschthal of the

1550,
in the
Austrian Tyrol, hence the designation Athesinus,
which he usually appended to his name. He
was brought up as a chorister in the Bavarian
Court Chapel at Munich under Orlando Lassus,
of whoae works he always remained an ardent
admirer.
In 1570 he held some post as schoolmaster in Nuremberg, and while still there,
began to be known as a diligent composer of
motets and German songs in the madrigal or
villanella style, also as editor of various collec-

Thus in 1579 he introduced
tions of music.
some degree of order into the chaos of the
frequent republications of earlier works of
Lassus, by bringing out, evidently in concert
with the composer himself, a revised and enlarged edition of his two books of motets of
1568, one a 4 and 5, the other a 6-10, incorporating more of Lassus' earlier work of the
same kind. In 1581 he brought out a book
of five previously unpublished masses by Lassus
and in 1583, a collection entitled SariTwniae
Miscellae, containing motets a 5 and 6, mostly
by composers connected at one time or another
Dehn in his Sammwith the Bavarian chapel.
lung aelterer Musik, published a selection from
this latter work, including a good motet by
In
Lechner himself, Ne intres in judicium.
1584, probably on the recommendation of
Lassus, he was appointed capellmeister at
Hechingen to Count Eitel Friedrich of Hohenzollern, but suddenly gave up his post in 1585,
Religion may
without any ostensible reason.
have been the determining motive, as we know
that he was succeeded at Hechingen by Ferdinand Lassus, the son of Orlando and it was
also in 1585 that Orlando dedicated to Count
Eitel Friedrich a book of motets, and meanwhile
Lechner, after an unsuccessful application for
the post of capellmeister at Dresden to the
then Lutheran court of Saxony, in 1587 be;

at Stuttgart to the court of
Wiirtemberg, where he remained till his death
in 1604.
It would almost appear as if he continued to cherish a hankering after the Saxon
court, and endeavoured to keep up some relation

came capellmeister

'

'

was

und

:

'

of talent.

Geistliche

'

Weltliehe Lieder,' republished four good specimens of Lechner's work two geistliche lieder,
Christ ist erstanden,' a 4, and Herr Jesu Christ
dir lebe ich, a 5; two weltliehe, Wol komt der
Mey,' a 4, and ' Will uns das Meidlein nimmer
Also in the PuUikation der Gesellban,' a 5.
Bd. xix. 1895,
schaft fur Musikforschung,
Eitner has republished Lechner's lieder, 1579,
containing his rearrangement, a 5, of twenty-one
lieder

a

3,

from Regnart's Tricinia, and three

Italian madrigals of Lechner's own.

j. R.

M.

LECLAIR, Jean-Marie,
distinguish him from his

Talne (so called to
brother AntoineRemi), an eminent violin player, and composer
for his instrument, was born in Paris, May 10,
1697.
He began his public life not as a musiIn
cian but as a dancer at the Rouen theatre.^
1722 he went to Turin, as ballet master,
where [he composed some interludes for the
'Semiramide'of Orlandini, andwhere] SoMis was

much pleased with some ballet music of his,
that he induced him to take up the violin, which
up to this time he had cultivated as a secondary
pursuit only, and to place himself under his
At the end of that period
tuition for two years.
Somis declared that he had nothing more to
Nevertheless Leclair appears to
teach him.
have continued his studies for a considerable
In Paris
time before going to Paris in 1728.
whether from want
his success was never great
of ambition and a retiring disposition, or, as has
been suggested, owing to the jealousy of the
violinists of the French school, we have no means
As a fact we know that Leclair,
of deciding.
although he can hardly have had a worthy rival
among the playei-s of that time, got nothing
better than the insignificant post of ripienoDuring this period he
violinist at the Opera.
In 1734
studied composition under Cheron.
he became a member of the royal band, but owing
to a dispute with Guignon as to the leadership
of the second violins, gave up his post again,
[His
and about 1735 retired from the Opera.
name ceases to appear in the programmes of the
Concerts Spirituels about 1736.] For the rest of
his life he appears to have been exclusively
occupied with the composition and publicaHe was
tion of his works, and with teaching.
so

;

' But aee, Trith
regard to the whole of Leclair's e.irly life, the
article by L, de la Laureucie, in the Sani-mlungett of the Int. Mus.
OcK. Ti. 250.

LECLAIR

LECOCQ

already an old man when he made a journey to
Holland at the invitation of the Princess of
Orange, for the purpose of hearing and meeting
Locatelli, of whose powers as a violinist he, led
by the extraordinary and novel difficulties pre-

sented in the caprices of tliat artist, had prob[On his return he
ably formed a great idea.
visited the court of Don Philip of Spain at
His opera, Scylla et
Chambery, in 1743-44.
Glaucus,' was performed in 17 46, and in 1748 tlie
'

Due de Gramont appointed

Leclair first violin in

Here he wrote
and divertissements.] On Oct.

his private orchestra at Puteaux.

various ballets

22, 1764, soon after his return from Holland, he
late at night, close to the door

was assassinated,
of his

own

Neither motive nor author

house.

of the crime has ever been discovered.

Omng to the merit of his compositions for
the violin, Leclair occupies a prominent place
among the great classical masters of that instruAs to his powers as a performer we have
ment.
but the indirect evidence of the difficulties preThese are very consented in his compositions.
siderable
and, barring Locatelli's eccentricities,
greater than any that we find in the works of
He very
his predecessors or contemporaries.
freely employs
in fact not seldom writes whole
movements in double-stops and altogether,
even according to the modern standard of technique, his music is exacting both for the left
hand and the bow. [In one instance he directs
a note to be stopped with the left thumb. ]
As
a composer, judging him after his best works,
Leclair must be accorded the first place among
French writers for the violin.
It has been justly
remarked, that a great deal of wliat he Avrote is
antiquated
but much remains that is truly
charming. He is no mereimitatorof theltalians,
but there is a distinct individuality in many of
his movements ; and also a definite national
French element.
On the whole, gracefulness
;

—
—

;

;

are more prominent than depth of
hisfrequentemploymentofdouble-stops,
already mentioned, giving much richness and

and vivacity
feeling

;

brilliancy of sound.

As a mle his works were engraved by his wife,
name was Louise Roussel, and wliom he

[wliose

married in 1730.] p. D.
with additions and
corrections from an article by L. de la Laurencie,
in the Hainmluiujeu of the Int. Mus. Ges. vi. 250.
LECOCQ, Alexandre Charles, born in
Paris, June 3, 1832
entered the Conservatoire
in
1849, and in 1850 obtained the first
prize for harmony and accompaniment.
He
took the second prize for fugue in Halevy's class
in 1852, and at the same time greatly distinguished himself in the organ class.
After this,
liowever, he obtained no further scholastic distinctions, and either because he tired of Halevy's
want of method, or because he w'as an.xious to
;

;

eonie before the public, left the Conservatoire

towards the close of 1854.
He found the
usual difficulty in obtaining access to the stage,
and would probably have had to wait a long
time, but for a competition for an operetta
opened by OHeiibach in 1 856. He was bracketed
with Bizet, and Le Docteur Jliracle was produced at the Bouffes Parisiens, April 8, 1857.
The operetta was evidently the work of a clever
musician, who understood how to write for the
voice.
Notwithstanding this good beginning
the small theatres still closed their doors to him,
and Lecocq was driven to teaching for a livelihood.
He then tried a different line, publishing, in conjunction with Besozzi, a collection of
sacred songs for women's voices called La Chapelle
au Convent (1865) less incongruous when we
remember that he was a good organist but the
stage was irresistible, and after the failure of
Huis Clos (1859), a little one-act piece 'Le
Baiser ala Porte (1864) was followed by 'Liline
et Valentin '(1864), 'LesOndiiiesde Champagne'
(1865),! 'Le Myosoti3'(1866), Le Cabaret de
Ramponneau (1867), and Fleur de The, 'three
acts (1868).^
This last piece was a brilliant
success. Lecocq at last foundhimself established
wuth the public, and produced in rapid succession
L'Amour et son carquois,' two acts (1868)
Gandolfo and Le Kajah de Mysore,' ' both in
one act (1869);
Le beau Dunois,' one act
(1870);* 'Le Barbier de Trouville and Le
irestanient de M. de Crac,' both in one act
Sauvons la caisse,' one act, and Les
(1871)
Cent Vierges,'* three acts (Brussels, 1872); 'La
Fille de Jlme. Angot, three acts (Brussels, 1872),''
wdiicli ran for 500 nights consecutively; 'Les
Pres St. Gervais'^ and Girofle- Girofla,'"* both in
three acts (1874);
Les Jumeaux de Bergame,'
'

'

'

amples ofhis higher powers, especially the pathetic
On the other hand,
one, snrnamed Le tombeau.
a Saraband and Tambourin, often played witli
great success by Joachim and others, are good
This is a list of
specimens of his lively style.
'

;

'

'

'

'

'

1.

2.

'

appended

to his op.

SoQatas for \iolin with a Op.
bass.
(Ist book] Il72;fl.
(2ijd btiok.i Anset is calle'l op'is

Sonataa.

other
1

'

and
Walah.
3.

(c.

4.

published

'

8onat.a3

1

2

;

'

'

two

'

IThe
Sonatas en trio.
same nnrnber isadded to
a book of Sonatas for two
violina. published in Paris

Sonatas
bajs.

Trios

Concerti grossi.

8.

Trios,
op, 6,

and

for violin
(3rd book.)

(faoiles).

'

Continuation

'

1

13,

Trio

16.

Soiiat^is

trios,

for

two

violins

and

for

violin

and

with
bass.

La

and

*

Le Pompon,' three acts (1875);
(1876);^ Kosiki

petite Mariee ,' three acts

'

of

14,

12,

'

'

'

b.a.ss.

Sonatas, (4th book,)
Concerti grosai,
Scylla et Glaucus, Opera.
Sonatas for two violins.
(2nd book.)
Ouvertures et sonatas en

10,
11,

'

;

two violins

fi.

by

violina.

173-2.1

in 1730.)
C.

'

'

:

7.

9.

for

'

'

Olio act,
Op,

—

'

'

The two Sonatas of his, edited by Ferd. David
('Hohe Schule des Violinspiels '), are good ex-

his works, as
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2
3

Folly Theatre, London, Sept, 1877,
Lvceuin Theatre. 1871. and (in Enifliah) at the Criterion, 1875.

Park Theatre. London.

1875.

Lyceum

Theatre. 1871.
In London, at St, James's Theatre (French), June 21. 1873,
In London at St. James's Theatre (French), May 17. 1873 at
Royal Philharmonic Theatre (English, Byron), Oct. 4. 1873; in
another version at the O.aiety, Kov, 10, 1873,
^ In London at Criterion Theatre lEnglish, Reece). Nov.
28, 1874
s In London at Op^-ra Coraique (French),
June 6.1874; at Royiil
Philhjtnnonic Tliwitre (Ent^iishl, Oct, 3, 1874.
*

6

^

;

y

Opi5ra Co[niqiie, London,

18711.
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and 'LaMarjolaine,'' both in three acts (1877)
Le petit Due ^ and Camargo, both in three
acts (1878);
La jolie Persane,' 1879; 'La
petite Mademoiselle,' three acts (1879) ';
Le
Grand Casimir, '1879''; Le Marquis de Windsor,
Janot's La Roussotte,' Le Jour et la Nuit,' ^
1881
Le Cceur et la Main,' 1882
La Princesse des Canaries,'!^ 1883;
L'Oiseau bleu'
'

'

'

'

'

'

'

'

'

'

'

;

;

'

An attempt at a higher class of music,
(1884).
'Plutus, produced at the Opera Comique, Paris,
'

March

and was withdrawn after
the earlier style was re-

31, 1886, failed

eight representations

turned to in

;

Les Grenadiers de Monte-Cornette'
(Paris, 1887);
Ali-Baba
(Brussels, 1887);
'La Voliere' (Paris, 1888);
L'Egyptienne
(Paris, 1890)
Nos bons Chasseurs' {ib. 1894)
'Ninette' ((*. 1896);
Ruse d' Amour (1897)
Darbe-Bleue' (1898)
Le Cygne (Opera Comique, 1899), and 'La Belle au Bois Dormant'
To this long list must be added de(1900).
tached songs and other trifles thrown oft' by his
rapid and untiring pen.
Lecocq has profited
by tlie false system momentarily in the ascen'

'

'

'

'

'

;

;

'

'

;

'

;

'

'

dant among French musicians. Our learned
composers, encouraged by some of the managers,
overload

tlieir

operas with orchestral writing,

and substitute tiie lyric for tlie dramatic element to tlie ruin of French opera -comique.
But Lecocq realises that wliat the public really

—

like are light, gay,

aim has been

sparkling melodies.

Hia

and

as he

to dethrone Otfenbach,

advantage of writing correctly, he has
liad little trouble in attaining a popularity even
lias the

than that formerly possessed by tlie
composer of Orphee aux Enfers.
His style is
not a very elevated one, and makes no demand
on the poetry or the intellect of the composer
but it requires tact, ease, freedom, and, above all,
animation.
These qualities are consiiicuous in
Lecocq's operettas, which have become universally popular, owing to the life, brio, and easy
G. c.
additions
gaiety which pervade them.

greater

'

'

;

;

by

A. c.

and

G. F.

LE COUPPEY,

FiiLix, born in Paris, April
1811, was a pupil of the Conservatoire,
where, in his seventeenth year, he was an assistIn 1837 he became
ant teacher of harmony.
a regular teacher, and in 1843 succeeded his
In
master, Dourlens, as professor of harmony.
1848 he took the place of Henri Herz as pianoforte teacher, and in this capacity wrote many
studies and similar things, for his instrument,
some of whicli are still in use. He died in
(Riemann's Lcxikon.)
Paris, July 5, 1887.
LEDGER LINES are the short lines drawn
above and below the staff for those notes which
The origin of the term is not
exceed its limits.
known.
It is proposed to derive it from the
French liger, light, or from the Latin legere, to

14,

1 KoyaUy Theatre. London. 1877.
2 Philhiirmonic Theatre, Loudon. 1878.
3 Alhamhra, London, 1879.
4 naiety Theatre. Loudon, ]879.
G Strand The,atre, London, an
Manola,' 1882.
fl Liverpool, aa
Pepita,' 1886, and Toole's Theatre,
'

'

London,

1888.

read, or as if it were equivalent to layer

—addi-

but neither
of these is quite satisfactory.
The term came
into use in the year 1700 (see Mr. 0. J. Evans
in the Musical Times for June 1879, and the
Oxford Dictionary, s.v.
The analogous use of
tlie word ledger, as
a horizontal timber in c

on above or below

tional lines laid

;

'

scaffolding,

lying parallel to the face of

tlie

In French they are
called 'lignes posticlies,' or supplementaires
and in German Hilfslinien,' or Nebenlinien,'
durch den Kopf,
a, c, etc. being said to be
G.
and b, cl', etc. 'durch den Hals.'
LEDUC, a music -publishing firm in Paris,
founded in 1841
in 1868, Alphonse Leduc
succeeded to his father as head of the business,
and after his death in 1892, his widow (jte'c
Since 1904, the firm
Ravina) carried it on.
has been directed by E. Leduc and P. Bertrand.
Besides the publication of metliods and educational music of all kinds, the firm has brought
out numerous works by the younger Frencli
and Russian composers, such as Hillemacher,
Hue, Leroux, Pierne, and Cui, Borodine,
Liadov, Rimsky-Korsakov, etc.
The important collection, Xes Maitres Musiciens de la.
lienaissance Fran(^aise, edited by H. Expert, is
one of the most interesting of the- publications
of the house.
L'Orgue mfjdeme, a quarterly
magazine, edited by "Wider and Guilmant, is
mainly devoted to tlie praiseworthy task of
making known the work of the younger men
and L'Art musical, a periodical founded by the
firm in 1860, was amalgamated with Le Cruide
Musical of Brussels in 1895.
G. F.
LEE, George Alexaxhep., son of Harry Lee,
a pugilist and landlord of the An ti - Galilean
tavern, Shire Lane, Temple Bar, was born in
1802.
When a boy he entered the service of
Lord Barryniore as tiger,' being the first of
tlie class of servants known by that name
but
on the discovery that he had a fine voice and
a natural taste for music, he was withdrawn
from tliat position and placed under a master
for instruction.
In 1822 he appeared as a tenor
singer at the Dublin theatre [where he acted as
conductor for a year], and in 1826 in London
at the Haymarket Theatre [where he became
conductor in 1827], and soon afterwards commenced business as a music-seller in the Quadrant.
In 1829, with Melrose, the tenor singer,
and John Kemble Chapman, he entered upon
tlie
management of the Tottenham Street
Theatre, and gave performances of popular
English operas.
Lee seceded in 1S30 [on
account of the heavj' penalties incurred through
the infringement of the right of the
patent
building,'

is

interesting.)

'

'

;

'

'

'

;

;

'

;

'

and became lessee of Drury Lane
Theatre.
He was soon afterwards joined by
Captain PolhiU, but at tlie end of tlie season
theatres

'],

ho withdrew, leaving PolhiU sole manager.
In
1831 he undertook the management of the
Lenten oratorios at both Drury Lane and

LEE
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Covent Garden.
In 1832 he was composer and
music director at the Strand Theatre, and in
1845 the same at the Olympic.
[He had a
music shop at 59 Frith Street, Soho, in 1835 -36.]
Lee composed the nmsic for several dramatic
pieces, amongst which were
The Sublime and
Beautiful,' and 'The Invincibles,' 1828
'The
Uymph of the Grotto' and 'The Witness,' 1829

conductor, and his May Queen was the chief
novelty of the festival.
In spite of the great
success (£2000 was given out of the profits to
the Leeds medical charities) there were diihculties in the way of establishing the festival
as a triennial event
and the second did not
take place until 1874, Oct. 14-17, when Sir

'The Devil's Brother' (principally from Auber's
' Fra
Diavolo') and "The Legion of Honour,'
1831
Waverley (with G. Stansbury), 1832;
'Love in a Cottage,' 'Good Husbands make good
AVives,' 'Sold for a Song,' 'The Fairy Lake,'
and 'Auld Robin Gray,' the last composed
about 1838 but not performed until 1858.
He was also composer of many songs and ballads,
highly popular in tlieir day ( Away, away to
the mountain's brow,
Come where the aspens

was again the conductor, and Macfarren's Joseph was the most
important new work.
From 1880 (Oct. 13-17)
until 1898 inclusive. Sir Arthur Sullivan was

'

;

;

'

'

;

'

'

'

quiver,'

'

The Macgregors' Gathering,

author of a Vocal Tutor.
brought out his works,
'

'

it

'

etc.

)

and

[As other publishers
would appiear that

the business referred to above, was either of
short duration or very unimportant.
He must
not be confounded with Leoni Lee of Albemarle
Street, who had a large publishing business.]
Lee married Mrs. Waylett, the popular singer
and actress, whose death (April 26, 1851) so
seriously affected him that he died on the 8th
w. H. H. additions
of the following October,
;

from w. H.

G. r.

and

F.

K.

employed

In 1751 he was ai^pointed
conductor of the 'City Music,' or Corporation
Band, and in 1753 his salary was increased
from £10 to £60 a year (^Calendar of Ancient
Hecords of JJuh/in).
In the autumn of 1750
he opened a music -shop at the Little Green,
off Bolton Street, and pirinted much music, including Lee's Masque, a collection of popular
songs,' four in each number, 'price a British
sixpence e.ach (1753-56). In July 1751, he was
one of the syndicate (the others being Signer
Marella, Joseph de Boeck, Daniel Sullivan, and
Stephen Storace) that took a lease of Crow
as copyist.

'

'

Street Music Hall, for

£113

:

15s.

si.-c

He

;

At the

Jlichael Costa conducted.
Sept. 19-22, 1877, Costa

third festival,

'

'

In the former year, Sullivan's
'Martyr of Antioch and J. F. Barnett's Building of the Ship' were commissioned.
Oct. 10the conductor.

'

'

was the date of the fourth meeting,
which Macfarren's 'David,' Alfred Cellier's
'Gray's Elegy,' Barnby's
Psalm xcvii.
were
commissioned, and Raff's End of the World
was performed for the first time in England.
InlS86 (Oct. 13-17) Sullivan's 'Golden Legend,'
13, 1883,

at

,

'

'

'

'

'Revenge,'

Stanford's

Mackenzie's

'Story

of

and Dvorak's 'Saint Lndmilla' were
comnnssioned, and a memorable p)erformance
took }ilace of Bach's B minor Mass.
In 1889,
Sayid,'

(Oct. 9-12) the pirofits of the festival rose to

the high figure of £3142
the new works ^vere
Parry's 'Ode on St. Cecilia's Day,' Stanford's
'Voyage of Maeldune, Corder's 'Sword of
;

'

Arganty r, and Creser's
Sacrifice of Frey a.
In 1892 (Oct. 5-8) two new works only were
given, Alan Gray's Arethusa, and a symphony
by Frederick Clill'e. Instead of the choir being
drawn only from Leeds, the influence was extended this year (and until 1898) by obtaining
singers from different centres in the West Riding
'

often visited his house in 17*2, and

rent of

'

'

LEE, Samuel, a distinguished Irish violinist
and musical director, who llourislied during the
second half of the 18th century.
Handel

him

'

an annual
band at Marl1756, and in

years, at

led the

borough Green from 1752 to
1758 was appointed musical director of Crow
In 1761 he removed his
Street Theatre.
music-shop to No. 2 Dame Street, and published

Ten years later
a miscellaneous lot of music.
he opened a coffee-house in Essex Street, which

He
was largely patronised by theatrical folk.
died Feb. 21, 1776. See O'Keete's Jiecollectioiis,
w. H. G. F.
1. 320.
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The

first

of these important meetings took place on Sept.
7-10, 1858, and formed part of the ceremony
connected with the opening of the Town Hall
hy Queen Victoria. Sterndale Bennett was the

'

'

who were trained in their separate
towns, and met occasionally at Leeds for general
rehearsals.
In 1895 (Oct. 2-5) Parry's 'Invocation of Music,' Somervell's Forsaken Merman,'
of Yorkshire,

'

and orchestral pieces by Massenet and Edward
German, were the new works.
In 1898 (Oct.
6-8) Stanford's 'Te Dcum, Elgar's Caractacus,
Cowen'ssettingof Collins's 'Ode on the Passions,'
Otto Goldschmidt's 'Music,' Alan Gray's 'Song
of Redemption,' and a symphonic poem by
Humperdinck, were the novelties, and the diapason normal was employed for the first time.
For the festival of 1901 (Oct. 9-12) Sir C. V.
Stanford was appointed in succession to Sir
Arthur Sullivan, and the programme was commemorative of the music of the 19th century.
Among actual novelties were Coleridge Taylor's
'Blind Girl of Castel-Cuille, and a Memorial
Cantata by Glazounov a most interesting jierformance of Beethoven's Mass in D took place.
in which Dr. Joachim took part, as well as
playing a concerto of Mozart.
In 1904 (Oct.
5-8) Sir C. V. Stanford was again the conductor,
and the new works were Mackenzie's Witch 's
Daughter,' Wallbrd Davies's Everyman,' Stanford's Songs of the Sea, Charles Wood's Ballad
of Dundee, Joseph Holbrooke's 'Queen Mab,
'

'

'

;

'

'

'

'

'

'

LEEVES

LEFFLEE

violin concerto (played by KreisHistory of the Leeds Festivals (1858-89)
by Joseph Bennett and F. R. Spark, was published by Novello in 1892.
M.
LEEVES, Rev. William, born at Kensington,
June 11, 1748, [entered the first regiment of
Foot-Guards in 1769, and was promoted lieutenant 1772.
After taking holy orders he was
appointed] in 1 7 79 rector of Wrington, Somerset,
tlie birthplace of John Locke, the philosopher,
and the home of Hannah More. He was a good
violoncellist, and composed much sacred music,
but will be remembered only as the author of
the air of Auld Robin Gray (words by Lady
Anne Barnardjborn Lindsay of Balcarres), written
in 1772 [(autograph in the Brit. Mus. Add.
MS. 29,387), published by Corri and Sutherland
in 1783, but not publicly acknowledged by the
composer until 1812, when in the dedication of
Six Sacred Airs, he admitted the authorship
of Auld Robin Gray.']
He died at Wrington,
May 28, 1828. w. H. H. additions from the
Diet, of Nat. Siog., v.'. H. G. F. etc.

work, Lefebure-Wely attempted all branches of
symphonies for
composition chamber music
full orchestra
an opera-comique in
masses
three acts,
Les Recruteurs (Dec. 13, 1861);
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and Stanford's
ler.

A

'

'

'

'

'

;

,

LEFEBURE-WELY,

Louis James Alfred,
born in Paris, Nov. 13, 1817, son of Antoine
Lefebvre, organist and composer, who took the
name of Lefebure-Wely, and died 1831. He
learned his notes before the alphabet, and as
soon as he could speak showed a marvellous
aptitude for music. At eight he was his father's
deputy at the organ, accompanjdng the pjlainsong and playing short 'pieces.
Though only
fifteen when his father died, he was appointed

Roch througli the influence
Queen Marie Amelie. Feeling the need of

his successor at St.

of

solid study, he entered the Conservatoire in 1832,

and obtained the second prizes for pianoforte and
organ in 1834, and the first for both in the following year.
He then took lessons in counterpoint from Halevy, and in composition from
Berton, but, not satisfied with these professors,
studied privately with Adolphe Adam, and with
Sejan, the organist,
art of improvising
stops.

He

owed much

who

and

in

him in the
the management of the
initiated

told the author of this article that he
to both these men, widely different

and he often sought their advice
he had left the Conservatoire in order to
marry.
To support his young family he took
to teaching, and composed a quantity of pianoforte pieces, some of which were popular at
the time.
But it is as an organist that lie
His improvisations were
will be remembered.
marvellous, and from tha piquancy of his harmonies, the unexpectedness of his combinations,
as they were,

after

the fertility of his imagination, and the charm
which pervaded all he did, he might justly
The great
be called the Auber of the organ.

popularity in France of the free-reed instruments
of Debain and Mustel is largely owing to him
indeed, the effects he produced on the instruments of the harmonium class were really aston-

;

ishing.

Endowed with

immense powers

of

—

;

;

;

'

'

Among

etc.

his best

'0

a remarkable

many

works are his 'Cantiques,'
his

Salutaris,'

of his fantasias for

'

Offertoires,'

harmonium, and his

He received tlie Legion of Honour
1850, being at the time organist of the
Madeleine, where he was from 1847 to 1858.
After this he had for some time no regular post,
but in 1863 accepted the organ of St. Sulpice,
so long held with success by his friend and
master Sejan. Here he remained till his death,
which took pjlace, of consumption, in Paris on
G. c.
Dec. 31, 1869.
LEFEBVRE, Chakles ^douaed, born in
Paris, June 19, 1843, was a pujul of the Conservatoire, and gained the first Prix de Rome
with his cantata, Le Jugement de Dieu.
composer of sincere and delicate accomplishment,
he has written music in many forms.
His
church music includes a setting of Psalm xxiii.
and some motets his 'Judith,' of which portions
had been given at concerts of the Conservatoire,
was brought out as a whole at the Pasdeloupj
concerts in 1879, being later heard in many
other French towns, as well as in Belgium and
Germany an 'Ouverture dramatique' was played
at the Colonne Concerts and Dalila, orchestral
organ-pieces.

in

'

'

A

;

;

'

'

;

and a symphony in

scenes,

D

are important

works

for orchestra.
For the stage Lefebvre
has written, 'Lucrece,' three-act opera, not performed
Le Tresor a one-act opera-comique,
(Angers, 1883)
Zaire,' four-act opera (Lille,
Djelma,' three-act opera (Paris, Opjera,
1887)
'

'

;

'

;

'

;

May

1904); 'Singoalla,' three-act opera,

25,

unperformed. 'Eloa,' a poeme lyrique 'Melka,'
a legend given at the Lamoureux Concerts ;
;

'

'

Sainte Cecile, for soli, chorus, and orchestra,
(Concerts de I'Gpera, 1896); 'La Messe du
Fantome, for voice and orchestra (Colonne
Concerts)
a Serenade, an Overture,
Toggenburg' (Colonne Concerts, 1904)
sonatas, trios,
quartets, suites, etc. for various instruments, a
suite for wind instruments, etc.
In 1884 he
obtained the Prix Chartier for his concerted
compositions, and in 1895 he succeeded Benjamin
Godard as jirofessor of the instrumental ensemble
class in the Conservatoire.
o. f.
'

'

'

'

;

;

LEFFLEE, Adam, born in London, 1808,
son of James Henry Leiller, bassoon player and
organist of St. Katherine's Hospital by the
Tower, the German Lutheran Church in the
Savoy, andStreatham Chapel, who died suddenly
in the street in 1819
was soon after his father's
deathadmittedachoristerof 'Westminster Abbey.
On attaining manhood he was endowed with a
bass voice of exceptionally fine quality and extensive compass, from E below the stave to g^
above it,
and a natural gift for singing.
He
first attracted notice in October 1829 at a
Festival at Exeter, when the casual absence of

—

—

LEGATO

LEGATO

another performer gave him the opportunity of
appearing as a principal singer.
He acquitted
himself so satisfactorily that he was immediately
appointed a deputy at Westminster Abbey, and
shortly afterwards took and maintained a good
position on the English operatic stage and in
But for a constitutional
the concert -room.
carelessness and neglect of close study he might,
with his natural and acquired qualifications,
liave occupied the highest place in his profession.
He died of apoplexy in London, March 28,
w. H. H.
1S57.
LEGATO (Ital., sometimes written ligaio
Got, gcbunden; Fr. ?;V), 'connected'; the sound
of each note of a phrase being sustained until
the next is heard.
In singing, a legato passage
is vocalised upon a single vowel, on stringed
instruments it is played by a single stroke of
the bow, and on the pianoforte or organ by
keejiing eacli finger upon its key until the exact

any

Nevertheless, passages
practical necessity.
are sometimes met with in which it appears to
have a sjjecial significance, and to indicate a
of playing, the keys
sharply than usual, and with
slightly increased jiressure.
Such a passage
occurs in the Allegro of Beethoven's Sonata in
Ab, op. 26, in which the quavers alone are
marked legato, the semiquavers being left without any mark, thus

particularly

being struck

smooth manner
less

m^:^^^^^

;

of striking the next.
On wind instruments with holes or keys, a legato passage is
played in one breath, the notes being produced
by opening or stopping the holes but a wdnd
instrument on which the diflerent sounds are
produced by the action of the lips alone, as the

665

moment

;

incapable of making a
true legato, except in the rare cases in which
one of the notes of the phrase is produced by
stopping the bell of the instrument with the
hand, as in the following example from the
Scherzo of Beethoven's Seventh Symphony
horn, trumpiet, etc.,

i
3:>-^

is

*

^Sjirp

a curved line drawn above
In music for wind or
stringed instruments the curve covers as many
notes as are to be played with a single breath,
thus
or a single stroke of the bow

The

sign of legato

is

or beneath the notes.

;

The same plan is followed on each recurrence
of the phrase throughout the movement, and
since

can scarcely have been

this regularity

accidental, it appears to indicate a corresponding

variety of touch.
Instead of the sign, the word legato is sometimes written under the piassage, as in Beethoven's Bagatelle, op. 119, No. 8, or Variation

When the word is employed
generally refers to the character of the whole
movement rather than to a single ptassage.
In plajdng legato passages wdiolly or partly
No. 30 of op. 120.

it

founded upon broken chords, some masters have
taught that the principal notes of the harmony
should he sustained a little longer than their
written length.
Thus Hummel, in his Pianoforte School, gives the following passages (and
many others) with the intimation that the notes
marked with an asterisk are to be sustained
somewhat longer than written, on account of
the better connection
'

'

Beethoven.

Symphonj' No.

fSpfgi^i
Beethoven.
Celll

and

5.

n^m

Flute.

Symphony No.

9.

Bassi.

BEgEgggEgEgEg^^f^
In vocal music the same sign is often used, as
in Handel's chorus, 'And lie shall purify,' but
it is not necessary, since the composer can
always ensure a legato by giving a single syllable
to the whole passage, and it is in fact frequently
omitted, as in the air 'Every valley.'
In pianoforte music, all passages which are
without any mark are played legato, inasmuch
the curved line
as the notes are not detached
is, therefore, used more for the sake of giving a
finished appearance to the passage than from
;

This method of playing passages, which is sometimes called legatissimo, would doubtless add

upon the
light-toned pianofortes of Hummel's day, but
it is not necessary on modern instruments, the
tone of which is so much fuller.
Nevertheless
it is sometimes of service, particularly in certain
passages by Chopin, wdiich without it are apt
to the richness of the effect, especially

sound thin.
Elindworth, in his edition of
Chopin, has added a second stem, indicating a
greater value, to such notes as require sustaining, and a comparison of his version with the
to

LEHMANN

LEGGIERO
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original edition will at once
effect
for examjile

show the intended

;

Chopin,

'Valse,' Op. 64, 'So. 2, Original Ed.

In 1681 he
became vice-maestro, and in 1685 maestro di
cappella of St. Mark's, and exercised both
the Conservatorio dei Mendicanti.

He
till his death, July 26, 1690.
entirely reorganised the orchestra of St. Mark's,
functions

liS|li?pS^i^l

augmenting

Ditto, Klindworth Edition.

iisiSig

example of legatissimo touch, in which the

notes are written of their

found in No.

5,

Bk.

ii.

full value,

may

be

of Cramer's Studies.

—

The

tlius

eleven violette,

violins,

viole

Sir
An

thirty-four performers,

it to

— eight

two
da braccia, two viole da gamba, one violone,
four theorbos, two cornets, one bassoon, and
three trombones.
He composed industriously,
and left specimens of his skill in most depart
ments of music [church sonatas, 1654, 1655
1663, and 1677], motets [1655, 1660, 1670,
disposed

opposite of legato is staccato
detached
[see Stacc.-ito], but there is an intermediate
touch between legato and staccato, in which
the notes, though not connected, are separated
hy a barely perceptible break.
When this
effect is intended the passage is marked non
legato.
An example occurs in the first movement of Beethoven's Sonata in C minor, op.
Ill, in the passage immediately following the
first appearance of the short Adagio pln-ase.
[See PHEASI>fG.]
F. T.

LEGGIERO (Ital. also i(;(7(7/eramcnfe), lightly.
The word is usually applied to a rapid passage,
and in pianoforte playing indicates an absence

—

1692], masses, psalms [1657,1667], instrumental
music of various kinds, and seventeen operas,
of which the most remarkable are Achille in
'

La Divisione del
(1664)
Mondo' (1675); I due Cesari' (1683), mentioned in the Paris Mercure Galant (March
Pertinace
(1684), his last.
1683); and
[The number in tlie Quellcn- Lexikon is 14.]
They were nearly all produced in Venice. Like
Scarlatti, and other composers of his time, he
did not attempt to banish tlie comic element
One of his orchestral
from his serious operas.
compositions is in seven real parts, and all are
important.
His best pupils were Lotti and
Scire,'

his

first

'

;

'

'

'

Gasparini.

the keys being struck with only
sufficient force to produce the sound.
Leggiero
passages are usually, tliough not invariably,
piano, and they may be either legato or staccato ;
if the former tlie fingers must move very freely
and strike the keys with a considerable amount
of percussion to ensure distinctness, but witli

Legrenzi's name will be handed down to
posterity by Bach and Handel, both of w^honi
have treated subjects from his works, the

the slightest possible amount offeree.

and

of pressure,

Examples

of legato passages marked leggieraincnte are
found in the twenty -fifth variation of Beet-

hoven's op. 120, and in the finale of Mendelssohn's Concerto in G minor (which also contains
the unusual combination oi forte with leggiero')
and of staccato single notes and chords in the
finale of Mendelssohn's Concerto in D minor.
On stringed instrunrents leggiero passages are
as a rule played by diminishing the pressure of
the bow upon the strings, but the word generally
refers rather to the character of the movement
than to any particular manner of bowing. The
Scherzo of Beethoven's Quartet in EK, op. 74,
is marked leggiermente, although it begins forte,
and tlie same indication is given for the second
variation of the Andante in the Kreutzer Sonata,
F. T.
which is piano throughout.
;

LEGRENZI, Giovanni,

composer and con-

ductor, born about 1625 at Clusone near Bergamo in which town he learned music, and
received his first appointment, that of organist
;

to the church of St. Maria Maggiore.

He next

became maestro di cappella of the church of the
Spirito Santo at Ferrara, where he still was
in 1664.

Duke

When

Krieger, capellmeister to the
visited Venice in 1672,

former in an organ fugue in C minor on a
Thema Legrenzianum elaboratum cum subjecto
'

pedaliter

'

from

'

'

p. 94); and the
To thy dark servant light

xxxviii.
'

in the

Samson.

—

'

Chorus
This

first-created

'

is

taken from a

Intret in conspeotu, of
motet of Legrenzi's
w^hich a copy in Handel's handwTiting is to be
found among the MSS. at Buckingham Palace

(Chrysander, Handel,

'

i.

'

179).

F. G.

LE HEURTEUR, Guillaume,

French
composer in the earlier part of the 16th century,
was a canon in the Church of St. Martin at
Tours.
His works appeared chiefly in Attaingnant's collections from 1530 to 1543, among
them four masses, which Ambros ranks with
those of Sermisy, a few magnificats and motets,
and a number of chansons. Two of the chansons
are given in Eitner's Selection of Chansons,
1899, Kos, 28, 29.
Fctis mentions some independent worlvs of Le Heurteur, which, however, Eitner has not been able to verify.
(See
Qnell en- Lexikon.^

LEHMANN,

a

j.

Elizabetta

Nina

k. m.

Mart

Frederika, known as Liza Lehmann, born
July 11, 1862, in London daughter of the late
Rudolf Lehmann, the painter, by his wife Amelia,
daughter of Robert Chambers of Edinburgh, the
author and publisher. She was first taught singing by her mother, a highly cultivated amateur,
;

'

Legi-enzi settled there as director of

(B. -G.

'

life afford,

beam

of Weissenfels,

he found

'

latter in the phrase

This

writes.

ia tile

June

fURUe about the autograpli of which Mendelesohn

18, 1839.

LILLI

LEHMAXN

LEHMANN
and "well known in the musical
a composer and arranger of old
under the

LEIGHTON
world, both as
classical songs

Later she studied
initials 'A. L.
singing w'ith Randegger, and composition with
'

Eauukilde at Rome, Freudeuberg at Wiesbaden,
and Hamish MacCunn. On Nov. 23, 1885,
she made her debut at the Jlonday Popular
Concerts with great success, and was a favoiuite
at these concerts during the nine years she
She also
remained in the vocal profession.
appeared at the Crystal Palace, Philharmonic,
Novell o's Oratorio Concerts, Norwich Festivals,
and all the chief concerts in the kingdom,
receiving

especial

from Frau

encouragement

Clara Schumann and Dr. Joachim.^
On July
14, 1894, she gave a farewell concert at St.
James's Hall, previous to retiring from the
vocal profession on her marriage to Mr. Herbert
Bedford - in October of the same year.
Her
voice is a light soprano, not large, but with an
extensive compass from the low A to B in alt,
always perfectly
and of a carrying nature
She created a distinctive position
produced.
for herself by her varied repertoire in four
languages, and by her revival of many fine old
songs, notably by the early English composers.
Since her retirement, jMadame Liza Lehmann
has devoted herself to composition, and with
In 1896 her song-cycle,
conspicuous success.
'In a Persian Garden,' the words taken from
FitzGerald's translation of the Eubaiydt of
Omar Khayyam, was introduced in private at
a concert in the house of Mrs. E. L. Goetz, by
Mesdames Albani and Hilda Wilson, Mr. Ben
Davies and Mr. Bispham.
It was afterwards

—

produced publicly at the Monday Popular Concerts and elsewhere, being received with remarkable enthusiasm, both in America and England.
In Me(from Tennyson), 'The Daisy-Chain,'

Several other song-cycles followed

moriam
More Daisies,
'

'

'
'

'

:

Songs of Love and Spring,'

etc.

Liza Lehmann may he said to have
established a vogue for song-cyeles in England.
She was the first woman to be commissioned to
undertake the composition of a Musical Comedy,
'
Sergeant Brue (book by Owen Hall), produced
at the Strand Theatre, June 14, 1904, transferred to the Prince of Wales's Theatre, and
She has
later retransferred to the Strand.
also written incidental music for plays, ballads
for voice and orchestra, and many songs and
pianoforte pieces, several of which have gained

Madame

'

considerable popularity.

A. c.

LEHMANN, Lilli, born May 15, 1848, at
Wiirzburg, was taught singing by her mother,
Marie Lehmann, formerly a harp player and
puima donna at Cassel under Spohr, and the
original heroine of some of the operas of that
master.
The daughter made her debut at
Prague as the First Boy (' Zauberflote '), and
was engaged successively at Dantzig in 1868
and at Leipzig in 1870.
She made her debut
at Berlin as Vielka (Meyerbeer's

'

Madame Cl,ara Butt and Mr. Kennerley Rumford a Nocturne produced by Madame Clara Butt at a London Philharmonic Society's
Concert in 1902; two ballades, La Belle dame 3;ins merci,' 'La joie
taitpeur' and a Syniphonlc Poem for soprano voice and orchestra.
a concert overHis orchestral works include a suite. Queen Mab
ture, 'Sowing the Wind'; and a melody for strings, etc. He has
Also published an Albuni of English songs, a group of French songs,
many detached songs, etc.
;

'

;

'

'

;

'

Feldlager in

August 19, 1870, with such success
that she was engaged there as a light soprano,
remaining there till 1885.
In 1876 she played
Woglinde and Helmwige, and sang the Bird
In
music ill Wagner's trilogy at Bayreuth.
that year she was appointed Imperial chamber
She m.ade a successful debut at Her
singer.
Majesty's as Violetta, June 3, as Pliiline (' Mignon '), June 15, 1880, and sang there for two
seasons.
She appeared at Covent Garden in
Schlesien

'),

'

'

German with

great success as Isolde, July 2,
1884. In passing through England to America,
she gave a concert with Franz Rummel at the
Steinway Hall, Oct. 22, 1885.
From 1885 to
1890, she sang in German opera in America,
but returned to Her Majesty's in June 1887,
singing three times in Italian as Fidelio, to the
Florestan of her husband, Herr Kalisch.
In
1890 she returned to Germany, singing both
in operas

and concerts.

In 1899 she reajipeared

Norma,
and Donna Anna, and won
warm appreciation. She also sang in Paris at
the Lamoureux Concerts, and appeared at the

at Covent Garden as Fidelio, Sieglinde,

Ortrud,

Isolde,

Nouveau Theatre

as

Donna Anna

in 1903.

A

younger sister, Marik, born 1851, also a
soprano, sang at Bayreuth as Wellgunde and
Ortlinde in the 'Trilogy in 1876, and was for
many years a valued member of the compiany at
Vienna, and an excellent concert singer. A. c.
LEIGHTON, Sir William, Knight, one of
the band of Gentlemen Pensioners of Elizabeth
and James I. published in 1614 The Teares or
Lamentacions of a SorrowfvU Soule Composed
wdth Musicall Ayres and Songs both for Voyces
and Divers Instruments.' The work consists of
fifty-four metrical psalms and hymns, seventeen
of which are for four voices, with accompaniments, in tablature, for the lute, bandora, and
cittern and thirteen for four voices, and twentyfour for five voices without accompaniment.
'

'

;

;

first eight pieces are of Leighton's own
composition, and the rest were contiibnted by
John Bull, William
the following composers
Byrd, John Coperario, John Dowland, Alfonso
Ferrabosco, Thomas Ford, Orlando Gibbons,

The

:

1 On March
15. 188-S, at the Philharmonic. Mme. Schumann
acc-jippaniedlierin Schumann's 'Nu33V)aum'and 'Frllhlinganacht.'
2 Bedford, HEi'.BEBT.ljornJan. 23. 1867, in London. Studied music
and composition at the Guildhall School of Music. On May yo.
Ia92, a conceit of his works was given at the Meistersingers' Club.
His compositions include an Opera, Kit Marlowe,' and several
works for voices and orchestra; a love scene from 'Romeo and
-Tnliet." written for the Norwich Festival of 1002. and produced by
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—

Nathaniel Giles, Edmond Hooper, Robert
Johnson, Robert Jones, Robert Kindersley,
Thomas Lupo, John Milton, Martin Pearson,
Francis Pilkington, Timolphus Thopul (a pseudonym), John Ward, Thomas AVeelkcs, and
From the dedication to Prince
John Wilbye.
Charles we learn that the collection was compiled
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LEIPZIG

while the worthy knight was
alleges

—incarcerated

—unjustly,
He had

for debt.

as he
in the

preceding year published the poetry alone in a
[Some verses by him were
prefixed to Allison's 'Psalms' (1599), and he
wrote a poem in praise of James I., called
Verlue Triumphant (1603)
this latter was
probably what procured him his knighthood.
Diet, of Nat. Biog.
w. H. H.
]
LEIPZIG (i.e. the place of Lime-trees), in
Saxony, on the junction of the Pleisse and the
Elster, has for a long time been the most musical
place in North Germany. Wlien Rochlitz visited
Beethoven 1 at Vienna in 1822, the first thing
which the great composer did was to praise
Leipzig and its music
If I had nothing to
read but the mere dry lists of what they do, I
should read them with pleasure.
Such intelligence
such liberality
The main ostensible
causes of this pre-eminence have been (1) the
long existence of the St. Thomas school as a
musical institution with a fiist-olass musician
as its cantor
(2) the Gewandhaus concerts ;
(3) the presence of the great music-publishing
house of Breitkopfs, almost equal in importance
to a public institution
(4) the existence for
fifty years of the principal musical periodical
of the country
the AUgemeine mtisikalische
Zeitung (5) in later times, the long residence
there of Mendelssohn, and the foundation by
him of the Conservatorium, with its solid and

duodecimo volume.

;

—

'

!

!

'

;

;

—

;

—

a centre, for many
years, of the nmsical life not only of Germany,
brilliant staff of professors

but of other countries and lastly (6) several
very remarkable private musical institutions.
1. The Thomasschide, or School of St. Thomas,
is an ancient public school of the same nature as
our cathedral and foundation grammar-schools,
but with the special feature that about sixty of
the boys are taught music, who are called
Ahanni, and are under the charge of a cantor,
forming the 'Thomaner-Chor.
This body is
divided into four choirs, with a Prefect at the
head of each, and serve the Churches of St.
Thomas, St. Nicholas, St. Peter, and the Neukirche or New-Church.
On Sundays the first
choir joins the town orchestra for the morning
service at St. Thomas or St. Nicholas
and on
Saturday afternoons at 1.30 the whole four
choirs unite in a performance under the direction
of the cantor.
The boys are remarkable for
the readiness and correctness "with which they
sing the most dilficult music at sight.
In 1877 the school was removed from its old
building in the Thoraaskirchhof to a new one
near the Plagwitzerstrasse in the western suburb
of Leipzig.
A minute account of the history of
the school and of its condition in the time of
Kuhnau and Bach will be found in Spitta's
Bach (Engl, transl.) ii. 189-203, and iii. 301315.
;

'

;

The Cantor,
1

Fijr

in

German towns and

Frcunde der Ton!cunst,

iv. 354.

villages,

corresponds to the Precentor or leader of the
choir in English cathedrals and churches, and the
cantor of the St. Thomas School at Leipzig has
for long been acknowledged as the head and
representative of them all.
For more than two
centuries the office has been filled by very
distinguished musicians, as will be seen from the

following

list,

Johann Urban

.

taken from Eiemann's Lexikon

—

LEIT-MOTIF
Uorman,

LEIT-MOTIF

Amongst Englishmen

etc.

are found

Franklin
and the American namea include

as

in the music as

inevitable
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in

the action

and by the very same law of

J. F. Barnett, Sullivan, AValter Bache,

itself,

Taylor, etc.,

congruity the 'leit-motive spring into prominence.
For it stands to reason that where the
music really expresses and illustrates the action
as it progresses, the salient features of the story
must have salient points of nmsic, more marked
in melody and rhythm than those portions
w'hich accompany subordinate passages in the
play and moreover when these salient points
are counected with ideas wdiich have a common
origin, as in the same personage or the same
situation or idea, these salient points of music
will probably acquire a recognisable similarity
of melody and rhythm, and thus become leit-

Dannreuther, Willis, Mills, Paine, ami others.

Of the private institutions we may men-

6.

— the
society founded
tion

:

'

(1)

Riedelsche Verein,' a choral
1854 by Carl Ricdel, its

in

conductor, and renowned throughout Germany
music of all periods,
from Palestrina and Schiitz down to 15rahnig
and Liszt. (2) The 'Euterpe,' an orchestral
for its performances of sacred

concert society, which, though its performances
cannot come into competition with those of the
Gewandhaus, is yet of importance as representing
a more progressive element in music than prevails
in the exclusively classical programmes of the

The names

older institution.
Kaff, Rubinstein

and

of Berlioz, Liszt,

others, appear prominently

in the concerts of the Euterpe.

Verhulst, Bron-

and other eminent musicians, have been
its conductors.
(3) The 'Paulus,' an academical
choral society of male voices, deserves mention
G.
as one of the best of its kind in Germany.
LEIT-MQTIF, i.e. 'guiding theme.' The
Leit-motive
is
so simple and
principle of
obvious that it would seem strange that they
have so lately found recognition in music, were
it not remembered that music in general has
sart,

'

'

progressed but slowly towards a sufficiently
logical condition to admit of their employment.
They consist of figures or short passages of
melody of marked character which illustrate, or
as it were label, certain personages, situations,
or abstract ideas which occur prominently in
the course of a story or drama of which the
and when these
music is the counterpart
situations recur, or the personages come forward
in the course of the action, or even when the
personage or idea is implied or referred to, the
figure which constitutes the leit-motif is heard.
Their employment obWously presupposes unity
;

the works in which they
it is necessary to condescend to the indolence or low standard of
artistic perception of audiences by cutting up
large musical works into short incongruous sections of tunes, songs, rondos, and so forth,
figures illustrating inherent peculiarities of situation and character which play a part throughout
the continuous action of the piece are hardly
Musical dramatic works of the old
available.
order are indeed, for the most part, of the nature
of an 'entertainment,' and do not admit of

and continuity
occur.

in

For as long as

analysis as complete and logical works of art
But
in which music and action are co-ordinate.
when it becomes ajiparent that music can express
most perfectly the emotional condition resulting

from the action of impressive outward circumstances on the mind, the true basis of dramatic
music is reached ; and by restricting it purely
to the representation of that inward sense which
belongs to the highest realisation of the dramatic
situations, the principle of continuity becomes

artistic

'

;

'

motive.'

Thus judging from a purely theoretical point
of view, they seem to be inevitable wherever
there

is

perfect adaptation of music to dramatic

But there

another important conis the
assistance which they give to the

action.

is

sideration on the practical side, Avhich

powerful

attention of the audience, by drawing them on
from point to point where they might otherwise
their way.
Moreover, they act in some
ways as a musical commentary and index to
situations in the story, and sometimes enable
a far greater depth of pregnant meaning to be
conveyed, by suggesting associations with other
points of the story which might otherwise escajie
And lastl}^, judged
the notice of the audience.
from the purely musical point of view, they
occupy the position in the dramatic forms of
music which subjects do in pure instrumental
forms of composition, and their recurrence helps
greatly towards that unity of impression which
it is most necessary to attain in works of high
lose

'

'

art.

As a matter of fact leit-motive are not
always identical in statement and restatement
but as the characters and situations to which
they are appropriate vary in their surrounding
circumstances in the progress of the action, so
will the leit-motive themselves be analogously
'

'

'

'

modified.
From this springs the application
of variation and transformation of themes to
'

'

dramatic music but it is necessary that the
treatment of the figures and melodies should be
generally more easily recognisable than they
need to be in abstract instrumental music.
Leit-motive are perfectly adapted to instrumental music in the form known as 'programme
;

music,' which implies a story, or some definite
series of ideas ; and it is probable that the
earliest distinct recognition of the principle in

question is in the Symphonic Fantastique
Berlioz (written before 1830), where what
calls an
idee fixe is used in the manner
The 'idee fixe' itself is
a leit-motif.
'

follows

:

'

of

he
of
as

LEIT-MOTIF

LEIT-MOTIF

It seems hardly necessary to point to Wagner's
works as containing the most remarkable examples of 'leit-motive,' as it is with his name

which most frequently announces his coming.
It implies his youthful and light-hearted state
before he had developed into the mature and

that they are chiefly associated.
In his earlier
works there are but suggestions of the principle,
but in the later works, as in Tristan and the

experienced hero
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:

'

'

'

Trilogy,

elaborate

they are worked up into a most

'

and consistent system.

examples will serve to

most

The following

some of the
leit-motive and his

illustrate

characteristic of his

'

'

use of them.

The

This figure is frequently subjected to considerable development, and to one important transformation, which appears, for instance, in the

death march as follows

which

:

attached to the Rheingold
ring is a very important feature in the development of the story of the Trilogy, and its leitmotif, which consequently is of frequent occurcurse

is

'

'

'

'

gloomy and impressive.

rence, is terribly

appearance

Its

singularly apt, as it is the
form in which Alberich the Niblung first declaims the curse when the ring is reft from him
first

by Wotan,

is

as follows

:

In his character as mature hero he
by the following noble figure,

mm^^m

-Pf^

m^^

which occurs as above in the

m

'Walkiire,

//:e

fire

Riug

is

the

'

with a wall of
of the motif

the hero

is

who

shall

and waken Briinnhilde to
happy instance of its recun-ence

^m

fire

be his bride.
A
is when, in the first act of Siegfried,' the youthful hero tells how he had looked into the brook

^r

'

and saw

One

Felsenhohe,

last act of

laid Briinnhilde

and the sounding

;

pass through the

I

5^-

ip^EE

around her

'

implies that Siegfried

//

Among

when Wotan has

to sleep on the

'B*t
sei die-eer

motif, two

'

notified

is

his

own image

reflected there.

the frequent reappearances of this

In the above examples the marked character
of the figure lies chiefly in their melody.
There

may be taken as

are others

highly characteristic.
towards the end of the Rheingold, where
'

'

which

are

marked

as the persistent motif of

chiefly

Mime

by rhythm,

imitating

the'

Fafner kills his brother giant Fasolt for the
possession of the ring, and the leit-motif being
heard reminds the hearers of the doom pronounced on the possessors of the ring by Alberich.
A yet more pregnant instance is in the

rhythmic succession of blows on an anvil

When Siegfried comes to
Gotterdammerung.
the Hall of the Gibichungs on the Rhine, with
the ring in his possession, having obtained it
by slaying Fafner, who had taken the form of
a dragon to preserve it, the first person to greet
him is Hagen, the son of Alberich, who looks
to compass Siegfried's death, and regain the
As
ring for the Niblungs by that means.

motif occurs in connection with the rattling
blows of the hammers of the Nibelung smiths
underground, at the end of the second scene of
the Rheingold,' and thus shows its derivation.
Other motive again are chiefly conspicuous

'

Hagen

'

Heil Siegfried, theurer Held,' the
by the ominous sound of the
leit-motif of the curse, which thus foretells the
catastrophe in the sequel of which Hagen is
the instrument and Siegfried the victim, and
lends a deep and weird interest to the situation.
Siegfried himself has motive assigned to him
says

greeting

is

'

belied

'

'

relations.
For
which he blows
him by Mime, is the one

in different circumstances

and

instance, the following figure,

on the horn made

for

mm ^^^

Mi^^
mst£^,
which points

to his occupation as a smith.

This

'

'

'

by reason of impressive and original progressions
of harmony.
Of this kind that of the Tarnlielm
is a good example.
It occurs as follows, where
Alberich first tests the power of the helm at the
beginning of the third scene of the
rold

'—

to^^fe^^

'

Rhein-

t^p:^^^

m^^^^^:

LEIT-MOTIF

Another instance, ^vhere a strongly marked
is conjoined "witli an equally

melodic figure

striking progression of harmonj',

is the ' death
Tristan und Isolde,' which first
appears in the second scene, where Isolde sings

motif

in

as follows

A

'

:

figure

which

it is

difficult to characterise,

hut which has a marvellous fascination, is the
motif of the love-potion in Tristan und Isolde.'
'

I ttP^

T^T^ r°^^ ^-^'^^^
fc,

LE JEUNE
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LE JEUNE

appointment was quite a recent one, and L»
Jeune did not long enjoy it, for the next publication,
Le Printemps (dedicated to our king
James I.'), was posthumous, and on the fourth
page an ode appears Sur la inusique du defunct
Sieur CI. le J.,' the second stanza of which
'

'

'

begins thus

Le Jeune

a.

en sa viellesse,

faict

Ce

qu'liQ bien gaye jeunesse,
N'auseroit avoir entepris.

The sixth page contains a general essay on
music, claiming for Le Jeune the honour of
uniting ancient rhythm to modern harmony.
' Le Printemps
contains thirty-three chansons
with ' vers mesurez, followed by longer settings
of * vers rimez.
Amongst the latter is Jannequin's Chant de I'Alouette {a 4) with a fifth
part added by Le Jeune, Le chant du Rossignol
in 6 nos.,
JIa mignonne
in 8 nos., and a
Sestine (a 5) 'Du trist Hyver.'
The prefaces give no full explanation of 'vers
mesurez.' On p. 6 we read that the wonderful
effects produced by ancient music, as described in
the fables of Orpheus and Amphion, had been
lost by the modem Masters of Harmony,' that
Le Jeune was the first to see that the absence of
Rhythm •accounted for this loss that he had
unearthed this poor Rhythm, and by uniting it
to Harmony, had given the soul to the body,'
and that Le Printemps was to be an example
of this new kind of music, but on account of its
novelty, might fail to please at first.
The editor next tells us (p. 7) that M. Baif ^
and M. Le Jeune had meant to print the words
'

'

'

'

'

'

using the bars in the original as a mere division
of the lines in the poem, where there should
always be a pause and the measure completed.
In any case this is only an adaptation to French
music of what had been already done by Lassus
and others in using the metres of Latin verses,
though their efforts at Rhythm may have been
accidental, while Le Jeune's had a set purpose.
It is interesting, at least, to see the importance
of Rhythm being recognised, and some attempt
at a notation to express it.
It also seems clear
from what is said in the preface, of making the
French lines like the Latin, that the authors saw
the impetus which the Latin odes had given to

music in this direction.

Themusic(a

'

'

'

'

;

'

'

with suitable spelling and without superfluous
and to make the scanning as clear in the
French poetry as it would be in Latin but that
he (the editor) had been advised to abandon this

letters,

;

as too great a novelty.
certain as to the

We are, therefore, left un-

method which the authors meant

to employ, and have little to guide us as to the
interpretation of such a passage as this (the bars

drawn and quavers joined

as in original)

:

—

3) to the

Psalms

(Paris,

1607) was

apparently not reprinted, being doubtless cast in
the shade by the more important setting (a 4
and 5) of Marot and Beza's Psalms, printed at La
Rochelle by Haultin, and dedicated by Cecile
Le Jeune,^ in pursuance of the composer's expressed wishes, to the Duke of Bouillon, a great
Protestant champion. This work, on which Le
Jeune's great reputation entirely rests, went
through many editions in France, found its way
into Germany with the translation of Lobwasser,
and, except in Switzerland, was soon used universally in all Calvinistic churches.

It

'

went

through more editions, perhaps, than any musical

work

since the invention of printing. ^
The
melodies in the Tenor are the same as those used
by Goudimel, and earlier still by Guillaume
Franc. ^
The other parts are written in simple
counterpoint, note against note. The simplicity
of the style, and its consequent fitness for congregational use, was not the only cause of its
supplanting earlier works of the kind.
There
is real beauty in the music, which modern critics
do not cease to recognise.
Claude Le Jeune,'
says Burney, speaking specially of this work,
was doubtless a great master of harmony.'
Ambros finds the discaut so melodious that it
might be mistaken for the principal part. *
'These psalms,' thinks Fetis, 'are better written
than Goudimel's. ^
Other posthumous publications are the 'Airs a
'

'

'

EB
''

''

m.

'^e^B^^c
Voio^

le

verd & beau

may

con-vl-vaot d tout

soulaa

Sur la
"We have, however, above the ode
TOusique mesuree de CI. le J. on p. 3 of this same
book a scheme of the quantities of the four lines
in each stanza.
The first line of this scheme
heing -^^ -^^
^^ -^^- the correspond*

'

;

ing

line of the oile

Malnts muzi

]

I

ipr^v^

1

would then be accented

ciens d6 c6

|

temps

ci

II

par Igs

5.

|

cors

dous.

and any music
accents.

And

would take the same
we might suppose that by some

set to this

so

'

'

'

3,4, 5, 6 '(Paris, Ballard, 1608), and a collection
of thirty-six chansons, three on each of the twelve

modes, under the title Octonaires de la vanite
et ineonatance du monde' {id. 1606).
Lastly, in 1612, Louis Mardo, Le Jeune's
nephew, published a second book of Meslanges,
in which, judging from the miscellaneous contents, he must have collected all that he could
'

suitable directions as to the scanning of the words

he might intend the above passage

to be

sung

3 All doubt as to Le Jeune beinf; a family
pelled by the sister's sifrnature as above,
*

thus

Burney's nistorj/,

iii,

name seems

Tbe beliet which at one time existed in England that Le Jeune
was the author of the melody of the Old 100th Psalm, and which
gains some support from the vague terms in whiclt Burney (iii, i7)
speaks of it, h;is no foundation in fact, [See Old Hundredth,]
e aeichichfe tier .i/t«a-, iii, 344
'

'

See Hawkins's JJUHry frhap, 110). The copy we have seen hod
the first page torn out, on which this dedication probably appeared,
and the words roy and inajcstd erased on the second.
2 Poet and musician. 1532-1589.
1

'

'

'

'

to be dis-

46,

s

7 lliojTaiihiii, v.

aiL

LEKEU

LEMLIN

works, French chansons
canons, psalms, a magnificat, a fantaisie,
Latin motets, and Italian madrigals.
In the higher branches of composition LeJeune
never met with great success. The Belgian and
Italian masters would not look at his writings. ^
Burney regarded him as a man of study and
labour rather than of genius and facility, but this
judgment was onlj- passed on some of his very
Fetis, on the other hand, conearliest works.sidered him naturally gifted, but without the
and this opinion
education of a great master
seems to be borne out by the successof hissimpler,
and the failure of his more elaborate works.
Le Jeune is generally regarded as a Frenchman,
though his birthplace did not become part of
France till 1677. It would, however, be no great
honour to be called the chief musician of an
ungrateful country, which suffered Jannerjuin in
his old age to bewail his poverty, which had
killed poor Goudimel, and could now only boast

master has since been proved to be a different
person altogether from Le Maistre the Dresden

still find of his micle's

a

4, 5, 8,

;

It is more
of a decaying and frivolous school.
to his honour to remember him as the composer
of one little book which was destined, after his
death, to carry God's music to the hearts of
thousands in many lands.
J. K. s. -B.
LEKEU, GuiLL.-i-i'JiE, born at Heusy, in the
pirovince of Liege, Jan. 20, 1870, was a pupil of
the Conservatoire of Yerviers, and subsequently
studied with Cesar Franck and Vincent d'Indy
in Paris.
He obtained the second prix de Rome
in Belgium, with his scene lyrique Andromede,'
'

which was followed by various symphonic compositions, works for voice and different instruTuents, many of which were unfortunately left
This took place
His works include

incomplete at his early death.
at Angers, Jan. 31, 1894.

a sonata in G for piano and violin, dedicated to
Ysaye a trio for piano and strings, in which
passages of very high rank alternate with weak
;

and confused portions a string quartet, finished
by d'Indy and, lastly, a fantaisie sur deux
;

'

;

frequently played in
IM. Ysaye has often conBelgium and France.
ducted Lekeu's Etude symphonique on 'Hamlet,'
an intimately poetical work, and an adagio for
airs jiopulaires angevins,'

quartet and orchestra, of finely elegiac character.
Most of Lekeu's compositions are published by
Baudoux of Paris and Muraille of Liege. Ji. k.
LE IMAISTRE, Matthaus, a Flemish

musician of the 16th century, supposed to have
come originally from Liege, succeeded Johann
AYalther in 1554 as capellnieister to the Saxon
He retired on a pension in
Court at Dresden.
Otto Kade, in his
1568, and died about 1577.
otherwise excellent monograph on this composer
(published 1862), made tile mistake of identifying him with Matthias Hermann, surnamed
AVerrecorensis,whowaschoirmaster at theDuomo
of Milan, and so represented Le Maistreas having
come from Milan to Dresden but the Milan choir;

Mersenne. Ilariii. Cniv. iv, 197. and Burney, iii, 27:1.
Except a anion, the pieces of Le Jeune's in Dr. Burney's MS,
notebooks are .luiong ttie composer's lirat pubiicfttions in 15&4.
1

2
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Le Maistre's publications are (1)
Catechesis (Nuremberg, 15 63) this work consists
mainly of a few simple, notc-for-note settings of
the chief parts of the Lutheran Catechism in
capellnieister.

;

Latin, the Paternoster for four voices on the
Plain-Song Melody, the Creed, and other pieces,
for three voices.
(2) Geistliche und weltliche
4 and 5 (Wittenberg, 1566), seventy
sacred songs and twenty-two secular.
(3) Liber
I. sacrarum cantionum (Dresden, 1570), fifteen
Latin Motets a 5. (4) Deutsche und Lateinische

Gesangea

Gesange (Dresden, 1577), twenty-four
3.
Two motets by Le Maistre were
received into the great collection Thesaurus
Musicus (Nuremberg, 1664), one of which Estate
Prudcntes for four voices, has been reprinted by
Comnier in his Colhetio, etc. torn. viii. Also a
Other masses
mass a 5 was published in 1568.
and ofticia have remained in MS. Kade's Jlonograph contains ten of Le Maistre's Geistliche
Gesange, and five weltliche Gesange, two of
which are Quodlibets, that is, pieces with
Two
various texts and melodies combined.
geistliche

numbers a

,

other pieces are contained in the Beilagen

Amhros

Ursi:hii:lite.

J.

11.

zv,

JI.

LEMARE, Edwin Henry,

born at Ventnor,
1S65, was elected to
the Goss scholarship at the Royal Academy of
Music in 1878, and became an associate on the
completion of his studies. He was subsequently
Isle of "Wight,

Sept.

9,

same institution,
1884 was made a fellow of the Royal
College of Organists.
His successive appointSt. John
ments as organist are as follows
St. Anthe Evangelist's, Brownswood Park
drew's Church, and the Public Hall, Cardiff
the Parish Church, Shelfield (1886); Holy
and St. Margaret's,
Trinity, Sloane Street
Westminster.
During his tenure of these last
two posts, he became famous as a solo player
and a giver of recitals of more than the usual
elected to a fellowship of the

and

in

;

—

;

;

He

representation of
the organ, but his
playing of legitimate organ music is remarkably
He has written much
artistic and intelligent.
for his instrument, and has edited various series
Since the death of W.
of compositions for it.
T. Best, Lemare has been generally considered
the most brilliant of contemporary organists.
In 1902 he accepted the post of organist and
director of the music at Carnegie Hall, Pittsburgh,
U.S.A., but after two years' tenure of this post
interest.

orchestral

excels

works

in the

upon

he returned to England.

{Brit.

Miis.

Biorj.

;

and 1902, p. 96.) M.
LEMLIN ( = LAMMLEIN), Lorenz, a German composer of the earlier part of the 16th
century, came from Eichstatt in Bavaria, and
in 1513 attended the University of Heidelberg.
He was afterwards singer and capellnieister to
the Elector Palatine at Heidelberg.
Georg
Forster mentions him with respect as his worthy
Mtis. Times, 1899, p. 164,

2

X

LEMMENS

LENEPVEU

preceptor in music, and inserts fifteen of his
master's Lieder in his collections of 1539 and
1549.
Eitner speaks very slightingly of these

Malines.
On Jan. 1, 1879, he opened a college
at Malines, under the patronage of the Belgium
clergy, for training Catholic organists and
choirmasters, which was soon largely attended.
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Lieder (MonatAcfU, xxvi. 1894, p. 89), while
on the other hand Ambros judges them very
favourably (GestAicAfe (ZcrJ/itsii', iii. pp. 403-4).
The only one accessible in a modern reprint is
a humorous cuckoo song for six voices, which
Ambros describes as quite a charming piece
iin
Volkston,
Der Gutz - gauch auf dem
Zaune sass.'
This was first republished by
C. F. Becker in his book. Die Hausmusik in
Deutschland, Leipzig, 1840, and is also contained in Eitner's recent republication of
Forster's Liederbuch of 1540.
The only other
known works of Lemlin are a few Latin motets
in collections from which Ambros singles out
for special mention a very beautiful
In manus
'

'

'

*

'

'

tuas.

J.

M.

R.

LEMMENS, Nicholas

Jacques, was born
Jan. 3, 1823, at Zoerle-Parwys, Westerloo,
Belgium, where his father was provost and
organist.
His career was attached to the organ
from the first.
At eleven years of age he was
put under Van der Broeck, organist at Dieste.
In 1 8 3 9 he entered the Conservatoire at Brussels,
but soon left it owing to the illness of his
father, and was absent for a couple of years.
In the interval he succeeded his former master
at Dieste, but fortunately gave this up and
returned to the Conservatoire at the end of
1841.
There he became the pupil of Fctis and
was noted for the ardour and devotion with
which he worked. He took the second prize
for composition in 1844 and the first in 1845,
as well as the tirst for organ-playing.
In 1846
he went, at the government expense, to Breslau,
and remained there a year, studying the organ
under A. Hesse, who sent him back at the
end of that time, with a testimonial to the
effect tliat
he played Bach as well as he himself did.'
In 1849 he became professor of his
instrument at the Conservatoire, and M. Fetis,
as the head of the establishment, bears strong
testimony to the vast improvement which
followed this appointment, and the new spirit
and
which it infused through the country
gives a list of his pupils, too long to be quoted
'

;

Madame Lemmens,
at Preston,

nee Sherrington, was born
where her family had resided for

Her mother
was a musician.
In 1838 they migrated to
Rotterdam, and there Miss Sherrington studied
under Verhulst.
In 1852 she entered the
Brussels Conservatoire, and took first prizes for
On April 7, 1856,
singing and declamation.
she made her first appearance in London, and
several generations, Oct. 4, 1834.

soon rose to tlie position of leading English
soprano, both in sacred and secular music, a
position which she maintained for many years.
In 1860 she appeared on the English, and in
1 866 on the Italian operatic stage, and her operas
Helincluded 'Robin Hood,' Amber Witch,
'Norma,' 'Huguenots,'
vellyn,' 'Africaine,'
'

'Roberto,' 'Don Giovanni,' 'Domino Noir,'
G.
Fra Diavolo, 'Marta, etc., etc.
LEMOINE, a well-known Paris firm of music'

'

'

publishers.

It

was founded

;

;

;

;

;

which are still in use.
Achille Philibert
Lemoine, the son of Henri (born at Paris, 1813
died at Sevres, August 13, 1895), was a partner
from 1850, and two years afterwards undertook
the sole direction of the firm. In 1858 he added
to it an establishment for engraving and musicprinting, which gave a great impulse to the
business
this was carried still farther by the
acquisition of the
fonds Schoneljerger.
In
1885 Lemoine founded a branch establishment
;

;

'

'

at Brussels, in association with his sons,

Miss Sherrington, and from that time resided
His great work is his
in England.
jir.ole d'orgiie, which has been adopted by the
Conservatoires at Paris, Brussels, Madrid, etc.

sique

He

also pjublished Sonatas, Offertoires, etc.,
the organ, and was engaged for twenty
years on a Method for accompanying Gregorian
Cliants, which was edited by J. Duclos after the
author's death, and published at Ghent in
1886.
Four volumes of aiuvrrs inedifcs were
published liy Breitkopf & Hiirtel.
Lemmens
died Jan. 30, 1881, at Castle Linterport near
for

1793 by Antoine

(born at Paris, Nov. 3, 1763 ;
died there in April 1817), who was a performer
on the guitar, and played tlie viola in the
His son,
orchestra of the Theatre dc Monsieur.
Henri (born at Paris, Oct. 21, 1786 died there
May 18, 1854), was a pupil of the Conservatoire
in 1798-1809, and was one of the most successful
piano-teachers of Paris he took over the business
on his father's death, and raised it to a high
position.
His educational compositions include
a Petite 'inHliode eUnientaire for piano
a TraiU
d'harirmnie pratique
a Solfhge des Solflgcs, in
ten small volumes
Tablettes du Pianiste, etc.,

and Li5oN, who,

much

in

Marcel Lemoixe

Though distinguished as a pianist, it is
with the organ that his name will remain
connected.
In 1857 M. Lemmens married
here.

'

'

since his death

Henri

have carried

it

Among the numerous publications of the
house, may be mentioned the Eepertoire clason.

du chant fram;ais, and the Piepertoire de
V ancien chant classiq%te, both edited by Gevaert,
and both remarkably useful and universally
known.
g. f.
LENEPVEU, Charles Ferdinand, born at
Rouen, Oct. 4, 1840. After finishing his classical
studies at his native place, he came to Paris by
his father's desire to study law, and at the same
time he learnt solfege from Savard, a professor
at the Conservatoire.
His first essay as a composer w^as a cantata composed for the centenary
of the Society d' Agriculture et de

Commerce

of

LENEPVEU

LENZ

is naturally noisy, is also wanting in originality, and his style is influenced by
The
composers of the most oppiosite schools.
artist is now entirely sunk in the professor.
Since Nov. 1880 he has taken a harmony class
for women at the Conservatoire in the place of
Guiraud, now professor of advanced composition.

Caen, which was crowned and performed July
After this success he resolved to
29, 1862.
follow the musical profession, and through the
intervention of Savard he entered the ConservaHe
toire and joined Ambroise Thomas's class.
carried off the Prix de Rome in 1S65 as the first
competitor, and his cantata, Renaud dans les
jardins d'Armide,' was performed at the opening

His music, which

'

du Conservatoire, Jan.

of the restored Salle

In this capiacity Lenepveu was decorated with
Legion d'Honneur on August 4, 1887.
[He has been professor of composition in the

the

3,

1866.
It was thought at the time that this
work showed promise of a great future, but
opinions have since undergone modification, for
Lenepveu has never risen above the crowd of
AVhen he was at Rome he
estimable musicians.
took part in the competition instituted by the
Minister of Fine Arts in 1867, and his score of
Le Florentin,' written on a poem by St. Georges,
was accepted fromamongsixty-two compositions,
without hesitation on the part of the judges, or
murmurs on the part of the rival competitors.
The prize work was to have been given at the
Opera Comique, but political events and the .war
delayed the fulfilment of the promise, and Lenepveu, instead of composing for the Concerts Popu*

which were always ready

laires,

to receive

new

made

the mistake of holding aloof, resting on his laurels, while his companious, Massenet,
Dubois, Guiraud, Bizet, etc., all of whom were
waiting for admittance into the theatres, devoted
themselves to symp)honic music, and thereby
acquired skill in orchestration, as well as the
works,

recognition of the public.

from

his return

Lenepveu, who on

Rome had resumed

his contra-

with the celebrated organist
Chauvet, wliile waiting for the production of
Le Florentin,' brought forward nothing except
a funeral march for Henri Regnault, played
In the preunder Pasdeloup, Jan. 21, 1872.
ceding year he had produced a Requiem at Bordeaux for the benefit of the widows and orphans
of those killed in the war. May 20, 1871
fragments of these works given at the Concerts
puntal

studies

'

;

du Conservatoire, March

29, 1872, and at the
Concerts Populaires, April 11, 1873, showed an
unfortunate tendency in the composer to obtain
At length, after
as much noise as possible.
Le
long delays and repeated applications,
Florentin was given at the Opera Comique,
'

'

Feb.

26,

1874, and was wholly unsuccessful.

Since then Lenepveu has never been able to get
Having comany work represented in France.
Velleda (on the subject
pleted a grand opera,
'

'

Martyrs '), he determined
London, where it was performed
in Italian, with Mme. Patti in the principal
Besides a
part (Covent Garden, July 4, 1882).
number of songs and pieces for the piano, Lenepveu has only produced one important work, a
drame Ivrique,' 'Jeanne d'Arc,' performed in
[A
the Cathedral at Rouen (June 1, 1886).
'Hyrane Funebre et Triomphale,'was performed
an Ode h. Jeanne d'Arc' at
at Rouen in 1889
the same place in 1892 and a requiem in 1893.]
of Chateaubriand's

'

to produce it in

'

'

;

;
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Conservatoire since 1894, and was elected a
member of the Institute in 1896.]
A. J, ;
with additions by G. F.
LENTO, i.e. 'slow,' implies a pace and style
similar to a slow Andante.
Beethoven rarely
uses it.
One example is in his last Quartet,

Lento

op. 135,

assai.

Mendelssohn employs

Rny

it

Bias overture,
but he chietly uses it, like 'con moto,' as a
(pialification for other tempos
as Andante lento
for the introduction to his

'

'

—

and

('Elijah,' No.

1,

non lento

31, No. 3),

87,

No.

(op.

op.

No.
Adagio

35,

5),
e

Adagio

lento (op.
G.

3).

LENTON,

John, [sworn gentleman of the
Chapiel Royal in 1685], one of the band of music
of AVilliam and Mary and of Queen Anne, [from
1692 to 1718], in 1694 published 'The Gentleman's Diversion, or the Violin explained,' with
some au'S composed by himself and others at
the end.
A second edition, with an appendix,
and the airs omitted, appeared in 1702, under
the title of 'The Useful Instructor on the Violin,'
It is remarkaljle that in neither edition is there

any mention of

'

reaches but toe'".

and the scale given
About 1694, in conjunction

shifting,

'

with Thomas Toilet, he published A Consort
Lenton composed
of Musick in three parts.'
'

the overtures and act tunes to the following
'Venice Preserved,' 1682; The Amplays:
bitious Step-mother,' 1700 'Tamburlain, '1702 ;
'The Fair Penitent,' 1703 'Liberty asserted'
and Abra Mulej',' 1704. Songs by him are
in several of the collections of the pieriod, and
The Pleasant Musical
other vocal pieces in

—

'

;

;

'

'

Companion'(1685). Hecontributed toD'Urfey's
Third Collection of New Songs, [to Apollo's
Banquet '] and revised the tunes for the earlier
editions of his 'Pills to purge Melancholy."
[The second vol. of Playford's Dancing Master,
1713, is carefidly corrected by J. Lenton, one
'

'

'

'

of

Her Majesties

Servants.']

The date

of his

death has not been ascertained, but it was
probably soon after 1718, when his name dis\v. H. H,
appears from the royal band.
additions from Did. of Nat. Biog. etc.
LENZ, WiLHELM VON, born 1808, Russian
councillor at St. Petersburg, and author of
Beethoven et ses trois styles (2 vols. Peters;

burg, 1852), in which the idea, originally suggested by Fetis, that Beethoven's works may be
divided into three separate epochs, has been
carried out to its utmost limits.
This was
followed by Beethoven : Eine Kunststudie, in 6

LEO

676
vols.,

i.-iii.

Cassel,

LEO

1855-56

;

iv.-vi.

Hamburg,

1860.
This is an entirely different work from
the foregoing, and though often extravagant
in expression, has a certain value from the
enthusiasm of the writer and the unwearied
manner in which he has collected facts of all
kinds about Beethoven's works.
It contains a
Life, an Essay on Beethoven's style, a detailed
analysis of every one of his works in order,
with various Lists and Catalogues not without
use to the student, though in regard to the
chronology of Beethoven's works, the minute
investigations of Thayer and Kottebohm have
superseded many of Lenz's conclusions.
He also
published Die grossen PianofoHcvirtuosen un~
serer Zeit (Berlin, 1872), a collection of articles
on Liszt, Chopin, Tausig, Henselt, and many
other great artists, from personal knowledge,
well translated in the Monthly Musical Record
for 1878.
\Aus devi Tagebuchc cines Livldnders
appeared in Vienna, without date, and Lenz died
at St. Petersburg, Jan. 31, 1883.]
F. G.
LEO, Leonardo, more correctly Lionardo
Oronzo Salvatore de Leo, was born of humble
parents at S. Vito degli Sclavi, now called S.
'V'ito dei Nornianni, not far from Brindisi, on
August 5, 1694. Hewasthe youngest of the three
sons of Leonardo de Leo and Saveria Martino,

and was named Leonardo

who

after his father,

died before his birth, Oronzo after an ancestor
whose name has been perpetuated in the family
Tip to the jiresent day, and Salvatore because
ie came into the world poor like our Saviour.
According to the family traditions recorded by
Cavaliere Giacomo Leo, a descendant of his
brother Giuseppe, he was educated at S. Vito
by the Dominicans, who discovered his musical
talent and persuaded his mother and his uncles
Don Stanislao de Leo, Cantor of the church of
S. Vito, and Doctor Teodomiro de Leo to send
him to pursue his musical studies at Naples.
He was admitted to the Conservatorio della
Pieta dei Turchini in 1703, being then nine years
old, and remained there until he came of age in
1715.
He must not be confused with a relative
of his, Leonardo Leo (not de Leo), son of Corrado
Leo, who was in easy circumstances, and was
living at Naples 'in domibus Conservatori, i.e.
in a house belonging to the Conservatorio della
This Leonardo
Pietk dei Turchini at this time.
married in 1713 his namesake would not have
been allowed to do so while still a pupil of the
Conservatorio, and indeed he remained single
'

;

At Naples

Leonardo studied first under
Provenzale, and later under Nicola Fago il
Tarentino.
It has been stated that he was
also a pup>il of Pitoni at Rome, and of Alessandro
Scarlatti at Naples
but although his ^\'ovk
was certainly much influenced by both these
masters, he cannot have received direct tuition
from either of them.
He cciild not have gone
;

Eome

for lessons

Leo made his

appjearance

first

as

a com-

poser with a sacred drama on the subject Oi
Santa Chiara, entitled L' Infedelta abbattuta,'
performed by the students of the Conservatorio
during the carnival of 1712, and repeated on
'

Feb. 14 of that year at the royal palace, by
Florirao names as
of the Viceroy.
his first composition another sacred drama,

command
'II

della castita di

trionfo

S.

Alessio,'

pro-

duced, according to him, on Jan. 4, 1713, at
the Conservatorio, but no trace of either score
or libretto is to be found, and it is not mentioned
His first secular
in the newspapers of the time.
opera was Pisistrato (Teatro di S. Bartolomeo,
May 13, 1714), which was much admired. In
the following year tire young composer was
made second master at the Pieta dei Turchini,
and (according to Florimo) organist of the
cathedral
in 1716 he appears to have been
appointed supernumerary organist of the royal
chapel, and on June 23, 1717, organist, with a
This piromotion
stipend of 12.75 lire a month.
was probably connected with the departure for
Eome of A. Scarlatti, which took place in the
autumn, after which he received no stipend, but
continued to hold the title of Primo Maestro
Leo also became maestro
della Real Cappeila.
di cappeila at the church of S. ilaria della
Solitaria, which belonged to a convent of Spanish
nuns. In 1718 he produced 'Sofonisba,' hitherto
'

'

;

supposed to have been his
in any case the

first

first

opera,

and

whicli definitely established

his

reputation as a

The

scores of

composer

for

the stage.

most of his operas of this time have
disappeared, and only the more important ones
need be mentioned here.
In 1722 he composed
recitatives and comic scenes for Gasparini's
first produced under the name of
Tamerlano 'atVeniceinl710. The comic scenes
were written by Bernardo Sabdumene, who afterwards became famous as a writer of comic libretti

'Bajazette,

'

'

in Neapolitan dialect.

This seems to have been
the beginning of Leo's brilliant career as a composer of comic opera.
La mpeca scoperta
(' L' imbroglio scoperto ') was produced in 1723
at the Teatro dei Fiorentini, a theatre already
celebrated for the comedies of A. Scarlatti and
Leonardo Vinci, and was the first of a long
'

'

series of successes in this line.

1725 Alessandro Scarlatti died, and a
of promotions took place on the statf
of the royal chapel, Leo now becoming Ih'st
organist.
It was probably at this date that he
became master at the Conservatorio di S.
Onofrio. His fame now extended outside Naples.
Timocrate had been given in Venice in 1723,
and in 1726 his 'Trionfo di Camilla' was produced at Rome.
The charming pastorale In
van la gclosia, which occurs in this opera, enables
In

all his life.

to

Neapolitan Conservatorio, and A. Scarlatti on
his return to Naples towards the close of the
year 1708 was teaching, not at the Pietk dei
Turchini, but at the Poveri di Gesu Cristo.

while a poor student at a

number

'

'

'

'

LEO

LEO
the date of the Neapolitan comic opera
di clii 1' ha iatta, in which the
same air is sung as a show-piece by one of tlie
In 1732 he succeeded Vinci
minor cliaractcrs.
as Pro-vice-maestro of the royaLchapel, and in the
same year produced his two celebrated oratorios
Sant' Elena al
La Morte di Abele and
Demofoonte,' perhaps the most
Calvario.

us to

fix

La semmeglianza

'

'

'

'

'

'

'

1735
well-known duet La

successfnl of all his operas, appeared in
in this opera occur the

destra

chiedo

ti

'

;

'

and the pathetic
by Piccinni

'

Misero

as a

model

air

pargoletto,' considered

In 1737 he was at
Bologna for the production of Siface, which
was given twenty -seven times at the Teatro
Malvezzi, and for which the composer received
Farnace
1595 lire.
(1737) was the last
opera given at tlie old Teatro di S. Bartolomeo
before its final conversion into a church, the
newly built San Carlo having taken its place as
court theatre. Leo's L' Olimpiade (1737) was
In 1738 he
the second opera pierformed there.
of dranmtic

expiression.

'

'

'

'

'

'

Le Nozze di Amore e di Psiche, a
in honour of the marriage of
Charles III. with Maria Amalia "Walburga of
Saxony, and was so much taken up with this
work that he was unable to finish the opera
Demetrio,' on which he was engaged in spite
of being imjirisoned in his house and guarded
He wrote
by soldiers to ensure his working.
the first act and part of the second, which was
finished by De Majo, Lorenzo Fago, and Logroscino, the third being written by Riccardo
The whole opera
Broschi, brother of Farinelli.
was, however, eventually finished by Leo himcomposed
'

*

'

festa' teatrale

self,

'

Rome

and produced at

in 1742.

Two

impiortant compositions belong to the
the celebrated Miserere and the
year 1739
comic opera Amor vuol sofferenze. The Miserere
:

'

'

was compjosed in March, for the use of the
royal chapel, and afterwards presented to King
Florimo tells a
Charles Emmanuel of Savoy
;

story of Leo's refusing to allow

it

to be copied

do so
The comic

after this, until his pupils contrived to

it before him.
vuol sofi'erenze is that described
with so great delight by the President Des
'Nona avons eu
Brosses to M. de Neuilly
quatre operas a la ibis sur quatre theatres

secretly

opera

'

and perform

Amor

'

—

differents (i.e. S. Carlo, Fiorentini,

Nuovo, and

avoir essayes successivement j'en quittai bientot trois pour ne pas nianquer une seule representation de la Fresquatana,
della I^ace).

Apres

les

comedie en jargon dont la musique est de Leo
Quelle
Quelle harmonic
Quelle invention
The heroine
excellente f)laisanterie musicale
of the opera, Eugenia, disguises herself as a
maidservant from Frascati hence the title La
Finta Frascatana, under which the opera was
revived at Bologna in 1742, and by which it
was no doubt conveniently known at the time
.

.

!

!

.

!

'

;

It was also known as
from the absurd character Fazio, a

of its first production.
'

II Ciofe,

'
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muddle-headed person who is always explaining
and contradicting himself with the word cioe
'that is to say.'
In Nov. 1740 Leo went
to Turin for the piroduction of Achille in Scire,'
and to Milan for that of Hcipione nolle Spagne,'
being absent from Naples for four months.
On Jan. 1, 1741, he succeeded Nicola Fago as
first master at the Pieta dei Turchini, and with
'

'

—

'

'

the

exception

of a

short visit

to

Rome

in

November of that year, he seems to have remained in Naples until his death. On Saturday
morning, Oct. 31, 1744, he was found dead,
having succumbed to apoplexy, while seated at
his harpsichord
the romantic statement of
Florimo that he was engaged at the moment
on the composition of La Finta Frascatana
is obviously untrue.
The records of his death
are conflicting, owing to a confusion with his
namesake mentioned above
for the various
:

'

;

documents the reader
G.

biography.

Leo's

may be referred to Cav.
He was buried at the

church of Montesanto, the last resting-place of
A. Scarlatti and many other musicians of his
school.

In person, Leo was of middle height and
handsome features in manner he was dignified
and urbane. He was a man of serious character,
working hard at night when his other occupa;

tions left

him

little

in the daytime,

oppiortunity for composition

and so careful in

tlie

of music for performance that he

preparation

would begin

on Ash Wednesday rehearsing the Miserere to
be simg in Holy Week.
As a teacher he was
severe, but greatly beloved of his piupils, the
most distinguished of whom were Piccinni and
Jommelli.
As a composer, his fame rests chiefly on his
sacred music and his comic operas.
He was
the first of the Neapolitan school to obtain a
complete mastery over modern harmonic counterpoint.
In the fugal movements of his psalms
and masses he is entirely free from modal in-

and is careful to secure a strong
rhythmic contrast between his subjects and
counter-subjects, a means of eflect but vaguely
Leo is in this
attemp)ted by A. Scarlatti.
respect an important factor in the developfluences,

ment

of modern scholastic counterpoint.
In
other respects he presents little that is new.
His melody is flowing and dignified, but rarely
his hai'mony clear and logical, with
Of his
no attempt at romantic expression.
piassionate

;

style the Dixit Dominus in C,
published by Novello & Co., is a very typical
specimen another Dixit Dominus, for ten voices
and orchestra in D, exhibits similar qualities.
Of his masses that in D major for five voices
the well-known
and orchestra is the best
Miserere and the series of Introits, etc., for Lent,
composed in 1744, show a successful adaptation
of old methods to modern needs of expression,
combining poetic feeling with a studiously reecclesiastical

;

;

strained style.

His sacred music

for solo voices

LEO

LEO

we may mention the
severe iu manner
beautiful Lamentations for Holy Week, a graceful and florid Salve Regina, and a tine motet,

Argene (Venice, 1728). Libretto, Bologna, Venice. Reproduced
at Naplea ill 1731 ; the autograph score of this version is at Montecassino.
La PastorellaComraattuta (Naples, 1728). Libretto, Bologna. The
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is less

;

Inter tot vana insana blandinienta,' for soprano
solo and double quartet of strings.
*

As a composer

of serious opera

especially interesting,

makes

scores

it difficult

Leo

ig

and the scarcity of
to trace his

not
his

development.

His comic operas, however, are full of life and
humour.
'Amor vuol sotterenze fully merits
the praise bestowed on it by Des Brosses, and
no more amusing plaisanterie miisicale could
be found than Fazio's great air, *Io non so dove
mi sto, in which the mock-ecclesiastical accompaniment admirably illustrates the grotesque
pomposity of the character.
La senimeglianza
shows a keen sense of musical parody; and all
the comic operas are full of sparkling and vivacious music, generally including one or two
ensemble movements which are spirited, though
'

'

'

'

'

composer's

name appears under

the anagram

'

Ouorio Ladel.'

Score, Brussela Conservatoire
(";atone iu Utica (Venice, 1729).
libretto, Brussels Conservatoire, Bologna, Venice,
La Schiava per Amore (Naples. 1729). Libretto, Naples (Bibl.
Naz,).
The composer's name apijears jis Onorio Ladel.'
'

(Naples, 1730). Libretto. Naples R.C.M.
Evergete (Rojne, 1731), Score, Montecassino.
La Vecchia Trammera (Naplea, 1732), By Orefice, airs added by
Leo.
Libretto, Naples (Bibl. Naz.).
Li mariti a forza (Naples, 1732] 1
Libretto,
La festa di Bacco (Leo and Vinci) (Naples, 1732).

Rosmene

Brussels Conservatoire.
Roailla (Leo and Oreflce) (Naples, 1733).

Libretto, Naples (Bibl.

Naz.).

di aenno (Naples, 1733). Libretto, Rome (Bibl. Angelica).
Castello d' Atlante (Naples, 1734). Libretto, Brussels Conserva-

Amor
II

toire.

La Clemenza di Tito (Venice, 1735).
fragments, Naples R.C.M.
•Deinetrio (Torre Maggiore, l7.'}51,

Demofoonte (Naples,

1735).

Montecassino,
Eniira (Naples, 1735).
libretto. Bologiia,

Libretto, Bologna, Venice

Score, Brit.

Score,

:

Mus., Naples R.C.M..

Naples R.C.M., Montecassino;

Naples R.C.M.

Onore vince Amore (Naplea, 1736)?
Farnace (Naples. 1736).
Score, Vienna, Paris Conservatoire;
libretto, Naples R.C.M.
Siface (Bologna, 1737).
Score. Montecassino libretto, Bologna
;

;

fragments, Brussels Conservatoire,
Ciro Rieonosciuto (Naples, 1737). Score, Montecassino, Naples
R.C.M., Paris Conservatoire fragments, representingalater revival,
at Montecassino.
;

never developed to a strong climax, either
Mention must also be
dramatic or musical.
made of his instrumental music, which includes
a concerto for four violins, and six admirable
violoncello concertos composed in 1737 and 1738,
for the Duke of Maddaloni.
The best collection of Leo's operas is at Montecassino
the British Museum and Fitzwilliam
Museum afford the best materials for the study
A complete catalogue of
of his sacred music.
his Avorks, with the libraries where they are to
be found, is printed in Cav. G. Leo's biography.
The writer's special thanks are due to Cav.
;

Leo

for help in the preparation of this article.
(Authorities for this article, Fetis, Florimo,
Cav. G. Leo, Leonardo Leo, musicista del secolo
/
xviii e le sue opere musicali, Naples, 1905
Signori Leo, i Di Leo ricchi e poveri nei secoli
xvii e xviii, etc., Naples, 1901; Leonardo Leo
Vita dei
*?.
ed il SLco onionimo, Naples, 1901
;

;

Nonnanni, Naples, 1904.)
I. OPERAS AND OTHER DRAMATIC WORKS
Pialatrato (Naples, 1714).

Score, Montecassiiio.

*n

Gran Giomo d' Arcadia (Naplea, 1714). Serenata.
Serenata.
Libretto, Brussels
Diana Ainante (Naplea, 1717f.

Conservatoire.
Sesostri,

Re

d' Ejritto

(with Gaaparini).

Libretto, Brussels Con-

servatoire (Naplea, I7l7).
Le Nozze in Danza, favoletta pastorale (Naplea, 1718).
Sofonjsba (Naples, 1718). Libretto, Naplea R.C.M.
•Serenata for Sir George ByDg, British Ambiissador (Naples,

Libretto. Naples R.C.M.
L' ainico traditore (Naples. 1737).
La aimpatia del eangue (Naples, 1737). Libretto, Naples R.C.M.

autograph overture, Paris Conservatoire.
L'Olimpiade (Naples, 1737). Score. Montecassino, Berlin, Venice,
Paris Conservatoire; libretto, Bologna; fragments at Montecassino representing a later revival.
II Conte (Naples, 1738).
Le Nozze di Amore e di Paiche (Naples, 1738). Feata Teatvale.
Score, Berlin. Naples R.C.M., Paris Conservatoire.
different opera from that produced iu
Demetrio (Naples, 1738).
1735.
Leo was unable to finish it and was assisted by G. de Majo,
Lorenzo Fagn. Nicola Logroscino, and Riccardo Broachi. Leo completed the opera later (score at Paris Conservatoire), and it was
given at Rome in 1742 (libretto at Brussels).
Choruses for Caniraarota'a tragedy Sofrouia (1738).
Temistocle (Florence, 1739). Fragnienta, Brussels Conservatoire.
Probably additions to an opera by G. B. Ristori.
'Intermezzo and •Festa Teatrale for the Spanish Court (Madrid,
1739), for the marriage of the Infante Philip.
Amor vuol sofferenze (also called II Cio^, or La Finta Frascatana]
(Naplea, 1730). Score, Montecassino, Paris Conservatoire; libretto

A

and fragments, Naples R.C.M.
Achille in Sciro (Turin. 1739), Fragments, Montecassino, Naples.
Alidoro (Naplea, 1740). Score. Montecassino libretto, Naplea.
Scipione nelle Spagne (Milan, 17401. Libretto, Bologna.
Libretto. Bologna.
Viriati (Pistoja, 17401.
;

L' Alesaandro (Naplea, 1741)?
Intermezzo;
L' Impresario delle Isole Canarine (Venice, 1742).
libretto, Bi^usaels Conservatoire.
Score and libretto, Naples.
L' Andromaca (Naples, 1742).
•Airs added to Hasae'a Jssipile (Naples, 1742).

Score, Paria Conservatoire
L' Ambizione delusa (Naples, 1742).
(partly autograph, a revised version).
Libretto, Naples.
•Serenata pel felice parto della Regina di Napoli (1743, not per-

By Ijeo, Manna, and Logroscino,
Decebalo (?) feata teatrale.
A
Score at Paris Conservatoire.
apparently copied from an autograph.
Apparently composed for the birth of the Archduchess Maria
Elizabeth, daughter of the Empress Maria Theres:i, bom 1743.
formed).

modem German manuscript

Fantastico od II Nuovo Don Chisciotte (Naples, 1743).
La Fedelti Odiata (Naples, 1744)?
Vologeao (Turin. 1744),
La Conte.ta dell' Amore coUa Virtu (1744, for the marriage of the
Dauphin of France with the Infanta of Spain). Autograph score,
II

Paris Conservatoire,

OPERAS OF UNCERTAIN DATE

17191.

Lncio Papirio (Naplea, 1720). (?) (Revived at Venice, 1737;
fragments, Brussels CoiiBerv.)
Caio Gracco (Naples. 1720). Libretto, Naples R.C.M.
Libretto, Bologna, Liceo
Ariaona e Teaeo (Naplea, 1721).
Musical e.
Bajazette Imperador de' Turchi, tragicomedia (Naples, 17221, a
modification by Leo of an opera by Gasparini called Tamerlano.
Libretto. Naples R.C.M. Bologna.

n

Medo.

Score, Brussela.

Lo Matremonio annascuso.

Score, Montecassino.
Nitocri, Regina d' Egitto. Score, Monteciissino.
I Viaggiatori.
Libretto (Paris, 1754). Brussels and Bologna.
Le Nozze di lole ed Ercole. Score at MUnater.
Andromeda, Score at Vienna.
pasticcio with some airs of
Leo, 1750.

A

,

IL ORATORIOS

A rtaserse ¥

*La Mpeca

Scoperta

(L'

Imbroglio Scoperto) (Naplea,

1723).

Tiiiiocrate (Venice, 1723). Libretto, Bologna, Venice (Bibl. Marc).
*L' Ammore Fedele (Naplea, 1724),
* Lo Pazzu Apposto (II Finto Pazzo) (Naples, 1724).
Le tfento Zingare (Naples, 1724). Libretto, Naples (Bibl. Naz.).
Turno Arlcino (Naplea, 1724.) By Leo and Vinci. Libretto,

Brussels Conservatoire,

Zenobia In Palmira (Naples, 1725).
Score and libretto. Naplea
R.C.M.
II Trionfo di Camilla (Rome, 17261. Score, Montecassino, Vienna,
Dresden libretti), Bologna; fragments, MUnater.
La Semmegliauza di chl 1' ha fatta (Naples, 1726). Score, Monte'Cassino libretto, Naplea R.C.M.
fragments, Naples R.C.M.
Dalli Sdegni d' Amore, ovvevo L' Oriamene (Naples, 1726). Score,
Montecassino; libretto, Naplea R.C.M.
II Cid (Rome, 1727).
Libretto, Brussels Conservatoire, Bologna;
fragments, Miinater?
;

;

;

* S.

Chiara o 1' Infedelti abbattuta (Naples, 1712i.
Trionfo della castiti di S. Alessio (Naples, 1713)?
(Atrani near
alia Vita (S. Maria Maddulena).
Amalfl. 1722.)
Score at
Oratorio per la B. V. del Rosario (Naples, 1730).
II

•Dalla Morto

Milnster.

La Morte di Abele (Naples, 1732). Score, Naples R.C.M., Montecaaalno, Bologna, Brussels Conservatoire. Munich, Dresden, Berlin,
Paris Conservatoire, Vienna, Libretto, Bologna.
S. ElenaalCalvario (Naplea, 1732). Score. Brit. Mus.. Naples R.C.M,,

Cambridge Fitzwilliam, Berlin, Dresden, Montecassino, Milnster,
Paris Conaervatoire.
S.

S.

Francesco dl Paola nel Deserto (Lecce, 17381.
Genoviefa. Score, Naplea R.C.M. (by Leo?),

• Neither score nor libretto survive, but the work
In contemporary Journala or other records.

is

mentioned

LEO

LEONCAVALLO

FragmciitB of an oratorio (autograph) lu which the characters
arc Aljuia aud Eliseo, Paria Coiiservatoirt:,

Responsorij for Holy Week. S.A.T.B. and organ (In monte
Naplea R.C.M., Berlin, MUnster. Munich, Brit. Mua.
Salve Regina, S. and strings in C minor. London E.C.M.
Salve Regina. S. and strings in F. Berlin, MUnster.
Te Deuni. S.A.T.B. and orcheatra in D.
Berlin. Paris Conservatoire. London R.C.M. Chorus, S.A.T.B. and orcheatra, with
two sets of words, (u) Cum Sancto Spiritu, and (b) Alleluia. The
Cum Sancto Spiritu, written above the notes, appears to be autograph, Naples R.C.M.

III.

tS.A.T.B. and orchestra in

MASSES

A

(Kyrie and' Gloria).

Paria Con-

servatoire.

a.d.A.T.B. and orchestra in B flat (Kyrie and Gloria).
Paris
Conser\'atoire (autograph) Berlin, copied by Winterield from parta
in the Mathia.'^stiit at Brealaa, 1817.
?S.S.A.T.E. and strings in D. Paris Conservatoiie. Doubtful.
a.S.A.T.B. and oroheatra in D (Kyrie and Gloria).
Naplea
E.,C.M., Dresden, Beilin, Pai-is Conservatoire.
S.3.A.T.B. and orohestra In F (Kyrie and Gloria). Brit. Mus.,
Cambridge Fitzivilliam h;is a fragmentary copy of the
Berlin,
voice part only.
S.S.A.T.B. and orchestra in G (Kyrie and Gloria). Two veraiona
of thia

ma33

For

Vincenzo Ferrero,

exist.

B
S.

Beilin.
British

1733.

Berlin.

Cambridge.

OliveLi).

V.

Fugues

for

Various.

STUDIES IN COUNTERPOINT, ETC.
voices.
Naples E.CM.

two

Berlin, Naples, Mo[itec:i8aino, Bologna, Milan.

VL INSTRUMENTAL MUSIC.
Concerto for four violins and basa in D, Berlin, Dresden.
Six Uoiicerti (one called a Sinfonia Concert;ttal for violoncello,
with two violins and bass. Composed for the Duke of Maddaloni,
auto^'iaph. 17:i7 and 1738. Naples R.C.M., Milan.
Toccatas for Cembalo.
one
Milan, Montecasaino, Naples
in G minor, published in a modernised form under the name of
'Arietta' has become very popular.
Aria con variazioni per Cembido. Montecasaino.
;

Museum.

MUnster,
Munich.

Dresden.

679

London K.C.M.
Paris Conservatoire.

Gloria S.S.A.T.E. and orchestra inG (1734). Berlin.
Credo S.A.T.B. and strings in A. Berlin, Munich, Paria Conaervatoi re.
Credo, Sanctus

and Agnus, S. S.A.T.B., 8.S.A.T.B. and atringa.
Naples R.C.M.
Credo, Sanctus Benedictua and Agnus, S. S.A.T.B. and organ
Naples
R.C.M.
inC.
Credo, S.A.T.B. strings and organ in C.
Berlin, Mlinater,
Brit. Mus.
IV. MOTETS, PSALMS, ETC.
A soils ortu. S.S.T. and organ (autograph). Naples E.C.M.
JAve Regina Caelormn. T.T.B.B. Berlin.
Cessate eia cessate, 3. and strings. Brit. Mua.
Christus factus est, S.S. and organ. Cambridge Fitzwilliam,
Christna factus est, S. and organ. Brit. Mus.. Vienna, Naplea.
Chriatus factua eat, S. solo, S.A.T.B, and strings. Naples.
?Credidi propter quod, S.A.T.B. Berlin, MUnster.
Dixit Doniinus, S.S.A.T.B. and orchestra in A. Palermo R.C.M.,
Cambridge Fitzwilliam, Paria ConaeiTatoire.
Dixit Dominus, S.A.T.B., S.A.T.B. and orcheatra in C (1V42?).
autograph (datel cut off by binder).
Cambridge Fitzwilliam
Naples R.C.M. (174-2). Dresden,
(Edited by Stanford, Novello.)
Berlin, Miinster. Vienna Geaellachaft der Musikfreunde, London

Berlin,

;

E..C.M., Brit. Mus., Paris Conaervatoiie.

?Dixit Dominus, S.S.A.T.B. and orchestra in D.

Paris Con-

servatoire.

Dixit Dominus, S.A.T.B., S.A,T,B. and orchestra in D. MUnster.
Dixit Dominus, S.S.A.T.B.. S.S.A.T.B. and orcheatra in D.
Cambridge Fitzwilliam (1730). Naples E.C.M. (1741), Berlin. Paris
Conaervatoire.
? Dixit Dominus, S.S.A.T.B. and orcheatra in F.
London E.C.M.
Dixit Dominua, S.S.A.T.B. and orchestra in G. MUnster.
Dixit Dominua, S.A.T.B. and orchestra in G. Naples (an organ
part only).
Hen nos miaeros. S.S.A.T.B., S.A.T.B. Brit. Mus,, Berlin.
Cambridge, Darm.itadt, Dresden, Munich, Naplea. Paris Conaerv,atoire.
(The Dresden MS. is inscribed Fatto a richiesta de'
Pittoni.' which might be an error for di or del Pitonl,' but Cav.
G. Leo reads de' Pittori, i.e. for the Congregazione dei Pittoii in
*

'

'

'

Naples.
Inter tot vana insana blandimenta,

S.

and double quartet

oi

Naples E.C.M.

strings.

Lauilate Doniinnm omnea gentes, S.A.T.B. and strings. Dresden.
Laudate Pueri Dominum, S.S.S.S. soli, e.A,T,B., S.A.T.B.
coro and organ. Naples E.C.M.
?Laudate Pueri. S.S. A. and orcheatra. Dresden.
Lezioni della settimana santa, S.A. and organ. Munich. Berlin,
MUnster, Brit. Mus.. Paris Conservatoire.
Berlin.
Magnificat, S.S.A.T.B,, strings and organ in C minor.
Paris Conaervatoire.
Berlin,
MagTiific.it. S.S.A.T.B., atringa and organ in G minor.
Munich, Milan, Naplea.
Miaerere, S.A.T.B,. S.A.T.B. and organ in C minor (17391.
Naples R.C.M, (autograph) Cambridge Fitzwilliam, Munich. Berlin,
Vienna, Brit, Mua,. Paria Conservatoire, London R.C.M.
Miserere. S.A.T.B. and orchestra in C minor. Munich, Milan.
Introita, Graduals, Offertories, and Communions for the Sundays
of Lent,
Composed for the Royal Chapel. Naples, 1714
Aah Wednead.'ij'. Introit Mi.sereria omnium Domine. S.A.T.B.
and organ. Brit. Mua.
Invocabit me et ego exaudiam
Firat Sunday in Lent. Introit
:

;

:

eum.

Gmdual: Angelis

Scapulis

auis

.luia

obumbrabit

Deua mandavit de te. Offertory:
Dominus, S.A.T.B. and organ.

tibi

Berlin, MUiiater.
Brit. Mua. Autograph.
Second Sund-ay in Lent. Iiitroit Reminiacere miaerationum
tu.-i nun.
Gradual
Tribulatiunea cordis mei dilatatae sunt,
Communion: Intellige clamorem meum,
S.A.T.B. and organ.
Brit, Mua. Autograph.
S. solo, S.A.T.B, and organ.
Fourth Sunday in Lent, Introit Laetare .Terusalera. Gradual
Laetatus sum in his S.A.T.B. and organ. Brit, Mua. Autograph,
Berlin, MUnster. Offertory Laudate Dominum quia beniguua eat,
Brit, Mua. Autograph.
S.S. soli, S,A.T,B. and organ.
Introit: Judica me Deus, S.A.T.B. and
Passion Sunday.
organ. Gradual: Eripe me Doniine, S.A.T.B. and orjan. Autograph. Brit. Mua., Berlin, MUnster, Paris Conservatoire. Communion: Hoc corpus quod pro nobis traditur, S.S. aoli, S.A.T.B,
and organ. Brit. Mus. Autograph, MUnster.
Pange Lingua (for the Cona. di S. Onofrio, 1744). S.A.T.B, and
Naples R.C.M., Dresden.
strings.
Praebe Virgo benignaa aures, S. and organ. Berlin, MUnster.
Quae Virtus inflnita, S.A.T. and strings. Berlin.
Reaponsorij di S. Antonio di Padova (Si quaerls miracula).
a.A.T.B. and strings. Naplea R.C.M.
:

:

:

;

:

:

In

addition to the above works there are

numerous cantatas

for a single voice, arias

operas, etc. in various libraries.

LEONARD, Hubert,

famous

from

e. j. d.

violinist,

born

April 7, 1819, at Bellaire in Belgium, entered
the Paris Conservatoire in 1836, and studied
under Habeneck.
He established his reputation as a brilliant player by a tour through
Germany in 1844, and was the lirst to play
Mendelssohn's Violin Concerto in Berlin, under
the immediate direction of the comjtoser.
In
1847 he succeeded de Beriot as lirst professor
of the violin at the Brussels Conservatoire.
In
1867 he resigned on account of ill-health and
went to live in Paris, wherehe died, May 6, 1890.

He was an eminently successful teacher, and
counted among his pujuls many of the best
modern Belgian, German, and French violinists.
Leonard was a brilliant virtuoso, excelling especially in arpeggios and staccatos.
Madame Leonard (nte Antonia Sitcher de
Mendi, a niece of Manuel Garcia) gained much
distinction in concert singing, and was formally
years a successful teacher of singing in Paris.
LEONCAVALLO, Ruggieko, who is the son
of a magistrate, was born at Naples, March 8,

His musical studies began with the
which he learnt, first, from a musician
named Siri, and afterwards from Simonetti, a
1858.

pianoforte,

teacher of some repute at Naples, the autlior of
In due course
an Enciclopedia del Pianista.
Leoncavallo was admitted to the Neapolitan
Conservatoire, where he became the pupil of
Beniaraino Cesi for the piano, of Michele Ruta
for harmony, and of Lauro Rossi for comjiosition.

At

the age of eighteen he lf_'ft the Conservatoire
with the diploma of 'Maestro,' and set to work
His subject was the tragic
upon an opera.
story of Chatterton, tlie libretto being an adaptation of Alfred de Vigny's well-known drama.
At Bologna, whither he had gone to attend the
lectures of the famous poet and litterateur
Carducci, he completed the opera and arranged
for its production, but at the last moment the
impresario decamped, leaving the unfortunate
composer almost penniless.
In despair Leoncavallo was compelled to undertake any work
that would keep him from starvation.
He gave
lessons in singing

and in piano playing, and
-

LEONCAVALLO

LEONI

played accompaniments at caf^-concerts.
In
the latter capacity he travelled far, visiting
England, France, Holland, and Germany, and
going even as far as Cairo.
After many years'
wandering he returned to Italy, and presented
himself to the house of Ricordi, with the scenario
of a vast trilogy dealing with the history of the
Renaissance in Italy, for which he had already
completed the libretto of the first section,
I
Jledici.
The latter was accepted, and in a
year Leoncavallo had finished the music.
For
three years he waited vainly in the hope of
seeing his opera produced, and then betook
himself in despair to the rival house of Sonzogno.

Royal Opera House in Berlin, on Dec. 13,
1904. In spiteof the patronage of the Emperor,
Der Roland
and the favour of the Court,
It
piroved anything but a permanent success.
is, in fact, in his most ambitious works, such as
this and 'I Medici' that Leoncavallo shows to
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'

'

Here he was well received, and for this firm he
wrote his two-act opera 'Pagliacci, which was
produced at the Teatro dal Verme, Milan, on
May 21, 1892, with very great success. Leoncavallo's name soon became famous throughout
Italy, and on Nov. 10, 1893, his 'Medici,'
the first section of his Renaissance trilogy
Crepusculum,' was produced at the Teatro
dal Verme.
The work, which deals with the
Pazzi conspiracy and the murder of Giuliano
de' Medici, was a failure
and the composer,
discouraged by its unfavourable reception,
has never completed, or at any rate never
published,
the remaining sections of the
trilogy,
Savonarola
and
Cesare Borgia.
Leoncavallo's early opera
Chatterton,' which
was finally given at the Teatro Nazionale,
Rome, on March 10, 1896, was no more successful than
I Medici,' but
La Boheme (Teatro
della Fenice, Venice, May 6, 1897), an adaptation
of Henri Murger's novel, was far more favourably
received, although handicapped by inevitable
comparisons with Puccini's opera on the same
subject, which had been produced with overwhelming success a few months earlier, and was
actually being played to crowded audiences at
another theatre in Venice at the same time.
Leoncavallo's next opera, 'Zaza,' an adaptation
of the well-known play by MM. Berton and
Simon, was produced at the 'Teatro Lirico, Milan,
on Nov. 10, 1900, with fair success, and
has subsequently been performed in Germany,
Holland, and Paris.
Der Roland, Leoncavallo's
latest work, was written in response to a commission of the German Emperor, who heard I
Medici' in Berlin in 1894, and believed that in
the Italian poet and musician he had found a
bard worthy of celebrating the glory of the house
of Hohenzollern, as in 'I Medici' he had
celebrated that of the great Florentine family,
Der Roland
founded upon Willibald
is
Alexis's romance 'Der Roland von Berlin,' which
deals with the subjugation of Berlin by the
Elector Frederick II.
Of this work an Italian
'

'

;

'

'

'

*

'

'

'

'

'

'

'

'

translation was

made

for Leoncavallo's benefit

by

the Emperor's orders, from which he constructed
his own libretto.
This, after the music was

was translated back into German by
Georg Droescher, and the opera was produced

finished,

at the

'

least advantage.

and

'

Pagliacci,

'

/In operas of the type of Zaza
Hfi strong feeling for theatrical
'

well, but his sheer musical
singularly deficient, and his more
pretentious works are hardly more than strings
In other ways,
of ill-digested reminiscences.
effect serves

inspiration

him

is

he is an expert musician his orcliestration is
always clever and appropriate, and his mastery
As a
of modern polyphony is undeniable.
librettist he shows uncommon dramatic ability.
Not only has he invariably written the libretti
for his own operas, but like Boito he has
occasionally placed his talent at the service of
his friends, as in the case, for instance, of 'Mario
Wetter,' an opera by the Portuguese composer,
Apart from his operatic
Augusto Machado.
works, Leoncavallo is the composer of a symphonic poem, 'Serafita, founded upon Balzac's
novel, and of a baUet entitled 'La Vita d' una
;

'

Marionetta.'

E. A.

s.

LEONI, Leone, maestro di
Duomo of Vicenza from at least

cappella at the
1588, belongs to
the Venetian school of composers, whose chief
merit does not so much consist in the polyphonic
interweaving of the separate voices in skilful
and elaborate counterpoint, as in the variety
and brilliance of colouring by expressive har-

mony and

His
the contrasts of double choirs.
publications are five Books of Madrigals a 5,
containing twenty or twenty-one each, Venice,
1588-1602; 'Penitenza,' a book of Spiritual
Madrigals a 5, 21 n, 1596; Sacri Fieri,' four
Books of Motets for one to four voices with organ
accompaniment, 1606-22; Sacrae Cantiones,'
Lib. I. a 8, with double Organ Score 20 n, 1608 ;
'Psalmodia,' with two magnificats a 8, 1613 ;
'

'

'

Aurea Corona, Concerti a
'

six instruments, etc.

25

1

for four voices

and

Itwill thus be
seen that Leoni also followed in the wake of
Giovanni Gabrieli in the combining of voices
and instruments, using the instruments ofeftZijiato.
n,

1615.

The works

of Leoni which would seem to have
been most valued by his contemporaries are his
motets for double choir a 8, fifteen of which appear in the Promptnarium of Schadaeus, 1611,
and iouiintlit Florilegiuvi of Bodenschatz, 1621.
Of these Ambros singles out two for special mention.
A Passion motet, '0 Domine Jesu Christe
adoro te,' he describes as of an almost heavenly
beauty, and of 'Petre amasme'he says that hardly
any one has given a more beautiful and touch-

ing expression to the rapturous utterance of
divine love.
None of these works have fyet
appeared in any modern collection. In Torchi's
L Arte Musicale in Italia, vol. ii. , there are two
Madrigals of Leoni from the volume of 1602,
both interesting, one a nightingale echo song,

LESCHETIZKY

LEONOKA OVERTURES
the two upper voices meant to represent one
nightingale echoing the other in canon. J.R.M.
LEONOKA OVERTURES, see Fidelio,
ante, p. 33.

An

opera-comique in two acts words by Bouilly,
Produced at the Opera
music hy Gaveaux.
Comique, Feb. 19, 1798.
The book was trans;

composed by Paer, and proIt was also
3, 1804.
translated into German by Jos. Sonnleithner
(late in 1804), and composed by Beethoven.
The story of the transtormations and performlated into Italian,

duced at Dresden, Oct.

ances of the opera in

under Fidelio,

LEONORE'

its

three shapes

is

given

ante, p. 33.

PROHASKA.

A

romantic

tragedy by Friedrich Duncker, for which Beethoven in the autumn of 1814 composed a
soldiers' chorus for men's voices unaccompanied
a romance with harp accompaniment
and a
melodram with harmonica, besides scoring the
march in his Sonata, op. 26. The melodram has
been already printed in this Dictionary (««(<:, p.
The opening-bars of the two others are
298).
given by Thayer, Chron. Verzcichniss, No. 187
(see the account in Thayer, iii. 317).
The four
pieces, as given in the article, have been published by Breitkopfs in the supplemental volume
to their complete edition of Beethoven.
The
march from op. 26 is transposed into B minor,
and scored for Flutes, Clarinets in A, Bassoons,
two Horns in D and two in E, Drums, Violins
;

;

and

2,

Viola, Violoncello,

and

The

Bass.

autograph is in possession of the Gesellschaft
der Musikfreunde in Vienna.
Dr. Sonnleithner
no mean authority believed that Beethoven
had also written an overture and entr'acte for
For some reason or other the play
the piece.
was not performed.
G.
LEROUX, Xavier Henry Napoleon, born
at Velletri in Italy, Oct. 11, 1863, was a pupil
of the Paris Conservatoire, where he gained in
1881 a second aoecssit for piano, and a first
prize for harmony
in 1882, a second prize for
counterpoint and an honourable mention for the
Prix de Rome in 1884, a first prize for oounterjtoiut and the second Prix de Rome, and finally
in 1885, the Prix de Rome itself with his
cantata 'Endymion.
Leroux's dramatic works
are 'Cleopatre,' incidental music to a five-act
drama by Sardou and Moreau (Porte SaintMartin, Oct. 23, 1890); 'Evangeline,' lyric
drama in four acts (Brussels, Dec. 1895)
incidental music for Les Perses adapted from
Aeschylus (Odeon, Nov. 5, 1896)
music for

—

—

;

;

'

;

'

'

;

La Montague Enchantee

(in collaboration
with A. Messager, Porte Saint-Martin, April 12,
1897); 'Astarte,' four-act opera (Paris Opera,
Feb. 15, 1901); 'La Reine Fiammetta (after
Catulle Mendes), in four acts (Opera Comique,
Deo. 23, 1903).
Two more operas, Le Chemineau and 'Theodora,' have recently been com'

Apart from the stage, Leroux's
works include an overture Harald, given at
pileted (1905).

'

'

the Lamoureux Concerts;
A^enus et Adonis,'
lyric scene (Concerts de I'Opera, 1897)
and
many songs. He has also written church music,
a mass with orchestra, motets, etc.
He has
filled the post of professor of harmony at the
Paris Conservatoire since 1896.
G. F.
LEROY, or LE ROY, Adriek, was a singer,
lute p)layer, and composer, but will be remembered as one of the most celebrated music printers
of the 16th century, when printers were also
publishers.
Of the reasons of his taking to
printing we have no account.
He worked with
the types of Le Be (cut in 1540), as Attaingnant
had done before him with those of Hautin.
Fetis states that he worked by himself for some
time, but cites no evidence.
In 1551 Le Roy
married the sister of R, Ballard, who was already
occupying himself with music printing, and was
attached to the court they joined piartnership
and obtained a patent, dated Feb. 16, 1552, as
sole printers of music to Henri II.
In 1572
he received Orlando Lasso as his guest, and published a volume of 'moduli for him, with a dedication to Charles IX., which has already been
Cjuoted in this volume (ante, p. 644).
Leroy's
name disappears from the piublications of the firm
in 1589, and it may thus far be inferred that he
died then.
His Instruction book for the Lute,
1557, was translated into English in two different versions, one by Alford, London, 1568,
and one by F. K. Gentleman' {lb. 1574).
second work of his was a short and easy instruction book for the Guiterne,' or guitar (1578)
and a third is a book of airs de cour for the
lute, 1571, in the dedication of which he says
that such airs were formerly known as voix de
ville.
Besides these the firm ])ublished, between
1551 and 1568, twenty books of 'Chansons' for
'

;

LEONORE, OU L'AMOUR CONJUGAL.
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'

'

'

'

1

Nottebohm

gives

it

'

Eleonui-e.'

;

'

A

'

'

'

'

'

'

[See

four voices.

Ballahd.]

LESCHETIZKY, Theodor,

g.

a distinguished

born at Lancut in Austrian Poland,
June 22, 1830. He attracted notice in Vienna
by his pianoforte playing in 1845. He was for
some time a pirofessor at the Conservatorium
of St. Petersburg, from which appointment he
retired in 1878, since which time he has lived
pianist,

His marriage with his pupil, Mme.
took pilace in 1880, and was dissolved
in 1892, and in 1894 he married another pupil.
His compositions chiefiy crinsist of morceaux de
Die erste
salon for the piano, but an opera,
Falte, was given with success at Prague in 1 867,
He made
at Wiesbaden in 1881, and elsewhere.
his debut in England at the Musical Union
concerts in 1864, playing in the Schumann
Quintet, and solos of his own composition, and
has frequently since then appeared at the same
He was the pirincipal master of
concerts.
an account of his method was
Paderewski
published as Die GruncUage (les Methode Lesehe^
tizky by Malwine Bree in 1902.
m.
in Vienna.
Essipoft',

'

'

;

2 X

LESLIE

LESSON

LESLIE, Henry David, born in London,
June 18, 1822, commenced his musical education
under Charles Lucag in 1838. For several years
he played the violoncello at the Sacred Harmonic

study medicine, but the love of music proved
a great distraction.
Haydn eventually took
him as a pupil, a service he repaid by tending
him till his death with the care and devotion of
a son. In 1810 he returned to Poland, and lived
with the Czartoryski fainily, occupied entirely
with music.
After the Revolution of 1830 had
driven his patrons into exile, Lessel led a life of
great vicissitude, but being a man of varied cultivation always managed to maintain himself,
though often reduced to great straits. In 1837
he was superseded in his post as principal of the
gymnasium at Petrikau on the borders of Silesia,
and feeling a presentiment of approaching death,
he composed his requiem, and shortly after
(August 1838) expired of the disease commonly
called a broken heart.
He left songs, chamber
also church music,
music, and symphonies
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Societyand elsewhere. In 1847, on the formation
of the Amateur Musical Society, hewas appointed
its honorary secretary, and continued so until
1855, wlien he became its conductor, which post
he retaiueil until the dissolution of the Society
in 1861.
The choir which bore his name was
actually formed by Mr. Joseph Heming, in 1863,
and conducted at first by Frank Moir Leslie
undertook the leadership in 1855, and the first
concert took place in 1856. At first the number
of voices was limited to about si.xty, but after;

it was increased to 240, so that a large
work could replace the madrigals, for the sake
of which the choir was originally founded.
In
1878 it gained the first prize in the International
competition of ciioirs at Paris.
In 1863 Leslie
was appointed conductor of the Herefordshire
Philharmonic Society, an amateur body at
Hereford.
In 1864 he became principal of the

wards

National College of Music, an institution formed
on the principle of the foreign conservatoires,
which, however, not receiving adequate support,
was dissolved ina fewyears. In 1874 he became
the director and conductor of the Guild of
Amateur Musicians.
In 1880 his choir w^as
broken up
it was subsequently reorganised
under Signor Eandegger, and in 1885-1887
;

Leslie

resumed

its

Henry

management.

—

Leslie's

published composition
a Te Deum and
Jubilate in D
appeared in 1846. He produced
a Symphony in F, 1847
a festival anthem,
'Let God arise,' for solo voices, chorus and
orchestra, 1849 overture, The Templar,' 1852 ;
first

—

;

'

;

Immanuel, oratorio, 1S54
'Romance, or.
Bold Dick Turpin,' operetta, 1857; 'Judith,'
oratorio, produced at Birmingham Festival,
TheDaughter
1858 'Holyrood,' cantata, 1860
'Ida,' opera, 1864;
of the Isles,' cantata, 1861
besides instrumental chamber music, anthems,
songs, duets, trios, pianoforte pieces, and a large
number of part-songs and madrigals composed
for his choir.
In addition to a wide range of
madrigals, motets, and unaccompanied music of
all ages and countries, the following are among
the larger works which were performed by
Motets for eight voices by
this excellent choir
Bach and Sebastian AVesley
Mendelssohn's
Psalms and motets, and his 'Antigone' and '(EdiGounod's motets and Messe Solennelle
pus
Carissimi's
.lonah
Tallis's Forty -part song
Bourgault Ducoudray's Symphonic Religieuse
*

'

;

'

;

;

;

;

;

'

;

;

'

'

;

;
'

'

(unaccompanied). Leslie died at Llansaintfraid,
near Oswestry, Feb, 4, 1896.
w. H. H.
LESSEL, Franz, one of Haydn's three
favourite pupils, born about 1780, at Pulawy on
the Vistula, in Poland, his father, a pup)il of
Adam Hiller and Dittersdorf, being Musikdirector at the neighbouring castle of Prince
Czartoryski.
In 1797 he came to Vienna to

;

no common order.
Among his effectswere some autographs of Haydn
specially indicating gifts of

presented by himself.
Some of his works were
published by Artaria, Weigl, and Breitkopf &
Hartel, among them being three sonatas for PF.
fantasia for PF.
(op. 2), dedicated to Haydn
another fantasia
(op. 8), dedicated to Clementi
(op. 13), dedicated to Cecily Beidale
a piano
concerto, etc.
[See Quellen-Lexi]con.'\
Lessel's
life was a romantic one.
He was believed to
be the love-child of a lady of rank.
Mystery
also enveloped the birth of his first love, Cecily
Beidale, and he discovered that she was his
sister only just in time to prevent his marrying
;

;

;

her.

One

of his masses

was composed in

—

all the

'

Zum

Ciicilientag

fervour of this

passion.

c. r.

LESSON,

or

LEQON,

a

'

first
v.

name which was

used from the beginning of the 17th century to
the close of the 18th, to denote pieces for the
harpsichord and other keyed instruments.
It

was generally applied to the separate pieces
which in their collected form made up a Suite.
The origin of the name seems to be that these
pieces served an educational purpose, illustrating
styles of playing, and being often
arranged in order of difficulty.
This is borne
out by the fact that Domenico Scarlatti's Fortytwo Lessons for the Harpsichord, edited by Mr.
Roseingrave, are in the original edition called
Esercizi
xxx. Sonatas per Gravicembalo,
though they havelittleof the educational element
in them, and liy the following extract from Sir
John Hawkins's History of Music (chap. 148
he uses the word 'lessons' for 'suites of lessons'):
In lessons for the harpsichord and virginal
tlie airs were made to follow in a certain order,
that is to say, the slowest or most grave first,
and the rest in succession, according as they
deviated from that character, by which rule
the Jig generally stood last.
In general the
Galliard followed the Pavan, the first being a
grave, the other a sprightly air
but this rule
was not without exception.' Rameau's Lessons
for the Harpsichord, opp. 2 and 3, are not
different

'

'

—

'

;

'

;

LESUEUR

LESTOCQ
arranged in order of

difficulty,

by the relation of

their keys.

but are connected
In the case of
Handel's 3 Lemons, the first consists of a Prelude
a,nd air ^vith variations in Bf>, the second of a
Minuet in G minor, and the third of a Oliaconne
in G major
so they may be presumed to be
intended for consecutive performance.
The
'Suites de Pieces pour le Clavecin,' in two
Books, were called Lessons in the first edition,
but in the later editions this name was discarded
for that which they now bear.
Instances of
the use of the word to indicate a composition
in three movements are to be found in the
works of many 18th century composers.
One
such lesson by Nares is quoted in the Oxford
History of Alusic, vol. iv.
The Age of Bach
and Handd, pp. 329-338.
An analogous word to this is fitude,' which
from originally meaning a special iorm of
exercise, has in many cases come to be applied
;

'

'

;

'

to iiieces in which the educational purjioae is
completely lost sight of.
[See Etudes.]
Al-

though in general the name was applied to pieces
for the harpsichord alone, yet it was sometimes
used for concerted chamber music, as in tlie
' Firste Booke of consort
lessons, made by divers
excjuisite authors, for sLx Instruments to play
together, viz. the Treble Lute, the Pandora,
the Citterne, the Base Violl, the Flute and the
Treble- VioU, collected by Thomas Morley, and
now newly corrected and enlarged (London,
1611), and in Mathias Vento's 'Lessons for
the Harpsichord with accompaniment of Flute
'

and

Violin.'

M.

LESTOCQ.

Opera in four acts words by
Scribe, music by Auber.
Produced at the Opera
Comiqne, May 24, 1834.
It was produced in
English at Covent Garden, Feb. 21, 1835, as
'

;

Lestocq, or the Fete of the Hermitage.'

LESUEUR, Jean
of

the

celebrated

G.

Franpois, grandnephew

painter

Eustaclie

Lesuenr,

born Feb. 15, 1760,' in the village of Drucat-

He becanje a chorister
near Abbeville.
Abbeville at seven.
At fourteen he went
to the college at Amiens, but two j'ears later,
in 1779, broke off his studies to become, first,
maitre de musique at the cathedral of Seez,
and then sou.^-niaitre at the church of the Innocents in Paris.
Here he obtained some instruction in harmony from the Abbe Eoze, but
it was not any systematic course of study, so
much as his thorough knowledge of Plain-song
and deep study, that made him the profound
and original musician he afterwards became.
His imagination was too active, and his desire
of distinction too keen, to allow him to remain
he therefore
long in a subordinate position
accepted in 1781 the appointment of maitre
de musique at the cathedral of Dijon, whence
after two years he removed to Le Mans, and
In 1784 he came to Paris to
then to Tours.
superintend the performance of some of his
Plessiel,

at

;

1

See the Qtiellen-Lexikon for the evidence of this date.
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motets at the Concert Spirituel, arid was reappointed to the Holy Innocents as headuiaster
of the choristers.
He now mixed with the
foremost musicians of the French school, and
with Sacchini, who gave him good advice on
the art of composition, and urged him to write
for the stage.
In 1786 he competed for the
musical directorship of Notre Dame, which he
obtained, and immediately entered upon his
duties.
He was allowed by the chapter to
engage a full orchestra, and thus was able to
give magnificent performances of motets and
Messes Solennelles.
His idea was to excite
the imagination and produce devotional feeling
by means of dramatic efl'ects and a picturesque
and imitative stylo, and he even went so far
as to precede one of his masses by a regular
overture, exactly as if it had been an opera.
Crowds were attracted by this novel kind of
sacred music, and his masses were nicknamed
the 'Beggars' Opera' (' L' Opera des Gueux ').
This success soon aroused opposition, and a
violent anonymous attack was made upon him,
under pretext of a reply to his paniphlet Essai
de musique saeree, ou musique ntofivee et meiltodique pour la fete de Noel (1786).
Lesueur's
rejoinder was another pampjhlet, Exposi d'mie
musique une, imitative et particuliire a ehctgue
solennitfS (Paris, Herissant, 1787), in which he
gives a detailed sketch of an ajipropriate musical
service for Christmas, and states expressly that
his aim was to make sacred music
di'amatic
*

and

Meantime the chapter, findprojects had involved them in

descriptive.'

ing that his
heavy expense, curtailed the orchestra, while
at the same time strong pressure was put upon
him by the Archbishop to take oi-ders. He
willingly assumed the title of Abbe, but declined
the priesthood, especially as he was composing
an opera, 'Telemaque,' which he was anxious
to produce.
Finding his reduced orchesti-a
inadequate for his masses he resigned, upon
which an infamous libel was issued, accusing
him, the most uiiriglit of men, of having been
Completely worn out, he
dismissed for fraud.
retired in the autumn of 1788 to the country
house of a fiiend, and here he passed nearly
four years of repose and happiness.
On the
death of his friend in 1792 he returned to
Paris, invigorated and refreshed in mind, and
composed a series of three-act operas
'La
Caverne (Feb. 15, 1793), 'Paul et Virginie'
Ti^Hemaque
(Jan. 13, 1794), and
(May 11,
The
1796), all produced at the Feydeau.

—

'

'

'

La Caverne jirocured his
appointment as professor in the Ecole de la
Garde Nationale' (Kov. 21, 1793), and he was
brilliant success of

'

'

'

also nominateil one of the ins|)ectors of instruc-

tion at the Conservatoire from its foundation

In this capacity he took part with
Mehul, Gossee, Catel, and Langle, in drawing
up the Principes ^U7nenfaires de musique and the
Solfiffrs du Cmiservatoire.
He was then looking
in 1795.

LESUEUR
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LESUEUR

forward to the production of two operas which
and wlien
these were set aside in favour of Catel'a Semiramis' his indignation knew no bounds, and he
vehemently attacked not only his colleague,
but the director of tlie Conservatoire, Catel's
His pamphlet, Projet d'-wtt,
avowed patron.
plan general de Vinstruction miisicale en Fraiue
(Paris, an IX. (1801)anonymous),raisedastorm,
and Lesueur received his dismissal from the
Conservatoire on Sept. 23, 1802.
Having a
family to support, the loss of his salary crippled
him severely, and he was only saved from utter
indigence by his appointment in March 1804
as niaitre de chapelle to the First Consul, on
the recommendation of Paisiello, who retired
on account of his health. As the occupant of
the post most coveted by musicians in France,
Lesueur had no dilHculty in securing the representation of
Ossian, ou les Bardes
(five
The piece inaugurated
acts, July 10, 1804).
the new title of the theatre as Academic Im-

had been accepted by the Academie

;

'

*

*

*

periale.

Its

'

success

was extraordinary, and

the Emperor, an ardent admirer of Celtic poems,
rewarded the composer with the Legion of
Honour, and presented him with a gold snuffbox inscribed L'Empereurdes Fran(;ais k I'auteur
des Bardes,' intended also as an acknowledgment for a Te Deum and a mass performed at
Notre Dame on the occasion of his coronation
During the next five years
(Dec. 2, 1804).
Lesueur undertook no work of greater importance
than a share in Persuis's intermede 'L'lnauguration du Temjile de la Viotoire (Jan. 2, 1807),
and in the same composer's three -act opera
Le Triomphe de Trajan (Oct. 23, 1807), containing the well-known ' marche solennelle
but on March 21, 1809, he produced 'La Mort
d'Adam et son Apotheose in three acts the
original cause of his quarrel with the management of the Academic and the Conservatoire.
The scenery and decorations of the new opera
when compliexcited the greatest admiration
mented on his work, Degotti the scene-painter
replied quite seriously, Yes, it certainly is the
most beautiful paradise you ever saw in your
life, or ever will see.'
In 1813 Lesueur succeeded Gretry at the
Institut
and after the Restoration became, in
spite of his long veneration for Kapoleon, surintendant and composer of the chapel of Louis
XVIII. On Jan. 1, 1818, he was appointed
professor of composition at the Conservatoire,
His
a post which he retained till his death.
lectures were largely attended, and very interesting from the brilliant remarks with which he
'

'

'

'

'

;

—

'

;

'

;

Of

interspersed them.

his pupils

no

less

—

than

namely.
twelve gained the
prix de Rome'
Bourgeois, Ermel, Paris, Guiraud, Hector Ber'

lioz,

Eugene Prevost, Ambroise Thomas (wliom

he called his note sensible,' or leading note, on
account of his extreme nervousness), Elwart,
Ernest Boulanger, Besozzi, Xavier Boisselot
'

(who married one of his three daughters), and,
Gounod.
Lesueur also wrote Notice sur

lastly,

la Mf^lopee, la Rhythmcypee et les grands caracteres
de la musique a^ncienne, published with Gail's

French translation of Anacreon (Paris, 1793).
Ancient Greek music was a favourite subject
with him, and he would with perfect seriousness expound how one mode tended to licence,
and another to virtue unfortunately, however,
some wag in the class would occasionally mislead his ear by inverting the order of succession
in the chords, and thus betray him into taking
the licentious for the virtuous mode, and vice
;

versa.^

Lesueur died in Paris on Oct, 6, 1837, at a
patriarchal age, and in universal respect
even
Berlioz loved and honoured him to the last (see
;

chapters vi. and xx. of his Mimoires).
He left
three operas which had never been performed,
'Tyrt^e,' three acts, composed in 1794;
Artaxerse,' three acts, accepted by the Opera in
1801 ; and 'Alexandre k Babylone," of which
the score has been engraved, and considerable
portions performed at the Conservatoire concerts.
Of his numerous oratorios, masses, motets, etc.,,
the following have been published
'L'Oratorio
ou Messe de Noel
three messes solennelles ;
a low mass with Domine Salvum
three Oratorios pour le couronnenient des princes souverains
three Te Deums
two Oratorios de la
Passion
two Domine Salvum
one Stabat
the oratorios 'Debora,
'Rachel,' 'Ruth et
No<!mi,
Ruth et Booz
a cantata for the
marriage of the Emperor Napoleon
a motet
for the bapjtism of the King of Rome
a Priere
for the Emperor on airs of Languedoo
an
Salutaris
several psalms and motets, among
which must be specified a Super flumina Baby*

:

'

—

;

'

'

'

;

'

'

;

;

'

'

'

;

;

;

'

'

'

'

;

;

;

'

;

'

;

'

lonis.'

The

mentioned, and all
ample materials for
forming an estimate of Lesueur's genius.
His
most marked characteristic is a grand simplicity.
No musician ever contrived to extract more from
common chords, or to impart gi'eater solemnity
to his choruses and ensembles but in his boldest
flights, and most original effects of colour, the
ear is struck by antiquated passages which stamp
the composer as belonging to a past school.
His biblical characters are set before us with
traits and colours so natural as to make one
live operas previously

this sacred music, furnish

;

'

forget the poverty of the conception, the antique
Italian phrases, the childish simplicity of the

By another critic he was said
have taken the theatre into the church and
the church into the theatre.
Tims, looking at
the matter from a purely musical point of view,
it is impossible to consider Lesueur the equal of
his contemporaries M6hnl andCherubini though
the novelties he introduced derive a special
interest from the fact that he was the master of
orchestration.'^
to

;

•

This

3

Berlioz, Mimoiret, chap,

is

said to

have been a favourite ftmusement with Gonnoil

vl

LETZEN DINGE, DIE

LEVASSEUR

[In the latter's Lcs Musicien^^
59 and 6S, there are interesting essay's
on Lesneur and his oratorios.]
g. c.
LETZEN DINGE, DIE. See Last Judg-

commissioned him to write a vocal piece for an
open-air festivity at the Royal Palace of CapodiA
monte.
This work, a serenata entitled
Capomonte,'was directed by the composer, wdiose
songs enjoyed, thenceforward, the advantage of
being interpreted by the foremost singers of
the day.
Of the hundreds of songs written by
Eniico de Leva, it must suffice to mention
only a few of the most successful, such as 'E
Voi siete
spingole frangese,
Triste aprile,
r alba,' Ultima Serenata,' Voce fra i campi,
'Ammore piccerillo,' 'Hosognato,' and 'Lacrime
amare.
Some of his best have been written
for popular local festivals.
In these, the com-

Hector

Berlioz.

etc., pp.

ment.

LEUTGEB, or LEITGEB, Josef, a horn
whom Mozart was much attaelied.

player to

They became acquainted in Salzburg, where
Leutgcb was one of the band, and on Mozart's
arrival in Vienna he found him settled there,
No. 32, keeping a cheesemonger's shop and playing the liorn.
Mozart
wrote four Concertos for him (Kiichel, 412, 417,
447, 495), a Quintet (407), which he calls 'das
Leitgebische,' and probably a Rondo (371).
This shows that he must have been a good
pilayer.
There must also have been something
attractive about him, for with no one does Mozart
When
appear to have pilayed so many tricks.
Leutgeb called to ask how his pieces were getting
on Mozart would cover the floor with loose leaves
in the Altlerchenfeld,

of scores and parts of symphonies and concertos,
which Leutgeb must pick up and arrange in
exact order, while the composer was writing at

On

one

his desk as fast as his

pen could

travel.

occasion he

to crouch

stove

was made
Mozart had

finished.

down behind the
The margins of

till

the Concertos are covered with droll remarks
"W. A. Mozart has taken pity on Leutgeb, ass,
ox, and fool, at Vienna, March 27, 1783, etc'
Go it. Signer
The horn part is full of jokes
wretched pig
take a little breath
Asino
and much more
thank God here's the end
One of the pieces is written in
of the like.
'

'

—

—

'

'

'

'

'

'

coloured

—
—
—

inks,

black,

red,

gi-een,

and

blue,

Such were Mozart's boyish rompLeutgeb throve on his cheese and
ing ways
his horn, and died richer than his great friend,
o.
Teb. 27, 1811.1
LEVA, Enrico de, famous for his very
numerous songs, chiefly Neapolitan oanzonIn
ette,' was born in Naples, Jan. 19, 1867.
early youth he studied the pianoforte under
Pannain and Rossomandi, receiving lessons in
harmony, counterpoint, and composition from
Puzone and D'Arienzo, professors at the R.
He appears,
Conservatorio Musicale of Naples.
alternately.
!

'

have owed his success less to
theoretical acquirements than to his very distinct
individuality and natural gifts, which he began
to exercise in composing pianoforte pieces and
While still very
songs at the age of fifteen.
young, he was so fortunate as to attract the
favourable attention of the firm of Eicordi, who,
after the extraordinary success of his Neahowever,

to

politan canzonetta,

'

Non mi

into a contract with the

guarda,' entered

young composer

to

De Leva's
songs each year.
still further increased in 1890
celebrity
by royal favour, Queen Margherita having been
so favourably impressed by de Leva's music at
a concert given by him in Rome that she
write for

them
was

1

five

Bee Jahn's Mozart, 2iid ed.

ii.

26.
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'

'

'

'

'

'

'

'

poser has skilfully preserved the spirit of the
old Neapolitan folk-song, adapting it to the
re(|uirements of
able

modern harmony with admirAmong de Leva's more

spontaneity.

may be mentioned his Sirensome verses from D'Annunzio's
Gioconda.
He has also written innumerable
pieces for the piano and violin, and suites for
orchestra.
His most ambitious efibrt was an
opera in four acts, 'La Camargo,' produced in
Tmin in 1898 at the Teatro Regio, and in
Naples at San Carlo.
De Leva is widely known as a teacher of
singing in its higher branches, and as a successful advocate of improved methods in the culti-

important works

'

etta,' a setting of

vation of choral singing in elementary schools
His writings on this and
tliroughout Italy.
other musical sulijects have attracted considerH. A. w.
able attention.

LEVASSEUR, Nicholas
March

Prosper, was born

1791, at Bresles, Oise, the son of a
labourer.
He entered the Paris Conservatoire
in 1807, and became a member of Carat's singHe made his debuts
ing class, Feb. 5, 1811.
at the Academic as Osman Pacha (GriStry's
Caravane '), Oct. 5, 1813, and as CEdipus
(Sacchiui's QLdipe il Colonos '), Oct. 15, and was
9,

'

'

engaged

there.

According to Fetis he was suc-

cessful only as the

Pacha

;

the repertory was

either too high for his voice, or unfavourable to
He
the Italian method wdiich he had acquired.

made

his debut at the King's Theatre, London,

Simon Mayr's Adelasia ed Alderano,' Jan.
10, 1815, and played there two seasons with
success in La Clemenza di Tito,' in Gli Orazi,'

in

'

'

'

Ratto di Proserpina ') at
in Paer's
Vestris's debut, July 20, 1815

as Pluto (Winter's

Mme.

'

;

'Rite d'Efeso,' Ferrari's
Heroine di Raab, and Portogallo's Regina di
Lidia.'
He reappeared there with some success
'Griselda,
'

'

Farinelli's

'

'

and again in French as Bertram on
production of 'Robert,' June 11, 1832.
He
reappeared at the Academic about 1816, and
remained there as an under-study, but obtained
nuich reputation in concerts with his friend
He made his drbut at the Italiens
Ponehard.
as Figaro, Oct. 5, 1819, and remained there
until about 1827, where he sang in new operas
of Rossini, inMeyerbeer's 'Crociato, 'andVaccaj's
in 1829,

LEVEEIDGE

LEVEY

sang at Milan on the production
Margherita d'Anjou,' Nov. 14,
1820.
He reapjieared at the Aeadeniie as Moses
on tlie production of Rossini's opera there, March
26, 1827, a part whicli lie had previously played
attheltaiiens, Oct. 20, 1822 returned there permanently the next year, and remained until his

he was maintained by an annual subscription
among his friends, promoted by a city physician.
He died March 22, 1758. Tliere is a good
mezzotint of him by Pether, from a painting
by Frye. w. H. h. additions from Diet, of

He created tlie part
retirement, Oct. 29, 1853.
of Zacliarie in the Prophete at the request of
Meyerbeer, who admired his talent as nnich as

was O'Shaughnessy), was born in Dublin, Oct.
25, 1811, and was ajiprenticed to James Barton
in 1821, with whom he continued till 1826,
when he entered the Theatre Royal orchestra.
Balie, Wallace, and Levey were intimate friends.
Levey's earliest recollection was seeing Horn'a
opera,
Lalla Rookh,' in Dublin, and he had
pleasant memories of G. A. Lee and G. F.
Stansbury as conductors of the old Royal, of
which he himself became leader in 1834. His
accounts of the 'stars' between 1827 and 1847
make capital reading (a summary of them is
given in his Annals of the Theatre Soyal), and

686
'

He

Romeo.'

of Meyerbeer's

'

;

'

'

He was appointed head

his noble character.

of

a lyric class at the Conservatoire, June 1, 1841,
and on his retirement in 1869 was appointed a
He died at
Chevalier of the Legion of Honour.

having become blind a short
time before his death.
It was in the produc"
"
tion of
Robert that Levasseur created a class
of characters
in which he has had innumerable imitators, but not one single artist with his
peculiar physiognomy, his exceptionally toned
voice, his imposing presence and intellectual
gi'asp.
His Bertram was a veritable creation.
Next to Bertram must rank his delineaA. c.
tion of Marcel and Zachariah.' ^
LEVERIDGE, Ricuakd, a singer noted for
his deep and powerful bass voice, was born in
London about 1670. His name appears as one
of the singers in Dr. Blow's Te Deum and Jubilate for St. Cecilia's day 1695, [and he took part
in 1699, comin Motteux's Island Princess
In 1702
posing some of the music himself.
Macbeth was given at Drury Lane, with music
This has not been identified
by Leveridge.
Leveridge usually took
(see Macbeth Music).
Paris, Dec. 5, 1871,

'

.

.

.

.

.

.

'

'

'

'

'

'

He appeared
He sang in
Purcell.]

the part of Hecate.

in various

operas, etc. of

the Anglo-

Italian operas, 'Arsinoe,' 'Camilla,' 'Rosamond,
at Drury Lane Theatre in
'Tliomyris,
1705-7. In 1708 he was engaged at the Queen's
Theatre and sang in The Temple of Love, etc.
and in Handel's 'Faithful Shepherd' (' II Pastor
He subseFido') on its production in 1712.
quently transferred his services to Rich, and
sang in the masques and pantomimes at Lincoln's
Inn Fields and Covent Garden for nearly thirty

and

'

'

'

His voice remained unimpaired so long,
that in 1730, when sixty years old, he offered,
for a wager of 100 guineas, to sing a bass song
About 1726 he
with any man in England.
opened a colfee-house in Tavistock Street, Covent
Garden.
[He appeared in pantomimes, etc.
years.

until 1751, taking his last benefit in that year.

He wrote a kind

of opera, 'Brittaine's Happiness'
performed in 1704,] and 'Pyramus andThisbe,
a comic masque, in 1716, compiled by him
from A Midsummer Night's Dream.' In 1727
he published his songs, with the music, in two
small 8vo vols.
[The best known are All in
the Downs
The Roast Beef of Old
and
England.'
Some of his songs are said to be
adaptations from Irish traditional tunes.] Many
others were published singly.
In his old age
'

'

'

'

1

Athcn(Eum. Dec.

16, 1871.

;

Nat, Biog.,

etc.

LEVEY, Richard MlCHAEL(whose real name

'

'

'

he often told the present writer stories of the

two Keans, Alfred Buim, Tyrone Power, Macready, Cooke, Miss Smitlison (who married
Berlioz), Taglioni, Paganini, Ole Bull, Bochsa,

Lablache, and Grisi.
In all, from 1836 to 1880 (the 'Royal' was
burned on Feb. 9, 1880), Levey composed fifty
overtures, and he arranged the music for forty-

His first pantomime was
O'Donoghue of the Lakes,' the book of which
was written by Alfred Howard (' Paddy Kelly ').
In 1839 he toured with Balfe's opera company
in Ireland, and in 1840 he conducted the first
performances in Dublin of The Maid of Artois
(with Balfe himself in the caste) and The Siege
of Rochelle.' Levey often alluded with pardonable pride to Sir Robert Stewart and Sir Charles
Villiers Stanford as his pupils.
The latter's
four pantomimes.
'

'

'

appearance in public as a composer, at the
age of eight, was as the writer of incidental
music for the pantomime of Puss in Boots,'
duly performed at the Theatre Royal during
the Christmas of 1860, under Levey's baton.
In 1850, Levey was one of the founders of
the Royal Irish Academy of Music
the other
three being John Stanford, Joseph Robinson,
and Sir Francis Brady, K.C. (still living) and
the infant institution was removed to more
suitable premises, at 36 Westland Row, in 1870.
In 1852-55 he was leaderof the 'Dublin Quartet
Concert Society'; in 1859-62 he formed and
led the 'Classical Quartet Union.'
In spite of
the short duration of these enterjirises, he
helped to start the Monthly Popular Concerts
in 1868, when the quartet was led by Joachim,
and the concerts lasted till 1871.
He had a
'jubilee benefit,' April 20, 1876, and was presented with 250 guineas.
Sir Robert Stewart
conducted a new comic opera, The Rose and
the Ring,' for Levey's benefit, on March 23,
1878.
first

'

—

—

'

'

'

Levey lived to see the opening of the new
Theatre Royal on Dec. 13, 1897, and repeated
'

L'HOMME AKME

LEVEl'
his favourite joke tliat

Among

beat Time.'

'lie

still

struggled to

his published pieces are

two volumes of old Irish airs. He married three
times, and died June 28, 1899.
His eldest son,
K. M. Levey, juur., born in 1833, became a
famous violinist, and played at Musard's conHe then appeared in
certs in Paris in 1851-58.
London in an entertainment called Paganini's
Gliost,' in which he was got up to represent
that player, and performed his most difficult
In 1865-85 he gave confeats of virtuosity.
etc.,
under the name of
certs,
Paganini
Ficdivivus, and after 1888 he appeared at the
'

'

'

He

music-halls.

The youngest

is

son,

believed to be

died at Seaforth,

comedian,
17, 1891.

still living.

John Levey, author and
Liverpool,

Sept.

w. H. G. F.
LEVEY, William Charles, born April 25,
1S37, at Dublin, was taught music by his
father, Richard Michael Levey (see above). He
afterwards studied at Paris under Auber, Thalberg, and Prudent, and was elected a member
of the Societe des Auteurs et Compositeurs. He
was conductor at Drury Lane from 1868 to
1874, and held the same post at Covent Garden, Adelphi, Princess's, Avenue, and Grecian
His compositions iuclnde two
Theatres, etc.
operettas, 'Eanchette, Covent Garden, Jan. 2,
1864; 'Punchinello,' Her Majesty's, Dec. 28,
'The Girls of the Period,' musical bur1864
inletta, libretto by Buruand, March 1869
cidental music to 'Antony and Cleopatra,'
music to the dramas
King o' Scots,'
1873
'

;

;

'

;

'

Amy

Robsart,'

'

Lady

of the Lake,'

'

Rebecca,'

and Esmeralda,' and to several pantomimes;
'Robin Hood,' cantata for boys' voices; Saraband for piano on a motif written by Henry
VIII.
several drawing-room pieces and many
Esmeralda,' origdnally
songs, one of which,
sung by Miss Furtado at the Adelphi in the
drama of that name, and in the concert-room
by Mme. Bodda-Pyne, obtained considerable
popularity.
He died in London, August 18,
'

;

'

A. c.

1894.

LEVI, Hermann, born Nov.

7, 1839, at
studied with Vincenz Lachner from
1852 to 1855, and for three years from that
His first
time at the Leipzig Conservatorium.
engagement as a conductor was at Saarbriioken
in 1859
in 1861 he became director of the
in 1864 HofGerman Opera at Rotterdam
capellmeister at Carlsruhe and finally, in 1872,
was appointed to the Court Theatre of Munich,
a post which he filled with great distinction

Giessen,

;

;

;

until 1896.

He

to

him

Parsifal

'

an

originally

architect,

drals, ISTewcastle-on-Tyne, Ri})on Cathedral,

and

London those of St. Peter's, Eaton Square
Holy Trinity, Paddingtou, and the Peojile's
Palace.
But his largest work is the organ of
St. Andrew's Hall, Glasgow.
v. de p.

in

;

L'HERITIER, Jean, a French composer and
pupil of Josquin des Pres, flourished in the earlier
part of the 16th century.
His works appeared
in the collections jjublished between 1519 and
1555, and even as late as 1588 a mass of his
was published at Venice along with several by
Orlando Lassus.
Only one work bears his
name on the title-page, Moteti de la fama,'
a 4, Venice, 1555, but even here his works
only appear along with those of other composers.
Ambros classes him with Antoine Fevin and
Jean Mouton, and describes his works as characterised by a peculiar refinement and grace,
uniting something of the solidity of the Netherland school proper with the elegance of the
French.
Aron in his ToscancUo refers approv'

ingly to L'Heritier, because in his earliest jiublished motet, Dum complerentur in Petrucci's
Motetti delta Corona,' 1519, he had expressly
marked the E flat in the melodic progression
from B flat to avoid the Tritone. See Ambros,
GeschicJUe der Musik, iii. 102-3 and 273. .1. R. M.
L'HOMME ARMli:, Lome ARMii, or Lomme
Arm^. I. The name of an old French C'fianson,
the melody of which was adopted by some of the
great masters of the 15th and 16th centuries,
as the Canto fermo of a certain kind of Mass
called the 'Missa L'Hommearme'
which they
embellished with the most learned and elaborate
devices their ingenuity could suggest.
The origin of the song has given rise to much
speculation.
Canzone
P. Martini calls it a
Provenzale.'
Burney (who, however, did not
know the words) is inclined to believe it
identical wdth the famous 'Cantilena Rolandi,
anciently sung by an armed Champion at the
head of the French army, when it advanced to
battle.
Baini confesses his inability to decide
the question
but points out that the only
a fragrelic of this poetry which remains to us
ment preserved in the Prop)ortionale Musices
of Tinctor
makes no mention of Roland, and
'

'

'

—

'

:

—

'

—

is

not written in the Provencal dialect.^
Lome, lome, lome arine.
Et Robiiiet to m'as
La mnrt donnee,
Quand tu fen vas.

first

at Bayreuth, on July 28, 1882.

died at Munich,
M.

commenced business as an organ -builder in
London about the year 1861. He built the
organs of the Protestant and Catholic Cathe-

fell

performance of
In
1895 he came to England, but only conducted
one concert, on April 25, in the Queen's Hall.
His mental disease .showed itself soon afterwards, and, though in 1898 he rearranged the
libretto of 'Cosl fan tutte,' he was never able
the honour of directing the
'

May 13, 1900.
LEWIS, Thomas C,

attained to a prominent place

among Wagnerian conductors, and

He

resume active work.

to
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The melody

—

an interesting example of the
Seventh Mode usually appears,
either in Perfect Time, or the Greater Prolation.
Though simple, it lacks neither grace nor spirit.
use

'

—

of the

No more information

Paris. 1679.

ia

given by Loquin, Milodies popuiairet,

L'HOMME
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As might have been

L'HOMME ABME

AKMJh;

predicted, slight differences

are observed in the Canti ferini of the various
masses founded upon it but they so far correspond, that tlie reading adopted by Palestrina
may be safely accepted as tlie normal form.
therefore subjoin its several clauses, reduced
to modern notation, and transposed into the
;

We

treble clef.

Agnus Dei of the Mass in four parts a
very celebrated movement known as Clama ne
cesses, from the
Inscription appended to the
Superius (or upper part), for the purpose of
indicating that the notes are to be sung continuously, without any rests between them.
In
this movement the Superius sings the Canto
fernio entirely in Longs and Breves, while the
other three voices are woven together in Canon
and Close fugue with inexhaustible contrivance,
and excellent effect. In the second movement
for three
of the Sanctus
the ' Pleni sunt
voices, the subject is equally distributed between the several parts, and treated with a
melodious freedom more characteristic of the
It
master than of the age in which he lived.
was printed by Burney in his History, ii. 495.
It might well have been supposed that these
triumphs of ingenuity would have terrified the
but this
successors of Josquin into silence
Even his contemwas by no means the case.
poraries, Pierre de la Rue, Brumel, Pipelare,
and Forestyn, ventured to enter the lists with
him and, at a later period, two very fine
masses, for four and five voices, were founded
on the old tune by Morales, who laudably
made ingenuity give place to euphony, whenever
the intei'est of his composition seemed to demand
the sacrifice.
It was, however, reserved for
Palestrina to prove the possibility, not of sacrificing the one quality for the sake of the other,
but of using his immense learning solely as a
means of producing the purest and most beautiful
effects.
His Missa L'Homme Arme,' for five
voices, first printed in 1570, abounds in such
abstruse combinations of Mode, Time, and Prolation, and other rhythmic and constructional
complexities, that Zacconi
writing in 1592,
two years before the great composer's death
devotes many pages of his Prattica di Musica
third

;

'

'

'

'

—

'

—

:

;

Upon

unpretending theme, or on fragments of it, masses were written by Guglielmo
du Fay, Antonio Busnoys, Regis, Francois
Caron, Joannes Tinctor, Philippon di Bruges,
La Fage (or Faugues), De Orto, Vacqueras,
Monsieur mon Compere, at least three anonymous composers who flourislied between the
years 1484 and 1513, Antonio Brumel, Josquin
des Pres, Pierre de la Rue (Petrus Platensis),
this

Mathurin Forestyn, Cristofano M orales,
and even Carissimi a host of talented composers, who all seem to have considered it a point of honour to exceed, as far as
Pipelare,

—

Palestrina,

in

them

by

their

lay, the fertility of invention displayed

most learned

predecessors,

and whose

works, therefore, not only embody greater
marvels of contrapuntal skill than any other
series preserved to us, but also serve as a most
useful record of the gradual advancement of Art.
The masses of Du Fay and Busnoys and
their successors. Regis and Caron, are written
in the hard and laboured style peculiar to the
earlier polyphonic schools, with no attempt at
expression, but with an amount of earnest
sobriety which was not imitated by some of
their followers, who launched into every extravagance that could possibly be substituted for
Josquin,
the promptings of natural genius.
however, while infinitely surpassing his predecessors in ingenuity, brought true genius also
into the field
and, in his two Masses on the
favourite subject
one for four voices, and the
other for five
has shown that freedom of style
is not altogether inconsistent with science.
The
Fugues, Canons, Proportions, and other clever
devices with which these works are filled, exceed
in complexity anything previously attempted
;

—

—

;

and many
beautiful

them are
none more

of

—

strikingly effective
so,

perhaps,

and

than the

'

—

to
'

an elaborate analysis of its most difficult
accompanied by a reprint of the

Proportions,

'

Kyrie, the Chviste, the second Kyrie, the first
movement of the Gloria, the Osanna, and the

Agnus
these,
parts.

Dei, with minute directions for scoring
and other movements, from the separate
The necessity for some such directions

be understood, when we explain that,
apart from its more easily intelligible complications, the Mass is so constructed that it may
be sung either in triple or in common time ;
and, that the original edition of 1570 is actually
printed in the former, and that published at
Venice, in 1599, in the latter.
Dr. Burney
scored all the movements we have mentioned,
in accordance with Zacconi's precepts
and his
MS. coiiy (Brit. Mus. Add. MS. 11,581) bears
ample traces of the trouble the process cost
him for Zacconi's reprint is not free from
clerical errors, which our learned historian has

will

;

;

always carefully corrected.
The first Kyrie,
which the opening clause of the Canto fermo
is given to the Tenor in notes three times aa
in

L'HOMME ARME

LIADOV

long as tliose employed in the otlier parts, is a
conception of iniinito beauty, and sliows traces
of the composer of the Missa Papiae Marcelli
in every bar.
In the edition of 1570 it stands
in triple time
and, in order to make it correspond with that of 1599, it is necessary to
'

;

and re-bar

placing four minims
in a measure, instead of six
when it will be
found, not only that the number of bars comes
right in the end, but, that every important
cadence falls as exactly into the place demanded
for it by the rhythm of the piece as it does
in the original copy.
It is said that Palestrina
himself contided this curious secret to one of
his disciples, who, five years after his death,
superintended the publication of the Venetian
edition.
If it be asked, why, after having
crushed the vain pedants of his day by the
'Missa Papae Marcelli, 'the Princeps Musicae
should, himself, have condescended to invent
conceits as quaint as theirs, we can only state
our conviction, that he felt bound, in honour,
not only to show how easily he could beat them
with their own weapons, but to compel those
very weapons to minister to his own intense
religious fervour, and passionate love of artistic
beauty.
For examples of the nmsic our space
compels us to refer the student to Dr. Burney's
transcribe,

it,

;

'

'

ilS. already mentioned.

L'Homme Arme of any
that written, for twelve voices,
by Carissimi this, however, can scarcely be
for,
considered as a fair example of the style
long before its production, the laws of Counterpoint had ceased to command either the obedience, or the respect, indispensable to success in
the polypihonic schools of art.
The original and excessively rare editions of
Josquin's two masses, and that by Pierre de la
Rue, are preserved in the British Museum, together with Zacconi's excerpts from Palestrina,
and Dr. Burney's MS. score, which will be
found among his 'Musical Extracts.' None of
these works, we believe, have ever been published
The

last

importance

'

Missa

'

is

;

;

modern form.
II. The title is

in a

be seen, that, though strictly Dorian
melody exceeds

It will

in its tonality, this interesting

the compass of the First Mode by two degrees.
The regularity of its phrasing savours rather
Possibly
of the 16th than the 15th century.
modified it, to suit his own
Instances, however, are not wanting,

may have

Fruytiers
purposes.

of very regular phrases, in very ancient melodies
little Romance,
by Thibaut, King

the delightful

as, for instance, in

'L'autrier par la matinee,'
of

Navarre

ii.

p. 300, the

distinctly

(ob. 1254),

quoted

Dr. Burnej',

b3'

rhythm of which
marked than that

is

of

Fruytiers's

w.

adaptation.
in

scarcely less

His father and gi-andfather had been
Liadov showed remarkable talent at a very early age.
He received
his first musical instruction from his father, after
which he went through a course
including
composition under Rimsky-Korsakov
at the
Conservatoire, St. Petersburg.
He left with a
brilliant record in 1877, returning the following
year as assistant teacher in the elementary
classes for theory.
Liadov now holds a professorship at this institution, taking special
classes for harmony and composition.
He has
also held a similar post in the Imjierial Court
Chapel.
Together with Balakirev and Liapounov, he was cliarged by the Imperial Geo1855.

professional musicians.

—

—

graphical Society to make researches into the
iblk-songs of various districts.
As a composer
Liadov has written his best work for the pianoforte.
His compositions for this instrument are
The influence of
delicate and graceful in form.
at the same
Chopjin is clearly evident in them
;

time their distinctively Russian colouring, and

—

—

character, saves
frequently humorous
them from the reproach of servile imitation.
The following is a list of Liadov's chief com-

gay

positions

:

A. Pianoforte Husic.
op, 5,
op. 3, Six Pieces op. 4, Arabesques
Op. 2, Birloulki
Studies opp. 6. 7, and 8, Intermezzi opp. 9 and 10, Preludes and
Mazurkas; op. 11, idem; op, 12, Studies; op, 13, Four Preludes;
opp, 17, 20, 21, From Days of Old,' ballades
op, 15, Two Mazurkas
op. 24. Two Pieces op. 25, Idyll opp. 26 and
op. 23, On the Sward
opp. 30, 31, 32, Musicyil SnulT-box op, 34, Three
27, Marionettes
Canons op. 35, Variations on a theme by Glinka op, .36, Three
Preludes op, 37, Studies op, 38. Mazurkas op. 3y, Four Preludes
op. 40, Studies and Preludes; op. 44, Barcnroiies op. 46, Preludes;
op. 5] Variations on a Polish Song
op. 48. Studies and Canzonetta
op, 52, Morceaux de ballet.
'

;

'

;

;

;

;

'

also

;

The

—

tune, as there given,

;

'

;

;

;

;

;

;

;

;

;

;

;

;

,

;

B. Vocal Mtisie, Solo vnth PF. accomjmnjTnent.

Op. 1, Four Sonijs opp, 14, 18, 22, Albuiria of Six Songs for Children to national words op, 45, Ten National Songsfor Female Voice
op. 48, Kusslan National Songs, 120 National Songs, in three volumea.
;

;

;

is as

follows

:

R.

s.

LIADOV, Anatol Constantinovich, born
St. Petersburg, May 11 (April 29, O.S.),

;

attached to another
melody, quite distinct from the foregoing
French Dance Tune, said to date from tlie 15th
century, and printed, with sacred words, by
Jan Fruytiers, in his EccUsiasticus, published,
at Antwerp, 1565.
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C. Gharol.

Op, 28, Last scene from SchiUer's Bride of Messina,' for mixed
chorus and orchestra op. 47, Siava,' for women's voices, two harpa
and two pianofortes— eight hands op, 50, Songs for Female Chorus
and PF. accompaniment Female Chorus (in honour of Valdimir
'

'

;

;

;

Staasov, 1694).

D. Works for Orcheitra.
Op. 16, First Scherzo; op. 19, Scena The Inn-Mazurka; op, 49,
Polonaise in memory of I'oushkin.
;

Liadov collaborated in
Borodin), the string
quartet B-la-f (see Belaiev), in the Fanfare
for the jubilee of Rimsky-Korsakov, etc.
E. N.
Besides the above,

'

The Paraphrases
'

'

'

(see

'

2y
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LIAPOUiS'OV

LIAPOUNOV, Sergius Mikhailovioh, comborn JSTov. 30, 1859, at Yaroslav.
He
attended the classes of the Imperial Musical
Society at Nijny Novgorod, and afterwards
joined the Moscow Conservatoire, which he
He was appointed by the
quitted in 1883.
Geographical Society to collect folk-songs in the
governments of Vologda, Viatka, and Kostroma
From 1894 to 1902 Liapounov was
(1893).
assistant director of the Court Chapel.
His
chief compositions are
For orchestra Ballade
(1883), Solemn Overture (1896), Symphony in
B minor, op. 12 (1887), Polonaise, op. 16.
For pianoforte
Concerto,
preludes, valses,
mazurkas, studies (12 Etudes d'execution transcendante), etc.
Vocal
35 national songs with
PF. accompaniment.
E. N.
poser,

:

—

:

:

:

LIBERATI, Antimo, of Foligno, a pupil of
Gregorio AUegri and Orazio Benevoli, became
in 1661 a singer in the Papal Chapel.
He was
also for some time choirmaster and organist to
two other churches in Rome. He is chiefly
known as the author of an Open Letter addressed to a musical friend {Lcttcra scrilta
in risposla ad una del Sig. Om'dio Persapegi
.),
printed and published at Rome in 1685, which
has been relied on by Baini and others as the
main authority for various statements with
regard to the early life and works of Palestrina.
He asserts that a certain Gaudio Mell, a Flemish
musician of great talent, and master of a very
graceful and polished style, founded in Rome
a school of music, from which proceeded many
excellent composers, and among them Palestrina,
the greatest of all. This statement as to Palesti'ina's teacher was accepted by Adami in his
Osservazioni, 1711, and afterwards by Padre
Martini, and, in spite of the doubts expressed
by Ottavio Pitoni on the further point, Baini
boldly identified this Gaudio Mell with the
well-known French composer Claude Goudimel,
and is very angry with Dr. Burney for suggesting
a possible confusion of Goudimel with Rinaldo
del Mel.
It is indeed Pitoni himself wdio identifies Gaudio Mel with Rinaldo del Mel, and it is
very evident from what Pitoni says in his Notizie
MS, d,ii cont7'apiintisli, etc., as quoted by Baini in
a later part of h is work (^Memorie Storico-critichc,
t. ii. p. 127), that the whole story of Gaudio
Mell has really originated in a distorted account
of a visit paid to Palestrina by Rinaldo del Mel
in 1580, and the subsequent confusion of this
Rinaldo del Mel with the earlier Goudimel, a
confusion of which Baini himself is guilty, in
so far as he ascribes to Goudimel works in the
Roman Archives which really belong to Rinaldo.
There is no evidence that Goudimel was ever in
Rome.
The Flemish musician who opened a
school in Rome is more likely to have been
Arcadelt, who under the name of Jacobus
Flandrus was a member of the Papal chapel in
1540-50, and whose flowing melodious style
undoubtedly influenced Palestrina.
Another
.

.

.

.

.

statement of Liberati's is that Pope Marcellus
II. was about to prohibit under anathema the
use of figured music in church, but that by the
composition of a Mass which was performed
presence of the Pope and Cardinals, and
which was afterwards known by the name of
in

this Pope, Palestrina brought him to another
mind, and thus saved the cause of church

music.
Baini has shown the absurdity of
this account of the matter, but unfortunately
invented and gave currency to another equally
false account.
It is obvious that Liberati,
writing in 1685, was not in a position to give
at first hand a true account of the life and works
of Palestrina, and most of the stories about
Palestrina which rest on the mere gossip of the
Papal Chapel must be relegated into the region
of mere fable.

The Papal Chapel did not always

show that honom- to Palestrina in his lifetime
Besides
which it began to do after his death.
this Letter, Liberati wrote another work, Hpitome della Musica, which only exists in MS.,
also

letters in defence of a passage in

two

one

Baini mentions madrigals,
oratorios of Liberati in Roman

of Corelli's sonatas.
arias,

and

Archives.

J. R.
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The article on Musical
I. Europe.
which appeared in the first edition of
this work was the earliest attempt to tabulate
information as to the music contained in the
principal libraries of Europe and the United

MUSIC.

Libraries

imperfect at the time,
research has taken
place in musical bibliography that it has been
found necessary largely to re-write and add to
the original article.
In pireparing the present
notes as to the musical contents of the libraries
of Europe, considerable use has been made of
Dr. Emil Vogel's paper,
Musikbil^liotheken
nach ihrem w^esentlichsten Bestande, w'hich
ajipeared in the Jahrhuch dcr Musil-lnhliothek
Peters for 1904.
The sixth edition of Dr.
Riemann's Mtisik - Lexikon has also been consulted, and much kind help has been given by
various owners of private collections and by

Confessedly

States.

was written

since it

so

much

'

'

many

friends and librarians, especially by Sir
Dominic Colnaghi, Messrs. F. Corder, H. Davey,
E. J. Dent, Frank Kidson, E. W. B, Nicolson,
and H. C. Miller, and Miss Stainer.
Information has also been derived from W. H.

Musico - Liturgica (1901) ;
Neale's Descriptive Catalogue, of MS'S.
aiid Liturgical Pool's at the Music Loan ExFrere's

W. H.

Bibliotheca

J.

hibition (London, 1885); Riaiio's Critical and
PiUiographical Azotes en early Spanish Music

the Catalogues and Guides to the
(1887)
Music Loan Exhibition (London, 1885); Victorian Era Exhibition (London, 1897)
Inter;

;

national

Loan

E.xhibition (Crystal Palace, 1900);

Company of Musicians' Loan Exhibition (London, 1904)
and especially from the Catalogues
of the Vienna Music Exhibition of 1892.
To
;
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works, as well as to E. Vogel's Biblioder gcdruckten weltUchcn Vocalmusik
Itcdiens aus den Jahren 1500-1700 (Berlin,
1892), to Eitiier's QueUen-Lexikon, and the
pages of the MonatsJiefte fiir Mu^k-Geschichic,
the reader may he referred to supply the inevitahle deficiencies and shortcomings of the
following lists.

tliese

thek

Bartfeld.

The church

of St. Aegidius con-

and early 17th

music

centuries.

Cracow.
The Musikverein possesses
a.
autograph and other manuscript compositions
hy Polish musicians.

The University

Library.
For the MSS.
Calalogns codicum rnanuscriptoruvi Bibliofhecae Univcrsitatis Jagellonicae
Cracoviensis (1877-81). The early printed works
are descrihed in the same author's Incunahula
I.

see

W. Wislocki

:

Typographica Bibliothccae

centuries.
c.

The K.

K.

some printed music
:

Studienbibliothek contains
of the early 17th century.

C. Stefan.

Melk.

tains a small collection of printed vocal
of the late 16th

copy of F. Boccella's very rare Primavera di
vaghi Fiori Musicali, (Ancona, 1653).
h.
The K. K. Lycealbihliothek contains a MS.
gradual of the 14th century, and a small collection of printed music of the 16th and 17th

Keeper

Austro-Huiigary
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Univcrsitatis Jagel-

Besides a few printed musical works,
the Library of the Benedictine Monastery contains liturgical MSS. of the 13th and 14th
centuries, and a collection of MS. masses of the
16th century by Orlando di Lasso, A. Scandelli,
etc.
Librarian
Dr. E. Schachinger.
OLMiJTZ.
The K. K. Studienbibliothek contains a copy of Schmid's Tabulaturbuch (1607),
some printed music of the early 17 th century,
and MS. graduals of the 1 3th and 1 4th centuries.
:

Keeper

;

W.

Prague,

Miiller.
a.

copies of masses

The Chapter Library possesses
by Luyton (Prague, 1609, etc.),

Cracoviensis.

and a collection of sacred music of the late 16tli
and early 17th centuries. Catalogue by Dr. A,

Director: K. Estreicher-Rozbierski.
EiSENSTADT.
The Library of Prince Esterhazy's castle contains much MS. inusic of the 1 8th

Podlaha.
(Prague, 1904.)
b.
Prince George Lobkowitz is the owner of
MS. graduals and antiphoncrs of the ] 5th and

and 1 9th centuries, amongst which are autogTaph
symphonies and quartets by Haydn a series of
masses (from c. 1770 to c. 18.30), including
works by Haj'dn, Vogler, etc. and many German
and Italian operas.
GuTTWEiG. The Library of the Benedictine
Abbey contains two MS. collections of songs by
Mastersingers of the 16th century, and a MS.
collection of organ music by Claudio Merulo.
Fr. Carlmann v. Schilling.
Librarian
Geatz.
The University Library possesses
Librarian
some printed theoretical works.

16th centuries
some rare hymnals of tlie
Moravian Brethren
a copy of N. Schmall's
lute-book (1613), and a collection of Viennese
libretti of tlie 17th century,
The Library of Count Nostitz Riemeck
c.

lonicae Cracoviensis (l^dQ), issued as vol.

Munera Saecularia

Universitatis

iii.

of

;

,

:

:

A. Schlossar.

Innsbruck. The University Library consome rare early printed books on music,
some treatises in a MS. of 1460, and a MS. with
two-part compjositions of the 14th century.
tains

A. Hittmair.
The Library of the Historical
Society (' Geschichtsverein ') possesses (mfcr alia)
two valuable MS. lute-books of the 16th century.
Librarian
A. R. von Jaksch.
Librarian

:

Klagenfurt.

:

Klo.ster NEUBUnc. T)ie mouastery of Austin
Canons contains liturgical MSS. of tlie 13th
and 15th centuries, and some printed music of
Librarian
H. Pfeiffer.
the 16th century.
KuEMSMiJNKTER. The Benedictine Monastery
contains a legendarium of tlie 11th century,
with music in neums; printed theoretical
works of the 16th-19th centuries about 1000
masses, 300 symphonies, and several operas
See Huemer
(mostly of the 18th century).
Die Pflege dcr Musik in Stifle Kremsmii niter
Prof. P. Sebastian
Librarian
(Wels, 1877).
Mayr.
Laibach. a. Prince Auersperg possesses a
:

;

:

:

;

;

-

contains copies of the Frottole intabulate da
sonare organi.
Lihro Prvmo (Rome, 1517) ;
the Canzoni Froitoli e Capitoli (Rome, 1531)
and other printed works of the 16th and 17th
;

centuries.

The Library of the Premonstratensian
d.
Monastery of Strakow contains a small collection
of music, chielly consisting of works of the late
Librarian:
16th and early 17th centuries.
Dr.
e.

I.

T. Zaharadnik.

The church

of St.

Thomas

of Uberti's Contrasto Musico
/.

contains a copy

(Rome, 1630).

The University Library contains MS.

11th and 15th centuries; old
Bohemian songs of the 14th and 15th centuries
two Easter mystery plays of the 15th and
treatises of the

16 th centuries; printed theoretical works of the
16th and 17th centuries, and lute-books by
Librarian :
Caroso, Negri, and Schmid (1607).
R. Kukula.

The Library of the castle of
Rauunitz.
Prince Moritz Lobkowitz contains a rituale on
vellum dating from about 1500.
Renh. Tlie Library of the Cistercian Monastery contains some printed music of the early
17th century.
The Capuchin Monastery possesses
Saaz.
some sacred and secular music by Orlando de
Lasso, Scandelli, Joachim a Burck, etc.
a. The Benedictine Abbey of
Salzburg,
St. Peter contains church music of the late 18th
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and early

including composiLibrarian
Fr. P.

19tli centuries,

tions by Michael

Haydn.

:

der Tonknnst in Ocsterreich.

Lindner.

Benedictine

/.

The Chapter Library

b.

possesses

some MS.

Director

Dr. "W.

:

Potzl.

Abbey

(Schottenkloster.

Scots.

of our
)

Lady

of the

Valuable early

litur-

music of the early 16th century by Vittoria,
Palestrina, etc., and some compositions by
Michael Haydn.
Mozart Museum (Getreidegasse No. 9).
c.
Catalogue by J. Horner (1st edition, 1882), continued by J. E. Engl (2nd and 3rd editions).
Third edition, published by the Mozarteum,

gical

1901.

The Library
g. Monastery of the Minorites.
contains some MS. and printed organ music of
the 17th and 18th centuries (including three
works by Frescobaldi and 6. B. Fasolo's Annali
(Venice, 1645))
also some vocal music of the

Museum

d.

Carolino-Augusteum.

The

Lib-

rary contains the score of 0. Benevoli's mass
in fifty-three parts (1628), published in Jahrg.
X. of the Denk/iidlcr der Tonkiinst in Ocsterreioh.
Director
Prof. E. Fugger.
St. Flokian, near Enns.
Monastery of
Austin Canons.
See Albin Czerny, Die Handschriftcn der Stiflslihliotliek St. Florian.
(Linz,
1871.) Librarian: Prof. F. Asenstorfer.
:

Paul, Lavant Thal, Carinthia. The
Library of the Benedictine Monastery contains
a valuable MS. collection of French Troubadour
songs of the 13th century, besides treatises by
Hucbald and J. de Muris. Librarian Fr. A.
St.

:

Achatz.

Vienna, a. The Court Library received in
1826 and 1829 all the music not connected
with church music in the archives of the Court
chapel.
In course of time it has acquired much
scarce music (printed by Petrucci, etc.), and is
also rich in autographs of different musicians,
including a number of letters and MSS. by
Beethoven of special interest to English musicians is a volume of Bull's organ music in tablature.
The manuscripts have been catalogued
by Dr. Joseph Mantuani. His work appeared
in two volumes (in 1897-99) as parts ix. and
X. of the Tabulae Codicitm Manuscriptorum.
in Bibliotheca Palatina ViTidoboneTisi asservatorum. Edidit Acadeinica Caesarea Vindo,

,

The Ambros and Kiesewetter collecwhich form part of the Library, are not

bonensis.
tions,

in this catalogue, but are to form
Director
Hofrat
supplementary volume.
Josef Eitter von Karabacek.
b. Gesellschaft der Musikfreunde. [See article,

included
a

:

ante, p. 162.]
c.

The University Library

possesses printed

and l7th centuries,
and lute -books by Judenkiinig, Ochsenkhun,
Librarian
Reg. -Rat W.
Caroso, and Deuss.
theoretical works of the 16th

:

Haas.
d. The Library of the Landesarchiv contains
some musical works printed at Vienna about

Archivist: Dr. A. Mayer.
for Religion and Education.
Here are deposited the six precious volumes of
MSS. formerly in the Chapter Library at Trent,
from which two volumes of selections have
been printed by Dr. Guido Adler and Dr. Oscar
KoUer in Jahrg. vii. and xi. of the Dcnkmdler

1600.
e.

The Ministry

a small collection of

MS. and

See A.
printed works of the 16th century.
Hiibl
Catalogus codicum manuscriptoruon qui
in bibliotheca Monasterii B.M. V. ad Scotos
rindobonae servantur (1899), and (same author)
Die Inkunabeln der Biblioihek des Stifles Schotlen
:

in JVien (1901).

;

17th century.
h.

Haydn House

The

(Mariahilferstrasse,

-

102) contains a small collection of printed and
MS. documents relating to Joseph and Michael

Haydn.
i. The private Library

of Herr C. A. Artaria
autographs of Beethoven.
See
Verzeichniss der musikaNottebohm - Adler
lischen Autographe von L. van Beethoven
im Besitze von A. Artaria (Vienna, 1890).
Herr Nicolaus Dumba has a valuable
j.
collection of autographs, which is especially rich
is

rich

in

:

.

in

.

.

MSS. by Schubert.

Max Kalbeck's collection comprises
musical autographs and printed works,
chiefly of Viennese composers.
k.

Herr

many

Belgium
Royal Library.
In 1872 the
Government was induced by Herr

Brussels,

;

.

MSS. and

a.

Belgian
Gevaert, Director of the Brussels Conservatoire,
to purchase the library of M. Fetis for 152,000
francs.
This collection, which comprises 7525
works, together with the collection of C. J. E.
van Hulthem, forms the bulk of the musical
Library.
The contents are very valuable, comprising about 4500 theoretical works, about
500 liturgies, over 100 Italian operas, about

170 French operas, and

Van Hulthem

many

rarities.

The

collection is catalogued in vol.

ii.

A. Voisin's Bibliotheca Hultliemiana
(Ghent, 1836-37)
the Fetis Library in the
Catalogue de la BibliotMque de F. J. Fdis [by
L. J. Aloin] (Brussels, 1870). Conservateur-enchef: H. Hymans.
b. Conservatoire Royal de Musique.
Curator,
M. A. Wotquenne, who has published two
volumes of an excellent catalogue (vol. i.
of

C.

;

1898
vol. ii.
1902), besides an elaborate
Supplement, Annexe I. Libretti d' Opiras ct
d' Oratorios
Italiens du 17" Slide (1901).
This valuable Library has recently been enriched
;

by the acquisition of the collection of Professor
Wagener, of Marburg, which is especially rich iu
works printed in England in the 18th century.
Ghent. The Town and University Library
contains

liturgical

MSS.

of

the

10th-12th
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Lamento
a copy of Jlonteverde's
Arianna' (Venice, 1623), early theoretical
works, and printed mnsic from the presses of
Phalese and Gardano.
See C. A. Voisin
BibUotheca Gandavensis (Ghent, 1839); J. de
Catalogue methodique
des
Saint Genois
Manuscrits de la Sibliothequc de la Ville ct de
I'UniveruUde Gand (Ghent, 1849-52), and the
centuries,

'

d'

:

ilonatshefte
62.

Head

.

.

.

fur

Musik-GcscltieJite for 1873, p.
Librarian
F. van der Haegheu.
;

LitGE.
a. Conservatoire Royal de Musique.
See Catalogue de la Bihliothequc du Consereatoire Jloyal de
6.

Musique de Liege (1S62).

Societe Libre d' Emulation.

See Catalogue

de la Bibliotheque musicah de la SocieU Libre
d' Emulation de Liige (1861).

OuDENAERDE.

The church

of St. 'Walpurga

possesses a collection of church music of the

18th century.

See Liste gtn^rah de la Musique

appartenaiit d Viglise Farochiale de Ste.

Wal-

purga a Audenarde (s.a.)
TouEXAI. The Chapter Library contains a
three-part mass of the 13th century, which was
published by Coussemaker in the Bulletin de la
Soeieti Historique de Tournai, and reprinted

century MS. collection of Troubadour songs
a miscellaneous collection of 18th- and 19thcentury vocal and instrumental music
mostly
French and Italian Revolutionary songs, etc.
See Cat. Gin. des MSS. des Bibl. Fubl. des Departemcnts, tom. iv. (1872), and also Cat. Gin. des
MSS. des Bibl. Publ. de France, tom. xl. Supplement, tom. i. (1902).
Librarian
A. Wicquot.

—

;

:

AviGNOX. Many fine early MS. missals and
liturgical works
motets by Mondonville,
;

Blanchard,

miscellaneous 18th century
See Catalogue by J. Quicherat, in torn.
xxvii.-xxix. of Cat. Gen. des MSS. des Bibl.
Pub. de Franee {l&'ii-imi). Librarian: L. H.
etc.

Labande.

A Boethius de Musica on vel9th century. See tom. xxxii. oiCat.
Gin. des MSS. des Bibl. Pub. de France (1897Besancox.

lum

of the

Librarian
G. Gazier.
See J. Delas
Catalogue des
Licrcs composant la Bibliotheque de la Ville de
Bourdeaux, Musique (Bordeaux, 1856), and
tom. xxiii. of Cat. des MSS. des Bibl. Publ. de
1904).

:

BoRDEArx.

Copenhagen.

The Royal Library contains

a collection of ilS. organ

music

(in tablature)

by German composers of the 17th century,
Italian printed music of the late 16th and early
17th centuries, and some rare printed works from
Principal
Copenhagen and Antwerp presses.
Librarian

:

H. 0. Lange.

:

:

Liste des CEuvres rnusicales

Musique (Caen,

M. Lavalley.
Cambrai.

The Bibliotheque Mejanes
contains a 14th-century MS. of French Troubadour songs, and an early 17th-century collection
of nearly 100 chansons with lute accompaniment.
See Catalogue by the Abbe J. H.
Albanes, in Catalogue Gineral des Manuscrits
des Bibliotheques Publiques de France, tom. xvi.
Conservateur M. Aude.
(1894).
Amiens. The Bibliotheque Communale contains a few early printed treatises, a number of
French psalters of the 17th century, operas
and song-books of the 18th centui-y, and seventeen volumes of sacred music and five volumes
For the printed music
of operas by Lesueur.
see Catalogue Methodique de la Bibliotheque
Sciences ct
Communcile de la Ville d' Amiens.
Arts (1859). Among the JISS. there are many
;

etc., and a collection of
sequences (with music), which belonged in 1572
to a monk named Guglielmus Lovel (described in
For the
the Ecdesiologist for October 1859).

interesting liturgies,

generally, see the catalogue by E. Coyecque
in Catalogue generate des Manuscrits des Bibliothiques Publiques de France, tom. xi.x. (1893).

MSS.

Librarian

Aeras.

:

H. Michel.
Bibliotheque de la Yille.

A

13th-

des CEuvres

Librarian:

The Public Library contains a
MS. church music by early

Flemish and Burgundian musicians, besides
songs for two, three, and four parts, dating from
the 14th century. The collection was described
in M. de Coussemaker's Notice sur les Collections
Musicales de la Bibliotheque de Cambrai et des

du Departement du Kord

(1843).
Catalogue
des
Manuscrits de la Bibliotheque- de Cambrai
(Cambrai, 1831).
Librarian: C. Capelle.
Caepexteas. a MS. of Kepler's Principium
Musice some 18th- and 19th-century music;

See also A.

Aix (Peovexce).

ct

s.a).

precious collection of

autres Villes

Franee

:

France (1894).
Librarian
M. Celeste.
Caex.
Bibliotheque Municipale.
See Carrelatives a la

Denmark

;

nuisic.

lez

separately in 1861.
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-J.

Le Glay

:

.

.

.

;

autographs of Schumann, Brahms, Gounod, etc.
The Library contains the collections of Peiresc,
J. B. Laurens, and others.
See Cat. Gin. des
MSS. des Bibl. Publ. de France, tom. xxxiv.xxxvi. (1899-1903). Librarian M. Liabastres.
DouAi. Bibliotheque Municipale.
A 12thcentury MS. ivith two-part music, a hymnarium
of the 12th century, and some printed theoretical works of the 16th century.
See Coussemaker's work (quoted under Cambrai) and the
Catalogue of the JISS. by the Abbe C. Debraisnes
:

in

Cat.

Gin.

des

Z't^arffmoi^s, tom.

MSS.
vi.

des Bibl.

(1878).

Publ. des
Librarian: M.

Riviere.

Bibliotheque de
DrXQFEEQrE.
Some music printed by Phalese (16th

la

Ville.

century).

See Coussemaker's work (quoted under Cambrai).
Nine antiphoners and other liturgical
Foix.
works (formerly belonging to the Cathedral of
Mirepoix), wTitten between 1497 and 1535. See
Cat. Gin. des MSS. des Bibl. Publ. de France,
tom. xxxi. (1898).
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Grenoble. The Bibliotheque de la Ville is
rich in valuable liturgies.
See Catalogue by
P. Fournier, E. Maignien, and A. Prudliomnie,
in torn.

vii.

of Cat.

Gin.

des Bibl.

PiM.

Le

collection

rich

is

in

(Lille,

operas.

:

Marseilles,

a. Bibliotheque de la Ville.
Valuable liturgical MSS. of the 12th century.
See Catalogue by the Abbe J. H. Albanes, in

Cat. Gin. des

MSS.

des Bibl. Fubl. de France,
Librarian
M. Barre.
Sainte Madeleine.
A collection of litur-

torn. XV. (1892).
b.

:

MSS. from the 12th century downwards.
MONTPELLIER. Bibliotheque de la Faculte

gical

de

A

precious antiphoner (noted
in neums and letters) of the 9th century, and
a 14th-century collection of French cliansons

Medicine.

for two and more voices.
See Coussemaker
L' Art Harnioniquc, etc. (Paris, 1865), and CcU.
G&n. des MSS. des Bibl. Fab. des Departemcnts
:

torn.

i.

(1849).

The Bibliotheque de la Ville
contains a valuable MS. collection of mystery
plays of the 12th century.
See Cat. Gin. des
MSS. des Bibl. Fubl. de France, tom. xii. (1889).
Librarian M. Cuissard.
Paris,
a. Bibliotheque de 1' Arsenal.
The
Library of tlie Arsenal contains very interestsongs
ing MSS., such as the Mazarinades
sung under the Fronde, with their airs collections of airs by Michael Lambert, and
other little-known compositions of the 17th
See H. Martin:
and 18th centuries, etc.
Catcdogue des Manuscrits de la Bibliothique de
I'Arsenal (9 vols., Paris, 1885-94, issued as
vols. iv. -xii. oiCat. des MSS. des Bibl. Fubl. de
There is a good index of the
France, Paris).
music in tom. vii. p. 467. Administrateur
M. de Heredia.
Biblioth^ue Historique de la Ville de
b.
(Hotel Carnavalet.) Valuable for its
Paris.
MS. and printed works on the theatres of Paris
and tlie instrument-makers of the city. Keeper
P. Le Vayer.
c. Bibliotheipie Musieale du theatre de I'opera
Catalogue historique, etc.
See T. de Lajarte
Orleans.

:

'

'

—

;

:

:

<2 vols., Paris, 1878).
d. Bibliotheque Rationale. The Bibliotheque
Rationale, in the Rue Richelieu, is very rich
in French music, both printed and engraved.
It is also more complete than any other in
Paris in respect of musical literature, periodicals, almanacs, dictionaries, and similar works
of reference.
It is rich in valuable MSS.

otlier

Baini, Adrien de
distinguished writers, but

Parfait,

the great value of the collection consists in
early MSS., in which it occupies the first
position for the study of the origins of music
in Europe.
The Library contains MS. with

:

1879).
See also
Coussemaker's work (quoted under Cambrai).
Librarian
M. Desplanque.

The

CafEaux,

its

Havre.

JBiUiotMque de la Ville de Lille

Dom

La Fage, and

de

Librarian
E. Maignien.
In 1894 the Bibliotheque
Musieale Publique contained about 4000 works,
mostly dating from the latter part of the 18th
century.
Lille.
See Catalogue des ouvrages sur la
Musiqiie et des Compositions musicales de la

France.

of

musical notation from the 9th century downwards, and is especially rich in Troubadour
songs of the 13th century, and French and
Italian compositions of the 14th century, while
later times are well represented in operas,
oratorios, etc.
The MSS. are catalogued in the
various printed catalogues of J. Taschereau, H.
Omont, and L. V. Delisle, and the printed
music is included in the catalogue of the printed
books now in course of publication.
It is very
much to be desired tliat separate catalogues
should be printed of the musical works, or at
least that indexes should be drawn up of the
works containing musical notation described in
the catalogues of the MSS.
at present the
musical treasures of this great library are
hardly known the only special musical catalogue
is tlie Catalogue d'une Collection Musieale et
;

;

d'ofivrcujes divers liguis 2^ar

M.

0.

Thierry-Foux

Administrateur: M. Marcel.
(1896, pp. 59).
«.
Bibliotheque Ste.-Genevie.ve. This library
contains a large number of rare works on music,
a line collection of chansons and dramatic
works, with tlie nmsic, and many curious
MSS., including a valuable MS. of the 11th
century.
See N. Poiree and G. Laraouroux
Les Eliments d'une Grande Bibliotheque. Catalogue abrigi de la Bibliotheque Ste. Genevieve
(Paris, 1892, etc.).
Administrateur: C. E.
Ruelle.
/. Conservatoire des Arts et Metiers.
The
Library contains few musical works, but is rich
in materials for the history of the music trade,
such as patents, trade registers, etc.
Director
M. Chandeze.
g. Conservatoire National de Musique et de
Declamation.
Some account of the Library has
already been given (vol. i. pp. 592-593).
To
the rare works there mentioned may be added
the autogi-aph score of Mozart's
Don Juan
(presented by Mme. Viardot Garcia), a copy
of the Harmonice Musices Odhecaton (printed
by Petrucci in 1504), and the Liber Frimus
Missarum of Carpentras (Avignon, 1532). Of
especial interest to English musicians are a
large folio MS. containing compositions by
Copcrario, Lawes, Locke, Gibbons, Jenkins,
Ferabosco, and Ward
and an account-book of
the Academy of Vocal Music (from Jan. 7, 1725
to 1726), formerly belonging to Owen Flintoft.
The Library secured many fine and rare works
at the dispersal of the Borghese collection in
1892.
See J. B. Weckerlin
BibliotUque du
Conservatoire National de Musique.
Catalogue
de la, Feserve (Paris, 1885).
Librarian :
J. B. Weckerlin.
Rouen. The Bibliothfeque Municipale con:

'

;

:

.

.

.
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liturgical
a superb illuminated missal
collections of
ilSS. of the 9th-llth centuries
operas and church music.
See F. I. Licquet
Catalogue dc la Bihliothique clc la J'iUc dc
liouen (1830), and catalogue by H. Omont, in
torn. i. and ii. of Cat. Gin. dcs MSS. dcs Bibl.
Puhl. de France.
Dipartcnunts (1886-88).
Conservateur H. Loriquet.
Bibliotheque de la Ville.
Touns.
A sacramentarium of the 9th-10tli centuries with
neums mystery pla^^s of the 12th century

tains

;

;

;

;

;

15th-18th centuries motets
organ music (including
autogi-aphs by N. Le Begue, 1676)
a MS. of
J. de Muris (15th century), and much else of
interest.
See A. J. Derange
Catalogue
litiu-gies

of

tlie

;

of the l"th century

;

;

:

des Maiiuscrits de la

.

.

B ibl io/hequede Toiirs(lS7 5)

Cat. Gen. dcs JIS.S. dcs Bibl. Bub. de France.

.

;

De-

^artemcntSf torn, xxxvii. (1900), and Sammelbiinde of the Int. Miis. Ges. for 1905 (p. 356,
Librarian: M. Collon.
etc.).
Teotes.
Bibliotheque de la Ville.
A copy
of Praetorius's S^intagnia
lute-books
publications of Phalese (Louvain, 1573, etc.)
organ and viol music of tlie 18th century, etc.
Catalogue de la Bibliotheque de
See E. Socard
la Ville de Troijes (1875, etc.), torn. iii. pp.
281-300.
Librarian
M. Let.
;

;

;

:

:

Early MS. treatises, including 9th-century MSS. of Hucbald, Isidore
See Cat. Gen. dcs MSS. dcs
of Seville, etc.
Bibl. Pub. dc Fmnce, tom. xxv. (1894), and also
Coussemalver's M'ork (quoted under Cambrai).
Librarian
M. Lecat.
Versailles. Tiiis library is rich in sacred
music, dramatic works, and books on music, and
contains also several interesting MSS. of the
17tll century.
See Mnn.iiserits Musicaux de la
Bibliotheque de T^crsaillcs (1884), and Cat. Gen.
des MSS. des Bibl. Publ. de France, tom. ix.
Librarian: A. Taplianel.
(1888).

Valenciennes.

;

contains
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some music of the 16th and 17th

centuries,

Aurich,

East

The

Friesland.

MS.

Staats- Archiv contains a

Royal

collection (17 th

century) of songs.

(See Monatshcfte for 1874
Archivist: Dr. Wachter.
Bamberg. The Royal Public Library contains some liturgical MSS. with neums of the
llth-13th centuries, and printed music of the
late 1 7th century.
Librarian
J. Fischer.
Berlin, a. The Royal Library (founded in
1650 the musical division, of wduch Queen
Charlotte's collection formed the nucleus, added
in 1705) acquired in 1841 its most important
addition, the Poelchau collection (autogi'aphs
and copies of J. S. Bacli, and the most important
Italian writers on theory of the 17th and
18th centuries) in 1855 the Bach collection
and autographs of the Singakademie 2779 nos.
from the Fulda Library of hymnology and 103

and 1894.)

:

;

;

;

;

MS.

from

vols,

"Winterfeld's

collection

;

in

1859, 3978 nos. from the collection of Fisoldiof,

Vienna (Beetlioveniana, copies revised by
Beethoven); in 1860, 216 printed and 8112
MS. sheets, and 142 autographs from the
Landsberg collection (Beethoven's sketch- and
conversation-books, first examined by Thayer).
The comjilete catalogue of tlie Landsberg collection is in the Royal Librai'y of Brussels.
All
these works have been comjilctcd and admirably
arranged by Dehn and his successor Franz
Espagne.
Delin negotiated tlie purchase of
the
Poelchau
and
Landsberg collection
Espagne, that of Otto Jalin's Mozart collection,
bought in 1869.
Here may be seen the precious
autographs of nearly all Mozart's great operas
of

;

(with the excejition of
Don Juan '), and of
several of Beethoven's symphonies and most
important works also a very large collection of
autographs of J. S. Bach, and 42 vols, of autographs by Mendelssohn.
In tlie Landsberg
'

;

collection are scarce tlieoretical works

Ansbach.

The

Regierungsbibliothek

con-

tains a small collection of vocal printed music
of the 16th century and MS. scores of Cavalli's

'Pompeo,' and Ziani's

Aenstadt.
six

folio

'

Annibale in Capua.'

The Cliurch Library

by Italian
and Spanish masters such as
El Melopeo
by Cerone. The Library is rich in hymnals.
Among the MSS. are a troparium of the 11th

—

Germanif

possesses

volumes of vocal music of the 16th

century.

Augsbueg. The Stadtbibliothek, the Arand the Historical Society possess

chives,

century,

many

'

'

autogi-aphs (especially of Bach,

Haydn, Mozart, and Beethoven), and many
modern MS. copies of old works. There are
several books printed by Petrucci and many 1 6thcentury works in organ tablature.
Ko catalogue of the music has been published. Director
Professor A. "Wilmanns.
b.

The Royal Hochsehule

fiir

Musik.

This

valuable collections of early printed and JIS.
music, chiefly collected from tlie suppressed
See H. M. Schletterer
monasteries of the city.
Katalog der in der Kreis- und StadtbiHiothch,
dem Stddtischen Archiv mid der Bibliothch dcs

institution

historuchen Vereins su Augsburg lefindliehen
MonaHheftefllr
(Leipzig, 1878.
Musikwerlce.
Beilagen.)
Musik-Geschiehtc, Bde. 11 and 12.
Librarian
Dr. T. Ruess.
AuGiTSTU.sBUEG, Saxony. The Parish Church

17th and 18th centuries, and a number of
printed scores of French 18th-century operas.
The Library of the Joachinisthal Gymc.
nasium received in 1787 the music collected
by Princess Amalia of Prussia, and in 1858,

:

:

possesses

Ludwig Erk and
of whicli

is ricli

libraries

of
of Professor Spitta, the former
in the literature of folk-songs

The Hoclischnle Lilirary
contains some rare printed music of the

and CTCrman
also

the musical

chorales.
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musical works from the library of
Spiker (see Meierotti's Nachricht, etc.
Berlin, 1788).
Amongst the music are autographs and many ancient copies of the works of
J. S. Bach.
See K. Eitner
Katcdug der Musikalien-SaTtimlunff des Joachwisthalschen Gymlutsiuin (Leipzig, 1884.
Monatshefle, Beilage,
1884), and also Thcniatischer Katalog der von
Phideineier sclien Miisikalien-Sammlung in der
Bibliotheh des JoachimsthaV schen Gymnasium
[by R. Jacobs].
(Leipzig, 1899. Monatshefte,
Beilage, 1898-99.)
d. The Library of the Grey Friars (zum Grauen
Kloster) contains an important collection of
works of the 16th and 17th centuries, in parts,
carefully arranged so as to present a view of
ancient vocal music.
See H. Bellermann
Verzeichniss des grosstentheils von S. Streit dem
grauen Kloster geschenJcten Miisikalien (in the
vols, of

Dr.

;

Programme of tlie Gymnasium for 1856).
e.
The Kgl. Hausbibliothek. See G. Thouret
Katalog der MusiJcsavimlung auf der Koniglichen
Hausbibliothek im Sehlosse zu Berlin (Berlin,
1895).
/. The Kgl. Institut fur Kirchenmusik. The
Library contains a collection of 18th-century

MSS.
Bonn.

a.

about 600

vols,

/. The church of St. Elisabeth contains about
4200 musical works, chiefly church music of the.
18th and 19th centuries.

Beieg.
The musical collection formerly in
the Kgl. Gymnasium is now preserved in the
Stadtbibliothek at Breslau.
See F. Kuhn
Beschreibendes Verzeichniss der alien Musikalien
des Kbnigli^hen Gymna^iwrns, etc. (Leipzig,
1897.
Monatshefte, Beilage.)
Cassel. a. The Standisohe Landesbibliothek
contains about 340 musical works, printed and
,

.

.

MS. Amongst the former are copies of Morley
and Weelkes' madrigals.
Most of the works
date between 1560 and 1620.
See C. Israel
Uebersichtlicher Katalog der Musikalien des
stdndischen La'iidesbihliothck z\i Oassel (Cassel,

Director
Dr. E. L. W. Lohmeyer.
Kgl. Hoftheater possesses the autoJessonda
and of
graph scores of Spohr's
Marschuer's Templer und Jiidin and Hans
Helling.
Celle. The Kirohen- und Ministerialbibliothek contains some p)rinted music of the 16th
century (1539-64), mostly by Italian composers.
Kaiserin- Augusta-GymChaelottenburg.
nasium.
See P. Meier Der alter Notenschatz
1881).
b.

:

The

'

'

'

'

'

:

etc. {s.a.y

The University Library contains
of music, chiefly of the 19th

Cologne,

The Town Library

a.

possesses

a MS. treatise (Musica Knchiriadis) of the 12th
century, and a few printed part-books from

century.
Amongst the few early works is a
copy of the 1617 edition of the Micrologus of
Ornithoparcus.
Director
J. Staender.
I. The Beethoven-Haus contains a collection
of old and modern editions of Beethoven's
works.
Beandenbueg. The church of St. Catherine
contains an important collection of part-books,
and of vocal music of the 16th, 17th, and 18th
centuries. See Tiiglichsbeck
Die musikalisehen
Schdtze der St. Katharinen-Kirche zu Brandenburg ajH (in the Programme of the Branden-

Lilium Musice Plane of 1606, and
WoUick'a Eruihiridion (Paris, 1512).
Ceayn, near Liegnitz. The Library contains
some printed music of the 17th century.
Danzig, a. The Town Library contains a
valuable collection, principally of works of the
second half of the 16th century.
There is a

burg Gymnasium, Easter, 1857).

MS. catalogue

of the collection (by S.

in the Musical

Department

:

:

Beemen.

About seventy-four musical works

belonging to the Stadtbibliothek are in the
care of the Bremen Tonkiinstler-Verein.
Bibliographie
Beeslau. o— c. See E. Bohu
der Musik-Druckwerke bis 1700, welche in der [a. ]
Stadtbibliothek, [6.] der Bibliothek des academischen Instituts fiir Kircheninusik und [c] der
Kgl. u. Universitdts- Bibliothek zu Breslau aufbewahrt sind (Berlin, 1883).
Also E. Bohn
Die musikalischen HaTidschriften des 16. und 17.
Jahrhiinderts in der Stadtbibliothek zu Breslau
(Breslau, 1890). The Brieg collection (see infra)
is now
in the Stadtbibliothek of Breslau.
Librarians
(a) Dr. H. Markgraf, (6) and (c)
:

:

:

W. Erman.
d.

The Cathedral Library contains about

1000 musical works, of which 60 are in manuscript.
The collection chiefly consists of church
music of the 18th and 19th centuries.
e.

Tlio Domstifts- Bibliothek contains a small

collection of MSS.

Librarian: Dr.

J.

Jungnitz.

Venetian and Antwerp presses of the 16th cenDirector

tury.
b.

Dr. A. Keysser.

:

The Jesuitenbibliothek has a small

collec-

tion of printed 16th-century nrasic, including
copies of the

of the

W. Dehn)

Royal Library

Librarian
Dr. 0, Giinther.
Allerheiligen - Bibliothek,
in the
Marienkirche, contains a small collection of
sacred music, mostly printed works of the 17th
century.
at Berlin.
b.

:

The

Daemstadt.
P. A. F.

Walther

See
Grand Ducal Library.
Die Musikalien der Grossher-

:

H

of bibliothek in i)armstot:^^(Darmstadt,
1874), and supplementary notices in the MonaisAe/fe for 1888.
Director: Dr. A. Schmidt.
Donaueschingen. The Library of Prince
Furstenherg contains 1 3 MS. antiphoners (14th18th century) and fragment of a MS. treatise
on music of the 15th century.
See C. A.
zoglii'hcii

Barack

Die Handschriften der f'drstlich-FurstenHof bibliothek zu Donaueschingen
(Tubingen, 1865).
Director: Dr. Tumbult.
Deesdex. a. Royal Public Library. See
Eitner and Kade
Katalog der Musik-Sammlung der Kgl. offentlichen Bibliothek zu Dresden
:

bergischen

:
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Japanuclien

Palais).

(Leipzig,

1890.

MoyuUshefte., Beilage, 1890.) See also Monatshcftc

M.
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Spohr, Cornelius, Schumann, and Wagner there
also a valuable collection of documents re;

is

Handel and his famil}', besides relics
Beethoven and an extensive collection of

1901, Xo. 1.
Privatmusikalien - Samniluiig
(now in the Public Library) is rich in 18tliThere is an
ceiitury music and autographs.
extensive collection of libretti, dating from the
See Monatshcftc17th century to about 1840.
Hofrat F. Schnorr Ton
Director
for 1872.

lating to

Carolsfeld.

(Leipzig,
Herausgcgchen von Dr. R. Kade.
1888.
Monatshcftc f. M. Beilage, 1888.)

f.

for

The Royal

h.

;

The Royal State Arcliives contain some
c.
MSS. and printed music of the early 17th cenSee il/oHa/s/ic/i'e for 1888.
Director Dr.
Paul Hassel.
d. The Archives of the Court church contain
about 2000 pieces of cliurch music, mostly of

tury.

:

the late 18th and 19th centuries, including some
autographs.
The Tonkiinstlerverein Library (founded
e.

1854) possesses over 2500 works, chiefly
instrumental music of the 18th and 19th centuries, also sympthonies by J. J. Fux.
/. The Dreikbnigskirche possesses a few rare
printed works, including the discant and tenor
parts of Walther's Wittenberg hymn-book

in

(1524).
^, .Baron von AA^eber has a valuable collection
of autographs of Carl Maria von Weber.

The Royal Library
EiCHsT.iTT, Bavaria.
contains liturgies, works printed by Attaignant
(1529-31), and music of the 17th and 18th
Se& Monatshcftc for 1870.
a. The Marienkirche Library contains seventy-six works of the 16th century and
thirteen Polish caneighty-five of the l7th

centuries.

Eleing.

;

(1671-1792), and many MS. church
compositions of the 18th and 19th centuries.
Die riiusilcaUschcn, ErscheinunSee G. Diiring

tionales

:

ge-ji

a few rare
h.
books, including a copy of the Syntagma of
Katalog clcr StacltPraetorius. See L. Neubaur
UUiothek zxi Elbing (Elbing, 1893). Librarian
:

Dr. L. Neubaur.

suppressed

convents.

Librarian

Dr.

:

The University

Institute

church music has a library of its own.

for

Director

Prof. Oechsler.

Frankfurt

a.

M.

a.

The Gymnasium

Die Musikalischen
See C. Israel
Schatze der Gymnasial-Bibliothek und dcr Pcterskirche in Frankfurt a. M. (in the Programme
and
of the Town Gymnasium for Easter, 1872)
Musikbihlioalso the articles by C. Valentin
graphischcs aits Frankfurt a. M. in the MonatsLibrary.

:

;

:

M. for 1901 and 1902.
Herr Nicholas Manskopf owns a particularly
rich musical collection, comprising some 10,000
The autographs include works of F.
objects.
Tunder, D. Buxtehude, G. P. Telemann, Weber,
hcftc f.
h.

:

.

.

.

Gelenau, Saxony. The Pfarrkirche contains
some vocal music by German comp)Osers of the
second half of the 17th century.
GOttingen.
The University Library contains 145 musical works, mostly of the 15th and
16th centuries, many of which are of gi'cat
rarity. SeeA. Quantz; Die Musikzverke der Kgl.
(Leipzig,
Universitdts-Biblioth^k in Gbttingen.
Beilage, 1883.)
1884.
Monatshcftc f. M.
Director
Professor R. Pietschmann.
Gotha. The Ducal Library contains a small
but interesting collection, comprising several
rare early theoretical works of the 1 6th century,
and about seventy hymnals of the 16th and
Principal Librarian: Dr. R.
17th centuries.
:

Ehwald.
GiiiMMA, Saxony.
The Landesschule has
about 131 works of the 16th and l7th centuries.
Verzeichniss dcr in der
See N. M. Petersen
Bibliothek dcr Kbnigl. Landesschule zu Grimma
mrhandenai Musikalien aus dem 16. mid 17.
Jahrhundcrt.
(Grimma, 1862, reprinted from
the Programme of the Landesschule for 1861.)
The
GiiSTROW, Meckleneurg-Schweris.
Domschule Library contains a small but valuable
;

collection of rare early printed musical works,
chiefly of the 16th century.

They

are described

Halle,

a.

The Marienkirche has a small

collection of vocal music of the 17th century,

and a few
for

1894.

The

See Monatshcftc f. M.
Dr. F. Friedersdorff.
Waisenhausbibliothek contains an

earlier works.

Librarian

:

important collection of h3minals, theoretical
works of the 17th and 18th centuries, and
practical music of the 18th century.

Hamburg.

Stange.

Erlaxgen.

Freiberg, Saxony.
Libraries of the Gymnasium Albertinum and the Altertumsverein.
See 0. Kade
Die dltcrcn Musikalien der Stadt
Freiberg
Searbcitet von Dr. 0. Kade.

b.

The Royal Library has many liturMSS. and printed books, chiefly derived

Erfurt.
from

portraits.

in the school Progranmie for 1865.

ElUng {Yihiag, 1868).
The Town Library piossesses

in

gical

of

The Stadtbibliothek contains

works of the 1 6th and 1 7th centuries
a valuable
Italian music of the same pjeriod

theoretical

;

collection of libretti of operas performed at Hamburg, and eighty volumes of Handel's works
copies, partly in the

handwriting of J. C. Smith,

and formerly in the possession of Kerslake, of
Director
Bristol, and of Victor Schoelcher.
:

Dr. R. Miinzel.
a.
The Royal Public Library
Hanover.
contains some valuable early theoretical works,
a few madrigals of tlie 16th and 17th centuries,
and seven vols, of Programmes of Hanover
theatres from 1785 to 1796. Principal Librarian

Dr. E. Bodemann.
6.

The Kestner Museum contains a

collection

2y
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of folk-songs, and also a collection of libretti
(from 1086).
Director: Dr. Sohuchhardt.
Heilbronn. Gymnasialbibliothek. See E.
Mayser 'Alter JVIusikschatz, No. 2 of Mittcilungen aus der Bihliothek des Hcilbrminer
Gymnasiums. (Heilbronn, 1893.)
Helmsteiit.
a.
The Gymnasialbibliothek
contains some theoretical and practical works,
mostly by German musicians of the 16th and
:

'

17th centuries.
h. The church of St. Stephen possesses some
German 17th-century music, chiefly by M.
Praetorius, J. H. Schein, and A. Hammerachmidt.
Jena.
The University Library contains
many musical treasures, the chief of which is
the 'Jenaer Handsohrift' of 14th- and 15thcentury songs (published in facsimile with an
introduction by C. 0. Miiller .Jena, 1896
and
:

in a

edition

critical

and E. Bernouilli

by

G.

;

Holz,

C.

Saran,

Leipzig, 1901). The Library
also contains liturgical iVISS. the printed collec:

,

tions of Lieder

(1539-56),

etc.

Ott (1544), and Forster
See Ncwhricld von alien Musiof

aufder Jenaisdun Universitdts-BibKothek
AUg. Mus. Zeitung for 1828). Director:

icalicn

(in

C. Brandis.

Kamenz,
Catalogue
for 1853.

is

Saxony. Rathsbibliothek. The
printed in the Serapeum (Leipzig)

Karlsruhe. The Grand -Ducal Hof- und
Landesbibliothek
contains
some mediaeval
treatises and a good collection of 16th- and
17th-century hymnals.
See H. Ehrensberger
Bibliotheca Liturgica Manuscrvpta. Nach Handschriften der grossherzoglich. Badischen Hof:

und

Landeshibliothek, etc. (Karlsruhe,
Principal Librarian
A. Holder.

1889).

:

The Royal and Uni-

KoNiGSBERG, PRUSSIA.

versity Library contains the collection (about
25,000 vols.) made by Director Gotthold (died
1858) of importance for hymnology and vocal
music of the 17th century. See Jos. Miiller:
;

Konigliehen und
TJniversitdts-Bibliothek zu Konigsherg i. Pr. etc.
Only Part L of this work has
(Bonn, 1870).
Director
K. Boysen.
appeared.
Leipzio.
a. The Town Library possesses a
valuable 10th-century MS. treatise by Regius

Die inusikalischen

Selidtze der

,

:

and also a collection of theoretical
works and instrumental music of the 17 th
century, collected by C. F. Becker, the wellof Priim,

known

writer.

[See vol.

i.

p. 214.]

Principal

Dr. G. Wnstmann.
The University Library possesses a small
collection of theoretical works and a number of

Librarian

:

b.

(from 1662 to about 1836), mostly of
performances at Dresden and Hanover. Director
Professor O. L. von Gebhardt.
c.
The Musikbibliothek Peters. This admirable institution, founded by the firm of C. F.
Peters, was opened on Jan. 2, 1894, in which
year a Catalogue (by the first librarian. Dr.

libretti

Emil Vogel) was published. Accessions have
been noted in the interesting Jahrbiicher issued
from the Library. The collection is particularly
complete in modern practical and theoretical
works, musical journals, etc., and is kept up to
There
date by the liberality of the founders.
are also a number of works of antiquarian inand some valuable portraits and prints.
Librarian
Dr. Rudolf Schwartz.
LiEGNiTZ.
The Bibliotheca Rudolfina of the
Ritter-Akademie contains an extremely valuable
collection of 16th- and 1 7th-century music. See
Dr. E. Pfudel Mittheibtngen iiber die Bibliotheca
Puidolfi-na der Kgl. Ritter-Akad.einie zu Liegnitz
terest,

:

:

(printed in the three Easter

Programmes

of the

Ritter-Akademie for 1876-78); also (same
author) Die Musik - Handschriften d,er Kgl.
(Leipzig, 1886.
Ritter-Akademie zu Liegnitz.
Monalshefte f. M. Beilage, 1886.)
LuBECK.
The Stadtbibliothek
'

valuable early
music.
See C.

German
Stiehl

:

and

Italian

contains
printed

Katalog der Musik-

SaTnmlung auf der Stadtbibliothek zu Liibeck
(Liib. 1893), and also Momitshefte f. M. for
1884.

Librarian: Dr. K. Curtius.
The Town Library contains a
miscellaneous collection of music, chiefly dating
from the 17th to the 19th centuries.
There is
some important organ music, and also a copy of
Book I. of the Po.rangon des Chansons, printed
by J. Moderne. See Monoishefte f. M. 1873.
Librarian
Professor W. Gorges.
Maihingen, near Nordlingen. The Library
of Prince Oettingen-Wallerstein contains much
MS. music 390 symphonies, 214 cantatas and
oratorios, 114 masses, and 111 works for stringed
instruments chiefly by composers of the late
18th century.
There are also 120 works on
theory.
Among the rarer printed books are
copies of Genet's Liber Priinus Missarum (Avignon, 1532)
Morales's Missarum Libri Duo
(J.
Moderne, Lyons, 1546), and 3Iagnificat
(same printer and place, 1550) and the works
in tablature of Paix (1583) and Schmid (1607).
Librarian
Dr. G. Grupp.
Mainz. The Town Library contains some
theoretical works of the 16th-18th centuries,
and some part -books of the 15th and 16th
centuries.
See Monaishefte f. M. for 1889.
Principal Librarian
Dr. W. Velke.
Mannheim. The Court Theatre Archives.
See F. Walter
Archiv und Bibliothek des
Grosherzoglichen Hof- und Nationaltheaters in
Mannheim, 1779-1839 (2 vols., Leipzig, 1899).
MiTNSTER, Westphalia.
The Library of
the Abbate Santini (of Rome) was bought
about 1856 by the See of Munster for a
Collegium Gregorianum, which has never been
founded.
It consists chiefly of MSS. and
printed music of the 16th to the 18th centuries,
and is at present lodged in very inadequate
quarters in the Episcopal Museum of Christian
Antiquities.
It has recently been roughly put

LiJNEEUKG.

:

:

—
;

;

:

:

:
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order by Mr. E. J. Dent, of Cambridge.
Admission by leave of the Domchordirektor.
in

See Stassoff: L'AhM Santini el sa Collection
Musicale (Florence, 1854), and Catalogo dclla
Musica existente 2^''esso F. Santini in lionia

(Rome, 1820).

Munich.

Royal

a.

The musical

imd

Hof-

Staatsbi-

rank with
those of the Imperial Library at Vienna and
the Royal Library at Berlin as the most important on the Continent.
The printed books are
rich in works from the early presses of Italy
and Germany.
See J. J. Maier Die musikabliothek.

collections

:

KgL

Hof- und StaatsbibliothekinMUiichen,I. Theil. Die Handsehriften
his zum, Ende des 17ten Jahrhundert (Munich,
Director
Dr. G. von Lanbmann.
1879).
Liebesverh. The autographs of Wagner's
bot,' 'DieFeen, 'Rienzi,
Huldigungsmarsoh,
lisclwn Handschriften, drr

:

'

'

'

'

Meistersinger,

'

'
'

Walkiire,' and several sketclies

Fliegende Hollander,' Siegfried,' and
' Gotterdammerung,
are the private property of
the Bavarian Crown.
The Frauen-Kirche contains some printed
c.
17th-century music and a collection of MS.
choir-books (dating from c. 1600), containing
masses, etc., by Orlando and Rudolfo di Lasso,
J. Reiner, G. Croee. J. C. Kerl, Praetorius, etc.
d. The University Library has some printed
music of the early 16th century aiid a MS.
collection of compositions by Olirecht, Josquin,
Senfl, etc. in the autogra^ih of Glareanus, written
Principal Librarian
H.
at Basel in 1527.
Schnorr von Carolsfeld.
Nei.sse, Silesia.
The Kreuzheiliges Stift
has a few printed works of the 16th century
and also MS. liturgical works.
Nl'REJiBERG. a. The Germanic Museum contains important liturgies, including missals and
antiphoners of the 12th and 13th centuries, and
There are
rare hymnals of the 16th century.
also examples of the chief Nuremberg printingpresses, and valuable lute-books in tablature.
Director
G. von Bezold.
h. The Stadtbibliothek possesses some musical works printed at Nuremberg in the 17th
century, theoretical works, and a collection of
theatre Programmes between 1779 and 1788.
Librarian
Dr. E. Mummenhoff.
PiR.\A.
The collection of musical works
formerly in the Stadtkirche is now at Dresden.
It consists of eight 16th-century MSS. and sixtythree printed musical works of the 16th and
for tlie

'

'

'

,

:

:

:

17th centuries.
<ler

See 0. Kade

Stadtkirche in

Pima

:

(in

Die Musikalien
the Serapeum,

Leipzig, 1857).

Codices
See T. Eckardius
(Quedlinburg,
Quedlinburgenses

QuEDLiNBUEG.
Manuscripti

:

1723).

Regensburg.

a.

The Royal

Kreisbibliothek,

Ktirze Bcschrcihung der
See C. T. Gmeiner
Handschriften in der StadtUUiotliek Regensburg
Librarian: A. Obermaier.
(Ingoldstadt, 1791).
:

b.

The Episcopal
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Library,

comjirising the

and F. X.
Witt.
The musical MSS. (from the 18th to
the 17th century) number about 1000, and
there are about 2000 printed books from the
15th to the 17th century, with many of later
collections of Proske, Mettenleiter,

date.
c.
Library of Prince Thurn and Taxis.
Tliis
library contains about 53,000 volumes and 300

MSS.

The printed music dates chiellj' from
the late 16th and early 17th centuries
among
the MSS. are four volumes in organ tablature,
and compositions by G. Aichinger (about 1610).
Librarian
Dr. J. Riilisam.
d. The musical library of Dr. F. X. Haberl,
Director of the School for Church Music, is rich
in theoretical works (16th -19th centuries),
and also contains about 600 printed works of
the 16th and 17th centuries, some of which
came from the German College in Rome. Among
the many valuable MSS. are autographs of Padre
Martini and ten choir-books from the Hospital
of S. Spirito at Rome, containing music by
Paolo Papini.
18th-century chui'ch music is
also well represented.
Rostock. The University Library contains
a small collection of musical works piiinted at
also
Lyons and Venice in the 16th century
operas, oratorios, etc., of the 17th and 18th
centuries.
Principal Librarian
Dr. Kern.
;

:

;

:

ScHWARZENBERG,

Saxony.
The Church
Library contains some German vocal music of
the 17th century.

ScHWERiN.
thek.

See 0.

Grand Ducal RegierungsbiblioKade; Die Musikalien- Samm-

hing des Grosslierzoglich Mecklenburg-Sehvjeriner
Fih'stcnhauses aus den letzten zicei Jahrhiinderten
(2 vols., Schwerin, 1893); and (same author)
Der Musikalisehe Nachlass laeiland Ihrer Konigliehen Eoheit der venoitlvxten Fran Erbgrossherzogin Augusta von Mecklenburg -Schwerin^ etc.
Director; Dr. Schroder.
(Schwerin, 1899).
SoNDERSHAUSEN. The Schlosskirche Library
contains much MS. music, chiefly sacred cantatas

of the first half of the 18th century.

SoHAU,

Br-ANDenbueg.

Hauptkirche

Li-

See G. Tischer and K. Burchard Musikalienkatalog der Hauptkirche zu Sorau A". L.
Monatshefte /. M. 1902, Beilage.)
(1902.
Library of Prince StolStolbekg, Saxony.
brary.

;

See Monatshefte f. M. 1871 and 1876.
a. TheUniversitiits- undLandesBibliothck possesses a small collection of early
printed musical works, the rarest of which are
the Harmonie of Tritonius (Augsburg, 1507)
and the Noviis partus sive coiicertadones 'musicae
Director; Dr.
of Besardus (Aug.sburg, 1617).
J. Euting.
Library of the Priester-Seminar.
A list
h.
of the nnisic (by J. Victori) was published in
No. 10 of the Kirchlichc RundschoM for 1901,
and reprinted as a Beilage of the Monatshefte
f. M. for 1902.
berg.

Strasbueg.
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Stuttgart.

Royal Landesbibliothek.
See
Katalog ilber die Musik-Codices des
16. und 17. Jahrhundcrts cm/ der K. Larulcs-

Halm

A.

:

in Stuttffart.
(Langensalza, s.ft.
Monatshefte f. M. Beilage, 1902.)
Princii.al
Dr. K. Steitt'.
Librarian
Thorn, Prussia. Gyranasialbibliothek. See
Sohulprogramm for 1871 (Thorn).
ToRGAU, Saxony. TheLibrary of theCantorei
(founded in 1864) contains church music of
the 18th and 19th centuries.
Ulm. The Stadtbibliothek has about 142
volumes of printed music, chiefly vocal works
dating from the end of the 16th and early 17th
century.
Librarian
Professor C. F. Midler.
Weimar.
a.
The Grand Duke's Library
contains the music collected by the Duchess
Amalia during her visit with Goethe to Italy,
including interesting operas of the Neapolitan
school.
Also the score of Haydn's opera La
vera Costanza,' the autograph of the finale of
Act II. of Gluck's
Orfeo,' and a valuable
14th-century MS. of Meistersingers' compositions.
Principal Librarian
Geh. Hofrat P.
von Bojonowski.
J. The Liszt Museum contains a collection of
Liszt's autographs.
Wbenigerode. In 1 9 4 the Library of Count
Stolberg contained 113,785 volumes, of which
the hymnological collection comprised 5521
volumes.
The chief treasure of the Library is
the Locheimer Liederbuch (15th cent. MS.), as
to which see Chrysander's Jahrhiicher (Bd. II.
Leipzig, 1867) and the Monatshefte f. M. for
1872. See also E. W. Forstemann Die Graflich
Stolhergsche Bihliothek zu Wcrnigcrode (Nordhausen, 1866).
Librarian: Dr. Ed. Jacobs.
Wiesbaden. The Nassauisohe Landesbibliothek. Seei/oreafc/ie/'te/.jl/. for 1888. Director:
Professor E. Liesegang.
WoLFENBtiTTEL. The Grand Ducal Library.
See E. Vogel
Die Handschriften nehst den
dlteren Druckwcrken der Musik-Ahtheilung der
Herzoglichen BMiothek zu Wolfenbiittel (Abth.
8 of Die Handschriften der Berzogliehen BiblioLibrarian: Prof.
thek zu JFoffenbiiUel {1S90).
Dr. G. Milchsack.
WiJRZBURG.
a.
The University Library
contains liturgical MSS. of the 12th-14th
centuries, besides theoretical works (from 1497),
and some early operas of the 17th century.
Bihliotliek

:

;

:

'

'

:

:

:

Principal Librarian
b.

:

D. Kerler.

The Royal Music School contains MSS.

and printed music of the 1 8th and 1 9th centuries.
c.
The Episcopal Seminary possesses a small
music of the late
17th and early 18th centuries.
ZiTTAu.
The Stadtbibliothek has seven
missals, dating from 1435, decorated with
illuminations of great beauty
ten volumes of
MS. sacred music of the l7th century some
editions of Moravian hymnals, and many printed
works of A. Hammerschmidt.
collection of printed sacred

;

;

Zwickau.

The Ratsschulbibliothek

is

rich

in early printed music, particularly in psalters
and collections of hymns. There are also a

MSS.

In 1904 the Library contained
and 200 MSS. See R. Vollhardt
Bibliographie der Musik- Werke in der Ratsschulfew

20,000

vols,

biUiothek.

Monatshefte f.

(Leipzig, 1896.

Beilage, 1893-96.)

Librarian

:

M.

Dr. Stotzner.

Great Britain and Ireland

Aberdeen.

The University Library contains
about 2500 musical works, mostly acquired by
the copyright privileges possessed by the University in the early part of the 19th century.
Librarian
P. J. Anderson.
Bristol.
The Baptist College contains the
Lea Wilson collection of Bibles, included in
which are 258 editions of the Psalms, many of
See
the earlier of which are of gi-eat rarity.
LeaWilson Bibles^ Testaments, Psalms, andother
Books of the Holy Scripture in English.
In the
collection of Lea Wilson, Esq. (London, privately
:

:

printed, 1845).

Britwell, Bucks. Mrs. Christie MQler's
Library contains many rare printed musical
works, mostly remarkable for the fine condition in which they are.
There are many
complete sets and odd parts of English and
Italian madrigals
a cojjy of the 1654 edition
of Playford's Introduction, complete sets of
Why thorne's Songs (1571) and of Walter Porter's
Madrigalls and Ayres
(1632), and several
rare psalters. Some of the Italian madrigals are
unknown to Vogel. A complete catalogue by
Mr, R. E. Graves is in preparation, and will be
printed privately.
Cambridge, a. Caius College. The Library
contains a large MS. volume, dating from the
early 16th century, containing masses and
motets for five and six voices, by Fayrfax, Ludford, Cornysh, Turgis, Prentes, and Pasche. The
volume seems to have belonged to Edward
Higgyns, Canon of Lincoln and Prebendary of
Carleton cum Thirleby, Sept. 3
27 Hen. VIII.
(See Valor Ecclcsiasticus, temp. Hen. VIII.,
1821, p. 19.) Librarian Dr. J. S. Reid.
b.
FiTzwiLLiAM Mu.SEUM. See J. A. Fuller
Maitland and A. H. Mann Catalogue of the
;

'

'

;

:

:

Music in the Filzvjilliam Museum, Cambridge
(London, 1893). Not included in this catalogue
is the Musical Library of the late Richard
Pendlebury, fellow of St. John's College, comprising about 2000 modern works, presented to
the Museum between 1880 and 1902, and a
selection from the Musical Library of the late
G. F. Cobb, Bursar of Trinity College, recently
presented by his widow.
Director
Dr. M.
:

E. James.
c.
Magdalene College. The Pepysian Library
contains a few early works on music by
Butler, Holder, Morelli, Victorini, Wallis, and
Alstedius
valuable MS. collections of vocal
;
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music of the time of Edward IV., Henry VII.,
and Henry VIII. (comprising compositions by J.

Nicolson, Robinson, and other composers of the
early part of the 17th century. They are written

Gwinnetli, R. Davis, W. Corbronde, G. Banaster,
Tuder, Sir 'William Hawt, Nesbet, Fowler,
and Garuesey) English, French, Scotch and
Latin ptsalters
compositions by Blonie, de
Bacilly, Kircher, Mersenne, Morley, Salmon,
Dealing, Merbeck, Coperario, Lawes, King, Purballads, songs, anil other
cell, and Finger
compositions adjusted to the compass of Mr.
Pepys' voice, and solos, duets, and trios for
stringed and wind instruments.
Librarian

in tablature,

J.

;

;

;

A.

Ramsey.

S.

In the College Library
a valuable collection of MS. anthems, services,
masses, motets, etc., both Latin and English,
d.

St. Peter's College.

is

in

separate

part -books.

The anthems

by composers

of

and

the early 17th
century, and were probably collected when Dr.
Cosin was Master of Peterhouse (1634-60).
They are in various handwritings, and contain
some autograph compositions by Cambridge
The masses and motets
organists of the period.
{in four part-books) date from the early part of
the 16th century, and contain many rare and
valuable compositions of the time of Henry
VII. and Henry VIII., including four masses
by Fayrfax, a Stabat Mater by Hunt, three
masses by Ludford, and eleven compositions by
The collection coQtains works by
Taverner.
upwards of eighty different musicians, as well
There is a
as many anonymous compositions.
catalogue by the Rev. Dr. Jebb, which was
printed in vol. xx. of The Ecclesiologist (1859).
See also an account of the collection (by E. C.
are

services

Hope) in The Antiquarian Magazine
mUiographer (vol. iii. 1883). Librarian:

and
J.

H.

Grace.

The Library contains a
e. Trinity College.
small collection of musical works and treatises,
including copies of the Psalterium Carolinum
Locke's Present Practice
of J. Wilson (1652)
Carr's Vinculum
of Music Vindicated (1673)
;

;

Societatis

(1687)

;

four

volumes of

Zarlino's

works (1589), and early editions of the works
of Byrd, "Watson, Morley, Playford, Bannister,
Among
"Wilson, Gamble, Lawes, Mace, etc.
the MSS. the most valuable is a 15th-century
ToU of English carols, which has been published
by J. A. Fuller Maitland and "W. S. Roekstro

and date principally from 1600 to
1640.
Besides these there is the tenor part of
a 16th-century collection of masses and motets
by Fayrfax, Prowett, Davy, Austen, Taverner,
Lovell, Pasche, and Ashwell.
The Bass part of
this collection is in the library of St. John's
College, Cambridge.
Amongst the masses in
this volume may be mentioned a Missa Regalis
and a mass, 'God save King Harry.' There is
also preserved here a 15th-century mass in two
parts, unfortunately wanting one page, and the
superius and tenor parts of an anonymous mass
of the time of Queen Mary.
MS. installation
odes by Boyce and "Walmisley are also in the
library, and a collection of exercises for the
University musical degrees is being gradually
accumulated.
Librarian
F. J. H. Jenkinson.
Canterbury. The Cathedral Library con'

:

number of volumes of music and works
on music, including an incomplete copy of the
contra-tenor cantoris of Barnard's Church Music
Librarian
Dr. E. Moore.
(1641).
Chatsworth, Derbyshire. The Library
of the Duke of Devonshire, though not very
rich in music, contains a few works of interest.
The chief rarities are a volume of Alius piarts
of works printed by Petrucci, comprising the
masses of P. de la Rue (Venice, 1503), A.
Agricola (Venice, 1504), A. de Fevin (Fossombrone, 1515), J. Mouton's Book I. (Fossombrone,
1515), and Josquin's Book I. (Fossombrone,
1516) there are also a few theoretical works
copies of 'TheMaske of Flowers' (1613) and
Campion
Coperario's 'Funeral Teares (1606)
Songs of Mourning (1613),
and Coperario's
and a number of single part-books of English
and Italian madrigals, among which are a basso
part of E. Bonnizoni's Primo Libra delle
Canzoni a quattro voci (Venice, 1569), and a
Canto part of the Lieti Amanti of 1586.
tains a

:

;

;

'

;

'

'

Librarian

:

Mrs. Strong.

Chester. The Cathedral Library contains
a good collection of modern church music.
Dublin, a. Royal Irish Academy of Music.
This Society possesses a good library of scores
and orchestral parts of the works of the great

(in tablature)

composers.
It also includes the Library of the
long defunct Antient Concerts.'
h. The Library of Christ Church Cathedral
contains valuable MS. copies of anthems and

Daniel,

services

(London, 1891).

A

collection

of lute music

by R. Taylor, R. Johnson, J.
and T. Greaves, is also of interest.

Rev. R. Sinker.
/. The University Library, besides a considerable and somewhat miscellaneous collection
of printed music (chiefly of the 19th century),
contains a few musical MSS., consisting principally of collections of well-known airs, danceLibrarian

:

tunes, and lessons for the lute, bass viol and
recorder, arranged and composed by Bachelor,

Dowland, Holborne, Byrd, Tallis, R. and J.
Johnson, Alison, Cutting, Pilkington, Reade,

'

by

Purcell, Child, Battishill,

and

others,

greatly from those
printed in England during the last seventy years.
Of especial interest is a volume of 144 pp. con-

which

are

said

to

differ

taining a copy of an anthem by Handel,
'Blessed is he that considereth the poor,' for
chorus, solos, and orchestra, a different setting
from that written for the Foundling Hospital,
and not printed in Chrysander's edition of
Handel's works.
c. Trinity College.
Besides a miscellaneous
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modern music received under the
Copyright Act, the Library contains a few liturgical MSS. and some 16th-18th century music,
among which is Thomas Dallis's Lute Book
See T. K. Abbott, Catalogue of the
(1583).
MSS. in the Library of Trinity College, Dublin
(Dublin, 1900). Librarian; Rev. T. K. Abbott.
d. Archbishop Marsh's Library. This library
contains a good deal of printed and MS. music,
chiefly of tlie late 16th and 17th centuries.
The part-books include a complete set of Adson's
Courtly Masquing Ayres (1621) the C. T. B.
a,nAQ,\iu\tooi Prima Stella de Madrigali
di 0.
Lasso, di G. Nascho, di Zanetto, di Palestina, etc.
(Venice, 1570); nine part-books of Gratulationes
Marianae (Antwerp, PhaUse, 1636); twelve
part-books of the Masses of G. Messaus (Antwerp,
1633); eight part-books of the
Primitiae
Marianae of J. Willems (Antwerp, 1639) five
part-books of Viadana's First Book of Masses
(Antwerp, 1625) and many other part-books,
chiefly by English and Italian composers.
The
MSS. consist largely of instrumental fantasias,
collection of

'

'

;

.

.

.

'

'

'

'

;

;

lute pieces,
S.

T.

Ives,

by B. Rogers, R. Deeruig,

etc.,

Giles,

G.

Jefl'reys,

J.

Coperario,

T. Lupo, W. Cranford, Tomkins, R. Mico,
Jenkins, Brewer, J. Ward, Lawes, A. Ferabosco,
0. and R. Gibbons, C. Coleman, R. Nicolson,
and other English and Italian composers of tlie
17th century. Librarian: Rev. N. J. D. White.
e. The N^ational Library. The most important
musical works in this library are contained in
the collection (upwards of 23,500 volumes)

formed by Dr.

him

.Jasper Joly,

to the Library.

and presented by

The musical portion

of

18thcentury works, comprising Irish and Scottish
song -books with a number of collections of
country dances, some of great rarity. Librarian:
T. W. Lyster.
DuLwiCH.
Dr. W. H. Cummings has a
large and valuable library of ancient and modern
music, comprising some 6000 volumes. Amongst
the most interesting MSS. are a 15th-century
organ book by Adam Ileborg a 14th-century
autogTaphs of
treatise by John de Muris
Purcell, Handel, Beethoven, Weber, Mendelssohn, Bennett, and many other composers of
note.
In printed works this collection contains
flne copies of various editions of the treatises of
Gaforius
all the editions of Morley's Plaine
and Easie Introduction
a perfect set of the
Salmon and Lock controversy early editions
of madrigals and of Marot and Beza's Psalters
Wilson's 'Ayres
Lawes' 'Ayres and Psalrns'
a perfect copy of tlie three parts of Purcell's
this

collection

principally

consists

of

;

;

;

;

;

;

'

;

;

'DonQuixote' Muflat's'Componimenti'(1727);
Clavier Uebung and Kunst
der Fuge (1752)
Goudimel's Psalms (1565)
and many rare works by Purcell, in which this
;

copies of Bach's

'

'

'

'

;

library

is

;

Dr. Cummings also
interesting portraits, and a col-

especially rich.

possesses

many

lection of

Handel relics, including the composer's

watch,

one

of his

autograph

will,

Dundee.

the original
a duplicate of his

ruflles,

lace

him by Goupy,

caricature of

and his portrait by Kyte.

Free Library contains a
valuable collection of works relating to Scottish
music, formed by the late Mr. A. J. Wightou
(1802-66), and by him bequeathed to the
Librai-y.
The number of volumes is 421. The
collection contains many very rare books, besides
most of the musical works printed in Scotland
down to the early 19th century, as well as
several scarce English and Irish musical books.
A printed catalogue is in preparation. Chief
Librarian

:

The

J.

Maclauchlan.

Durham.

The Cathedral Library contains
a few books of glees and catches of the early
18th century, and an interesting collection of
old MS. part-books, containing anthems and
services formerly used in the cathedral.

These

MSS. have been carefully collated and inde,xed
by the present organist. Professor Armes. They
consist of four sets of books, all unfortunately
imperfect.
The old set contains al^out forty

and fifty verse anthems by Tallis, White,
Parsons, Hooper, Morley, Weelkes, Byrd, Batten,
full

Giles,

set

is

Tomkins, East, Gibbons, etc. The second
rich in anthems and services for men's

The third consists of eight out of
ten magnificent folio volumes containing Preces
voices only.

and Psalms for special days by Byrd, Gibbons,
William and Edward Smith and services by
Shepherd, Parsons, Batten, and others.
The
;

fourth set consists of organ parts of practically
the anthems and services used in the

all

cathedral from Tallis to Purcell.
Edinbuegh. a. The University Music Class
Library has been formed by bequests and donations from the Reid Fund, from General Reid,
Professor John Thomson, and M. T. Bucher, and
otliers.
It has been largely added to by the
present Professor of Music (F. Kiecks) and his
predecessors (Donaldson and Sir H. S. Oakeley).
It is well supplied with modern full scores and
standard editions, besides works on theory, and
also contains some valuable old printed music,
such as the Musica Getutscht (1511) of Virdung
;

Praetorius's

Syntagma

;

Morley's Introduction

(1597) Heyden's.<4?'s Canendi (1537) Cerone's
Mclopeo (1613)
the five volumes of Lasso's
Patrocinium Musices (1573-79), etc.
Among
the MSS. are a collection of oratorios by Hasse,
and a Eyrie and Gloria in forty-eight real parts
by G. Balabene. There is also a fine collection
of musical instruments and acoustical apparatus.
b.
The Advocates' Library, in common with
the British Museum, Bodleian, Cambridge, and
Dublin Libraries, receives, under the Copyright
Act, copies of all music entered at Stationers'
Hall.
The Library contains some works of
special interest to the students of Scottish music,
but its chief musical treasure is the Skene MS.,
;

;

;

which
voL i.

is

p.

separately noticed.

6646.)

Keeper:

J.

(See

Daunet,

T. Clark.
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Library of the Society of "Writers to the
The Catalogue, with two Supplements,
appeared in three parts, 1871-91.
The last
volume contains a subject-index, in which music
c.

Signet.

occupies a

column and a half, chietiy consisting
and historical works, with a small

of theoretical

collection of Scottish airs,

brarian

A

d.

;

J. P.

very

collection of works
music of Scotland was

interesting

illustrating the national

formed, during

Principal Li-

etc.

Edmond.

many

years of collecting, by the
late Mr. John Glen, who is noticed separately
(see ante, p. 179).
The collection contains,
with the exception of a very few of the rarest

works, everything relating to Scottish music
that has been printed down to the early 19 th
century, besides a few MSS. and some collections of English Country Dances and rare
English and Irish books.
For a detailed list
of a great portion of the Library see J. Glen's
The collection
Early ScoUish Melodies (1900).
at present (Nov. 1905) belongs to Mr. Glen's
three sons, but it is hoped that it will be
acquired by some Edinburgh Library.
See vol. i. p. 779a.
Ely.
See W. E.
Catalogue ofAncient Choral Services
Dickson:
and AnthemSf preserved among the Manuscript
scores and Part-tools in the Cathedral Church
of Ely (Cambridge, 1861).
Eton. The College Library possesses a very
fine and valuable JIS. of English sacred music
On
of the 16th century.
See W. B. Squire
an Early Sixteenth Century Manuseript of
English Music in the Library of Eton College
{Archaeologia, vol. Ivi., London, 1898).
Glasgow, (o) The Euing Library.
This
Library, containing over 5000 volumes, was collected by the late W. Euing, Esq., of Glasgow,
In 1866 he founded a musical lectureship in
Andei"son's University, Glasgow, now merged in
the Glasgow and West of Scotland Technical
College.
He bequeathed the whole of his
musical library to the University for the use of

A

:

the lecturer and students.
It is a large and
valuable collection, p)articularly rich in treatises

and

histories of music.

The anonymous

cata-

which was jirepared and printed in accordance with Mr. Euing's will, is unfortunately
altogether inadequate, and displays the grossest
ignorance.
It fills 256 pages, 140 of which are
occupied with the list of treatises, essays, etc.,
New
which form the nucleus of the collection.
logue,

buildings for the Technical College are at present
(1905) being erected, which when finished will

be the largest of their kind in the United Kingdom.
The Euing Library will then be more
accessible, and it is hoped that a new catalogue
will be printed.
Amongst the ancient music
in this collection the following works may be
mentioned
early editions of Byrd's Psalms,
etc.
the Corale Constantini (1550-57); Faber's
:

;

3 volumes of
Melodiae Prudenlianae (1633)
Nicolas de la Grotte's
Frescobaldi's works
;

;

Chansoiis (1575)

;

works (1607-1618)
works (1583-1589)

;
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47 volumes of Practorius's
9 volumes of G. de Wert's
and a valuable and ex;

tensive collection of English psalters and hymnbooks, including the
Gesangbuch
of the
'

'

Picard Brethren (1538), rel'erred to in Burney's
History, iii. 31.
See Catalogue of the Musical
Library of the late IVm. Euing (GlatSgovf, 1878).
Librarian
P. Bennett.
;

The

Stillie Musical Library in GlasgoAV
University was collected and bequeathed to
the University by Mr. Thomas L. Stillie, a
well - known musical critic,
who died at
Glasgow in 1883.
It contains 760 volumes,
including many full scores and modern operatic
works.
Gloucester. The Cathedral Library possesses
several old choir-books containing unpublished
anthems by Rogers, Tye, Wise, Blackwell,
Turner, Pickhaver, Henstridge, Davies, Jefi'eries,
Portman, Parsons, etc., unfortunately wanting
several of the parts
a complete full service (in
F), and two anthems in MS. bj' Fortunate
Santini
a full MS. score of Boyce's anthem
Blessed is he that considereth
a few leaves
of illuminated MS. music, and some printed and
MS. church music of the 17th century.
Great Buokham, Surrey.
Mr. Adolph
Schloesser's Library contains some interesting
old printed music
but its chief feature is the
large collection of musical autographs, which
were mostly given either to Mr. Schloesser
personally or to his father, the late Hofkapellmeister Louis Schloesser, of Darmstadt. Among
the most valuable are examples of Auber,
Beethoven, Berlioz, Cherubini, Chopin, Franz,
Gounod, Liszt, Moscheles. Mozart, Meyerbeer,
Rubinstein, Raft', Sullivan, Robert and Clara

(b)

;

;

'

'

;

;

Schumann, and Wagner.
C4REAT Warley, Essex. Miss Willmott lias
an interesting musical Library containing many
Among the
rare MSS. and printed works.
former are two sets of part-books of Italian
church music of the early l7th century one

—

—

containing
formerly in the Altenipi Library
many compositions by Palestrina and his school

bound volumes of French 18th-century
an autograph
cantatas by Scarlatti
of J. S. Bach and a collection of autographs
The printed books
chiefly of the 19th century.
comprise several complete sets and odd partfinely

chansons

;

;

books of English madrigalists of the late
Miss Willmott
16th and early 17th centuries.
also owns many interesting musical instruments,
among which are three clavichords, two harpsichords, tw^o spinets, etc.
Hereford. The principal musical treasure

the set of 10 volumes
Eight of
the volumes are nearly perfect, the remaining
two are in MS., and were compiled with much
care by Mr. John Bishop, of Cheltenham.
There are also a few old organ books and other
of the Cathedral Library
of Barnard's

is

Church Music (1641).
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and a copy of
Musurgia (1650).
HuNGERFORD, BERKSHIRE. The Library of
the Lite Mr. H. Huth (present owner Mr. A.
H. Huth) contains rare litur^aes and psalters,
a few MS. madrigals, treatises, and a small
collection of printed madrigals by English and
Italian composers of the 16th and 17th centuries, many of which are very rare.
The
volumes

for the use of the choir,

Kirclier's

Italian madrigals are included in

E. Vogel's
the musical works are
catalogued in the admirable Catalogue of the
printed Books, 3Ia)uiscripts, Autograph Letters,
and Engravings, collected by Henry Huth, etc.

and

Bihliofjraphy,

all

(5 vols., privately printed, London, 1880).
Leed.'!.
Central Public Free Library.

A

was bought
some twenty years ago, and the Committee has
recently decided to extend the musical portion
of the Library. For this purpose a large quantity
of theoretical and historical books has been
acquired, and considerable purchases were made
at the sale of the Taphouse collection (July
fairly extensive collection of scores

1905), so that the Library

most

is

now one

of the

useful in Yorkshire for musical students.

A

printed catalogue of the music "was issued in
1902, but since then much has been added to
Librarian
the collection.
T. W. Hand.
Lichfield. There are 189 volumes of printed
and MS. music belonging to the Cathedral.
:

The MSS. include a volume of Croft's anthems
and Te Deum (in D) with orchestral accompaniments two volumes of Blow's anthems two
volumes of anthems by Purcell, Blow, etc. and
The chief
a large collection of part-books.
;

;

;

treasure of the printed works is seven parts
{three counter-tenors, two tenors, and two
basses) of Barnard's Church Music (1641).
Lincoln. The Cathedral Library contains a
considerable collection of madrigals and motets,

dating from 1549 to 1620, mostly in complete
The secular Italian music
the sacred
ia included in Vogel's Bibliography
music comprises R. Dering's Cantica Sacra
(Antwerp, 1618 and 1634); V. Raimundi,
'Third Book of Masses' (Venice, 1594); G.
Musica Sacra' (London, 1608)
Croce's
Marenzio's 'Cantiones Sacrae' (Antwerp, 160.3);
Tallis and Byrd's 'Cantiones' (London, 1575);
Sacrae Cantiones (Nuremberg,
F. Lindner's
1585 and 1588); Peter Philips's 'Cantiones
Sacrae' (Antwerp, 1612); 0. Vecehi's 'Penitential Psalms' (Milan, 1601); W. Damon's
'Psalms' (London, 1591); and R. del Mel's
There
'Sacrae Cantiones' (Antwerp, 1588).
are also anthems (dating from 1665 to 1800)
by former organists and lay vicars of the
cathedral, including compositions by Hecht
(organist 1663-1693); Allanson (1693-1704);
Holmes(1704-1721); Heardson, Cutts, Blundeville, etc.
Librarian
Rev. A. R. Maddison.
Liverpool.
The Public Library contains a
good general selection of musical works, includsets of part-books.

;

*

'

;

'

'

:

The
of 18th-century song-books.
incorporated in the general catalogue.
Chief Librarian
P. Cowell.
London, a. British Museum. The musical
portion of the library of tlie British Museum
belongs partly to the department of Printed
Books, and partly to that of MSS. The foundation of both collections consists in the musical
works in the old Royal Library, which was
presented by George II., and to this were added
a number of treatises presented in 1778 by Sir
John Hawkins
the musical library of Dr.

ing a

number

music

is

:

;

Burney, which was bequeathed by

its

owner to

transferred to Bloomsbury on
his death in 1814, and the collection of Dragonetti, consisting of 182 volumes of scores of
classical operas which became the property of

the

Museum, and

the Museum by bequest on his death in 1846.
In 1863 a notable purchase was made of
duplicates from the Berlin Library, consisting
mainly of old German and Italian madrigals,
and church music, valued at about £1000. The
collection was increased in 1886 by the acquisi-

M. Kockx

of Antwerp, of a large
works printed by the Phaleses
at Louvain and Antwerp.
Many of these
volumes were exhibited at the Brussels Exhibition of 1880, and described in section D of the

tion from

number

of

At the dispersal of the Borghese
Library in 1892, the British Museum, the Paris
Conservatoire, and the Academy of St. Cecilia
at Rome were the three principal purchasers ;
a list of the works acquired for the Museum
will be found in the Jahrbuch of the Peters
Library for 1896.
At the second sale of the
Heredia collection in 1892, the British Museum
acquired several very rare Spanish treatises
and musical works. Besides these important
accessions, old music has been steadily bought
by the Trustees since the middle of the 19th
century, and many valuable works have been
received by presentation or bequest, so that
from an antiquarian point of view the collection
is now fully worthy the national position of
the institution. A catalogue of Recent Acquisitions of Old Music (printed before the year
1800) was issued in 1899.
It contains approximately about 4000 works, and represents
the purchases or donations of printed music of
this description made since the year 1886.
But the great bulk of the collection consists of
music deposited at the museum in accordance
with tlie provisions of the Copyright Act. The
disposal of this enormous mass of printed matter
is a constant source of difficulty, since nothing
is destroyed, and even the most unimportant
composition may have to be produced as evidence
catalogue.

in the

Law

Courts.

The

greater part of the

copyright music is catalogued, bound, and placed
on the shelves but of late years the immense
influx of music from America has necessitated
a modification of the old system, and at present
band parts and less important American, Colonial,
;
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foreign publications areonlyindexed in slips,
so that they can easily he produced if required.
Until 18S4 the catalogue of the printed music
remained in manuscript.
In 1S58 it filled
"twenty-two volumes
at present it occupies
314 volumes, partly manuscript and partly
printed.
Since 18S4 all the accessions have
been printed and issued in separate volumes,
the titles in which are afterwards incorporated
The }trinted volumes
in the old MS. catalogue.
of accessions of modern music issued up to date
areas follows: 1S84 (452 pp.), 1886(164 pp.),
1888 (712 pp.), 1889(197 pp.), 1891 (948 p.p.),
1894 (610 ppi.), 1895 (292 pp.), 1896 (287 pp.),
1897 (539 pp.), 1898 (372 pp.), 1900 (572 pp.),
1902 (585 pp.), 1903 (537 pp.), 1904 (545 pp.).
Besides modern works acquired by copyrigjit,
;

a considerable amount of foreign music

is

bought

every year, special attention being paid to the
acquisition of full scores and other works beyond
the means of the ordinary musical student. The

most valuable musical accessions aie mentioned
in the yearly liritish JIuseum Returns to Parlia-

A

new

catalogue of the older part of
to include all music printed
the collection
down to tlie year 1800 has been in preparation
for the last three years.
For this every work
lias been examined and catalogued afresh, and
it is hoped that the result will be published in
a few years' time.
The collection of musical MSS., including
ancient service-books and treatises, but excluding oriental JISS., amounts to about 3000
volumes. Tlic following are among themost notev'orthy articles
A large volume of autograph

ment.

—

:

—

—

music by Purcell.

A

volume known

Thomas

as

JluUiner's book, containing airs and chants for

the virginals, by Tallis and others, and including
the earliest known copiy of Richard Edwards's
Services
madrigal In going to my naked bed.
and anthems of the Church of England down
to Queen Anne's reign, collected by Dr. Tudway,
1715-20 in si.K volumes, containing works by
Aldrich, Blow, Gibbons, Himiphrey, Purcell,
Tudway, etc. Two or three volumes of autograpih pieces by Handel, some leaves of which
supply the place of leaves wanting in the
'

'

autogi-apih of

'

Admetus

'

in

Buckingham

Palace.

Several volumes of rough draughts by Beetlioven, in which the tirst ideas of themes of
some of his gi'eat works were jotted down.
Eleven volumes of autograph nmsical extracts,
chiefly

vocal,

made by

Dr.

Burney

for

his

Twenty-eight volumes of
History of iltisic.
JIS. motets, masses, madrigals, duets, etc. by
Italian and English comjiosers, copied by Henry
Keedler from the libraries at Oxford, and beJohn Barnard's first book
queathed in 1782.
of Selected Church Music, a mamiscript copy
scored by John Bishop of Cheltenham, from
the various voice parts of tliis book, of which

no
are

There
copy is known to exist.
interesting collections of Italian and

single perfect

many
VOL.

II
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early English (16th

and 17th centuries) songs,
having both words and music.
Numerous
autograph compositions by Haydn, Mozart,
Schubert, Schumann, etc.
collections for a
dictionary of music, etc. by Dr. J. W. Callcott.
Thirty-nine operas or musical dramas by Sir
Henry R. Bishop, in autograph score. Further,
forty volumes of scores of Balfe's operas, piresented by his widow
and a large collection
of Dibdin's songs and operas.
There is also
a good deal of lute nnisic in tablature.
Among
the ]nore important articles acquired by jairchase from time to time, are scoi-es of opteras
many, if not most, probably unpublished in
score
especially by Rossini, Meyerbeer, Donizetti, Paisiello, Hasse, Winter, Ricci, and Mercadante
and church music, chiefly Italian,
in 18th-century copies, comprising compositions by Palestrina, the Scarlattis, Duiante,
Leo, Bai, Clari, Perez, Pergolesi, and others.
The purchase of MS. music has been much
more extensive since 1872 than before that
;

;

—

—

;

A complete official catalogue (by I\Ir.
A. Hughes-Hughes) of the manuscript mirsic,
arranged in classes, is in progress.
Volume i.,
containing sacred vocal music, is in the press,
and will probably be published before the end
of 1905.
See also Catalogue of the MS. Music,
by T. Oliphant (London, 1842).
Director
Sir E. Maunde Thompison, K.C.B.
b.
Victoria and Albert Museum. The Science
and Art Libraries contain useful collections of
works on nuisic and musical instruments, besides
some pirinted editions of German operas of small
value, and the autograph MS.S. of Mendelssohn's
Hear my prayer and Bishop's Legends of the
Rhine.' The musical works formerly belonging
to Mr. John Ella have been transferred to the
Roj^al College of Music.
The IMuseum contains
a line collection of old instruments, many of
wliich are of remarkable beauty.
Director
A. B. Skinner.
c.
Royal Academy of Music.
The Library of
this institution contains many interesting and
valuable works, amongst which may be mentioned a collection of English glees (in sixteen
volumes) by Atterbury, Callcott, Danbj', etc.,
and SIS. operas by Leonardo Leo, Gasf)arini,
Buononcini, Porpora, and others, which were
presented to the Academj', together with the
whole of his valuable musical library, by R. J.
Stevens.
From the same source came the MS.
full score of Purcell's 'Fairy Queen,' partly in
the only known
the composer's autogi'aph
compilete copy of the work . (printed by the
copies of the treatises
Purcell Society, 1904)
of Morley and Bevin, and three copies of Mace's
Mu.^ii'l'^s Montoucnt.
There is also a collection
of the works of Sebastian Bach, being the library
of the defunct Bach Society
a large number
of Liszt's works (presented by Miss Constance
Bache), and a collection of modern orchestral
scores (presented by the publishers, Messrs.
date.

:

'

'

'

:

—

;

;

2z
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In 1903, the Angelina Goetz Library
was founded in memory of Mrs. Goetz by her
Novello).

children

;

tliis

of full scores,

works,

consists of a valuable collection

and includes many modern operatic

etc. rarely

libraries.

found in either public or private

Principal

:

Sir A. C. JIackenzie.

Royal College of Music.
In addition
to an extensive working library, the Royal
College possesses the most extensive musical
library in the United Kingdom.
The basis of
d.

is the tine library of the old
Sacred Harmonic Society, which was acquired
for the college in 1883 for the sum of £3000,
£2000 being contributed by Sir Augustus Adderley and the rest by fifteen subscribers.
The
Sacred Harmonic collection is catalogued in Jlr.
W. H. Husk's Catalogue of the Library of the
Sacred Harvionic Society.
new Ecliiion,
revised and augraented (London, 1872), with a
Supplement published in 1882. With the exception of No. 1826 in this catalogue (the
manuscript score of Mendelssohn's 'Elijah,'
which, according to the original terms of its
gift to the society, was returned to Mrs. Bartholomew) the whole library, together with the
original book-cases, is arranged in a large room
extending the whole length of the college buildings, which has been specially fitted up for the
purpose. But this collection has been so largely
increased by other donations and bequests that
it now only forms about one-half of the College
Library. Among the most Important accessions
the following may be mentioned
the library of
the Concerts of Antient Musick, formerl}' preserved at Buckingham Palace and presented by
Queen Victoria, comprising a very large collection
of MS. scores and parts, chielly of 18th and
early 19th century music, and including many
volumes of autographs of Bishop, interesting
autographs of Croft, an opera by Reiser (probably autograph), and early copies of Handel
the large musical library of Sir George Grove,
including autographs by Beethoven, Mendelssohn, and Schubert (unfinished symphony in
E) and especially rich in musical literature
the collections of Mr. J. W. Windsor (of Bath)
and his family, among which are an autograph
string quartet (in C) by Haydn and some fine
pjrints of musicians
several himdred bound
volumes of music collected by Mr. S. W. Waley
several hundred volumes of duplicates from the
Musical Library of the British Museum a large
collection of chamber music formerly belonging
over 300 volumes of printed
to Franz Ries
and MS. music (formerly belonging to Mr. .John
Ella, and including 20 MS. volumes of operas
by D. Perez) transferred from the Victoria and
Albert Museum
the full scores of The Golden
Legend and The Yeomen of the Guard (beautographs
queatlied l:iy Sir Arthur Sullivan)
of H. H. Pierson, A. W. Bach, C. Neate, Bene-

this collection

A

:

;

;

;

;

;

;

'

;

'

'

'

;

dict

the

(symphony
full

in

E),

score (MS.) of

Pearsall,

'Love

in

and Monk

;

a Village'

;

of Michael Haydn, Purcell, Durante, Hammerschmidt, Anfossi, Paisiello, Saratelli, and
many others acoUection of autographs and other
MSS. of A. Goring Thomas; over 100 volumes
from the library of the late E. Dannreuther ;
and much printed music and musical literature
of all kinds.
This immense accumulation of
music has naturally resulted in there being a
good many duplicates.
A sale of a portion of
these took pjlace a few years ago, and the proceeds have been devoted to binding, the acquisition of new works, etc. The whole collection is
Though
arranged, and is being catalogued.
not a public library, access is generally granted
on application (during term time) to the director.
Besides the MSS. and printed books the library
contains many interesting instruments, presented
by the late Duke of Saxe-Coburg, the Sourindro
Mohun Tagore, Mrs. Day, Dr. Turpin, and
others.
There is a also a small collection of
paintings, drawings, and prints, the former include jiortraits of Buononcini (by Hogarth)
Weber (by
Corelli (by Howard)
Attwood
Salomon
Caw-se)
Joachim (by Bendemann)
(by Dance)
Hullah (by Bower) M. A. Paton
(by T. Sully)
E. Paton (by E. T. Crawford),
and Wesley (after Briggs). There are also

MSS.

;

;

;

;

;

;

;

;

;

some busts

of musicians.
Collection of old Instruments

museum

separate

The Donaldson
preserved in a

is

(see jNIu.sical

Insthuments,

Collections of).
Director
Prof. Sir C.
Hubert H. Parry, Bart.
e.
The Madrigal Society. This Society possesses a valuable collection of more than 300
madrigals, anthems, etc., comprising works by
more than 100 composers, principall}^ of the
English and Italian schools.
The greater part
:

of the collection consists of

MS.

copies of the

18th century, but there are some early printed
part-books and some MSS. of the 17th century,
including some interesting instrumental fancies
by English composers of the time of James I.
and Charles I.
The Library is at jirescnt
deposited at the Royal College of Music.
This Library
/. The Philharmonic Society.
dates from the formation of the Society in 1813.
It contains all the parts of the principal works
of the classical composers necessary for an or-

and many

chestra,

unique

interest.

scores

full

Amongst the

and MSS. of
autogi^aphs

may

be mentii.Mcd three of Haydn's grand Symphonies
Beethoven's dedication to the Society
of his Ninth Symphony
a MS. sympihony by
Cherubini
Mendelssohn's Symphony in C
('No. XIII. known as 'No. I.'), dedicated to
the Society also 'Melusina,' the 'Trumpet Overture,' and the original setting of the scena
Infelice,' with violin obbligato
all three with
notes or alterations by himself
also original
scores by Cipriani Potter, Ries, Clementi, Spohr,
and other comjiosers.
The Chapel Royal, St. James's, contains a
(/.
small collection of part-books and scores (both
;

;

;

'

;

'

—
;
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MS. and

scores

rarity in the collection

Bach, Graun,
A. Scarlatti
George YV

printed) of services and antlieins which
have been in use by the choir lor the last
century and a half.
There is nothing of great
:

by Lully, Mozart, Christian
autograph symphonies by
musical compositions by King
and a very fine collection of
madrigals, most of which were formerly in
the possession of Sir John Hawkins.
The
.

of well-known works of the English School.

Westminster Abbey.
Chapter
/(.
The
Library contains a collection of music (chiefly
in MS.) by Italian and English composers of
tire 17th and ISth centuries, and a number of
madrigals, both English and Italian, of the
late 16 th and 17th centuries.
See W. B.
Squire: Musik - Katalog der BibliotJick dcr
Westminster- Ablei in London (Leipzig, 1903,
Mow.itshcfte f. il/., Beilage, 1903).
Librarian;
Rev. R. C. Blackmore.

Lambeth

i.

The

Palace.

Library contains

many

'

!

for its priceless

The

Palace.

Handel

of

;

;

;

'

'

;

'

'

;

'

;

'

'

;

;

MS. autograph, including a set of his operas,
bound for the use of the opera at Hanover the
;

organ compositions of Frescobaldi

;

many

full

London, 1595);

Libro ii. ( Venice, 1 5 8 8 complete) the Superius
and Bassus of C. Tessier's Premier Livre de
Chansons' (Este, London, 1567); G. Bonagionta's 'Gli Amorosi Concerti (Scoto, Venice,
1568, complete); 'Tri]ila Concordia: or a
^
Choice Collection of New' Airs in Three Parts
[by R. King, R. Smith, F. Forcer, M. Locke,
Hall] (London, 1677^
J. Bannister, and W.
Musical Dreame
complete)
Robert Jones's
and 'Muses Gardin for Delights'
(1609),
Librarian: S. Holme.
(1610).
I.
Mr. J. S. Bumpus, Glebelands, Stoke
Newington, has made a special collection of
His library contains over 200
church music.
volumes of services and anthems of the 18th and
19th centuries the Contratenor Cantoris and
Bass Decani of Barnard's Church Music (1640)
a nearly complete collection of English chantbooks
a number of liturgies and treatises on
plain-song printed at Antwerp, Lisbon, Mechlin,
Paris, Ratisbon, Rome, Rouen, and Tournai in
the 18th and 19th centuries, and a large collec,

;

'

;

principally renowned
autogi-aphs (eighty-seven

;

(Este,

'

is

volumes), which have been already noticed.
But in addition to these, this library (which
contains about 2000 works) is remarkalile both
for its valuable MS3. and fine printed works.
Amongst the chief treasures are a splendid
volume of autograph MSS. by Purcell a valuable volume of English 16th-century music
written by Jolm Baldwine of Windsor, the
a
Virginal Books of B. Cosyn and W. Forster
curious volume of pjuzzle canons by Dr. John
Bull a collection of puzzle canons, in from
two to twenty parts, by Elway Bevin, in the
composer's own handwriting a fine copy of the
Orfeo
a
second edition of Monteverde's
volume of Aires and Phantasies by Coperario,
an
which formerly belonged to Charles I.
CEdipus in
original copy of Mendelssohn's
Colonos,' sent by the composer to the Prince
Consort for the production of the work at
masques by
curious
Buckingham Palace
a
Schmied a complete copy of Parthenia
large collection of Stefiani's music, partly in

'Ballets'

'

1901).

collection

by
the
the

;

:

Buckingham

among

'

:

j.

;

Fiori Musicali di Diversi Autori a tre Voci,
'

'

His Majesty the King

etc.

:

of Morley's

;

1.

Ferabosco, Croee,

are many rare books, including
following
a complete set of the Italian edition

;

(fase.

additions are

;

to it

latter

;

i.
Musico-Liturgica,
vol.
Librarian
S. W. Kershaw.

made

Coperario,

;

'

;

(in six part-books) containing compositions

;

;

;

from time to time.
The collection has recently been moved into a fire-proof
room in the basement of the Palace.
k.
Bridgewater House.
The Library of
the Earl of Ellesmere contains some MS. and
printed music.
Among the former may be
mentioned a set of madrigals and lute music
still

Missals,

Psalters,

fine

Breviaries, both printed

etc.

collection is rich in fine copies

Ai'chiepiscopal

and MS. a good
collection of early editions of pisalm and hymn
books MS. tj'eatises collected by W. Chelle
a MS. volume of English, French, and Italian
songs with lute accompaniment (written in
tablature), containing compositions by Charles
and Edward Coleman, Alphonso Marsh, Matthew
Locke, and John Gulgrum, and an explanation
of the tablature
a MS. volume of harpsichord music (dances and airs) by R. Ayleward
a copy of Tye's
Acts of the
and others
Apostles
and a MS. volume containing the
bass part of services and anthems by Tallis,
Parsons, Byrd, Tomkins, Gibbons, Munday,
Portman, Strogers, Morley, and many anonymous
Bihliothcca
compositions.
See W. H. Frere
and

operas

of

;

consists principally

it
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;

:

tion of books

music.

and pamphlets and

The manuscripts

ecclesiastical

include some forty

volumes of unpublished services and anthems,
including autogi'aphs of Aldrich, Blow, Croft,
V. Richardson, J. Bishop, Bring, W. Horsley,
Crotch, H. H. Pierson, Goss, and Ouseley
several organ-books and separate parts of early
post - Restoration seridces and anthems
and
mostly of English
over 300 autograph letters
musicians, but including letters of Mendelssohn.
Mr. Bumpus also p)0ssesses the JIS. and printed
collections of Miss Hackett (1783-1874) used in
her history of Cathedral Schools, and an extensive
collection of engraved j>ortrait3 of musicians
connected with English Cathedrals.
;

—

m. Mr.

J.

E.

;

Matthew, South Hampstead,

one of the largest pirivate collections of musical literature, comprising over
5500 distinct works.
It is especially rich in
printed treatises, as well as in history, biography,
and dictionaries, including many rare works.
possesses
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practical music consists of about 1400
volumes, among which are Peri's 'Euridice'
(1600, with a copy of the libretto of the same
date)
the original edition of Muffat's
Comtlie
Florilegium of Bodenachatz
ponimenti
Eavenscroft's 'Molismata' and Deuteromelia
and R. Dowland's 'Musicall Banquet.'
An
interesting account of this library will be found
in a paper by the owner in the Proceedings of
the Musical Asspciation for 1902-3.
11.
Mr. Fairfa.x Murray, The Grange, West
Kensington, has a small but valuable collection
of musical autographs, including specimens of
Beethoven (a fragment of the JTintli Symphony),
J. S. Bach, J. G. Bach, Mozart, Purcell, Schubert,
Mendelssohn, Chopin, Rossini, etc. Mr. Murray
also possesses a quantity of manuscript music,
formerly belonging to the Ducliess of Gloucester,
including much that had been in the possession
of tlie Royal family of George IIL
0. Mr. Alfred H. Littleton possesses a small
but valuable collection of about 200 volumes,
which comprise several works that are unique in
England, as well as especially fine early printed
Amongst the principal rarities are the
books.
Burtius, ilusiccs Opusculmn
following works
four editions of the treatises
(Bologna, 1487)
of Gafurius, including those of 1480 and 1502;
Virdung's Musica GetutscM (1511) Agricola's
Musica InMrumentalis (Wittenberg, 1529)
Senfel's Liier Selectarum Cantionum (1520) ;
Animuccia's Masses (1567) Davante's Pseaumes
de David' (1560) and Peri's 'Em-idioe' (1600).
Manchester, a. Public Library. In 1899
Dr. Henry Watson of Salford transferred the
ownership of his Musical Library to tlie Manchester Free Libraries Committee, with the
stipulation that the collection should remain in
Dr. Watson's custody and under his control
during his lifetime, access to the books being
gi-anted to students on application to tlie chief
The library consists of over 20,000
librarian.
volumes, besides a large quantity of separate
It is extremely valuable for
scores and parts.
general purposes of reference, and also contains
many rare works, among which maybe mentioned
a MS. Antiphoner of the 14th century, sets of
English madrigals by Byrd, Farmer, Este,
'

;

'

'

;

'

;

'

'

:

;

;

;

;

'

;

Ward, Pilkington, Tomkins, etc., and
many printed treatises of the 16th and 17th
See the Manchester PuUic Free
centuries.
Lichfield,

Chief
Libraries Quarterly Record for 1899.
Librarian
C. W. Sutton,
Here is preserved a
Clietham Library.
h.
collection of nearly 4000 proclamations, broad:

and poems, accumulated by and
presented to the Library by the late Mr. .1. 0.
Amongst these will be
Halliwell-Philipps.
found the music of many old popular songs
ranging through the 16th, l7th, and 18th
sides, ballads,

songs, catches, odes, etc., by Purcell,
Leveridge, Courteville, Croft, Carey,
Weldon, and Pepusch, and a large collection of

centuries
Eccles,

;

!

single sheet songs with music, published between
1680 and 1740.
Many of tlie songs in this
collection were introduced into operas for special
occasions, and are therefore not to be found in
editions.
There is a privately
printed catalogue of this collection prepared by
Mr. Halliwell-Philipps.
Newbuky, Berks. Mr. Arkwright has a
collection of musical works containing a few
Among the
manuscripts and many rare books.
former are a 12th-centnry giadual (with neums)
in vellum, and a set of motets for three voices
by SteHani. The printed books include Vittoria's

the printed

Masses (Rome, 1683, folio) several part-l)ooks
of Italian sacred music of the l7th century;
;

Bevin's Briefe Introduction (1631), and other
theoretical works
Coperario's Funeral Teares
'

'

;

(1606), and 'Songs of Mourning' (1613);
Danyel's 'Songs for the Lute (1606) Gibbons's
'

;

'Madrigals' (1612)
'The Lamentations of
Jeremie with apt Notes (London, J. Wolfe,
1587); Pilkington's 'First Book of Songes
Madrigals
Ward's
(1613) and
(1605)
Weelkes's
Ayres or Phantasticke Spirites
(1608), and Balletts and Madrigals' (1608).
The Library
OscoTT, St. Mary's College.
;

'

'

'

;

'

'

contains a collection of masses, sei|ueuces, offertories, psalms, hymns, responses, etc., in seven
volumes, by Palestrina masses by Al fieri, and
unpublished MSS. by Guglielmi, Alfieri, Morales,
Zingarelli, Marotti, Festa, Rovalli, Cascolini,
Bollofii, Fioravanti, and Borroni.
Oxford. «. Bodleian Library. In 1759 and
1769 music began to be received by the Bodleian
Library from Stationers' Hall.
It was allowed
to accumulate until, in the 19th century, it
;

was arranged and bound up in some 400 vols.
The cataloguing began in 1882, and since then
all accessions have
been catalogued.
Some
3000 or 4000 musical works are received yearly
under the Copyright Laws classified hand-lists
of all the music are available for reference.
In
1801 a large collection of both MS. and printed
music was bequeathed by the Rev. 0. '\\^riglit.
It consists of 209 bound volumes, and includes
compositions by Ariosti, Blow, Boyce, Caldara,
Clarke, Croft, Este, Ford, 0. and C. Gibbons,
;

Greene, Lotti, Morley, Purcell, Rogers, Scarlatti,
Taylor, etc., besides numerous works by W. and
P. Hayes.
Much of this collection is autograph.
The special Bodleian collection of musical
manuscripts included only thirty-nine volumes,
among which may be mentioned five part-books,
dated 1576, of motets by Byrd, Tye, Taverner,
Fayrfax, Tallis, and others.
But among the
general MS. collections of the library, forming
about 33,000 bound volumes, are a large number
of MSS. containing mediajval music, mostly
liturgical.
Among these are a Winchester
Tropcr (date 979 or 980), a JVinthester Proser,
(date 998 or a little later), and an llth-centm-y
IVinchcster Sequentiary,
all three adapted from
lost books of the basilica of St. Martin at Tours ;

—
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the (10th- and) llth-century icq/'r/c Missal;
the 11th-century Hcidenhtim Tropcr and Sequentiary,m\(i.NovalesaTroperandProser; a 12thcentury Irish adaptation of the lost Winchester
gradual tliree 12th-ceutury St. Albans books
a Processional,' Gradual, 'and 'Saeranientary
MS. Ashiiiole, 1285, containing (f. 235v.), a
Kornian-French song, apparently written in
England about 1185
MS. Rawlinson G. 22,
containing (f. Iv. ) an English song of about
1225 MS. Selden B. 26, containing a collection of secular and sacred songs written in a
south English monastery (probably for the use
of Christmas waits), apparently between 1450
and 1453
and MS. Canonici misc. 213, a
collection of 15th-century Belgian, French, and
Italian by Dufay, Binchois, Hugh and Arnold
de Lantins, and others.
The Rawlinson manuscripts include about
200 songs and instrumental music by Jenkins,
Leveridge, etc.
18
Purcell,
Eccles, Croft,
61 sonatas (a 4)
French and Italian songs
In
by Corelli, Matteis, Ruggiero, Purcell, etc.
the Bodleian is also now (since 1885) deposited
the library of the Music School, containing
about 880 volumes of manuscripts, among
which are sis part-books containing 18 masses
by Tarerner, Burton, Merbecke, Fayrfax, Rasar,
Aston, Ashwell, Norman, Shepparde, Tye, and
Alwood a collection of In Nomines, in four
and five parts, by Byrd, Ferrabosco, Bull,
motets by Felice
Taverner, Tj-e, Tallis, etc.
motets with instrumental accomSances, etc.
;

*

'

'

;

;

;

;

;

;

;

;

by

paniments
Kniipfer

;

Schelling,

Rosenmiiller,

by

sonatas, symphonies, etc.,

and

Corelli

and others
235 pieces from LuUy's operas
Henri de Gallot's Pieces de Guitarre' (1680-84)
two fine folio volumes containing fantasias,
music to masques, etc., by William and Henry
Lawes
fantasias in six parts by J. Jenkins,
John
Cooper, Lupo, T. Tomkins, Byrd, etc.
Jenkins's 'Fancyes and Ayres,' and fantasias for
pavans,
two trebles, two basses, and organ
galliards, corantos, dated 1654, by Coleman,
Lawes, John Taylor, etc.; about 179 instruSylvanus
mental pieces a 4 by Benj. Rogers
Taylor's Ayres for two trebles and a base
vocal and instrumental parts of Dryden's
9 instrumental pieces by
Secular Masque
songs by Purcell, Blow, W. Child,
C. Gibbons
Oxford Act Music (or commemoraetc.
the
Chris.
tion music) by Blow, Goodson, etc.
Simpson's Months and Seasons for two basses
and a treble (1668), and his 'little Consort'
complete set of Occasional Odes by Boyce for
the King's birthday and New Year (1755-79),
etc.
A good MS. catalogue of the collection
was compiled in 1854, but both the Bodleian
and the Music School MSS. are included in the
printed Summary Catalogue of the Western
Colleetioiis, by F. Madan, with notes by E. W.
B. Nicholson, vols. iv. and v. An introduction
by E. W. B. Nicholson to the MSS. with
;

;

'

;

;

;

;

;

'

'

;

;

'

;

'

;

'

'

;
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neums preceding 1185

is being prejiared, in
continuation of the
Early Bodleian Music
series.
See also Stainer
Dufay and his Contemporaries (1898), and Early Bodleian Music
(1901), and Frere's Biljliotheca Musico-Liturgiea
(vol. i. fasc. 1), in which are also noticed some
early musical treatises in the libraries of Balliol
and St. John's Colleges.
Librarian
E. W. B.
Nicholson.
h.
Christ Church. The Library of this college
contains a very large and valuable collection of
early English and foreign music, chieHy bequeathed to the college by Dean Aldrich and
Mr. Goodson, but since then increased by many
additions.
The pirinted works comprise compositions by more than ISO different composers,
while the MSS. contain 1075 anonymous pieces,
and 2417 pieces by known composers, of whom
182 are English, 80 Italian, and 14 composers
This estimate does not include
of other nations.
the many separate movements of operas, services, etc.
and the Fancies for instruments,
which if enunjerated w^ould amount to nearly
Amongst the MSS. here are 30 anthems
5000.
by Dr. Aldrich 23 anthems, 7 motets, 4 services,
and a masque ('Venus and Adonis') by Dr. Blow
29 anthems, 43 motets, 19 madrigals, etc., and
a very curious piece of programme music ( Jlr.
1 8 motets by R.
Bird's Battle ') by W. Byrd
20 anthems and 21 madrigals and
Deering
24 anthems hy Orlando
canzonets b}' T. Ford
Gibbons 21 anthems by John Goldwin
33
21 canzonets by J.
motets by M. Jeffrey
15 operas
Jenkins
17 motets by W. Mundy
by Henry Purcell 39 motets by J. Shepperde
10 madrigals by
17 motets by John Taverner
47 motets
25 motets by R. Whyte
J. Warde
and 45 cantatas by Carissimi 15 cantatas by
27 cantatas by
Cesti
67 motets \>y Gratiani
112 canMichaeli
30 motets by Palestrina
12 cantatas, a serenata,
tatas by Luigi Rossi
and
2 dramas, and an opera by A. Scarlatti
239
the following anonymous compositions
motets, 162 cantatas, etc., to English words,
and 408 cantatas, etc., to Italian words. There
is a MS. catalogue of the collection compiled in
1845-47 by the late Rev. H. E. Havergal.
Mr. J. F. R. Stainer is the present possessor
c.
of the valuable Musical Library formed by his
'

;

:

,

;

;

'

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

:

father,

the late Prof.

Sir

John Stainer.

—

The

printed songSee Catalogue of English Song -Books
books.
formiru/ a portion of the Library of Sir John
Stainer, loith Appendices of Foreign Song-Books,
Collections of Carols, Books on- Bells, etc. (printed
for private circulation, London, 1891).
In the Minster Library is preserved
RiPON.
collection is

especially rich

in

an interesting volume of theological tracts by
Gerson and others, on blank leaves of which
are written two 16th-century ballads for three
The first is entitled A ballet of y' deth
voices.
of y" Cardinall (i.e. Wolsey), and the second,
A lytyll ballet mayde of y'^ yong dukes g'ce,*
'

'

'
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Henry

{i.e.

Fitzroy,

Duke

of

Richmond and

Somerset, a natural son of Henry VIII., who
The words of these ballads are
died in 1536).
printed in the Yorkshire Arclueological and
TopogrcqMcal Journal, ii. 396. The library
also contains some rare liturgical printed books,
particularly a York Manuals (W. de Worde) of
1509, and a York Missal (Rouen) of 1517.
Rochester. The Music Liljrary of the Cathedral consists of 47S volumes, 84 of which are
in MS. and contain anthems and services (some
of which are unpublished) by the following composers
Hopkins, Henstridge, Loch, Wootton,
Hine, Turner, Elvey, Cliild, Dupuis, Lambert,
Fussell, Mason, Walmisley, Russell, Rogers,
,

:

—

and Pratt.
Shenley, Hekts.

Marsli,

a valuable collection

Mr. Edward Speyer has
of musical autographs,

of which are of great interest and rarity.
following are the chief musicians rejjresented:
Albrechtsberger, Auber, C. P. E. Bach,
J. S. Bach (cantata, 'Wo Gott der Herr')
Beethoven (several letters, sketches, and proofsheets)
Bellini, Berlioz, Boccherini, Boieldieu,
Brahms (vocal quartets, op. 112, Nos. 1 and
2, and many letters) Biilow, Burney, Cherubini,
Chopin, Clementi, Dalayrac, Donizetti, Elgar,

—

;

;

;

Farinelli,

Gluok

Gretry, Handel,

from

(score of aria

Haydn, Joachim,

'

Issipile

'

)

;

Liszt, Martini,

Mehul, Mendelssohn, Meyerljeer, Mozart and
his family, Paer, Paganini, Philidor, Piccini,
Rousseau, Sacchini, Salieri, Schubert, Schumann,

Spohr,

Spontini,

R.

Strauss,

Thalberg,

A.

Thomas, Verdi, Wagner, and Weber.
Shekboene. The school Library contains a
few rare musical printed works, including comSelectissimae
plete sets of both parts of the
Cantiones (Nuremberg, 1587) and 'Lectiones
Hiob'(]Sruremberg,1588) of Lasso the 'Balletti'
'Paradise Musiof Gastoldi (Antwerp, 1601)
cale (Antwerp, 1596), and the five-part madrigals of Marenzio (Antwerp, 1593).
Stonyhuust. This college possesses the original MS. of de Vice's responses for Holy Week,
MS. music by Cartoni, and a few litanies,
motets, sequences, etc., by Palestrina.
TENBtTRY.
St. Michael's College possesses
the Library of the late Rev. Sir F. A. Gore
Ouseley, containing nearly 2000 volumes, mostly
It includes the
rare full scores and treatises.
'

'

;

;

'

old Palais Royal collection, with the French
royal arms on the covers, consisting of scores
of operas, motets, etc., by LuUy, Colasse, Des-

Campra, and many other
There is also a very large
collection of MS. Italian sacred music of the
Palestrina school, copied from the library of
the Abbate Santini, and a very valuable MS. of
Handel's 'Messiah,' partly in the composer's
own autograph, and partly in that of J. G.
Smith.
It was from this copy that Handel
conducted the work on its first performance in
Dublin, and it contains some various readings
touohes,

Lalande,

French composers.

Amongst the autographs

own handwriting.

his

in this library

may

be

mentioned a large collection of curious vocal
music, original and selected, in the handwriting
a full score of one of Spohr's

of Dr. Crotch

;

symphonies

and autographs of Orlando di

;

Lasso, Orazio Benevoli, Blow, Croft, Bononcini,
Travers, Boyce, Arnold, Mozart, Paganini, and
Mendelssohn.
This library also contains copies
of all the treatises of Gaforius
of early

MSS.

and a large number
For further

of Purcell's works.

information as to this collection see Proceedings
of the Musical Association for 1878-79 and 18811882.
Warden: Rev. J. Hampton.

Ware, Herts.
Hall.

many
The

and curious annotations in

St. Edmund's College, Old
The Library contains a valuable English

manuscript of the 15th century, containing
sacred music by English composers of the
period, including two numbers ascribed to King
Henry VI. For a full account and thematic
catalogue see Sannnelbdnde of the International
Musical Society, ii. (1900-l)pp. 342-92, 719-22.
Librarian Rev. W. Burton.
WiGAN. The Free Public Library contains
a good collection of works on music, mostly
English publications of the 1 9th century, as
well as a few pianoforte scores of operas, etc.
See Folkard (H. T. ): Music and Musicians. A
list of Books and Pamphlets relating to the
History, Biography, Theory, and Practice of
Music, ^7?-e5eri'efZ in the
IVigan Free
Public Library (Wigan, 1903).
Librarian:
:

.

.

.

H. T. Folkard.

Windsor. St. George's Chapel. The Chapel
Library contains a good collection of old church
music, many MS. services and anthems, an interesting old organ book containing the Benedicite to Child's service in G (in score), and a
copy of Tomkins's Musica Deo Sacra' (1668).
Worcester.
The Cathedral Library possesses a fine Sarum Missal, a MS. Service Book
of the 13th century, and the Primus Contra tenor,
Bassns Decani, Secundus Contratenor, and Tenor
Cantoris of Barnard's Church Music.
York. The Minster Library contains 258
musical works, both printed and MS., besides a
large quantity of anthemsandservices. Amongst
the MSS. the following works may be mentioned
a collection of duets, glees, etc., by Aldrich,
Wise, Blow, etc. an installation ode by Hague
'

—

;

;

Te Deums by Haydn, Neukomm, Schicht, and
Weber The Nativity, an oratorio by Homilius
amass by Naumann 'The Intercession,' an
oratorio by King
a set of three-part Fancies by
;

'

'

;

;

;

Jenkins
to

W.

eight choir-books (formerly belonging
Gostling), containing the voice-parts com;

number of anthems and services
17th century
a Medius Decani part
(early 17th century) of services by J. and R.
Parsons, Mundy, Shepperde, Morley, and Byrd
a sonata for trumpet and strings by Purcell,
and much else of interest. The printed music
includes works of Amner (Sacred Hyinnes,
plete of a large

of the

;

;
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1615); Bassani; Byrd (' Psalms, 1588; Can1589, and Gradualia, 1605);
Cherioi Bering (' Can tica Sacra, 1662); Este
Gibbons ('Madrigals,' 1612); Locke ('Psyche')
Marcello
Mouteverde ('Madrigals,' Venice,
1638); Morley Mundy (' Songs and Psalms,'
'

'

tiones Sacrae,'

'

'

'

;

;

;

;

;

1594); Porter (' Jlottets,' 1657); Praetorius
and Purcell. Librarian:
(' Cantiones,' 1618)
Canon Watson.
;

Holland

Amsterdam.

Vereenigung

voor NoordNederlands Muziekgeschiedenis. (Maatschappij
See Catalogics
tot bevordering der Toonknnst.)
van de bihliothek der Maatscluippij tot bevordering
der Toonkunst en der Vereenigxmej von NoordNederlands MnziekgescMedenis- (Amsterdam,
Lists also appeared in the Society's two
1884).
first Boiiirsteenen, afterwards continued as the
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formerly here are now in the Museo Civico.
See the elaborate published Catalogue, vol. i.
(1890) and vol. ii. (1892), by G. Gaspari and
F. Parisini
vol. iii. (1893) by G. Gaspari and
L. Torchi
vol, iv. (1905), by R. Cadolini.
Librarian
L. Torchi.
b.
R. Biblioteca Universitaria.
The music
here is only manuscript, but it includes a missal
of the 11th century, a valuable collection of
sacred vocal music of the 15th century (see
Vierteljahrsschrift fur Musikwissenschaft for
1885), two operas by Scarlatti, and some sacred
music of the early 1 7th century.
c.
R. Accademia Filarmonica.
The Library
contains a collection of autographs, as to which
;

;

:

see C'atalogo delta C'ollezione d' Antographi

Accademia Filarmonica

la.iei-

dalV
Ab. Dott. Massangclo Massangeli, etc.
(Bologna, 1881).
Librarian
0. Guenini.
d. San Petronio.
The church archives contain some vocal sacred music (both printed
and manuscript) of the 16th century. See Dr.
ata alia
.

.

It.

.

.

.

.

:

Tijdschrift of the Society.

The

Mr. D.

H.-1.GUE.

F. Scheurleer possesses

a very fine and extensive musical Library, of
which he has published an admirable catalogue,

containing facsimiles of title-pages, etc.
See
Catalogus der Muziekbilliothek van D. F.
Seheurleer (Diel i. and ii. 'S Gravenhage, 1893,
Vevfolg, 1903).

Leydes.

The

Pieterskerk possesses
six choir-books containing compositions of the
16th century.
They are described at length in
the third Bou-wsteenen of the Vereenigung voor
Noord- Kederlands Muziekgeschiedenis^ p. 37, etc.
6. The University Library contains liturgical
manuscripts of the 10th, 11th, and 15th centuries
a collection of Souterliedekens and some
chamber music of the 18th century.
See the
Director: Dr.
thivi Bouwsteenen, p. Ill, etc.
a.

St.

;

L. G. de Vries.

Notizie storiche sugli scrittori e
Frati
miniatori dei libri corali della chiesa di S.
Petronio,' etc. (in the Ilivisfa delle Bihliotcche,
L.

'

:

Ann. vi. p. 169, etc).
Cesena.
Biblioteca

Malatestiana (now
This celebrated Library [lossesses
some old manuscript treatises.
See J. M.
Muccioli, Catalogus codicum tnanuscriptoruni

Comunale).

Malatestinae Caesenatis Bibliothecae, etc. (Cesena,
1780-84), and Zazzeri, Sui codici e libri a
stampa delta Biblioteca Malatestiana di Cesena
(Cesena, 1887).
CivIDALE. Biblioteca Capitolare. Liturgical
manuscripts (in neums) of the 11th century,
and some valuable mystery plays of the 14th
See Coussemaker Les Drames Liturcentury.
Librarian
Prof. A.
giques (Rennes, 1860).
Piccolomini.
Biblioteca Comunale.
Liturgical
Ceston.i.
manuscripts, including an Antiphoner of the
:

Utrecht.

The University Library

possesses

:

manuscripts of the 12th15th centuries, among which a 14th-century
collection of sequences is especially noteworthy.
valuable

liturgical

See Catalogus Codicum 3£anuscriptorw)n. Bibliothecae Universitatis Rheno- Trajectinae (Utrecht,

1887).

Librarian

:

J. F.

Van Someren.

Italy

The Biblioteca Comunale contains
Arezzo.
some liturgical manuscripts of the 11th, 12th,
and 15th centuries.

Bergamo.

The

Biblioteca Givica possesses

some works printed by Petrucci madrigals of
manuscript vocal
the 16th and 17th centuries
and instrumental music of the ISth century, and
eleven volumes of youthful autograph compositions by Donizetti. Most of the music preserved
here formerly belonged to J. S. Mayr.
Bologna, a. Lioeo Musicale. This magnificent Library was founded in 1798 and
It contains the collections of
opened in 1805.
Padre Martini, S. Mattel, and G. Gaspari, and is
probably the finest and most valuable musical
;

;

library in existence.

The musical instruments

12th century.
Ceespano.

For the contents of the Canal
Library see Bibliotheca Musicale del Prof, P.
Canal in Crespano Veneto (Bassano, 1885).
Fabriako. Biblioteca Comunale. A small
collection of Italian madrigals, etc., printed
Not included in
between 1565 and 1611.
Catalogued by Dr. E,
Vogel's bibliography.
Filippini in Ann. v. of the Jiivista delle Biblio168, etc.
Biblioteca Conumale. The music
here chiefly consists of ininted vocal works by
Italian composers of the 16th, 17th, and early
Librarian
Prof. G. Agnelli.
18th centuries.
Florence, a. Biblioteca Nazionale Centrale
teche, p.

Ferrara.

:

1861 combined with the Magliabechiana
The musical collections here
and Palatina).
are very important, and a special musical
department (under Prof. Arnoldo Bonaventura)
(since

The manuscripts
has been recently formed.
include theoretical works of the 12th and 15tk
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Laudi of the 14th century, and sacred
and secular music from the 15th to the 18th
centuries.
The printed music is also very important, and includes early operas of the 17 th
century, and many works printed by Marescotti.
centuries,

Among the autographs

Vincenzo Galilei

is

especi-

ally well represented.

See F. Fossi, Catalogus
Codicttrti Saeculo
impressorvAn qni in Puhlica
BiUiotheca Magliabechiana Florentiae adser-

XV

vantiir, etc. (Florence,

/

1793-95);

F.

jVanoscritli Palatini di Firenze

Palermo:

ordinati ed

1853-68); A. Bartoli
/
Manoscrilti Italiani delta Biblioteca Nazionale
di Firenze
Sezwne Prima. C'odici Maglialechiani (Florence, torn. 1, 1879 ; torn. 2,
espositi

(Florence,

.

1881

;

.

:

.

1883

torn. 3,

torn.

4,

1885)

;

/

codici

I Maiwscritti delta Biblioteca
Sezione Palatina (Rome, 1887,

Panciatichiani.
lutHonate
.
.

;

.

published by
the Minister of Public Instruction) Ittustrazicmi
di atcuni Cimeti ccnicernanti V Arte Micsicale in
Firenze (FloTenue, 1892); Monatshefte f. Musikgeschichte for 1872.
Director: D. Chilovi.
Biblioteca Mediceo - Laurenziana.
b.
The
liturgical manuscripts here are important, and
include an Antiphoner of the 11th century.
A
precious collection of 13th-century music is described (with extensive excerpts) in vol. i. of the
Oxford History of Music. The library also contains a jiortion of the Ashburnham manuscripts,
among which are liturgies from the 10th to the
15th century, Greek hymnologia of the 12th
and 14th centuries, treatises of the 14th and
15th centuries, etc.
See C. Paoli, / codici
Ashburnhamiani delta R. Biblioteca Mediceovol. vii. of the IvAici e Cataloghi,

;

Laurenziana, vol. i. (Rome, 1887-97; vol. viii.
of the Indici e C'atatoghi, published by the
Minister of Public Instruction)
and Illustrazioni di atcuni Cimeti concernanti V Arte
Musicale in Firenze (Florence, 1892).
Chief
;

Dr. Guido Biagi.
c.
Bibliotheca Riccardina.
This Library possesses some treatises and printed and manuscript
music of the 16th and 17th centuries, including
a German organ book (in tablature) of the
early 17th century.
See Catalogus Codv:urii
Manuscriptorum qui in Bibliotheca Piccardiana
Florentiae adservantur (Leghorn, 1756), and
R. Morpiurgo
I Manoscritti dellu, E. Biblioteca
Librarian

:

:

liiccardiana, vol.

i.

(Rome, 1893-1900,

vol. xv.

Cataloghi of the Minister of
Public Instruction). Chief Librarian Dr. Guido
of the

Indici

e

:

Biagi.
d. R. Istituto Musicale. This Library possesses
the collections of the late A. Basevi, containing
valuable theoretical and practical works of

the 15th-17th centuries.
The Tuscan Court
Library, rich in 18th- and early 19th-century
oijeras, is also preserved here.
See Burbure
Etude sur un Manuscrit du 16' Siecle (Brussels,
:

1882) and Itlustrazioni di alcuni Cimeti concernanti V Arte Musicale in Firenze (Florence,
1892).

Here

Marucelliana.

Biblioteca

e.

are

a

few musical works printed in the early 16th
century (described in Vogel's Bibliography, vol.
ii.).
Librarian
A. Bruschi.
/. The library of the late M. Horace de Landau
It contains
now belongs to Mme. Fiiialy.
many valuable early printed works of the 16th
and 17th centuries, including examples from
the presses of Petrucci, Andreas Antiquus de
:

Montona and J. Mazochius also early operas,
lute-books and madrigals.
See the privately
;

printed Catalogue des tivres raanuscrits et imprints composant la hibliotheque de M. Horace

Landau

de

Genoa.

(Florence, 1885).
R. Biblioteca Universitaria.

MS.

printed works and some

most important of which

is

A

few

lute -books, the

described by A. Neri

in vol. vii. of the Gi.orna2estorico delta Letteratura
Itatiana.
Librarian
Prof. A. Pagliaini.
:

Leghorx. ThoBibliotecaComunaleLabronica
possesses a collection of libretti printed between

Librarian: G. Marrenghi.
1706 and 1782.
Lucca.
a.
The Biblioteca dei Canonici
contains liturgical MSS. (in neums) of the
11th and 14th centuries, and choir-books of
the 15th century.
b. The Biblioteca Comunale contains a few
printed music-books of the 16th century and
For the
a MS. lute-book of the same pjeriod.
latter, see the Giornale storico della Letteratv/ra
Itatiana, vol. viii. p. 312. Librarian: E. Boselli.
Milan.
a.
The Biblioteca Ambrosiana
contains liturgical MSS. of the 10th-13th
centuries
printed works (mostly sacred) by
Italian composers of the late 16th and early
;

17 th

and autographs

centuries,

C. de Rore, Zarlino, etc.

Prefect

Gaforius,

of
:

P.

Antonio

Reriani.

The

b.

Biblioteca del R. Conservatorio con-

tains a very large musical library,

to

which

additions are being constantly made by the
deposit of copyright copies.
The library is
strong in printed vocal sacred music of the
16th century, and also possesses autographs of
Durante, Leo, Paisiello, Zingarelli, Donizetti,
Bellini, Generali, and Rossini.
In 1889 the
collection of G. A. Noseda was deposited here :
it contains 700 autographs, 300 masses, 200
orchestral scores of operas, etc.
See E. de'
Guarinoni Indice Generale dell' Archivio Musicale Noseda
con
atcuni ccnni intorno
.
alia Biblioteca del R. Conservatorio di
Musica, di Milano (Milan, 1897).
c.
Biblioteca Nazionale Braidense. This Library contains valuable liturgical MSS. of the
12th-16th centuries, and also some printed
:

.

.

.

.

.

.

.

.

theoretical

works and lute-books in tablature.
Codici Corali e Libri a stampa,

See F. Carta

:

ininiati della Biblioteca Nazionale di Milano^

Catalogo descritlivo (Rome, 1891, vol. xiii. of
the Indici e Cataloghi issued by the Minister
of Public Instruction).
Chief Librarian : G.
Fumagalli.

LIBEAlilES
Arcliivio dul

d.

Duomo.

A valuable collection

of sacred music, comprising
18tli centuries,

and

AND COLLECTIONS OF MUSIC

MSS.

of the 15th-

a few rare printed

works of

See Ehneo del
Maestri di Muska le cui composizioni si conservoiio iiclT Archivio Musicnle delta cappella
del Duomo di MUano (Appendix iii. n (toI. ii. ) of
Aniu'fll di'Ua Fahbrica del Duomo di MUano,
tire

16th and 17th centuries.

1877-85).

MoDENA.

Biblioteca Ester se.
here,

collections

both ilS.

and

The musical
prijited,

are

The former contain valuable comthe 15 til century, in which Dun-

important.
positions of

and foreign contemporaries
and immediate successors are unusually well
represented.
There is a very rich collection of
MHS. by Stradella and many 18th-century
oratorios, operas, etc.
The printed works are
almost entirely Italian and French, dating from
the 16th to the IStli centuries.
For the latter
stable andhis English

d.dlci

Bibliografia delle Stmnpe musicali
R. Biblioteca Estense (^Rivista dclle Biblio-

teche,

Ann.

see V. Finzi

:

iii.,

iv.

and

v.,

containing careful

descriptions of 321 works, with a good Index).

The Stradella
Catelani

collection is described by A.
Delle Opere di A. Stradella esistenti

:

duoi Conservatorii (3

vols. Naples, 1882).
See
Libri e Spartiti di Musica
che si conservano nelV Arcliivio del Real Conservato7-io delta Pietd de
TurcMni (Naples,
Librarian
1801).
Cav. R. Pagliara.
NovAR.A.
The archives of the Cathedral
contain some sacred vocal music, mostly of the
latter part of the 1 7th century.
Padua.
a.
Biblioteca Nazionale.
This
Library contains a few printed musical works of
the 16th and 17th centuries.
b. The Biblioteca Universitaria contains MS.
French and Italian songs (for one and two voices)
of the 15th century
MS. music in organ tablature by Hasler, Erbach, Sweelinck, etc., and a
little printed vocal music of the 16th and 17th

also Indici di tutti

i

:

;

centuries.

Episcopal Seminary
small collection of tlieories and
other music of the 16tli and 17th centuries.
Librarian
Prof. Stievauo.
d. S. Antonio.
The archives of the Cappella
Antoniana contain some rare p)rinted music and
several autographs of Tartini. See G. Tebaldini
L' Archiino Musicale dctla Cappella Antoniema
Itliistrazionc stori-co-criiica (Padua,
in Padovcc,
Tlie Library of the

c.

possesses

a

:

neir Archivio musicale delta R. Bihtioteca Pala-

1895).

Modcna. Elenco con prcfazione e note
(Modena, 1866).
Librarian: Dr. I. Luisi.
MoN"TE Gassixo.
Besides liturgical MSS.
and treatises of the llth-16th centuries, the

works formerly in the Biblioteca Palatina of
Some of the earlier
Lucca are preserved here.
printed works are described by Prof. G. Maruffi

Parma.

tina di

Aljbey Library contains a large collection of
Neapolitan Music in MS. (bequeathed liy ]\Iaestro Kignano), including operas by A. Scarlatti,
Leo, Vinci, etc., and the autograph of Pergolesi's
'Stabat Mater.'
A Martyrology of the 14th
century (formerly in the Cistercian monastery
•
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of SS. Vincent and Ajiastasius at Rome) is
bound up with a valuable collection of 15thand early 16th-century compositions for one to
four voices, containing works by Bernardus,

Cornago, Dufay, Okegheni, Oriola, Gaforius,
Loyset Compere, Damianus, etc. The words are
Latin, French, Italian, and Spanish. Archivist
and Prior Mons. Ambrogio Amelli.
MoxzA. The Biblioteca Capitolare contains
some valuable liturgical MSS. of the 10th:

The

Nazionale posliturgical MSS. of the 12th and
13th centuries, and a little printed vocal music
Prefect: Dr.
of the 16th and 17th centuries.
a.

Bililioteca

E. Martini,

Real Conservatorio di Musica (ConservaThe Library is
S. Pietro a Majella).
important for its collection of MS. Italian music
(especially of the Neapolitan school) of the 18th
and early 19th centuries. The printed works
date from 1550 to 1728, and include some rare
There is
sets of madrigals printed at Naples.
Some account
also a good collection of libretti.
of the contents of the library will be found in
F. Florimo's La Scuola Musicale di Napoli e i
b.

torio

Rivista

dcllc

Bibliolcchc

(Anno

iv.

p. 7).

Perugia. The Biblioteca Capitolare contains
some liturgical MSS., including an Antiphoner
of the 11th century.
A 16thPesako.
Biblioteca Oliveriana.
century MS. (songs and lute music) in this
Library is described by A. Saviotti in vol. xiv.
(1889) of the Gionutte Storico dclla Littcratura
Marchese C. Antaldi.
Director
The University Library contains a
PisA.
few theoretical works and a copy of Bucchianti's
'Arie, Scherzi e Madrigali' (Venice, 1627). Li-

Ilaliana.

brarian

:

Prof.

:

Rome.
this

a.

XJ.

Morini.

Vatican Library.

library chiefly consists

The music in
and

of liturgical

The former — both printed
— are especially valuable, and there are

theoretical works.

14tli centuries.

Naples,
sesses some

the

in

The musical

R. Istituto Musicale.

and MS.
many MS.

from the 10th to the 15th
French Troubadour
songs (13th and 14th centuries) and a manuscript (in the Urbino collection) containing
vocal compositions of the 15th century (Dunstable, Binchois, Ciconia, etc.) majf also be mentioned, but the contents of the library are still
See H. Ehrensberger
but imperfectly known.
Libri liturgici Bibliotliccae Apostolicae Vaticaiute
vianuscripti (Freiburg, Breisgau, 1897)
H.
Stevenson Inventario del Libri Stampate Palatino-Valicani (Rome, voL i. 1886-89; vol. ii.
/ Codici Cappo1886-91); G. Salvo Cozzo
niani delta BMioteca Vaticana (Rome, 1897) ;
century.

treatises

A

collection of

:

;

;

:

2z
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M. Vattas30 and

P.

de' Cavalieri

F.

:

Codices

Valicani Latial {\o\. i. Kome, 1902) H. Stevenson
Codices Palatini Latini Bihliothecae Valicwnae (vol. i. Rome, 1886); C. Stornojolo
Codices Ui'hinaUs Latini, etc. (vol. i. Rome,
1902); G. B. de Rossi: La Biblioteca della
iSede Apostolica ed i Cutalogi dei suoi Manoscritti (Rome, 1884).
Prefect: P. Franz E]]rle.
h.
Bai'berini Library.
This collection is now
transferred to the Vatican.
It contains some
liturgical MS.S. of the 12th to the 15th centuries,
and valualjle printed musical works of the early
17th century.
Archives of the Sistine Choir.
c.
For the
valuable !MSS. preserved here see F. X.
Halierl
Libliographischer -mid thematischsr
;

:

:

Musikhatalog des Pdjystlichen KcvpellarcJdvs im
Fiz^ifaoi (Leipzig, 1888.

Beilage to the J/on«<s-

h£ftef. 31.)

compositions by A.

Director

Scarlatti.

This Library possesses
j. Biblioteca Chigiani.
a valuable 15th-century MS. collection containi]ig twelve masses by Okegliem, masses and
motets by P. de la Rue, Josquin, and other
contemporary composers. Librarian Professor
:

G. Cagnoni.

Siena. Biblioteca Comunale. This Library
contains a small collection of musical works,
Among the
both printed and manuscript.
former are a few 16th- and 17th-century
madrigals, among the latter a 15th-century MS.
containing treatises by J. de Muris, Marchettus
of Padua, etc. and collection of songs by French
The music is
minstrels of tlie 13th century.
catalogued under the heading ' Belle Arti in
vol. vii. of L. Ilari's Indiee per MaAerie della
,

'

Comunale di Siena (Siena, 1844-48)
the French songs are described by L. Passy in
torn. 5 ("serie 4) of the Bibliothigue dx I'EcoJe
Biblioteca

Archives of St. Peter's.
The music here
includes an Antiphoner of the 14th century, and
some important collections of vocal compositions
of the latter part of the 15th and beginning of
the 16 th centuries.
See Vierteljahrssclirift fiir
ilasikwisscnschaft for 1885 and 1887.
Lateran Choir.
e.
The Archives contain
MS. and printed sacred music of tire 16th and
d.

17th centuries.
Santa Maria Maggiore.
This church
/.
possesses some graduals of the 16th century.
Bililioteca Ca-sanatense (S. Maria sopra
g.
Minerva).
The musical collections of Baini are
preserved here.
The library contains liturgies
of the llth-14th centuries; MS. treatises by
Ugolino of Orvieto, etc. a volume of three-piart
compositions by Okeghem and his contemporaries, and MS. works by Scarlatti and Hasse.
The collection is rich in printed works both
practical and theoretical music
of the 16th
and 17th centuries. Librarian I. Giorgi.
Ji.
Accademia di S. Cecilia. This Library
is especially rich in printed music and libretti,
and receives constant accessions by the copyright
laws.
Among the rarer books are the Liber
-quindecim j\lissarum,' printed by Andreas de
Montona (Rome, 1516), and the onlj' complete
Rappresentazione
copy known of Cavaliere's
Valuable
di Anima e di Gorpo' (Rome, 1600).
purchases were made at the dispersal of the
Borghese Library in 1892.
There is also a
colk'ction of musical autographs.
The only
printed catalogue seems to be Catalogo dclJc
opcre di onusicci.
che etrdV anno 1S36
all' anno 18^6 sono state depositate nelV Archivio
della Congrcgazionc ed Accademia di Santa Cecilia
di Itoma, (s.l.e.a.).
Director: A. Lanciani.
i.
Biblioteca Nazionale Centrale Vittorio
Emanuele. Besides some liturgical MSS. of the
15th-17th centuries this library contains a
few musical MSS. of the 16th-19th centuries,
among which are a valuable copiy of Vittoria's
Psabns for four voices (with autograph corrections and additions by the composer), and some
;

—

—

:

'

'

.

.

.

D.

:

Gnoli.

;

des Chartes (Paris, 1859),

number

and in the Kovember

Musical Times for 1886.
the
Librarian
Dr. F. Donati.
Tre viso. The Chapter Library of the Cathedral
contains some manuscript vocal sacred music of
the 16th and l7th centuries, but the greatest
treasure is a complete copy of the rare Hariuonice
Musices Odheeaton, pirinted by Petrucci in 1501.
TuRix. a. Biblioteca Nazionale. The fire
of January 1904, which destroyed so many
priceless treasures in this library, fortunately
spared the musical collections.
These include
a considerable number of printed madrigals of
the 16th century, and a valuable series of ballets
performed at the Court of Savoy between the
years 1645 and 1660.
A selection of music
from this library was exhibited at the National
E-'chibition of Turin in 1898
the catalogue,
after appearing in the Rivista dclle Biblioteche
(Anno ix.), was issued separately as Eposi~ione
Nazionale di Torino, 1898. Ma/noscritti e Libri
a Stccmpa Musicali espositi della Biblioteca
Nazionale di Torino (Florence, 1898).
Chief
Librarian
F. Carta.
b.
Cathedral (S. Giovanni Battista).
The
Library possesses some sacred vocal music (both
printed and manuscript) of the 16th-lSth
of
:

;

:

centuries.
c.

Museo

Civico.

Some

liturgical

the 17th and 18th centuries.
Quintino Carrera.

MSS.

of

Director: Cav.

Urdixo. Biblioteca Universitaria. The only
musical work appears to be an imperfect copy
of Cavaliere's Rappresentazione di Anima et cli
Corpo (Rome, 1600). Librarian: P. Natalucci.
Venice, a. The Library of St. Mark's (now
transferred to the Zecca) contains much interesting music.
Amongst the theoretical books are
copies of the works of Galilei, Aron, Artusi, L.
'

'

Folianus, Zacconi, Zarlino, J. Frosehius, CJafori,
Ornithoparcus, Burtius (Opusculum, 1487), and

many

others.

The

collection of practical music
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is

rich in part-books of madrigals,

Lliicliy

in

Venetian editions. The following is a list of composers whose works are contained in this section
Agostini, Anerio, Antegnati,
of the Library
:

—

Arcadelt, Asola, Baccusi, Balbi, Berchciii, BerCambio Perissonc, Corvus,
Croce, Donato, Doni, Dorati, La Faya, Ferretti,

detached vocal and

added

Freddi, A. Gabrieli, Giovanelli,

Gero,

Gombert, della Gostena, Sigismondo d'India,
de !Macque,
Ingegneri, Orlando Lasso, G.
Maiiara, Marenzio, Marien d'Artois, Masotti,
Mazzone, Merulo, F. di Jlonte, Monteverde,
Nasco, Peri, Petrino, Phinor, G. da Ponte,
Pordenone, Porta, Portinaro, Primarera, Eenaldi,

Romano, de Rore,

Verona,

gio,

Tarditi,

da Udine,

G.

Tigrini,

G. de Wert,

Verdelot, dalla Viola,

A^ecchi,

Zacchino,

Zappasorgo, Zuccarini, G. A. Bontempi, Crescentini, Crivelli, Frescobaldi, Grossi,

Hartmann-

:

b.

tains

Biblioteca Comunale.
This library cona little printed and manuscript music,

mostly of the 16th- 19th centuries, including
autographs of G. B. Beretta, G. Ceffis, F.
Morlacchi, and others. See G. Biadego Sloria^
:

della.

copies

;

;

;

;

;

;

;

;

;

;

;

;

;

;

;

Comunaledi Verona. con docuvicnti
sfatistichc (Verona, 1892), and (same

Biblioteca

and the following
Gli Amori
twenty-seven operas by Cavalli
d' Apollo e di Dafne, Alcibiade, L' Artemisia, La

;

;

Some

Capitolare.

:

e

T.

and Rinuecini.

Biblioteca

Capitolare Biblioteca di Veroim.
Parte Prima.
Lib. I. e II. (Verona, 1888).
Librarian
A. Spagnolo.

Mernla, Miniscalchi, Moretti, MorThe MSS. include works
by llarcello (two Intermezzi and a Serenata, autograph, a ti'eatise (1707), two cantatas, an aria
and two operas) S. Albero D. Scarlatti (a
Serenata a 4, and thirteen vols, of Sonatas,
1752-57); Perez (eight operas, 1752-55);
Graun
L. Vinci ; Sarti
Cafara T. Traetta
Haydn; Mj'sliweczek (' Demofoonte,'
Perotti
Bonno Galuppi
played at Venice in 1769)
Kaumann
Guglielmi (' II Re Pastore,' 1767)
Venier (Procurator of St.
Leardini
C. Grossi
Mark's, 1732-45) Sb'adella Mattheis Brusa
Porpora
G. Porta
Giaii (Theatre Airs, 1738)
Hasse
(Theatre Airs, 1727)
D. TeiTadellas
A.
(five operas, 1730-58), and two oratorios
Stunz,

lacchi,

a.

MSS., including a troper of the 11th
century and a missal of the 13th century. Vocal
MS. music of the 16th and 17th centuries, including a volume containing nineteen masses by
Orlando di Lasso.
See G. B. C. Guiliari
La

liturgical

Rossi, Rosso, Rubini,

Ruffo, Sabino, Spontini, Stabile, Stiyori, Strig-

was

instrumental pieces,

to the collection.

c. Bibliotecaljuerini-Stanipaglia.
Thislilirary
contains some manuscript vocal nmsic of the late
17th century.

tani, Bianco, Caccini,

Fiesco,
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tavole

author) Catalogo descriitivo clci manoscritti dclhx
Bibl. Co7n. di Verona (Verona, 1892). Lilirarian
G. Biadego.
c.
Teatro Filarmonico.
The collection of
printed nuisic of the 16th and l7th centuries
preserved here is said to be of importance.
:

VicENZA.

Biblioteca

Comunale

Bei'toliana.

This library possesses a small number of printed
works (theoretical and practical) of the 16th
Librarians
Mons. I).
and 17th centuries.
Bortolau and Abb. S. Rumor.
:

;

Luxcr/iburcf

;

;

;

;

;

Scarlatti (opera, 'L'Eurillo,'

;

—

CaHsto, II Giro, La Didone, La Doriclca, L' Egista
Elena, L' Eliogabalo, Ercole amante, L'Erismena
(bvo settings), L' Eritrea II Giasone, L' Hipermestra, Muzio Scevola, Le Nozze di Teti e

The

Landesbil">liotl:ek contains a small col-

lection of early printed musical works, including
of

AVollick's

:

d'Aniore, Xerse.

There are also manj' detached cantatas and
songs.
For the Contarini collection, which is
extremely rich in operas (some autograph) of
/ codici
the early Venetian school, see T. V'iel
musicali Contariniani del seeolo XVIL ndJa

Aurcum. (Cologne,

.

.

.

liUssia

Peleo, L' Orimonte, L' Orione, L' Oristeo, L' Or-

mindo, Pompeo Magno, La Rosinda, Scipione
Afrieano, La Statira, La Virtu degli Strali

Opi'^

1508), and Twyvel (or Tzwyvel) de Montegaudio's Introdt'ctoriwm rnusice pratice (Cologne,
Catalogue
des Edi1513). See A. Namur
tions Incunables de la. Bibliothcqnc de V Ath&nce
Librarian: Dr M. d'Huart.
(Brussels, 1865).

The Synodal Library contains
about 1200 musical MSS. dating from the 15th
MoscO"\v.

See the Russkaya Mii^ito the 19th century.
Librarian
A. A.
ka.l'naya Gazeta for 1898.
:

Pokrovsky.
a.
The Imperial Public
St. Petersbitkg.
Library contains scores of operas by Galupjd,

:

R. BibJioteca di San Marco (Venice, 1888).
Librarian
Dr. S. Morpurgo.
6.
The Museo Correr has a consideralile collection of music, chiefly MS. compositions of
There are many
the later Venetian schools.
autographs of B. Furlanetto, and church music,
operas, intermezzos, etc., by Morlacchi, Ber-

and a special collection of works of
Glinka.
A catalogue of the latter, by N. F.
Director
Findeizen, was printed in 1898.
Sarti, etc.,

:

Perotti,

nasconi,

Mayer,

Lotti,

others.

Leopardo

Salari,

BurzoUa,

Pergolese,

Bertoni,

Jomraelli,

and many
of Count

In 1881 the collection
Martinengo, consisting chiefly

of

D. F. Kobeko.
b. The Library of the Imperial theatres has
a rich collection of operas of the 18th and 19th
centuries.

Spain

Barcelona.
sitaria.

y UniverThis library contains liturgdcal manu-

13th-18th centuries MS. and
music from the 16th to the 19th

scripts of the

printed

Biblioteca Provincial

;
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a copy of the original edition of Peri's 'Euridioe
(1600), togetlier with a contemporary book of

words. The collection of the Beethoven Society
of Chicago was added in 1890, the private

Fuchs in 1891, and that of
Hubert H. Main's collection
of hymn-books and sacred music, numbering
3000 vols., was incorporated in 1891. The
section of American sacred music is the most
complete of any in the collection, but no effort
is made to continue it.
A MS. vol. of compositions for the lute, with illuminated borders,
dates from the early 16th century, and there
are liturgical MSS. of the 13th and 18th
centuries.
By the will of Theodore Thomas,
who died in 1905, the set of programmes of
concerts conducted by him in 1855-1904, to
the number of 10,000, was bequeathed to the
Library.
Mr. George P. Upton published an
article on the musical department of this library
in The Nation, New York, 1889, vol. xlviii.
library of Julius

Otto Lob in 1892.

pp. 361-2.
6. Mr. 6. P.

Upton has a musical

library of

interest.

H/VRTFORD, Connecticut. The Theological
Seminary has about 1000 vols, on music.
New York. a. The Public Library of the
City of New York has at the present time (1905)
about 10,000 volumes in the division devoted
to music, and is the richest in the United States
in respect of medifeval publications and MSS.
It consists of \vhat were originally three distinct
foundations
the Astor, Lenox, and Tilden,

—

established respectively in 1849, 1870, and 1887,
and consolidated in 1892. The first had a fair
collection of music, with the publications of the

Plain-song and Mediteval Music Society of London, and of the continental antiquarian societies,
as special features.
The nucleus of the truly
remarkal >le Lenox Library is the musical collection made by Joseph W. Drexel, of Philadelphia,
and given to the library by will. Mr. Drexel
began the formation of his lilirary in 1858 by
purchasing and combining the collections of
H. F. Albrecht, a musician who came to America
with the Germania Orchestra in 1848, and Dr.
Many purchases were made at
R. La Roche.
the sale of Dr. E. F. Rimbault's library in
A moderately trustworthy
London in 1877.
catalogue made in 1869 contains 12 vols, of 16thcentury musical publications, 48 of the 17th, and
483 of the 18th. The unique copy of Parthenia
There are also
Liviolata is in this library,
several theoretical works of the 15th century,
and some autograph scores of classical composers.
Among the MSS. are two of great beauty and
value, one a magnificent gradual on vellum, on
Avhich the writer, who calls himself Brother
Leonard of Aix-la-Chapelle (Leonardo di Aquisgrano) laboured, according to his own statement,
for seven years.
It was finished in 1494, and
'

'

is

supposed to have been commissioned by one
who assisted at the coronation

of the princes

King of the Romans. The
other MS. is a gorgeous antiphoner of 1695,
formerly belonging to Charles X. of France.
A valuable historical collection of sacred and
of Maximilian as

compositions of the IGth century is
contained in a MS. vol. entitled ffrancis Sambrook his book,' which was in the Rimbault
collection. Dr. Rimbault states that Sambrooke
died in 1660, aged seventy, and was buried
in Salisbury Cathedral.
A note in the MS.
attributed to Dr. Alcock, says that the music
was
wrote out of the Vatican (or Pope's
Library) at Rome.
Some pages are damaged by
sea- water, but there are intact over 300 composisecular

'

'

•

'

by Lasso, Peter Phillips, Byrd, Vittoria,
Lupo, Daman, the two Ferraboscos, Marenzio,
Clemens non Papia, Jacomo Aquilino Dane,
Alessandro Striggio, Joseffo Biffi, Francesco
Rorigo, Felice Anerio, Andrea Gabrieli, Benedetto
Pallavicini, Rinaldo del Mel, Giulio Heremita,
Agostino Agazzari, Gio\'anni Francesco Anerio,
Thomaso Giglio, Scipione Spavento, Antonio il
Verso, Vincenzo Passerini, Giovanni Battista
Lucatello, Giovanni di Macque, Lelio Bertani,
Antonio Orlandini, Giaches de Wert, Annibal
Stabile, Leonardo Meldert, Alessandro Mil leville,
Giovanni Battista Moscaglia, Paolo Bellasio,
Hipjiolito Baccusio, Marcantonio Ingegneri,
Cornelio Verdoncq, Giovanni Croce, Orazio
tions

Vecchi, Tiburtio Massaini, Giovanni Gabrieli,
Leone Leoni, Costanzo Porta, Giovanni Cavaccio,
and Giovanni Coperario. The Fancies for two
voices and bass
of the last-named composer,
and two volumes of virginal music, are among
the 17th-century MSS. in the Library.
i. The Columbia University had 1200 volumes
of music in 1902.
c.
Mr. H. E. Krehbiel's Library contains
nine vols, of opera airs in score collected by
Thomas Gray in Italy, 1740.
Northampton, M.a.ss. The Forbes Library
contained in 1902, 7500 volumes and sheets of
music and musical literature, and in that year
it supplied 2 per cent of the population of the
town with material for musical study.
Philadelphia.
Private Libraries.
Mr.
'

'

James Warrington has a collection of English
and American Psalmody published prior to
1820, containing 7000 volumes.
The Rev.
L. F. Benson has also a collection of hymnbooks.
Mr. Oliver Hopkinson is the possessor
of an autograph MS.
The Psalmes of Dayid,
to fower parts, for viols and voyce, Tlie first
booke Doricke Motets, The second. Divine Canzonets, Composed by Giles Farnaby, Bachilor of
Musicke with a prelud, before the Psalmes,
Croraaticke.'
The MS. was once the property
of Francis Hopkinson, the ancestor of the present
owner, wdio was one of the signatories of the
Declaration of American Independence, and
probably the first American composer, being an
amateur musician as well as a statesman, lawyer,
and inventor.
'
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Mass.

S.UEji,

The Essex Institute has
npon music, and 4000

Tohimes of or

1000

jiamiililets.

Washington, D.C.
is

The Library

of Congress

numerically tlie largest library in the

United

containing in all about 2,000,000 vols,
musical books and compositions.
iiicliuling
States,

not less than 420,000 books, paniand pieces of music in tlie Music Division,
of tliem secured through the oiicratiou of

There are
phlets,

most

law, which requires tlie deposition
which legal protection is sought,
The Jlusic
in the archives of the Government.
Division was set apart in 1S97, and since 1902,
iflien the collections were reorganised and prepared for
systematic development, it has
completely altered its character, and within the
Herliert Putnam,
lines
laid down by
JL-.
Librarian of Congress, and ilr. 0. G. Sonneck,
tliecopyriglit

of

works, for

Chief of

the Division, it has rapidly aecprired

importance.
In 1905 it contained
vols, of musical literature (history,
bibliogi-aphy, biography, aesthetics, etc.) and
foOO vols, of an educational kind.
The yearly
accretions of all kinds are natiirally enormous,
firet-class

6000

about

averaging

Though
23,000 numbers.
acquired through the
of little or no permanent value,

about

much of the material
copyright
yet a

law

is

large percentage is of lasting merit, as the

of Europe and America send their
and scores for copyright purposes. Moreover, large annual purchases of books and scores
are now made, the amount set apart for this
purpose alone being about §5000 per annum.
The collection is developing on a systematic
plan laid down by Mr. Sonneck, who has
best autliors

books

devoted a large share of his activity to original
At present
most stress is laid on the compositions of the
latter half of the 19th century, and books
The Library now conpublished before 1800.
tains 700 full scores of operas, and is acquiring
old theoretical works so rapidly that it is hoped
it wuU cipial the libraries of New York and
No special effort has
Boston in a few years.
been made to acquire rare works, but among
those contained in the Library are the ComCochlaeus's Tetrapendium musiees, 1513
chardum musiees, 1514
Morley's Madrigals,
1594, corapilete and Canzonets, 1593, Cantus
and Bassus Tovar's Lihro dc musica pratica,
1510; and Weelkes's Ayi'es or phantasticke
spirites,' 1608.
Cantus, Tenor and Bassus.
There is an exceptionally fine collection of
Confederate war-music.
Of older Americana
(ISth century) there are N. Chauncey's Picgular
singing defended, 1728
Th. Symnes, lli^e
investigation in musical history.

;

;

;

;

'

;

1723;

Urania, 1761; D.
Colv.mhian Harmonist
A. Bull's Eesponsary, 1795
The Lcnofulness of Instrumental
Music, 1763 (not the original, but the much
scarcer parody published by Stewart), and a
MS. volume of Ephrata Cloister Music, 1749,

dulci,

J.

Read's

Lyon's

:

;
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which

is [irobably the largest collection of the
kind.
There are also several editions of the
Bay Psabn. Book,
WciucKSTER, Mass.
Tlie American Antiquarian Society has a fair collection of early

American psalmody.
Ukiveusities. Harvard. This was the first
American University to give music a recognised
place in its curriculum and to establish a chaii'
of music, for wddch reason the University
Library began about 1870 to make a collection
It now has
of scores and musical literature.
about 5500 volumes, including many full scores,

among them

all

tlie

conijilete

editions of the

great masters that have appeared in Europe.
There are MS. scores of a number of unpulilished

and a few autograjihs. The collection
thus reasonably strong in scores as well as in
historical works, its object being to jirovide
material for historical and theoretical study.
In addition to the collection in the University
Library there is a special reference library of
about 400 volumes, to which all students in
operas,

is

musical courses have direct access.
Yule University, New Haven, Connecticut.
The Lowell Mason library of music, belonging
to the theological department of Yale University, was the bequest of the widow of Dr. Lowell
The nucleus of this collection
Mason, in 1873.
is the library formed by Dr. C. H. Rinck, of
Darmstadt, wliich was bought by Dr. Mason in
1852.
It now contains 8460 distinct jiublicaMore than one half
tions, and 630 MSS.
belongs to the department of sacred music, and
is particularly rich in hymnology (700 volumes).
Roman Catholic and early French Protestant
church music are also well represented, and there
is much valuable material here for the history
The vocal secular music
of music in America.
comprises some 1200 works of every descripition,
and there is also a valuable collection of educational and theoretical works, including some
16th- and 17th-century treatises.
In general
literature there are about 850 volumes, one half
being in the English language.
Amongst the
rare works in this library the following may be
mentioned;
Riccio's Introitus (Venice, 1589)
Andreas Spaeth's FarapJu-ase of the Fsalms
(Heidelberg, 1596); de Moncrifs 'Chansons'
(Paris, 1755); Krieger's Musikalische Partien
(Nuremberg, 1697)
and autograph JISS. by
Dr. Jlason, Rinck, A. Andre, Beczwarzowsky,
Fesca, Ntlgeli, G. A. Schneider, and N. A.
Strungk.
The Yale University Library has a small but
valuable collection,
comprising about 300
volumes of music, and 100 of musical literature,
gathered principally with the income of a fund
given by tlie late Mrs. "William A. Lamed, which
yields about 60 dollars a year.
This has been
devoted mainly to the purchase of the works
of the great composers, jirincijially in score, of

—

;

'

'

;

which there

is

a good collection in this library.
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a copy of tlie original edition of Peri's 'Euridice
(1600), togetlier with a contemporary book of
words. Tlie collection of the Beethoven Society
of Chicago was added in 1890, the private
library of Julius Fuchs in 1891, and that of
Otto Lob in 1892. Huljert H. JMain's collection
of hymn-books and sacred music, numbering
3000 vols., was incorporated in 1891. The
section of American sacred music is the most
complete of any in the collection, but no effort
A MS. vol. of compiosiis made to continue it.
tions for the lute, with illuminated borders,
dates from the early 16th century, and there
are liturgical MSS. of the 13th and 18th
centuries.
By the will of Theodore Thomas,
who died in 1905, the set of programmes of
concerts conducted by him in 1855-1904, to
the number of 10,000, was bequeathed to the
Liljrary.
Mr. George P. Upton published an
article on the musical department of this library
in The Nation, New York, 1889, vol. xlviii.
pp. 361-2.
h.
Mr. G. P. Upton has a musical library of
interest.

Hartford, Connecticut.
Seminary has about 1000

vols,

The Theological
on music.

New

York. a. The Public Library of the
City of New York has at the present time (1905)
about 10,000 volumes in the division devoted
to music, and is the richest in the United States
in respect of medieval publications and MSS.
It consists of what were originally tliree distinct

—

Lenox, and Tilden,
foundations
tlie Astor,
establishedrespectivelyin 1849, 1870, and 1887,
and consolidated in 1892. The first had a fair
collection of music, with the publications of the
Plain-song and Meilieeval Music Society of London, and of the continental antiquarian societies,
as special features.
The nucleus of the truly
remarkalile Lenox Library is the musical collection made by Joseph W. Drexel, of Philadelphia,
Mr. Drexel
and given to the library by will.
began the formation of his library in 1858 by
prarchasing and combining the collections of
H. F. Albrecht, a musician who came to America
with the Germania Orchestra in 1848, and Dr.
Many purchases were made at
R. La Roche.
the sale of Dr. E. F. Eimbault's library in
A moderately trustworthy
London in 1877.
catalogue made in 1869 contains 12 vols, of 16thcentury musical publications, 48 of the 17th, and
483 of the 18th. The unique copy of Parthenia
There are also
Inviolata' is in this library.
several theoretical works of the 15th century,
and some autograph scores of classical composers.
Among the MSS. are two of great beauty and
value, one a magnificent gradual on vellum, on
wliich tlie writer, who calls himself Brother
Leonard of Aix-la-Chapelle (Leonardo di Aquisgrano) laboured, according to his own statement,
for seven years.
It was finished in 1494, and
is su})posed to have lieen commissioned by one
of the princes who assisted at the coronation
'

The
Maximilian as King of the Romans.
other MS. is a gorgeous antiphoner of 1695,
formerly belonging to Charles X. of France.
A valuable historical collection of sacred and
secular compjositions of the 16th century is
of

contained in a MS. vol. entitled

'

ffranois Sara-

brook his book,' which was in the Rimbaiilt
collection.
Dr. Rimbault states that Sambrooke
died in 1660, aged seventy, and was buried

A

Salisbury Cathedral.
note in the MS.
attributed to Dr. Alcock, says that the music
in

was

wrote out of the Vatican (or Pope's
Library) at Rome.
Some pages are damaged by
sea-water, but there are intact over 300 compositions by Lasso, Peter Phillips, Byrd, Vittoria,
Lupo, Daman, the two Ferraboscos, Marenzio,
Clemens non Papa, Jacomo Aquilino Dano,
Alessandro Striggio, Joseffo Bifli, Francesco
Rorigo, Felice Anerio, Andrea Gabriel i, Benedetto
Pallavicini, Rinaldo del Mel, Giulio Heremita,
Agostino Agazzari, Giovanni Francesco Anerio,
Thomaso Giglio, Scipione Spavento, Antonio il
A^erso, Vincenzo Passerini, Giovanni Battista
'

'

'

Lucatello, Giovanni di Macque, Lelio Bertani,
Antonio Orlandini, Giaches de Wert, Annibal
Stabile, Leonardo Meldert, Alessandro Milleville,
Giovanni Battista Moscaglia, Paolo Bellasio,
Hippolito Baccusio, Marcantonio Ingegneri,
Cornelio Verdoncq, Giovanni Croce, Orazio
Vecohi, Tiburtio Massaini, Giovanni Gabrieli,
Leone Leoni, Costanzo Porta, Giovanni Cavaccio,
and Giovanni Copjerario. The Fancies for two
voices and bass
of the last-named composer,
and two volumes of virginal music, are among
'

'

the 17th-century Mf5S. in the Library.
i. The Columbia University had 1200 volumes
of music in 1902.
c.
Mr. H. E. Erehbiel's Library contains
nine vols, of opera airs iu score collected by
Thomas Gray in Italy, 1740.
Northampton, Mass. The Forbes Library
contained in 1902, 7600 volumes and sheets of
music and musical literature, and in that year
it suppilied 2 per cent of the population of the
town with material for musical study.
Philadelphia.
Private Libraries.
Mr.
James Warrington has a collection of English
and American Psalmody published prior to
1820, containing 7000 volumes.
The Rev.
L. F. Benson has also a collection of hymnbooks.
Mr. Oliver Hopkinson is the possessor
of an autograph MS.
The Psalmes of Dayid,
to fower parts, for viols and voyoe, The first
booke Doricke Motets, The second. Divine Canzonets, Composed by Giles Farnaby, Bachilor of
Musicke with a prelud, before the Psalmes,
Cromaticke.'
The MS. was once the property
of Francis Hopkinson, the ancestor of the present
owner, who was one of the signatories of the
Declaration of American Independence, and
probably the first American composer, being an
amateur musician as well as a statesman, lawyer,
'

and inventor.
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Salicm, Mass.
The Essex Institute has
1000 vohimes of or upon music, and 4000

kind.

pamplilets.

Bay Psalm

Washington, D.G.

which

numerically tlie largest libraiy in the United
States, containing in all about 2,000,000 vols.
including musical books and compositions.
There are not less than 420,000 hooks, pam-

is

and pieces of music in the JMusic Division,
most of them secured through the operation of
the copyright law, which requires the deposition
of works, for which legal protection is souglit,
in the archives of the Government.
The Music
Division was set apart in 1897, and since 1902,
when the collections were reorganised and prephlets,

systematic development, it has
pared for
completely altered its character, and within the
Herbert Putnam,
lines laid down by Mr.
Librarian of Congress, and Mr. 0. G. Sonneek,
Chief of the Division, it has rapidly acquired
In 1905 it contained
first-class importance.
about 6000 vols, of nuisical literature (history,
bibliograph}'', biography, esthetics, etc.) and
The yearly
7500 vols, of an educational kind.
accretions of all kinds are naturally enormous,
Tliough
averaging about 23,000 numbers.
much of the material acquired through the
copyright law is of little or no permanent value,
yet a large percentage is of lasting merit, as the
best authors of Europe and America send their
Morebooks and scores for copyright purposes.
over, large annual purchases of books and scores
are now made, the amount set apart for this
purpose alone being about $5000 per annum.
The collection is developing on a systematic
plan laid down by Mr. Sonneek, who has

probably the largest collection of the
There are also several editions of the

is

Book.

Worcester,

Tlie Lilirary of Congress
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The American Anti-

Mass.

quarian Society has a fair collection of early
American psalmody.
Universities. Harvard. This was the first
American University to give music a recognised
place in its curriculum and to establish a cliair
of music, for which reason the University
Library began about 1870 to make a collection
It now has
of scores and musical litei'ature.
about 5500 volumes, including many full scores,
among them all the complete editions of the
great masters that have appeared in Europe.
There are MS. scores of a number of unpublished
The collection
operas, and a few autographs.
is thus reasonably strong in scores as well as in
historical works, its object being to provide
material for historical and theoretical study.
In addition to the collection in the University
Library there is a spieeial reference library of
about 400 volumes, to which all students in
musical courses have direct access.
Yale University, New Haven, Connecticut.
The Lowell Mason library of nmsic, belonging
to the theological department of Yale University, was the bequest of the widow of Dr. Lowell
Mason, in 1873.
The nucleus of this collection
is the library formed by Dr. C. H. Einck, of
Darmstadt, which was bought by Dr. Mason in
1852.
It now contains 8460 distinct publicaMore than one half
tions, and 630 MSS.
belongs to the department of sacred music, and
is particularly rich in hynmology (700 volumes).
Roman Catholic and early French Protestant

devoted a large share of his activity to original
At present
investigation in musical history.
most stress is laid on the compositions of the
latter half of the 19th century, and books
The Library now conpublished before 1800.
tains 700 full scores of operas, and is acquiring
old theoretical works so rapidly that it is hoped
it will equal the libraries of New York and
No special effort has
Boston in a few years.
been made to acquire rare works, but among
those contained in the Library are the Com-

church music are also well represented, and there

Cochlaeus's Tetra1513
Morley's Madrigals,
musices, 1514
and Canzonets, 1593, Cantus
1594, complete
and Bassus Tovar's Libra dc muska 2n'oMca,
1510; and AVeelkes's 'Ayres or phantasticke
Cantus, Tenor and Bassus.
spirites,' 1608.
There is an exceptionally fine collection of
Of older Americana
Confederate war-music.
(18th century) there are N. Chauucey's Regular
Th. Symnes, Utile
singing defended, 1728
D.
Lyon's Urania, 1761
dulci, 1723
J.
A. Bull's ReKead's ColumUa,n Harmonist
The Lawfulness of Instmmental
sponsary, 1795
Music, 1763 (not the original, but the much
scarcer parody published by Stewart), and a
MS. volume of Ephrata Cloister Music, 1749,

Andreas Spaeth's Paraphrase of the Psalms
(Heidelberg, 1596); de Moncrifs 'Chansons'
(Paris, 1755); Krieger's Musikalische Partien
and autogi'aph MSS. by
(Nuremberg, 1697)
Dr. Mason, Rinck, A. Andre, Beezwarzowsky,
Fesca, Niigeli, G. A. Schneider, and N. A.

pendinm
chordum

musiccs,

;

;

;

;

;

;

;

:

;

much

valuable material here for the history
The vocal secular music
comprises some 1200 works of every description,
and there is also a valuable collection oi" educational and theoretical works, including some
In general
16th- and 17th-century treatises.
literature there are about 850 volumes, one half
Amongst the
being in the English language.
rare works in this library the following may be
Riccio's Introiliis (Yenice, 1589)
mentioned:
is

of music in America.

—

;

'

'

;

Strungk.

The Yale University Library has

a small but
comprising about 300
volumes of music, and 100 of musical literature,
gathered principally with the income of a fund
given by the late Mrs. William A. Larned, which
This has been
yields about 60 dollars a year.
devoted mainly to the purchase of the works
of the great composers, principally in score, of

valuable

collection,

which there

is

a

good collection

in this library.
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An
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excellent catalogue of both the University

and the Lowell Mason collections was made by
Mr. J. Sumner Smith, who, for years before
his death in 1903, spent nrach of his salary in

adding anonymously

to the collection.

The University possesses,
the Lowell Mason collection,
music and books on music.
The reader may be referred
articles in the Samnulhdnde
Gcs.

for

1903

;

independently of
3735 volumes of

Y. Public Library, and 0. G. Sonneck's
Nordamerilcanische Miisik-Bibliothcken,
Acknowledgments are due to the latter writer
for information in addition to that given in his
iV.

H. e. k.

LIBRETTO
Italian

word

is

has

the diminutive form of the

and therefore literally means
But this original significance it

libra,

'little book.'

and the term

used in Italian, as well
as in other languages, in the technical sense of
book of an opera.
Its form and essential difference from spoken comedy or tragedy will best
be explained by a short historic survey of its
origin and development.
In the most primitive form of opera, as it arose in Florence in
the 16th century, that dilference was comparatively trifling, the libretto in those days consisting
mainly of spoken dialogue witha few interspersed
songs and choral pieces.
But the rapid rise of
music and the simultaneous decline of poetry in
Italy soon changed matters.
Certain musical
forms, such as the aria and the various species of
concerted music, were bodily transferred to the
opera, and the poet had to adapt his 2_)lot to the
Thus he was
exigencies of the superior art.
obliged not only to provide primouomo and prima
donna with a betittingduet in a convenient place,
but other characters had also to be introduced to
complete the quartet or the sestet, as the case
might be, and, in addition to this, the chorus
had to come in at the end of the act to do duty
However legitimate
in the inevitable finale.
these demands may appear to the musician, it
is obvious that they are fatal to dramatic consistency, and thus the poet, and unfortunately
the public also, had to submit to the inevitable,
the former by penning, and the latter by serenely
accepting, the specimens of operatic poetry with
which we are all but too well acquainted. The
most perfect indifference to the dramatic part of
the entertainment can alone explain the favour
with which such prolbundly inane productions
as Ernani, or Un Ballo in Maschera as transmogrified by the Italian censorship, have been
received at various times by English audiences.
That this condition of things should in its turn
detrimentally react on music is not a matter
for surprise
for singers naturally would take
little trouble to pronounce words to which
nobody oared to listen, and with the proper
declamation of the words intelligent musical
phrasing is inseparably connected.
In the
'

lost,

is

'

'

'

;

France, on the other hand, where the declamatory principle prevailed, and where dramatic
instinct is part of the character of the nation, a
certain regard for story and dialogue was never

and the

lost,

two interesting
of the Int. Mus.

to

Botstiber's Musicalia in der

article.

Italian school, where vocalisation was can'ied
to the highest pitch of perfection, the libretto
In
accordingly sank to the lowest level.

and

and Rameau's,

libretti of Lully's

after tiiem of Gluck's operas, share theclassic

dignity, although not the genius, of Corneille
and Racine.
In the same sense the marvellous
of the contemjiorary French
equally represented in the lyrical drama,
in more than one instance supplied by the same
hands.
The same cannot be said of Germany,
skill

stage

and savoirfaire
is

wherefewdramatistsofrepirte have condescended
with the musician, and where, till
com [)aratively recent times even the finest dramaFidelio ') were
tic subjects (e.g. Beethoven's
defaced by the execrable doggerel believed to be
particularly suitable for operatic purposes.
In
all these respects a deep change has been wrought
In that great poet and
by Wagner's reform.
greater musician the two faculties are inseparably
blended, and in his work therefore the reciprocity
between music and poetry may be studied in its
most perfect form. His own words on the sub'In Hicnzi,' he says,
ject will be of interest.
my only purpose was to write an opiera, and
thinking only of this opera, I took my subject
as I found it ready made in another man's
finished production.
"With the Flying
.
Dutchman, I entered upon a new course, by
becoming the artistic interpreter of a subject
which was given to me only in the simple,
crude form of a popular tale.
From this time
I became, with regard to all my dramatic works,
first of all a.poet
and only in the ultimate completion of the poem was my faculty as a musician restored to me.
But as a poet I was again
from the beginning conscious of my power of
expressing musically the import of my subjects.
This power I had exercised to such a degi-ee,
that I was perfectly certain of my ability of
applying it to the realisation of my poetical purto co-operate

,

'

'

.

.

;

and therefore was at nmch greater liberty
form my dramatic schemes according to their
poetical necessities, than if I had conceived them
from the beginning with a view to musical treatpose,

to

ment.'

The

result of this freedom of

easily discoverable in

workmanship

Wagner's

later musicTristan or 'Die Walkiire.
They are, to all intents and purposes, dramatic
poems full of beauty and interest, quite apart from
the aid of musical composition.
For the latter,
indeed, they appear at first sight unadapted,
and he must be a bold man who would think
of resetting the Nibelungen Trilogy, as Rossini
reset the
Barber of Seville after Paisiello.
The ordinary characteristics of the libretto, such
as the aria, or the duet, as distinguished from
is

dramas, such as

'

'

'

'

the dialogue, have entirely disappeared, and

LIBRETTO

LIBRETTO

tendency towards

721

along with

for the

tions

rampant amongst tenors and soprani. The
dramatic and the lyrical motives ought, on the
contrary, to be perfectly blended, and even in

tliese have gone those curious reiteraby various persons of the same sentence,

with a corresponding cliange only of the personal
pronoun.
Iji tliis and other respects Wagner's
music-dramas must he considered by themselves,
and the strict imitation of their form in ordinary
libretti, written for ordiiiary musicians, would be
simply fatal.
At the same time his work has
been of great influence on the structure of the
dramatic poem in modern opera.
Musicians
have become more critical in their choice of sub-

and the

librettists accordingly more careproviding them, especiallj' as the natural
sense of the public also seems to be awakening
from its long slumber.
It is indeed a significant fact that three of the most successful

jects,

ful in

modern operas, Gounod's 'Faust,' Bizet's 'Carmen,' and Goetz's 'The Taming of the Shrew,'
are all founded on stories of intense human
interest, more or less cleverly adapted to operatic
purposes. It is true that in France and Germany
the dramatic interest was never at so low an
Numerous operas
ebb as in Italy or England.
might be named which owe their permanent success to a bright and sparkling libretto, and those
in which the genius of the musician has been
weighed down by the dulness of the operatic
bard; 'Martha,' FraDiavolo,' and Le Postilion de Longjumeau, belong to the former class
'Cos! fan 'Tutte,' 'La Clemenza di Tito,' and
'Euryanthe,' nicknamed Ennuyante by the
'

'

'

'

'

It is also
despairing 1 composer, to the latter.
a significant fact that by far the finest music

Eossini ever wrote occurs in the Barber and
in '"William Tell,' and that 'Faust' remains
Gounod's unsurpassed masterpiece, the insjjira'

'

'

singing a song

'

too

ordinary dialogue a certain elevation of sentiment sufficient to account for the song instead of
the spoken word should be maintained.
This
again implies certain restrictions with regard
to the choice of subject.
One need not share
Wagner's absolute preference for mythical subject-matter to perceive that the scene of an opera
ought to be as far as possible removed from the
platitudes of

common

life,

barring,

of course,

the comic opera, in which the contrast between
the idealism of music and the realities of everyday existence maybe turned to excellent account.

With

regard to the observance of musical form
but that
the poet ought to some extent to conform to the
musician's demands no reasonable person will
deny.
The case of Wagner, as we have already
said, is unique in history, and in ordinary circumstances music and poetry in the opera cobut this comexist by means of a compromise
promise ought to proceed from mutual love, not
In other words, the poet
from mere toleration.
should undoubtedly supply opportunities for
musical display, both of a vocal and an orchestral
kind, but no finale, or march, or wedding chorus
ought to interfere with the economy of the drama.
To state such a problem is of course easier than
to solve it, but even the mere statement of the
difficulty may not be entirely without use.
Before concluding this notice, it is desirable
to mention the names of a few of the more celeopinions, of course, will difler widely

;

;

tion of the composers being in each case distinctly

The most famous amongst
brated librettists.
them is Metastasio (1698-1782), the author of

traceable to the dramatic basis of their music.
Instances of a similar kind from the works even

'La Semiramide
and II Trionfo di

most absolute musicians might be mulad liWtum. The lesson thus taught has
indeed been fully recognised by tlie best composers.
Beethoven was unable to fix upon a
second subject after 'Fidelio' and Slendelssohn,
of the

'

'

tiplied

;

in spite of incessant attempts, found only one to

demands and that, alas too late for
The libretto of his unfinished opera
'Loreley,' by Emanuel Geibel, the well-known
poet, was afterwards set by Jlax Bruch, and
performed with considerable success. The importsatisfy his

!

;

completion.

ance of the libretto for the artistic as well as the
popular success of an opera is therefore beyond
dispute, and modern composers cannot be too
To assist tliem in that
careful in their choice.
choice, or to lay down the law with regard to
the construction of a model libretto, the present
A few distinctive
writer does not feel qualified.
In
features may, however, be jiointed out.
addition to the human interest and the truth of
passion which a libretto must share with every
dramatic poem, there ought to be a strong infusion of the lyrical element, not to be mistaken
Weber's

VOL.

II

Life,

by hia son,

ii.
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riconosciuta,' 'II

Re

Pastore,

amongst whose musical
collaborators were the most celebrated masters
of the 18th century. [Metastasio.] Calzabigi
deserves mention as the author of Orfeo,' and
other works of Gluck's Viennese period, the
French collaborator of the master being Le
Bailli du RoUet. Amongst more modern Italian
librettists it must suffice to name Felice Romano,
the friend and artistic companion of Bellini.
The father of French librettists was the Abb6
Perrin, who broke the supreme rule of the hexameter by WTiting what he terms 'paroles de
musique ou des vers a chanter,' and who in
conjunction with Cambert produced the first
French opera properly so called ( La Pastorale,
Quenault was the
first performed in 1659).
In modern France
poetic assistant of LuUy.
'

Clelia,

'

'

'

name

of Scribe towers above his rivals
Meilhac, and Halevy supplied the
Sardou also has
market of the 19th century.

the

;

Barbier,

tried his

much

hand

at lyrical drama,

but without
where

success, excepting in certain cases

have been turned by another hand
libretti.
In Germany, Goethe
Wieland appear amongst aspirants to

his plays

into

and

operatic

3

a

LICENSE
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lyrical honours,

LICENSE

but without

Of the

success.

professional librettists in tliat country few de-

In connection with so-called
English opera the names of Gay, tlie author
of the Beg^'ar's Opera,' and, in modern times,
of iVlfred Bunn and of Edward Fitzball, both
fertile librettists, ought to be mentioned.
To
the latter belongs the merit of having by one
of his pieces supplied Heine, and tlirough him
Wagner, with the idea of a dramatised Flying
Dutchman.'
Planche, the author of Weber's
'Oberon, also must not be forgotten.
W. S.
Gilbert's witty comediettas, which Sullivan fitted
to such charming and graceful tunes, can be
called libretti only in a modihed sense.
A few words should be added with regard to
the libretto of the Oratorio and the Cantata.
jEsthetic philosophers have called the oratorio
a musical epic, and, in spite of its dramatic
form, there is a good deal of truth in this
definition
for, not only does the narration
take the place of the action on the stage, but
the descriptive parts, generally assigned to the
chorus, allow of greater breadth and variety of
treatment than is possible in the opera.
A
reference to the choruses in Israel in Egypt
and other works by Handel will be sufficient to
illustrate tlie point.
In accordance with this
principle, what has been urged above with
regard to the operatic libretto will have to be
serve mention.

'

'

'

'

'

;

'

somewhat modified. But here also terse diction
and a rapid development of events should in all
cases be insisted upon.
The matter is considerably simplified

where the words have been

selected from Scripture, for here sublimity of

subject

and

diction

of

Messiah and
Handel's
contain his finest music
Paul,'

is

'

'

'Elijah,'

'

'

secured.

— which

— Mendelssohn's

'Hymn

and

once

at

Israel

of Praise,'

also
*

St.

owe
'

Haydn's 'Creation
is based on the Bible and Milton, though the
source is difficult to recognise under the double
Gay's
translation which it has undergone.
Allegi'O
and
Acis and Galatea,' Milton's
'Penseroso, Dryden's 'Alexander's Feast,' and
Pope's 'St. Cecilia's Ode,' have a literary value
but in other cases Handel has
of their own
and some terrible couplets
been less happy
might be quoted from the works of his colla[Mention
borators Morell and Humphreys.
their libretti to this source.

*

'

'

'

;

;

should be made of the admirable

libretti

made

by Boito for Verdi's last and greatest works,
'btcUo' and
Falstaff'
of the 'Eden' of
'

;

written primarily as a libretto
and of various admirable
original poems in the oratorios and cantatas of
Parry, which are by the composer himself.] F. H.
LICENSE (Ital. LicenM Germ. Licenz
Fr. Lic.ihrx).
As long as any art has the capacity for development and expansion, true genius
and dogmatism are constantly at war.
The
inherent disposition of the mind to stereotype
into formulas conclusions drawn from the obEol)ei't Bridges,

for Stanford's oratorio

;

;

;

servation of an insufficient number of isolated
instances, is probably the result of much bitter
experience of the fruits of human carelessness

and stupidity

against which the instincts of
the race impel tliem to guard for the future
by preparing temporary leading-strings for the
unwise, to keep them irom falling and dragging
;

others with them into the mire of error. Up to
a certain point even genius must liave leadingstrings, and these must needs be made of the
best materials at hand till better be found.

The laws cannot be made on

principles

whose

the wisest lawmakers
and genius, like ordinary intellect,
must needs be amenable at first to such laws as
preceding masters have been able to formulate
bases are out of the ken of
;

The
from the sum total of their experience.
when something is found which
is beyond the range of the observation which
served as the basis for a law, and seems therefore to contravene it
for many men so readily
mistake tlieir habits for absolute truth that
when they are shown a novelty which passes
their point of realisation and is out of the beaten
track, they condemn it at once as heresy, and
use the utmost of their power to prevent its
dissemination and where they find themselves
unable to stem the tide through the acknowledged greatness of the genius who has originated
it, or through the acceptance of its principle
becoming general, they excuse themselves and
stigmatise what they mistrust by calling it a
trouble begins

;

;

license.

A

breaking of a more or
law in such respects as it is de-

license, then, is the

less arbitrary

and its basis unsound and insufficient
by such means that the greater part of
expansion in musical art has been made.
An
fective

and

it is

impulse drives genius forth into the
paths of speculation
and when a discovery is
made it frequently happens that a law is broken,
and the pedants proclaim a license. But the
license, being an accurate generalisation, holds
its pjlace in the art, and the laws have to be
modified to meet it, and ultimately men either
forget that it was ever called a license or stand
in amazement at the stupidity of their predecessors
while it must be confessed that they
assuredly would not have been any wiser if they
had been in their places.
The history of music is full from end to
end with examples from De Muris in the 14th
century bewailing in bitter terms the experiments in new concords, to the purists of Monteverde's time condemning his use of the dominant seventh without preparation, on to the
vexation of the contemporaries of Mozart at the
extravagant opening of the C major Quartet,
and the amazement of many at Beethoven's
beginning his first Symphony (in C) with a
chord ostensibly in F major.
Even at the
present day Bach's complicated use of accidentals is a stumbling-block to many, who fancy
irresistible

;

;

—

LICHNOWSKY

LICENSE
he breaks laws against
reality this law,

false relations

while in

;

like that ayainst consecutive

is only the particular formula covering
a deeper law which Bach had the power to
fathom without waiting for its expression. So
again with the resolution of discords
the old

leap to the point which the inspiration of genius
has achieved.

iifths,

;

formulas were mere

statements of the commonest practices of the older composers, and
did not attempt to strike at the root of the

matter

so

:

we

find even

Haydn

taking license

in this direction in relation to the lights of his

while Bach's resolutions are often inday as far as the
accepted principles of resolution will go, because
theorists have hardly got far enough yet to see
clearly what he saw and expressed so long ago.
At the pirescnt day, however, the increase of
the accumulated results of observation and
analysis, joined with a more philosophical spirit,
tends to produce a more and more accurate
determination of the real laws of art, and by the
systematisation of these into a more congruous
and connected theory, a nearer apjproach is
time

;

'

to

room

is

what

universally true, and so less
those speculative experiments
of genius which the denseuess of mere pedants
has been content to brand as licenses.
This progress explains the fact that the term
license is not so frequently heard in relation
but there is still
to music as it formerly was
plenty of room for theorists to invent false
and the apptarently growing desire
hypotheses
of many scientists to force upon artists as final
'

is

left for

'

:

;

the results of the most elementary discoveries
in relation to the material of the art, will still
afi'ord genius the opportunity of asserting the
convictions
and will likewise

strength of

its

by taking

so-called

dogmatists
further opportunity of making themselves ridiculous to posterity by condemning the truths
thus discovered.
LiberThere is just one last consideration-.
tines are unfortunately to be met with in the
art world as well as elsewhere, and the licenses
they take too frequently deserve the bitter language of the enraged pedant. There is no need
to stay to consider their experiments, for they
It only
will not take long to die of inanition.
remains to remind the too hasty enthusiast
that to take licenses with safety for the art is
not the part of every ready believer in himself
but only of those in whom the highest talents
are conjoined with unflagging patience and
wdio pass through the perfect
earnest labour
realisation of the laws they find in force at first,
and by learning to feel thoroughly the basis on
which they rest, and the principles of their
application by other great masters, finally arrive
at that point where they can see the truths
which lie beyond the formal expression of the
law, and which the rest of humanity only call
licenses for the nonce because their eyes are not
clear enough nor their spirits bright enough to
licenses,

;

aiford

Beethoven apipears to have used the term
in relation to construction with refer-

licenze

'

Bb

ence to the fugue in

in opius 106.

difficult to indicate jjrecisely in

what

It is

particular

the licenses corrsist.
The case is similar to the
sonatas which he called quasi Pantasia, merely
indicating that in them he had not restricted
himself closely to the laws of form as accep)ted
in his time, but had enlarged the bounds
according to his own leelings.
o. H. H. p.
*

'
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Used by Mozart

for

the

first

movement of a vocal jiiece (No. 70), and last
movement of another ditto (No. 36). (B. & H. 's
List of new editions.)
g.
LICHFILD, Henry, was the composer of
The First Set of JMadrigals of 5 parts, apt both
'

and Voyces,' ]irinted in 1614 (bass
part dated 1613) and containing twenty madrigals, one of which,
All yee that sleepe in
for Viols

'

pleasure,'

Ariok.

is

included in the

Nothing

known

is

first

volume

of

of his biography

except that the dedication of his books shows
him to have been in the service of Lady
Cheyney (or Cheney) of Toddington, Bedfordshire,

vv.

LICHNOWSKY,

Carl,

H. H.

Fiirst (Prince),

by

Russian patent issued Jan. 30, 1773
born
1758, died April 15, 1814
was descended
from an old Polish family whose estates were
so situated that, after the partition of Poland,
;

;

owed allegiance to all three of the p)lunderers.
The principal seat of Prince Carl was Schloss

it

Gratz, near Trojipau in Silesia
was his usual place of residence.
place in this

work

as the pupil

;

but Vienna

He

claims a

and friend

of

Mozart and the Jlwcenas of Beethoven.
Readers of Burney's Present State of Music
will remember his eulogies of the Countess ThuuKlosterle, so celebrated for her beauty, intellect,
culture, whose disregard for mere form gave
her the reputation of eccentricity, but -wliose
house and family had charms that attracted
even the Emperor Joseph and his brothers
Of
thither on the footing of friendly visitors.
her taste in music it is sufficient to say that she
was a profound admirer of the compositions of
both the young Mozart and theyoung Beethoven,
at a time wdien such appreciation was by u^
Her daughters
Georg
means universal.
were worthy of their
Forster's Three Graces
Elizabeth married Rasoumowsky
mother,
Christine, born July 26, 1765, married Nov.
and the third the
21, 1788, Lichnowsky
English Lord Guillbrd. Schonfcld, a Viennese,
writes in 1796 of Lady 'Gilfort'as a guitar
player of very high rank and a singer of un-

and

'

'

—

—

;

;

common
as

'

excellence,

and of Princess Lichnowsky

a strong musician

who

plaj'3

the pianoforte

with feeling and expression.'
Lichnowsky, without pretending to rival the
great magnates Esterliazy, Lobkowitz, and their

LICHNOWSKY
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peers, in maintaining a complete

chapel of
vocal and instrumental music, had within five
years after his marriage his regular Friday
quartet of youtliful virtuosi, Schuppanzigh,
Sina, Weiss, and Kraft, all of whom became
famous, and also gave musical entertainments
on a scale requiring a full orchestra.
His relations to the Prussian court compelled
him occasionally to appear there and he thus
only two
found opportunity to give Mozart
years his senior
a practical and substantial
proof of his affection, by inviting him, in those
days of tedious and expensive travelling, to join
him on one of these occasions free of expense.
This was the journey in the spring of 1789,
during which the King of Prussia offered Mozart
the then noblest musical position in Germany
a kind word from the Emperor, after his
return, led him to reject it, without securing
an equivalent. There seems to be no doubt
that Lichnowsky, deeply moved by the distressing condition of his teacher and friend, had
taken him to Berlin in the hope of improving
his circumstances, and that the King's offer was
Two and a half
partly due to his influence.
years later poor Mozart was dead, leaving a
void in the Lichnowsky-Thun circle which there
Another two years and
was no one to fill.
;

—

'

'

—

;

young Beethoven had come from Bonn.
The relations between him and the Lichnowindicated in the article
but a current error must be
corrected, namely, that the breach caused by
Lichthe quarrel at Gratz in 1806 was final.
nowsky lived in a large house over the Schotten
gate
both house and gate disappeared long
since
and in the storey below him dwelt
Beethoven's friends, tlie Erdudys. The Schotten
and Molker bastions were contiguous, and the
Pasqualati house, on the latter, was in the
same row with that of Lichnowsky, though a few
This then was the reason
doors away from it.
why Beethoven was content to live in rooms in
the fourth storey, looking to the cold north,
and without a direct ray of the sun. He
remained there from 1804 to 1807, and then
removed into rooms provided him by the
Countess Erdijdy.
An outbreak with the Countess led him to
remove to the other side of the city, where he
Meantime,
passed the years 1809 and 1810.
bo complete a reconciliation had taken place
between him and both Lichnowsky and the
Countess Erd( idy that in 1 8 1 1 he went again
to Gratz, and on his return once more took his
old lodging in the Pasqualati house, where he
remained until the death of Lichnowsky.' It

skys are

sufficiently

Beethoven

;

—
—

,

' Eeichardt, under date Nov. 30. 1808, writea
'Beethoven lodges
with a Hungarian Counteas Erdiidy, who occupiefl the front part o(
the huge house, but he haa broken completely with Prince Lichnowaky, who lives in the upper part of the house, and with whom

last years that Schindler
records the frequent visits of the prince to the
composer.
Edward Maria, son and successor of Prince

was during these

Carl (born Sept. 19, 1789, died Jan. 1, 1845,
Munich), distinguished himself as an
He
agriculturist, but more as a man of letters.
stands high in Austrian literature as a national
at

antiquary, especially for his great Histiyry of
ths

House of Mapshurg.

Count Moritz, a younger
brother of Prince Carl, was one of that small
circle of most intimate friends of Beethoven
faithful to the last.
He was probably that
Count Lichnowsky who published (1798) the
seven Variations for PF. on 'Nel cor piu.' After
the death of his first wife he became deeply
attached to the opera-singer, Mile. Stummer
but not until after tlie death of Prince Carl,
wlien their daughter had already passed the
It
stage of infancy, were they able to marry.
is in relation to this attacliment that Beethoven
is said to have written the Sonata in E minor,
Lichnowsky,

A. w. T.
[See vol. i. p. 2666.]
LIE, Sigurd, an eminent Norwegian musician, born May 23, 1871, was a pupil of the
He was
Leipzig Conservatorium in 1891-94.
soon afterwards appointed conductor of the
Harmonien clioral society in Bergen, and was
op. 90.

'

'

He
conductor of the Central Theatre.
underwent a second course of musical study
in Berlin, and on returning to Christiania w.as
appointed conductor of one of the best choral
societies
he was a good violinist, and among
his compositions are a symphony in A minor,
a marche symphonique,' an orientalisk Suite
for orchestra, a quintet for piano and strings,
duets, cantatas, songs, and choral works, many
of which show such high qualities that if he had
lived he would have taken a very high place
among Scandinavian writers. He died Se[)t.
1904 {Musical News, obituary notice,
30,
Dec. 17, 1904).
M.
LIE-NISSEN, Erika, a distingrushed Norwegian pianist, was born at Kangsviger, on Jan.
17, 1845, and was brought up in a family where
many eminent musicians were guests. On the
death of her father, a lawyer, the family went
to live at Christiania, where Erika Lie became
the pupil of Kjerulf in 1860 she went to
Berlin to study the piano with Kullak, and her
progress was so rapid that she was appointed
a teacher in his conservatorium.
In 1866 she
the

;

'

'

'

;

wentto Paris and had some lessons from Tellefsen,
and in 1870 she went to Copenhagen as professor
of the piano at the Conservatorium there.
She
undertook many concert-tours all over Europe,
making a great success in the works of Chopin

:

he

for some yetira resided,
Uuring the ten yeara 1804-14. then,
Beethoven moved from the Pasqualati houae once only, hut then
for three years; at the end of that period he departed finally.
When, therefore, Kies (writing avowedly from hearsay) states lie
removed from it several times, and Pasqualati said "The lodging
'

not be let, Beethoven will come again," he was evidently
misinformed, at least in part hut his error has been adopted and
shall

'

;

made

the most of in

biographies and biographical sketches of
Beethoven since 1838, The new lodging in 1814 waa in the lower
storey of the Bartenstein house, on the same bastion. He retjiined
it but one year
for, on the depjirture of the Erdodys from Vienna
in 1815, there was no inducement to remain, and Beethoven moved
away from the Molker Bastei, never to return.
:

all

LIEBESVERBOT, DAS

LIED-FORM
Germany these

and the romantic

In 1874 she married
scliool.
in lS9i she
Dr. Oscar Nissen of Cliristiania
received a yearly grant from the Norwegian
Storthing, and she died in Cliristiania, Oct. 27,
1903.
She was buried at the Vor Frelsers

notice,

{JIusiail Kctvs,

'

'

M.

'

LIEBESVERBOT, DAS.

Opera in two acts,
Measure for Measure ') and
te.xt (founded on
Produced at
music by Richard Wagner.
Magdeburg, Jl arch 29, 1S36.
'

LIEBLICH GEDACT ((.(!.

gedeckt), literally

sweet-toned covered or closed jiipe. This class
of organ stop is a variety of the old ciuite-stojiped
Diapason or Gedact.
It was invented by the
elder Schulze, of Paulinzelle near Erfurt, and
'

'

was

brought under notice in England in

first

his organ in the Great Exhibition of 1851.
is

made

S-foot

It

either of 1 6-foot tone (Lieblich Bourdon),

(Lieblich Gedact),

or

4-foot

(Lieblich

pipes are made five or six sizes
narrower than the Gedact, but are more copiously
winded, and the mouths cut npi higher. The tone,
Flote).

The

therefore, is nearly or quite as strong as that of

the Gedact, though not so full, yet brighter and
"Wlien the three stops, 16, 8, and
sweeter.
4 feet are

grouped together on the same manual

their effect

is

very beautiful.

'

'

obituary

Nov. 2S, 1903).

'

;

Church, and Edvard Grieg conducted the musical
part of the service

both sacred and secular. [The
is a song written in the
manner of a folk-song, but by some individual
composer and the Kunstlied is a more highly
organised form of art.
It is generally divided
into two classes, the stropliische, in which the
melody (and often the accompaniment) is repieated exactly for each verse, and the durchcomponirte, in which the melody and accomiianiment
follow the words without repetition.]
The new
form, naturalised by Haydn, IMozart, Reichardt,
Schultz, Himniel, Beethoven, Conradin, Kreutzer, and C. M. von Weber, attained, in the hands
of Franz Schubert, to that extension and jierfeotion of expression which makes it so dear to the
German nation. Since his time the aeconipaiiimeiit has constantly assumed greaterpromiiience,
so that the original form has nearl}' disappeared,
the musical treatment being everything, and
the poetry comparatively of less moment.
Schumann may be considered tlie pioneer in this
are

Volksthiiniliches Lied

'

;

:25

The late Edmund
this manner in the

Schulze combined thera in
choir organ at the Temple Church in 1860, also

Lewis
same plan at Ripon Cathedral,
was followed by Willis at Salisbury

'

direction,

and

him

after

Brahms and

follow

Robert Franz.
With the two last composers
the accompaniment, as rich in melody as it is
in harmony and modulation, divides attention
with the words.
The best works on the subject are Dr. Schneider's

Geschichte

1863-65),

full

historischen

(1865-69)

;

des

Lifdcs,

of detail

;

3

vols.

(Leipzig,

von Liliencron's Die

VolJcslicdcr der Deutschcn,
etc.
Lindner's Geschichte des Seutschcn

imXVIlI.Jahrhundert

in his fine organ at Doncaster (1862).

Liedes

adopted

Bohme's Altdeutsehes Ziederbuch and Schure's
Histoire du Lied.
[See Song.]
f. g.
LIED-FORM. The term Lied-form has unfortunately been used by different writers with
different significations and the vagueness wdiich
results, conjoined wdth the fact that the term is
not happily chosen, renders it doubtful whether
it had not better be entirely abandoned.
Some people use it merely to define any slight
piece which consists mainly of a simple melody
simply accompanied, in which sense it would

and

it

the

Cathedral.

E. j.

H.

LIED, a German poem intended for singing
by no means identical with the French chanson,

;

All three terms are in
fact untranslatable, from the essentially national
character of the ideas embodied in each form,
or the Italian canzone.

the

German Lied being

most

perhaps the

sentiment.
Certain aspects of nature appeal with peculiar
such, for instance,
force to the German mind
as the forest, the waste, the fall of rain, the
murmur of the brook, the raging of the tempest
and connected with these certain other objective
ideas, such as the hunter in the forest, the lonely
bird, or the clouds stretching over the landscape,
the house sheltering from wind andrain, the millSuch are the
wheels turned by the brook, etc.
faithful

reflection

of the national

—

topics of the secular Lied, which have been embodied by Goethe, Schiller, Heine, and a hundred
smaller poets, in imperishable lyrics, perfectly
Those of the sacred Lied are,
suited for music.
trust in God, the hope of future blessedness
and union, and other religious sentiments.
'

Volkslieder

songs,

'

i

are

whose origin

what we
is

lost

call

in

traditional

obscurity

;

in

The English have, unfortunately, no equivalent word forVolkelied.
We have the thing, though of a very ditfereut kind from th.at
Mr.
of Germany but have no term tu express the whole kind.
Chappell'a greitt work on English Volkslieder is entitled The
Fopul.ar.'
Ballad JJteratftre ami Popular Miutic of the Oldrii Time.
own.
its
meaning
of
however, has now acquired a distinct
1

(Leipzig, 1871)

;

;

;

be perfectly adapted to many of Mendelssohn's
Lieder ohne Worte, and innumerable other
pieces of that class of small compositions for the

by various authors, as well as to
the other hand, some writers have
endeavoured to indicate by the term a form of
construction, in the sanic sense as they would
speak of the forms of the movements of sonatas.
For the diffusion of this view Herr Bernhard
Marx appears to be responsible, and his definition

piianoforte

songs.

On

will be best given in his

own

terms.

In the fourth section of the fifth diidsion of
his AUgemeine MusikJchre he writes as follows
Under this name of Lied-form we group all
such pieces of music as have one single main
idea, which is presented either in one developed
section, or as a period (with first and second
phrase), or even as a period divided into first
and second similar parts, or into first, second,
:

'

'

and third parts

(in

which case the

last

is

<
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generally

a

repetition

of

the

LIED-FOEM
first).

It

is

in Lied-form to

have even two such
complete forms aggregated into one piece but
then they occur without close connection or
interweaving with one another, perhaps with
the two parts twice or three times repeated
in
which case the second group will be called a
Trio, and the third the second Trio, and be
treateil as a second indepiendent piece.
For the
sake of contrast, such Trios will often be in
another key, or in other key relationship, such
as minor corresponding to major, and major to
minor, of the same key, etc., return being
afterwards made to the first portion and the
original key to make the piece complete.
In
this Lied-form are cast most of the Lieder which
are intended to be sung, dances, marches, many
possible

;

;

etudes, introductions, etc.

In the third section of the fourth division of
his Lehre von der musikalischen Komposition,

Marx

further gives formulas, or

tj'jies,

of the

harmonic distribution of this kind of composition
and in the earlier part of the second
volume (Bk. 3) of the same work he discusses
;

the details of the structure at length.
To this classification there ap)pear to be two
main objections. The first is the choice of the
distinctive name Lied for a form which comprises dances, marches, and other alien forms
of music.
Were there nothing else to say
against it, it would certainly jar against our
sense of fitness to have to speak of the funeral
march in the Eroica Symphony, or the Scherzo
of the Ninth Symphony, or even of far less
-conspicuously alien examples, such as the waltz
Freisehiitz,' or a minuet of Haydn or
in the
Mozart, as in Lied-form.'
The other objection to the classification is its
vagueness when formulated in such an empirical
way but in order to understand fully both this
objection and the former it will be necessary to
go somewhat deeper into the matter.
In every artistic whole there must be balance
and proportion. In musical works this is chiefly
An
obtained by the grouping of harmonies.
artistic whole may be obtained in one key by
throwing stress first upon one harmonic centre,
passing from that to one which represents an
opposite phase, and then passing back to the
original again.
In the article Harmony it has
been pointed out that the harmonies of the
Tonic and the Dominant represent the most complete opposition of phase in the diatonic series of
any key the most pjerfect simple balance is
'

'

'

'

;

;

For
example, the first fifteen bart of the Trio in the
Scherzo of Beethoven's Symp)hony in A form
a complete artistic whole of themselves. There
are six bars of Tonic harmony and one of Dominant forming the first group, and then six of
Dominant harmony followed by one of Tonic
harmony forming the second group. The balance
is perfect, and the form the simplest in all
therefore to be found in their alternation.

music
'

;

siniple

and it might reasonably be called the
primary form.'
It is to be found in the

most diverse quarters, such as single chants of
the Anglican Church, sailors' hornpipes, German
popular waltzes and Landler, and the trivial
snatches of tnnes in a French opera-boutfe.
Tlie

manner

of obtaining the balance

is,

however, not

necessarily restricted to the above order
for it
is quite equally common to find each of the two
;

groups containing a balance in themselves of
Tonic and Dominant harmony.
In that case
the balance

is

obtained thus

CG GC

—C G C

C G

C,

former instance
but the principle which underlies them is the
same, and justifies their being classed together.
The subsidiary harmonies which are associated
with these main gi-oups are independent, but
are most effective when they converge so as
"When greater
to direct attention to them.
extension is required, the balance is found
between key and key each key being severally
distinguished by an alternation of harmonic roots,
so as to be severally complete when they are to
be a prominent part of the form.
Subsidiary
transitions occur much as the subsidiary harmonies in the preceding class, and must be
regarded in the same light.
The identity of
instead of

as in the

;

;

two

principle in these

both alike

it

classes is obvious, since in

consists of taking a definite point

and marking it clearly then
p)oint, which will afford the
needed contrast, and returning to the original
to start from,

;

passing to another

But as in the latter class the
complicated by the changes of key, it
best be distinguished from the former as

to conclude.

process

may
'

is

complex primary form.

It is not necessary to enter into details on the
subject of the extent, treatment, and distribution

of the keys
ciple

;

neither

when put upon

is it

possible, since the prin-

this broad basis admits of

very great variety, as indeed
it

should.

it is

desirable that

But to guard against misapprehension,

may be as well to point out a few of the
broadest facts.
In the first place, the several sections which
serve to mark the elements of form need not be
distinct and independent pieces, though they
most frequently are so in the older opera and
oratorio songs, and in the minuets and trios, or
marches and trios, of instrumental music. In
many examples, especially such as are on a
small scale, there is no marked break in the
continuity of the whole, the division at most
amounting to nothing more than a cadence or
half-close and a douMe bar, and often to not
even so much as that.
With regard to the
distribution of ideas, it may be said that the
several sections are often characterised by totally
independent subjects, especially when the piece
is on a large scale
but there are many examples,
especially in the form of themes for variations,
when, notwithstanding a certain freedom of
it

;

modulation, the predominance of one main idea
is unbroken.
Professor Marx has called attention to the
fact tliat this form is sometimes amplified by
tliat is to say, when the return to
the original key has been made to follow the
contrasting section or Trio, a fresh departure is
made, and another contrasting yection or Trio is
given, after which follows the final return to

repetition

;

Examples of this
the original key and idea.
occur in the Symphonies of Beethoven and

Schumann, as well as in less important works
and it is well to take note of the fact that in

;

under consideration shows its
close relationship to the Rondo form
for that
form in the hands of early instrumental composers such as Ramean and Couperin was little
else than the frequent repetition of a main idea
in a principal key, interspersed with contrasting
episodes, which in the present case answer to
this case the form

;

the Trios.
The occurrence of codas with this form is very
common, but for the discussion of that point
reference must be made to the article under that
head and to the article Form.
Finally, it will be well to return shortly to
the consideration of the distinctive name of
In
Lied which has been given to this form.
the choice of it, its author was probably guided
by a well-grounded opinion of the superior
antiquity of song to other kinds of music, wdiich
led him to infer that the instrumental forms
wdiich he pirt under the same category were
But this is not by
imitated from the Lieder.
any means inevitable.
It will have been seen
from the above discussion that in this form the
simplest means of arriving at artistic balance
and these
and proptortion are made use of
would have been chosen by the instinct of the
'

'

'

'

;

composers of instrumental music without
knowdedge that vocal music was
And there is more
cast in the same mould.
than this.
In songs and other vocal music the
hearer is so far guided by the sense of the words
that a total impression of completeness may be
obtained even with very vague structure in the
music whereas in instrumental music, unless
the form is clear and appreciably defined, it is
earliest

-any necessary

;

impossible for the most intelligent hearer to
So that, in point
realise the work as a whole.
of fact, vocal music can rlo without a great deal
of that which is vital to instrumental music
and therefore the Lied is just the member of
the group wdiich it is least satisfactory to take
;

but as this form has been classified
under that head, it has been necessary so to
review it fully, in order that a just estimation
may be formed of its nature, and the reason for
The form itself
taking exception to the title.
is a very important one, but inasnmch as it
admits of great latitude in treatment, it appears
as the type

:

that the only satisfactory means of classifying
or making it explicable, is by putting it on

it,
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as broad a basis as possible, and giving it a
distinctive title which siiall have reference to its

constitution, and not to one of the
kinds of music which may, but need not
necessarily, come within its scope.
0. H. H. P.
LIED
WORTE, i.e. Song without
words (Fr. Romance sans paroles), Mendelssohn's
title for the pianoforte pieces wdiicli are more
closely associated with his name than any other
of his compositions.
The title exactly describes
them.
They are just songs. They have no
words, but the meaning is none the less definite
I wish I were with you, says he to his sister
Fanny in sending her from JMnnieh ' the earliest
of these compositions which we possess
but
as that is imjiossible, I have written a song for
youexpressiveof my wishes and thoughts
and then follows a little piece of sixteen bars
long, which is as true a Lied ohne Worte as any
in the whole collection.
We know from a letter
of later date ^ than the above that he thought
music much more definite than words, and there
is no reason to doubt that these
Lieder,' as he
himself constantly calls them, have as exact
and special an intention as those wdiich were
composed to poetry, and that it is almost impossible to draw a line between the two.^
He had
two kinds of songs, one with words, the other
without.
The pieces are not Nocturnes, or
Transcripts, or Etudes.
They contain no
liravura
everything is subordinated to the
wish or the thought wdiich filled the heart
of the composer at the moment.
The title first appears in a letter of Fanny
Mendelssohn's, Dec. 8, 1828, which implies that
Felix had but recently begun to write such
pieces.
But the English equivalent was not
settled without difficulty.
The day after his
arrival in London, on April 24, 1832, he played
the first six to Moscheles, and they are then
spoken of as Instrumental Lieder fiir Clavier.' *
On the autograph of the first book, in Mr. Felix
Moscheles' possession, they are named
Six
songs for the Pianoforte alone,' and this again
was afterwards changed to Original Melodies
intrinsic

many

OHNE

—

'

'

—

'

'

.

.

.

'

;

'

'

'

'

'

'

'

for the Pianoforte,'

book

under which

title

the

first

by Alfred
on August 20,

w^as published (for the author)

Novello (then in Frith Street),
1832, and registered at Stationers' Hall.
No
opus -number is given on the English copy,
though there can be no doubt that Mendelssohn
arranged it himself in every particular.
The
book appeared concurrently in Berlin, at
Sechs Lieder ohne Worte, etc.
Simroclc's, as
op. 19.'^ The German name afterwards became
current in England, and was added to the
English title-jiage (see below).
"The last of the six songs contained in the
'

'

2

Letters from Italy and Switzerland, June 14 3830

Tn Souobay, Oct. 15, l&ll.
The Herbatlied (op. 63) was

originally a Lied ohne Worte (MS
Cat. No- 2041.
4 See the Translation o( the Life of MoscfteUs, 1. 267, for
this and
the following fact.
5 There are two opus 19, a set of six songs with words, and
a set of
six without theui3

LIEDEBKREIS

LIEDERTAFEL

book
In a Gondola,' or Venetianisches
Gondellied
is said to be the earliest of the
In Mendelssohn's MS.
six in point of date.
Venedig, 16th Oct.,
catalogue it is marked
a distinguished
1830, fiir Delphine Schauroth
musician of Munich, whom he had left only a
few weeks before, and to whom he afterwards
dedicated his lirst PF. Concerto.
An earlier
one still is No. 2 of Book 2, which was sent

other series, the 'Winterreise and the SchwanenSchumann
Gesang,' have not the special title.
has left several Liederkreis by Heine (op. 24) ;
by Eichendorff (op. 39)
Dichterliebe, Liedereyklus (op. 48)
Liederreihe von J. Kerner
(op. 35)
Frauenliebe und Leben (op. 42). Of
all these Beethoven's most faithfully answers
to the name.
The songs change their tempo,
but there is no break, and the motif of the
first reappears in the last, and closes the circle.
Thayer's conjecture (iii. 401) that in writing it
Beethoven was inspired by Amalie von Sebald,

728

—
—

first

'

'

'

'

'

from Munich to his
dated June 26, 1830.

sister

—

Fanny

in a letter

[The second book was

Six Romances for the Pianoforte, a
title probably necessitated by the
fact that this book was published by Lavenu,
not Novello. It was entered at Stationers' Hall
Book 3 (Novello, 1837 or 1838) has a
in 1835.
similar title to Book 1
but bears at the top of
the title-page the words The celebrated Lieder
ohneWorte,' this being the first employment of
F. G. E.]
the German name.
Strange as it may seem, the success of the
Lieder ohne Worte was but slow in England.
The books of Messrs. Novello & Co., for 1836,
show that only 114 copies of Book 1 were sold
Six books, each conin the first four years ^
taining six songs, were published during
Mendelssohn's lifetime, numbered as opp. 19, 30,
and a seventh
38, 53, 62, and 67, respectively
and eighth (opp. 85 and 102) since his death.
A few of them have titles, viz., the Gondola
another
Venetiansong already mentioned

called

'

'

change of

;

'

!

;

'

;

No. 6
'Duett,' op.
Volkslied,' op. 53, No. 5
a third
38, No. 6
Venetianisches Gondellied,' and a FnihlingsThese titles are
lied, op. 62, Nos. 5 and 6.
Names have been given to some of
his own.
Thus op. 19, No. 2, is called
the other songs.
op. 62, No. 3,
Jagerlied or Hunting-Song
Trauermarsch or Funeral march op. 67, No.
but these,
Spinnerlied or Spinning-Song
3,
isches Gondellied,' op. 30,

;

'

;

;

'

'

'

'

'

;

'

'

;

'

'

appropriate

or

;

not,

Mendelssohn.)

are

unauthorised.

(See
g.

or
LIEDERKREIS,
LIEDERCYCLUS,
LIEDERREIHE. A circle or series of songs,
relating to the

same object and forming one

The first instance of the thing
use of the word appears to be in

piece of music.

and the

first

Beethoven's op. 98, 'An die feme Geliebte.
Ein Liederkreis von Al. Jeitteles.^ Fiir Gesang
von L. van Beethoven.'
und Pianoforte
This consists of six songs, was composed April
1816, and published in the following December.
The word Liederkreis appears first on the
Beethoven's title on the autoprinted copy.
graph is
An die enfernte Geliebte, Sechs
Lieder von Aloys Jeitteles, 'etc. It was followed
.

.

.

'

by Schubert's Die schone Miillerin, ein Cyclus
von Liedern,' twenty songs, composed 1823,
and published March 1824.
Schubert's two
'

1 For this fact I am inilpbted
to the kinciness of Messrs. NoveUo.
2 Of the ijfjet of these charinlhg verses little information can be
gleaned, lie Wius born at Brllnn, .Tune 20. 17'J4, so that when he

Litre many
wrote the Lio'ierltreis he w.as bareiy twenty-one.
amateurs of mnsie he practised medicine, and lie died at his native
place, April 16, 1H5«.

'

'

—

*

;

'

'

'

;

;

'

'

whom

he had met at Linz in 1811, is not
improbably correct.
He was then forty -five
years old, an age at which love is apt to be
dangerously permanent.
[Of later song-eycles,
the

are among the best known
Magelone-Lieder,' and von Fielitz's

following

Brahms's

'

:

'Eliland'; Sullivan's setting of Tennyson's 'The
AVindow, or the loves of the Wrens
Stanford's
quartet -cycle from the same poet's Princess
and Somervell's song -cycle of lyrics from
Elgar's 'Sea Pictures,' and many
Maud.
other song -cycles, are anomalous in that the
words are not all by the same hand but R.
Vaughan Williams's fine series of songs from
'

;

;

;

Rossetti's

Bouse of Life

fulfils

the recognised

condition.]

o.

LIEDERSPIEL,

a play with songs introduced

such songs being either well-known and
Lieder
or, if original, cast in
that form.
It is the German equivalent of the
French Vaudeville, and of such English pieces
as the
Beggar's Opera,' the
AVaterman,' etc.
The thing and the name are both due to J. F.
Reichardt, whose
Lieb' und Treue
was the
first Liederspiel.
It was an attempt to bring
back the musical stage of Germany from artifice
to natural sentiment.
Reichardt's interesting
account of his experiment and the reasons which
led to it, will be found in the AUg. mns. Zcitmvj, 1801 (709-717).
Strange and anomalous
as such a thrusting of music into the midst of
declamation may seem, the attempt w'as successful in Germany, as it had been in England
fifty years before.
The tunes could he recognised
and enjoyed without ettbrt, and the Liederspiel
had a long popularity.
After Reichardt,
Himmel, Lortzing, Eberwein, and a number of
other second-class writers composed Liederspiel
which were very popular and they even still
are to be heard.
Mendelssohn often speaks of
his 'Heimkehr' ('Son and Stranger') as a
Liedersi^iel, but that can only be by an extension of the phrase beyond its original
meaning.
G.
into

it,

favourite airs

—

—

'

'

'

'

—

LIEDERTAFEL,

originally a society of men,
together on fixed evenings for the
practice of vocal music in four parts, drinking
forming part of the entertainment. These clubs
arose during tlie political depression caused by
Napoleon's rule in Germany
and the first,
consisting of twenty -four members only, was

who met

;

A

LIFE FOR THE TSAR,

LILIENCRON

founded by Zelter in Berlin, Dec. 28, 1808.
Others soon followed at Frankfort and Leipzig,
gradually rela.xing the rules as to numbers.
Bernhard Klein founded the Jiingere Berliner
Liedertafel,' which aimed at a higher standard
of art. These societies gave an inmiense impetus
to men's part -singing throughout Germany.
Since the establishment of tlie Mannergesangvereine proper (male singing- societies),
tlie
word Liedertafel has come to mean a social

tura

Verein,'

'

j'.c.

ladies

members

The Liedertafeln

singing.

singing

-

societies

of

of the

Vienna,

large

Munich,

male
and

Cologne, are pleasant and refined entertainments, not without a musical significance of
their

own.

p.

LIFE FOR

THE TSAR,

g.

A.

Opera in four
acts and an epilogue, text by Baron Rosen,
music by Glinka.
Produced at St. Petersburg,
Nov. 27, 1836.
At Covent Garden (in Italian
'as La Vita per lo Czar"), July 12, 1887.
At
the theatre in Great Queen Street (in Russian)
in 1887.

A

LIFE LET US CHERISH.

favourite

commencing Freut ench des
Lebens, the author of which is Martin Usteri
German

song,

'

'

of

Zurich

;

published

first

in

the

Hans Georg Nageli.

It is used as subject for

which form the last
movement of WoelH's celebrated sonata called
'Non plus ultra.*
K. M.
The melody is frequently but erroneously
the elaborate variations

attributed to Mozart, probably in the first instance by its inclusion in
Collection of Original

A

Harp coTnposed
iy IF. A. Mozart, etc. etc., the poetry iy Peter
Pindar, Esq. (London, Broderip & Wilkinson,
circa 1800).
Peter Pindar's words are entitled
songs

.

.

.

for the Pianoforte or

'The Adieu' ('0 faithless maid adieu'); but
about this time there were also numerous translations of the original German words, the most
Life's Glad
Taste
common of which was
Moments by Sir Alex. Boswell. For the first
fifty years of its introduction into England it
had an unfortunate existence as an elementary
'

'

for the flute, after wdiich
equally on the pianoforte.

lesson

LIGATOSTIL
gehunclcner Stil,
is

(Ital.

the

is

StUe

it

suft'ered
F. K.

ligato), also called

German term

for

what

called the strict style, as distinguished from

the

free

style

Its
of musical composition.
much in the fact

chief characteristic lies not so

that the notes are seldom or never detached, as
that all dissonances "are strictly prepared by

means of

f. t.

tied notes.

LIGATURE,

i.

(Lat. Ligatura

;

Ital,

Lcga-

passage of two or more
[See Nota-

to a single syllable.

LIGATURE,

ii.

(in reed instruments).

The

metal band regulated by two adjusting
screws, whicli is used to secure the reed to the
mouthpiece in instruments such as the clarinet
and the saxophone.
In former days the reed
was lield in position merely by a binding of

waxed thread.

d.

LIGHT, Edward,

a musician

,1,

B,

who claimed

the invention of the harp-lute and a kindred
instrument named the Apollo-lyre,
The harplute, known also as the dital harp (see HahpLUTE, ante, pp, 327-28), was popular at the
junction of the 18th and 19th centuries, and
the Apollo-lyre less so.
The latter took the
form of the ancient instrument, but it had a
centre finger-board and a sound chamber.
In
1794 Light was living at Kensington, and
about this period he was making the above two
instruments for sale.
He soon removed to
8 Foley Place, Cavendish Square, and was
'lyrist to the Princess of "Wales."
In 1818 he
took out a patent in connection with the harplute which shortly after this date was made by
"Wheatstone & Co.
Liglit was a teacher of the
guitar, and arranged some music for it.
He
published a number of works, being arrangements and instructions for the harp lute, Apollolyre, and for the guitar.
r. K.

LIGHT OF THE WORLD, THE.

GoUinger

Miiscnahna'iiach for 1796 without the autlior's
name.
The music was written in 1793 by

sung

flexible

a gathering of

and gentlemen, at wluch the
perform pieces previously learned.
Tliey are in fact informal concerts, wliere tlie
guests move about, eat, drink, and talk as they
please, jirovided they keep silence during the
invited

A

Fr. Liaison).

tion.]

'

gathering of the

;

notes,
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An

two parts the words comjiiled from
tlie Scriptures, the music by Artliur Sullivan.
Written for the Birmingliam Festival, and first
performed there August 27, 1873,
LILIENCRON, Rochus Fkeiheer von,
was born at Plon in Holstein, Dec, 8, 1820,
After going through a course of theology and
law at Kiel and Berlin, and graduating both
as Doctor of Theology and Philosopihy, he
devoted himself chiefly to Germanistic studies,
including Old Norse languages and literature,
on which he contributed various essays to
periodicals.
From 1848 to 1850 he was in the
oratorio in

;

diplomatic service of the Sehleswig- Holstein
Government during the war with Denmark.
In 1860 he became Professor of Old Norse
languages and literature at Kiel, and in 1852

From 1855 to 1868
Germanistik at Jena,
he was Geheimer Kabinetsrat (Privy Cabinet
Councillor) to the Duke of Jleiningen.
In
1855 he published Lieder und Spriiche aus
der letzten Zeit des Minnesangs,' containing
twenty melodies wdth texts from the celebrated
Jena Minnesanger codex, written about 1320.
Dr. Wilhelm Stade of Jena provided the melodies with a modern setting in four-part harmony.
of

'

'

'

afterwards settled at Munich as
Editor of the AUgcmeine Deutsche Biographic,
of wdiich from 1854 up to the present, fifty
volumes have appeared.
It was also during
his stay at Munich that he published Die
Liliencron

3 a

LILLIBUELERO

LILLE
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mm

IS.Mstorischen Volhsliedcr cler Deutschen
16. Jahrh., in five volumes (1865-69), the last
volume containing valuable notes on the old
tunes, besides eighteen polyphonic settings of
some of them by H. Isaac, Senli, -H. Finck,
Mahu, and others. For Kiirseliner's Deutsche
Nalioiial-LUeratur, Bd. 13 (1884), he published
Deutsches Leben im Vollcslied itiii 1530, which
contains 147 Volkslieder of the 16th-century
From 1876 Liliencron
texts and melodies.
has chiefly resided at Schleswig as Prtilat des
Latterly, he has occupied
St. Johannisstiftes.
himself much with the r|uestion of ChurchBesides contributing various essays on
music.
the subject to Siona and other Church and
musical periodicals, he published in 1893,
Liturgisch-mus-ikalische Geschichte der evangel.
Lutherischen GottesdienMe von 152S lis 1700,
which is a valuable sketch of the history of
Lutheran Church- music from the liturgical
point of view up to the rise of the form of
Church-Cantata as perfected by Sebastian Bach.
It is based on a thorough liturgical as well as
musical knowledge, and is in eH'ect a plea for
the closer welding of music with the liturgy by
a return to the older forms of liturgical music.
Practical proposals to the same etl'cct are embodied in a more recent work, entitled Chorord-

nung

Sonn- und Fcsltage des evangel.

fiir die

The task of
Kirchcnjahres (Giitersloh, 1900).
pioviding a musical setting for the liturgical
texts contained in this work in accordance with
the author's principles, lie has entrusted to a
Three parts
Berlin musician, H. van Eyken.
have appeared up to the present, published by
Breitkopf & Hartel, and a fourth is in preparaAnother historico-rausical work by Liliencron of some importance is Die Horazischen
Metren in deutschen Kow/ponistoi des IGten
Jahrhunderts, Avhich includes nineteen Odes of
Horace as set in simple note-for-note counterpoint, and in accordance with metrical principles
by Tritonius, Senfl, and Hofliaimer respectively.
tion.

An

edition of these settings in

modern

has also been published (Breitkopf

&

score

Hartel).

Among more recent works of Liliencron may
be mentioned a novel, JVie man im Aviwald
Mitsik inaeht (1903), written to further the
cause of reform in Church -music which the
Mention may
author has so much at heart.
also be made of an earlier writing on the Danish

composer, C. E. F. Weyse, and Danish music
generally (1878).
It should also be added
that von Liliencron is now the President of
the Royal Prussian Commission for the editing
and publication of the Denkmdler Deutscher
Tonlcunst, of

now

which twenty-two volumes have

appeared.

J.

LILLE (Nord).

One

of the

of the Conservatoires of provincial
cursales of the Paris Conservatoire),
under the title of Academic royale
in 1816, with classes for singing
'

R. M.

most important
France (sucwas founded
de musique

and

solfege,

added classes for violonIn 1826 the
and wind instruments.
Academic became affiliated to the Ecole royale
of Paris, and new classes for violin, clarinet,
In 1852bassoon, and pianoforte, were formed.
1853 the institution was completely organised,
and developed rapidly under the direction of
Victor Magnien, jtrofessor of music at Beauvais,
who added classes for horn, flute, oboe, cornet,
trumpet, saxophone, harmony, and ensemble

to which, in 1821, were
cello

singing.

tion the

Under his active and intelligent direcnumber of pupils rose to 475. His

Ferdinand Lavainne, 2^iano professor
from 1832, formed, from materials available
in the school, a concert society which gave
several gTand performances of large woi'ks, hut
could not he pjermanently maintained.
Classes
for dramatic singing shortly afterwards completed the curriculum of the school.
M. Emile
Eatez (born 1851 at Besamjon), who has been
director of the school since 1891, has raised
successor,

the Lille Conservatoire to its highest point
at
the present day it is the most flourishing and
important of the music-schools of France outside
Paris.
M. Ratez established classes for harp,
organ, viola, and re-established the concert
The number of jaipils is at present
society.
the subvention of the
350, of both sexes
institution, contributed by the town, the department, and the state, is 43,000 francs a
;

;

M. K.

year.

LILLIBUELERO.

The following rhymes,
says Dr. Percy,
slight and insignificant as
tliey may now seem, had once a more powerful
'

'

than either the Philippics of Demosthenes
and contributed not a little towards
the great revolution of 1688.'
Bishop Burnet
says
A foolish ballad was made at that time,
treating the papists, and chiefly the Irish, in
a very ridiculous manner, which had a burden
said to be Irish words, " Lero, lero, liliburlero,
ett'ect

or Cicero

;

;

'

that made an impression on the [king's] army,
that cannot be imagined by those that saw it
not.
The whole army, and at last the people
both in city and country, were singing it
perpetually.
And perhaps never had so slight
a thing so great an effect.
[The tune is said
to have been known in Ireland as early as the
first (juarter of the l7th century, and as, on its
'

Companion (1686)

inclusion in The Delightful

and Musick's Handmaid,
called

'

A New

have composed

pt.

Irish Tune,
it

'

ii.

(1689),

it is

Purcell's claim to

must be considered very

Popular Music of
Olden Time (1893), where the editor. Professor Wooldridge, supports Purcell's claim as
the composer.]
Henry Purcell, the composer of the tune,

doubtful.

See Chappell's

the

here receives no share of the credit, of which
nine-tenths, at least, belong to him.
The song

was

first taken up by the army, because the
tune was already familiar as a quick -step to
which the soldiers had been in the habit of

LILLIBUELERO

LILLIBURLEKO
Ho

the catcliiiig air was repeated
}ias retained its popularity
down to the present time. As tlie march and
qniek-step have not been reprinted since 1686,
although by Henry Purcell, it is well that, at

Then

inarehing.

by

otliers,

last,

and

they should reappear.

Dough by my shoul de Englisli do praat,
De law's on dare side, and Creish knows what.
But

dispence do come from de pope,
hang Magna Cliarta, and dem in a rope
For de good Talbot is made a lord,
And with brave lads is coming aboard

copy of both ^ is in The Delightful Com-jxinion
Ncic Lessons for the Ileeorder or Flute,
Snd ed. 1686, oblong quarto. As this little
book is engraved upon i)lates, and not set up>
:

more

usual,

and quick-step are on sheet
of the book,

and

this

F, in the

:

Who

all in

Ara

but why does he stay beliind ?
by my slioul 'tis a protestant wind.

France have taken a sware
Dat dey will have no protestant lieir.

Ho

march

!

!

But

middle

de Tyrconnel

see,

is

now come

And we shall have commissions
And he dat will not go to mass

we may reasonably assume that

they were included in the first edition also,
which cannot be less than a year or two earlier

ashore,

gillore.

be turn out, and look like an ass.

Sliall

But now de hereticks

By

date.

iir

if

We'll

The only extant

or. Choice

in types, as tlien

by shaint Tyliurn, it is de Talbote,
he will cut all de English troate.

!

And

it

731

March.

all go down.
Creish and shaint Patrick, fie nation's our own.

Dare was an old prophecy found in a bog,
Ireland sliall be rul'd by an ass, and a dog.'
'

And now

dis prophecy is come to pass.
For Talbot's de dog, and Ja
es is de ass.
.

.

Such stuff as this would not have been tolerable without a good tune to carry it down.
And yet Lord Wharton has had the entire

A late viceroy, who has so often
boasted himself upon his talent for mischief,
invention, lying, and for making a certain
JAlllhurlero song
with which, if you will
l.ielieve himself, he sung a deluded prince out
of three kingdoms.' ^
credit

'

:

;

From

this political beginning

became a party tune

'

Lilliburlero

in Ireland, especially after

Dublin's Deliverance
Drogheda,' beginning:
'

or

:

Surrender

the

Protestant boys, good tidings

I

of

bring,

and 'Undaunted Londonderry,' commencing:
Protestant boys, both valiant and stout,

had been written

to

it.

was discontinued as a march in the second
half of the 18th century, in order to avoid
It

offence

to

Catholic

iSigSi

our

Irish

soldiers

Roman

of the

faitli.

The tune has been often referred to by dramaand by otlier writers, as by Shadwell and
Vanbrugh in plays, and by Sterne in Tristram
Shandy.
It appears as A new Irish tune by
H. Purcell in the second part of Music's
Hcmdmaid, 1689 and in 1691 he used it as a

tists

'

'

The words are the merest doggerel. They
refer to King James's having nominated to the
lieutenancy of Ireland, in 1687, General Talbot,
newly created Earl of Tyrconnel, who had
recommended himself to his bigoted master by
his arbitrary treatment of the Protestants in
tlie preceding year, when he was only lieutenantgeneral.
One stanza as sung to the tune may
After that, the two lines of

suffice.

only are given

WU

[Thequick-ate-phad, however, appeared in
Melancholy. 1661.]
1

;

fifth piece in The Gordiaii
Knot untyd. The first strain has been commonly sung as a chorus in convivial parties

A very

good song, and very well sung.
Jolly companions every one.

And

^i/i

it is

the tune to the nursery

A

large

number

of other songs

to the air at various times.

[The
la,
la.

Antidote against

rhyme

:

There was an old woman toss'd up on a blanket
Ninety-nine times as high as the moon,

:

!

'

ground-bass to the

new words

l^roder Teaguft, dost hear de decree ?
LHlihurlero buUen. a la.
Dat we shall have a new deputie.
JAUib-nrlero bullen a la.
hurlero, lero lero, hvUen a
Lero lero,
Lero lero, lilli burlcro, kro lero, bullen a

Ho

'

following

additions

have been written
av. c.

throw light

on

various points in the vexed question of the
origin of the song
:

2 A TriLi Relation of the several Facfi and Circumstances of the
intfnded Riat and Tumult on <^ucen Ulczabeth's Birthday, Third

LILT
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LINCKE

The evidence quoted above in support of the
theory that Purcell composed the tune is clearly
very slight, as in collections of the kind referred
to the name of a well-known composer was
often attached to tunes with which he had little
Lillibnrlero is called
or nothing to do.
A
new Irish tune in the very place where Purcell's
name is attached to it and the fact that he
used it as a bass proves nothing as to his
authorship, for he also used the tune Cold and
Raw in the same way in the Ode for the
Queen's Birthday, 1692.
It is curious that
these two tunes should have a further bond of
connection
for the tune of
Cold and Raw,
or 'Stingo,' was attached to the words of
Lillibnrlero,' in a version similar to that given
above, as early as 1688, in a broadside now in
the Bodleian Library, formerly in the possession
'

'

'

of

From

is

heard them liltin' at the ewe 7ni]kin',
Lasses a liltin' before dawn of day
there's a irioanin' on ilka greim loanin',
The Flowers of the Forest are a' wede away.
;

Now

The Skene MS.,
clusively

1)

ascribed (though not con-

to the reign of James VI. of Scotland,

contains six lilts
'Ladie Rothemayeis (the air
to the ballad of the Burning of Castle Frindraught), Lady Laudians (Lothian's), Ladie
Cassilles (the air of the ballad of Johnny Faa),
Lesleis, Aderneis, and Gilcreich's Lilts.
We
:

'

'

'

'

'

quote

'

Ladie Cassilles

'

:

^^^^^^^

_ nSloyj.

Antony Wood.

A New

it

I've

;

;

lament

:

'

'

Forest,' a

Flodden, where
contrasted with a mournful tone
for the disastrous field of

'

'

'The Flowers of the

song,

||^g££gggrgg&|

i:^gg
Song.

a broadside, Bodleian Library.

ggpggg^pg^^
Ho

brother Teague,

etc.

^-^^PggE^ggg^gEg

iE^-^i?il^i^^i^

W. Dauney, editor of the Skene MS. supposes
the Liltpipe to have been a shepherd's jaipe, not a
bagpipe, and the Lilts to have sprung from the
pastoral districts of the Lowlands.
E. p. s.
,

A grand opera
on Boucicault's Colleen

LILY OF KILLARNEY.
in three acts, founded

The name

'

Lillibnrlero

'

was

first

appended to

the major tune in 1690, in the 8th edition of
the Dancing Master, and the 6th of Apollo's
Banquet.
F. K.
As far back as the first quarter of the l7th
century the tune given above was sung to an
Irish nursery-song entitled
Cailleach a thusa,'
and soon found its way to England, where it
became popular in a variant known as Joan's
Placket,' referred to by Pepys under date June
No satisfactory translation of the
22, 1667.
word Lillibnrlero is forthcoming, unless we
lero
as = laochradh, champions, but
accept
the words builen (or bullen) a la are said to
mean strike the ball,' to be taken from a game
The tune was printed for
of the football kind.
180 Loyal Songs,'
the first time in 1685, in
It was subsequently set to various songs, and
w. H. G. F.]
often introduced upon the stage,
LILT (verb and noun), to sing, pipe, or play
cheerfully, or, according to one authority, even
sadly also, a gay tune.
The term, which is
of Scottish origin, but is used in Ireland, and
occurs in Chaucer, would seem to be derived
'

'

'

'

'

'

'

'

'

'

;

from the bagpipe, one variety of which is
described in the Houlate (an ancient allegoriLiltcal Scottish poem dating 1450), as the
pype.
Whenever, in the absence of a musical
instrument to play for dancing, the Irish
peasant girls sing lively airs to the customary
'

'

'

'

syllables la-la-la,

it

is

classical occurrence of the

called

word

'lilting.'
is

The

in the Scottish

Bawn

'

the words by John O.xenford, the
music by Jules Benedict.
Produced at the
Royal English Opera, Covent Garden, Feb. 8,
1862.
G.
'

;

LIMPUS, Richard,

organist, born at Isle1824, was a pupil of the
Royal Academy of Music, and organist successively of Brentford
of St. Andrew's, Undershaft
and St. Michael's, Cornhill. He composed a good deal of minor music, but his claim
to remembrance is as one of the founders of
the College of Organists, which, owing to his
zeal and devotion, was established in 1864.
He was secretary to the College till his death,
March 15, 1875.
[See Royal College of
Oeganist.s.]
g.
LINCKE, 2 Joseph, eminent violoncellist and
composer, born June 8, 17S3, at Trachenberg
in Prussian Silesia
learnt the violin from his
father, a violinist in the chapel of Prince Hatzfeld, and the violoncello from Oswald.
A mismanaged sprain of the right ankle left him lame
for life.^
At ten he lost his parents, and was
obliged to support himself by copying music,
until in 1800 he procured a place as violinist
in the Dominican convent at Breslau.
There
he studied the organ and harmony under
Hanisoh, and also pursued the violoncello under

worth,

Sept.

10,

;

;

;

1

See

W. Chappeira

2

He

alwiiya wrote his

criticisraa.

uame

Popidar

Jfttsic, p. 614.
ii usually

thus, though it

spelled

Links.
> It ifl perhaps in alluaion to this that Bernard writea,
haa only one fault that he is crooked (krumm).

—

'

'

Lincke

LINCOLN FESTIVAL

LIND

whose departure he became first
which C. M. von
In 1808 he
Weber was then capellmeister.
went to Vienna, and was engaged by Prince
Easouniowsky ^ for his private quartet-party,

gow, Manchester, Liverpool, ete.
In a lecture
on Mendelssohn, at the Western Literary Institution, on Dec, 23, 1845, that nia.ster's violin
concerto was played for the first time in England,
by Herr Kreutzer, with Lincoln at the jiianoforte.
He died at Hampstead, August 16, 1901,
{Bril. Mus. Biog.)

Lose,

after

violoncellist at tlie theatre, of

In tliat
at the suggestion of Schuppanzigh.
honse, where Beethoven was supreme, lie had
the opportunity of playing the great composer's

works under his own supervision.- Beethoven
was much attached to Lincke, and continually
calls

him

'

Zuuftnieister violoncello,' or some

The Imperial
other droll name, in his letters.
Library at Berlin^ contains a comic canon in
Beethoven's writing on the names Brauehle
and Lincke.

^-^-^

^

?=

-*=S=

iE^^
-

ncke, Lincke,

^^^^mi
ncke,

Lincke,

PF, and Violoncello (op,
102) were composed by Beethoven while he and
Lincke were together at the Erdodys, in IBIS,*
Lincke played in Schuppanzigh's public quartets, and Schuppanzigh in turn assisted Lincke
at his farewell concert, when the progi-amme
consisted entirely of Beethoven's music, and the
His playgreat composer himself was present.
ing appears to have been remarkable for its
humour, and he is said to have been peculiarly
happy in expressing Beethoven's characteristic
style, whence no doubt the master's fondness
He then went to Gratz, and from
for him, 6
thence to Pancovecz near Agram, the residence
of Countess Erdtidy, as her chamber-virtuoso,
In 1818
where he remained a year and a half.
he was engaged by Freiherr von Braun as first
violoncellist in the theatre 'an der Wien,' and
in 1831 played with Merk, the distinguislied
violoncellist, in the orchestra of the court-opera.
He died on JUarch 26, 1837. His compositions

The two Sonatas

for

consist of concertos, variations, capriccios, etc.,
his first three works only (variations) having

been published.

LINCOLN FESTIVAL.

<^'

See

F. p.

Festivals,

ante, p. 299.

LINCOLN, Henry Cephas,

born 1789 and

died 1864, was an organ - builder in London.
He built the organ in the Pavilion, Brighton,
v. pe p.
is now in Buckingliam Palace.
His son, Henky John Lincoln, born Oct. 15,
1814, in London, began as organist of Christ
Church, Woburn Square, and from 1846 was
employed upon the Daily News, succeeding
G. Hogarth as its critic in 1866, and retaining
He lectured frequently on
the post till 1886.
musical subjects, in London, Edinburgh, Glas-

which

1

and the Prince the necond violin.
2 Compare Thayer's Hfefhoren, iii. 49.
See Nohl'a Bi^e/hmfen'g Driefe. 1867, p. 92, note.
1 See Thayer, iii. 343.
Bee the 2feui ZeUechrift fur Musik, 183V, No. 32,

Weifl3 played the viola,
3
s

LINCOLN'S

INN

FIELDS
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THEATRE

stood nearly in the centre of the south side of
Lincoln's Inn Fields, the jirincipal entrance
being in Portugal Street,
It was erected by
Christopher Rich, and opened (alter his death)
in 1714 by his son, John Rich, with Farquhar's

comedy, 'The Recruiting Officer,'
Here Rich
first
introduced his pantomimes, a curious
mixture of masque and harlequinade, in which
he himself, under the name of Lun, performed
the part of Harlequin,
Galliard was his composer, and Pepuscli his music director,
[Galliard; Pepusch,] Here T)ie Beggar's Opera
was first produced in 1727. [Beggar's Opera.]
Rich removing in 1732 to the new tlieatre in
Covent Garden, tiie house in Lincoln's Inn
Fields was let for a variety of purposes.
Here
in 1734 Italian operas were given, in opposition
to Handel's at the King's Theatre, with Porpora
as composer and Senesino as principal singer
and here, when Handel was compelled to quit
the King's Theatre, he, in his turn, gave Italian
operas, and also, occasionally, oratorio performances. His 'Dryden's Ode on St. Cecilia's Day'
was first performed here in 1739, and in 1740
his L'AUegro, II Pensieroso, ed II Moderate,'
Parnasso in Festa,' and his operhis serenata
Plays were occasionally peretta 'Hymen.'
formed here until 1756, when the building was
It was afterwards
converted into a barrack.
Salopian
occupied as Spode and Copeland's
China Warehouse,' until it was taken down in
1848 for the enlargement of the College of
Surgeons. This tlieatre must not be confounded
wdtli tw^o others which previously stood near the
same spot, viz. the Duke's Theatre, erected by
Sir William Davenant in 1662, and occupied
until 1671, when the company removed to
Dorset Garden Theatre, and the Theatre in
Little Lincoln's Inn Fields, built upon the same
Love
site and opened in 1695 with Congreve's
for Love,' and occupied until the coniiiany
removed to the Queen's Theatre in 1705, when
it was abandoned. [King's Theatre.] w. h. h.
LIND, Jenny, was born at Stockholm, Oct. 6,
1820.
When she was nine years old. Count
Puke, director of the Court Theatre, admitted
her to the school of singing which is attached
to that establisliment, and she received there
her first lessons from the singing-master and
Court secretary, Croelius, and subsequently from
After appearing in
a master named Berg.
children's parts from 1830 onwards, she made
her debut at the Opera in her native city,
March 7, 1838, as Agatha in Weber's Freischiitz,' and played afterwards the principal
'

'

;

'

'

'

'

'
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Euryauthe, Alice in

Robert le Diable,
with brilliant suc-

'

'

finally

'

La

Vestale,

'

all

[In 1840 she was made a member of the
Royal Swedish Academy of Music, and was
appointed court singer.]
She upheld the Royal
Theatre until July 1841, when she went to
Paris in hope of improving her style of singing.
There Manuel Garcia, after expressing the
opinion that her voice had been worn out by
faulty method and overwork, ultimately gave
her lessons, during a period of eleven months,
but she herself mainly contributed to the
development of her naturally harsh and unbending voice, by ever holding before herself the
ideal which she had formed from a very early
age.
She had been wont to sing to her mother's
friends from her third year
and, even at that
period, the intense feeling of melancholy, almost
natural to all Swedes, which filled her young
soul, gave to her voice an expression which drew
tears from the listeners.'
Meyerbeer, who happened to be at Paris at the time, heard her, was
delighted, and foretold a brilliant future for the

cess.

'

;

young

[He arranged a private audition
for her at the Opera, and recommended her for
the opera at Berlin. She returned to Stockholm
for two years, and in 1844 went to Dresden, to
singer.

'

study German.]
In September she returned to
Stockholm, and took part in the fetes at the
crowning of King Oscar but went to Berlin in
October, and obtained an engagement at the
Opera through the influence of Meyerbeer, who
;

had written

for her the principal role in his
Feldlager in Schlesien,' afterwards remodelled
as L'Etoile du Nord.
She appeared first, Dec.
'

'

'

1 5 as
,

Norma, and was welcomed with enthusiasm

and afterwards played, with equal

;

success, her

part in Meyerbeer's new opera.
She also appeared as Euryanthe, and in 'La Sonnambula.'
In the following spring she sang at Hanover
and Hamburg. After this toirr she returned
again to Stockholm and once more enjoyed a

triumphant success. [She sang before Queen
Victoria and Prince Albert at Stolzenfels in tlie
following August, and appeared at Frankfort,
Darmstadt, and Copenhagen she was again in
;

Berlin in the winter, appearing in the parts of
Donna Anna, Agatha, the Vestalin, and Valentine in Les Huguenots.'] At the Gewandhaus,
Leipzig, she made her first appearance, Dec. 4,
Engaged soon after for Vienna, she ap1845.
peared there Apiril 22, 1846, and at Whitsuntide
of the same year, sang in the Niederrheinische
'

Fest at Aix-la-Chapelle, appearing at Hanover
After engageand Hamburg in the summer.

Munich, Stuttgart, and
various cities of South Germany in the autumn,
she returned to Vienna and added La Figlia del
Reggimento to her list of characters.
Difficulties had arisen between the two London
managers, Bunn and Lumley, as to the validity
of a contract which Jenny Lind had beenindueed
to sign with the former
and it was not until

ments

at Darmstadt,

;

May 4, 1847, that she appeared at Her Majesty's
Theatre, in 'Robert.'
Moscheles had already
met her in Berlin, and wrote thus (Jan. 10,
1845) of her performances in 'The Camp of
Silesia,'
Jenny Lind has fairly enchanted me
she is unique in her way, and her song with two
concertante flutes is perhaps the most incredible feat in the way of bravura singing that can

—

'

is,

How

lucky I was to
a glorious singer she
This charand so unpretentious withal

possibly be heard.
find her at

home

!

.

.

.

What

!

'

though true to life, was, however, shamefully belied by the management of the London
Theatre, both before and after her arrival.
It is curious now to look back upon the artifices
employed, the stories of broken contracts (this
not without some foundation), of long diplomatic
acter,

pourparlers, special messengers, persuasion, hesitation,

and

months,

—

vacillations,

kept up during

many

order to excite the interest of
Not a stone was left
public.

all in

the operatic
unturned, not a trait of the young singer's character, public or private, wa-ex'ploite by which
sympathy admiration, or even curiosity, might
be aroused (see Lumley's Reminiscences, 1847).
After appearing as the heroine of a novel (^The
Home by Frederika Bremer), and the darling of
the Opera at Stockholm, she was next described
as entrancing the opera-goers of Berlin
and her
praises had been sung by the two gi-eat German
composers, and had not lost by translation.
But, not content with fulsome praise founded
on these circumstances, tlie paragraphists, inspired
of course by those for whose interest the paragraphs were manufactured, and assuredly without her knowledge or sanction, did not hesitate
to speak in the most open way,
and as if in
commendation of her as a singer, and above
other singers,
of Mile. Lind's private virtues,
and even of her charities. Singers have ever
been charitable, generous, open-handed, and
open-hearted to their credit be it recorded the
exceptions have been few.
With their private
virtues critics have noiight to do
these should
be supposed to exist, unless the contrary be
glaringly apparent.
The public was, however,
persistently fed with these advertisements and
harassed with further rumours of doubts and
even disappointment in the early part of 1847,
it being actually stated that the negotiations
,

;

—

—
;

:

;

—

had liroken down, all afte
had been signed and sealed
The interest and excitement of the public

at

appearance was, therefore, extraordinary and no wonder that it was so.
Yet her
great singing in the part of Alice disappointed
none but a very few, and those were silenced by
a tumultuous majority of idolaters. She certainly
sang the music splendidly, and acted the part
irreproachably.
The scene at the cross in the
second act was in itself a complete study, so
strongly contrasted were the emotions she portrayed,
first terror, then childlike faith and
her

first
;

—

JKNNY

LINE)
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LIND

—

while she preserved, throughout,
innocent manner of the peasant girh
From
that first moment till the end of that season,
nothing else was thought about, nothing else
talked about, but the new Alice
the new
Sonnambula
the new Maria in Donizetti's
charming comic opera,
his best.
Pages could
be tilled hy describing the excesses of the public.
Since the days when the world fought for hours
at the pit-door to see the seventh farew^ell of
Siddons, nothing had been seen in the least
approaching the scenes at the entrance of the

confidence,
tlie

'

—

—

when

theatre

—

Mile. Lind sang.

Prices rose to

In short, the town, sacred
mad about "the Swedish
nightingale "
(Chorley).
Ladies constantly
sat on the stairs at the Opera, unable to penetrate farther into the house.
Her voice, which
then at its very best showed some signs of early
wear, was a soprano of bright, thrilling, and
remarkably sympathetic quality, from h to </'".
The upper part of her register was rich and brilliant, and superior both in strength and purity
These two portions she managed,
to the lower.
however, to unite in the most skilful way, moderating the power of her upper notes so as not to
outshine the lower.
She had also a wonderfully developed length of breath, 'which enabled
her to perform long and difficult passages with
ease, and to fine down her tones to the softest
pianissinro, while still maintaining the quality
unvaried.
Her execution was very great, her
shake true and brilliant, her taste in ornament
altogether original, and she usually invented
her own cadcnze.
In a song from Beatrice di
Tenda, she had a chromatic cadenza ascending
to E in alt, and descending to the note whence
it had arisen, which could scarcely be equalled

a fabulous heiglit.

and profane, went
'

'

'

'

The
and perfection of execution.
sung by her at the end of Ah non
giunge, was given to the present writer by an
for difficulty

following,

'

!

'

ear-witness

:

—

^^^y^^t'^i-tftfB
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What shall I say of Jenny Lind ? he writes
again (1847)
I can find no words adequate to
give you any real idea of the impression she has
made.
This is no short-lived fit of public
enthusiasm.
I wanted to know her off the stage
as well as on
but, as she lives some distance
from me, I asked her in a letter to fix upon an
'

'

'

:

.

.

.

;

hour

for

as she

me

is,

to call.

and unceremonious

Simjile

she came the next day herself, bring-

ing her answer verbally.
So much modesty
and so much greatness united are seldom if ever
to be met with
and, although her intimate
friend Mendelssohn had given me an insight
into the noble qualities of her character, I was
surprised to find them so apparent.
Again and
again he speaks in the warmest terms of her,
and subsequently of her and her husband together.
Meanwhile Mile. Lind maintained the mark
which she had made in Robert, by her impersonation of the Sonnambula, a most effective
character,
'Lucia,' Adina, in
L'Elisir,' 'La
Figlia del Eeggimento,' and perhaps, altogether
Vestale.'
her best part, Giulia in Spontini's
[She also created the part of Amalia in Verdi's
(.July 22), and sang that of
I Masnadieri
Susanna in 'Figaro.'] In 184S she returned to
Her Majesty's Theatre, and added to these
'Lucia di Lammernioor' and 'L'Elisir d'Amore.'
In 1849 she announced her intention not to
appear again on the stage, but so farmodified this
resolution as to sing at Her Majesty's Theatre
Flauto IMagico arranged as a conin Mozart's
the experiment
cert, without acting (April 12)
was so unsuccessful that instead of similar concert performances previously announced, she gave
six more operatic performances, appearing as
;

'

'

'

—

'

'

'

'

'

'

;

Amina, Lucia, Maria, and Alice. Her last appearance 'on any stage' took place in 'Robei'to,'

May

Henceforward she

10, 1849.

—

'

Inthis comparatively simple cadenza, the highest
though rapidly struck, were not given in
the manner of a shake, but were jiositively marteUcs,

and produced an extraordinary

An-

ell'ect.

other cadenza, which, according to Moscheles,
electrified
them at the Gewandhaus, occurred
'

'

three times in one of Chopin's

Mazurkas

:

[Anothercadenzaisgiven in the Masical Union
for 1849, op. 8, and more in Jenny
Lind, the Artist (see below.)]

Emrd

herself

the wild,
generation can still remember,
queer northern tunes brought here by her, her
careful expression of some of Mozart's great airs,
her mastery over such a piece of execution as the
Bird song in Haydn's "Creation," and lastly, the
grandeur of inspiration with which the " Sanctus " of angels in Mendelssohn's Elijah " was led
by her (the culminating point in that oratorio).
These are the triumphs which will stamp her
name in the Golden Book of singers' (Chorley).
On the other hand, the wondrous effect with
which she sang a simple ballad, in the simplest
possible manner, can never be forgotten by those
who ever heard it. After another season in
London, and a visit to Ireland in 1848, Mile.
Lind was engaged by Barnum, the American
speculator, to make a tour of the United States.
She arrived there in 1850, and remained for nearly
two years, during part of the time unfettered by
an engagement with any impresarin, but accompanied by Mr. afterwards Sir Julius, Benedict.
The Americans, with their genius for apprecia'

notes,

l.ietook

more congenial platform of the concertHow she sang there some of thepii-esent
room.
to the

,

'
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tion and hospitality, welcomed lier everywhere
with frantic enthusiasm, and she made £20,000
in

tliis

Feb.

5,

jirogress.

Here

it was, in Boston, on
married Mr. Otto Gold-

185'2, that she

[Goldschmiht.]
Returned to Europe, Mme. Goldschmidt now
travelled through Holland, and again visited
Germany. [Dresden was her home in 1852-55.]
In 1856 she came once more to England, and
for some years appeared frequently in oratorios
and concerts. Her actual last appearance waa
at a concert for a charity at Malvern, July 23,
In that year she accepted an appoint1S83.
ment as teacher of singing at the Royal College
of Music, which slie held till 1886.
It must be recorded that the whole of her
American earnings was devoted to founding and
endowing art-scholarshipjs and other charities
in her native Sweden
while in England the
country of her adoption, among other charities,
she gave a wliole hospital to Liverpool and a
wing of another to London. In the winter
of 1848-49, she raised a sum of £10,500 for
charities.
The scholarship founded in memory
Schmidt.

;

of her friend Felix Jlendelssohn also benefited
and it
largely by her help and countenance
may be said with truth that her generosity and
her sympathy were never appealed to in vain
by those who had any just claims upon them.
;

[Mendels.sohn Scholarship.]
Madame Lind Goldschmidt was respected and
admired by all who knew her, the mother of a
family, mixing in society, but in no degree
The Bach
losing her vivid interest in music.
Choir, conducted by Mr. Goldschmidt, which
gave the English public the

first opportunity of
hearing in its entirety the B minor Mass of that
composer, profited in no small degree by the
careful training bestowed on the female portion
of the chorus by this great singer, and the
enthusiasm inspired by her presence among
them.
She died at Wynd's Point, Malvern,
Nov. 2, 1887. [In 1891 the memoir Jenny
Lind, the Artist, by Canon H. Scott Holland and
W. S. Rockstro, appeared in two volumes a
condensed edition appeared in 1893, and in
1894, Mr. Rockstro imblished a short record
and criticism of her method, giving numerous
Many corrections in the above
cadenzas, etc.
article have been made from the first of these
On April 20, 1894, H.R.H. Princess
books.
Christian unveiled a medallion of Jenny Lind
See Billroth's Studies
in Westminster Abbey.
J. M.
in Music, p. 252.]
;

DI CHAMOUNI. Opera in three
words by Rossi, music by Donizetti.
Produced at the Karnthnerthor Theatre, Vienna,
May 19, 1842; in Paris, Nov. 17, 1842; in
London, at Her Majesty's, June 1843.
G.
LINDBLAD, Abolf Fredrick, born near
Stockholm, Feb. 1, 1801.
This Swedish com-

LINDA

acts

;

poser passed several years of his early life in
Berlin, and studied music there under Zelter.

In 1827 he returned to Stockholm and there
giving singing-lessons and composing
until his death, August 23, 1878.
Lindblad composed but little instrumental
music a symphony in C wliich was given under
Mendelssohn's direction at one of the Gewandhaus Concerts at Leipzig in Nov. 1839, and
resided,

;

a duo for pianoforte and violin (op. 9) are considered the best, but they aim so little at efi'ect

and are

so full of the pjeculiar personality of

their author that they can never be popular,
his own countrymen are not familiar
with them.
It is his vocal compositions which
have made him famous.
He was eminently a
national composer.
He published a large collection of songs for voice and piano to Swedish
words, which are full of melody, grace, and
originality.
Written for the most part in the
minor mode, they are tinged with the melancholy
which is characteristic of Swedish music.
In
such short songs as The Song of the Dalecarlian
Maiden,' 'Lament,' 'The Wood by the Aaren
Lake,' etc., whose extreme simplicity is of the
very essence of their charm, his success has been
most conspicuous. In longer and more elaborate
songs, where the simplicity at which he aimed
in his accompaniment has limited the variety
of harmony and figures, the effect is often
marred by repetition and consequent monotony.
Yet even in this class of w^ork there are many

and even

'

and A Day in Spring,'
'A Summer's Day,' and 'Autumn Evening,' are
specially worthy of mention.
Jenny Lind, who was Lindblad's pupil, introduced his songs into Germany, and their rapidly
beautiful excepitions,

'

acquired popularity earned for the author the
title of
the Schubert of the North.' His only
opera,
Frondararne,' was performed at Stockholm, 1835, and revived for the opening of the
new opera-house there in 1898. Several of his
voca^ duets, trios, and quartets have a considerable reputation in Sweden.
An analysis of Lindblad's Symphony will be
found in the Allg. Mus. Zeitung for Oct. 23,
1839 (comp. col. 937 of the same volume).
There is a pleasant reference to him, honourable
to both parties alike, in Mendelssohn's letter of
Dec. 28, 1833.
a. h. w.
'

'

LINDLEY, Robert,

born at Rotherham,
1776, showed so early a predilection
for music that when he was about five years of
age, his father, an amateur performer, commenced teaching him the violin, and at nine
years of age, the violoncello also. He continued
to pjractise the latter until he was sixteen, when
Cervetto, hearing him play, encouraged him
and undertook his gratuitous instruction. He
quitted Yorkshire and obtained an engagement
at the Brighton theatre.
In 1794 he succeeded
Sperati as principal violoncello at the Opera
and all the principal concerts, and retained
undisputed possession of that position until
his retirement in 1851.
[His intimacy with

March

4,

LINDNER

LINLEY

Dragonetti (see vol. i. p. 728) lasted for half a
century.
He was appointed professor of his
instrument in tlie Roj'al Academy of Music, on
its foundation in 1822, Dk-t. of Nal. Biofj.~\
Lindley's lone was remarkable for its purity,
richness, mellowness, and volume, and in this
respect lie has probably never been equalled.
His teelinit[ue, for tliat date, was remarkable,

and counterpoint at Augsburg, and subsequently appeal's to have received some instruction at Munich from Winter.
In 1812 he
accepted the post of Musik director at the
Isarthor Theatre in Munich, and whilst so engaged oomi)leted his musical studies under Jos.
Gratz, an excellent contrapuntist.
In 1819 he
was appointed cajiellnieister to the Royal Band
at Stuttgart, and held that post until his death,
which took place August 21, 1856, during a
summer holiday at Nonnenhorn, on the Lake

and

his

tion.

accompaniment of

He composed

was perfecand other

recitative

several concertos

works for his instrument, but his composition
was by no means equal to his execution.
He
His daughter
died in London, June 13, 1855.
married John Barnett tlie composer.
His son, WiLLi.VM, horn 1802, was also a
violoncellist.
He was a pupil of his father,
first appeared in public in 1817, and soon took
a position in all the best orchestras.
He gave
great promise of future excellence, but was unable to achieve any prominence owing to extreme
nervousness.
He died at Manchester, August
w. H. H.
12, 1869.
LINDNER, Fr.iEDRlCH, born at Liegnitz, in
Silesia, about 1540, was first a boy-chovister in
the Electoral Chapel at Dresden, received his
further education at the famous school at Pforta,
and afterwards studied at Leipzig University.
After serving for a while as Hof-musikus to
the Margrave of Brandenburg at Ansbach, he
received in 1574 the appointment of cantor to
the important St, Aegidien Eirche at NuremAlthough
herg, where he died, Sept. 15, 1597.
Lindner ptuVilislied none of his own compositions, he is known to have sent to the Duke
of "Wiirtemlierg in 1567 a Cantional-buch,
for which he received the then considerable
honorarium of 30 thaler, and again in 1570
and 1572, he also sent two musical settings
of the Passion, for which he received 6 and
10 thalers respectively (Eitner, Monatslu-fte,
But he is chiefly known
xxxi. pp. 18, 19).
as the meritorious editor of various collections
of music, sacred and secular, publislied by the
Nuremberg firm of Gerlach, which are important as testifying to the kind of music which
continued to be cultivated and favoured in the

Lutheran cliurches and schools of Nuremberg

and elsewhere.

They

are as follows
Motets
Cantiones, 1585, 41 n. a 5-9
:

;

Sacrae

1.

by Italian

composers, chiefly of the Venetian scliool, but
2. Coutinuatio
including some by Palestrina.
Cantionum Sacrarum, 1588, 56 n. a 4-12. 3.
CoroUarium Cantionum Sacrarum, 1590, 70n.
5. Magnificat
4-12.
4. Missae quinque, a 5.
octo tonorum, 1591 ; three sets by Guerrero,
Ruff'o,

and Varotto, a

Sacra, 80 n.

7.

4

and

5.

Gemma Musicalis

;

6.

Bicinia

three books,

1588, 1589, 1590, containing altogether 190
by the most representative
composers of the genre, such as Marenzio, the
Italian Madrigals

Gabrielis, Striggio,

and many

others,

LINDPAINTNER, Peter Joseph
at Coblenz, Dec. 9,

j.

E. M.

von, born

1791, studied the viohn.
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piano,

-

He Avas buried at "Wasserburg.
died full of honours, a member of almost
every musical institution of the Continent, and
of Constance.

He

tlie

in

many crowned heads
medal from Queen Victoria,

recipient of gifts from

— amongst others

a

1848, for the dedication of

liis

oratorio of

'Abraham.'

By
band

quiet

and

persistent labour he raised his

to tlie level of the best in

Germany, and

acquired a very high reputation.
Lindpaiutner,'
says Mendelssohn, describing a visit to Stuttgart in 1831, is in my belief the best conductor
in Germany
it is as if he played the whole
orchestra with his baton alone
and he is very
industrious.'
Of the many professional engage'

'

;

;

ments

him in otlier towns and I'oreign
he accepted but one, and that, in

ofl'ered

countries,

1853, tliree years before his death, was to conduct the New Philharmonic Concerts in London,
at wliicli his cantata Tlie Widow of Nain,' his
overtures to 'Faust' and 'The Vampyre, and
others of his compositions were given with
success, including the song of 'The Standardbearer,' at that time so pojiular, sung by Pischek.
He conducted some of the New Philharmonic
He wrote twenty-eight
Concerts in 1854.
'

'

operas, three ballets, five
torios,

several cantatas,

Mater, and above
overtures,

phonies,

and quartets
rescored

filty

To

accompaniment.

'

for

melodramas and
six masses,

songs with pianoforte
were added sym-

these

concertos,

plionies, his operas

'

Some

Der VampjT
'Joko,

ballet

his

fantasias,

trios

He

dirterent instruments.

Judas Maccabajus.'

tenstein,'

ora-

a Stabat

'

of his

sym-

and Lichoverture to
'

'

the

which was often heard at concerts, his music to
Faust and Scliiller's Song of the
Goethe's
Bell,' have been pronounced to be among the
And two of his songs, The
best of his works.
Standard-bearer' and 'Roland,' created at the
'

'

'

'

time a veritable furore.

Though wanting

in

depth and originality

compositions please by their
clearness and briUiancy, melody and well -deand tlie hand of a clever and
veloped form
practised musician is everywhere visible in
Lindpaintner's

;

them.

A. H. w.
born 1771 at Doncaster,
lilind from his birth, studied music under Dr.
Miller, and became an able organist.
He was
chosen organist of St. James's Chapel, Pentonville, and soon afterwards married a blind lady
3 B

LINLEY, Francis,
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He purchased the
of considerable fortune.
business of Bland, the musicseller in Holborn,
in 1796, but his affairs becoming embarrassed,
wife parted from him and he went to
America in the same year, wliere his playing
He
and compositions were mucli admired.
returned to England in 1799, and died at
Doncaster, Sept. 13, 1800 (as stated in Wilson's
His works consist of
Biography of the Blind).
songs, pianoforte, and organ pjieces, flute solos
and duets, and an Oryan Tutor. His greatest
amuseinent was to explore churchyards and
read the inscriptions on the tombstones by the
additions and corw. H. H.
sense of touch,
rections by ¥. K.
LINLEY, George, a composer, born at
his

;

The statement made in Batty 's
Leeds in 1798.
History of Rolhwdl, 1877, p. 230, that he was
born at Glass Houses, near Rothwell, is unHis birthplace was a
doubtedly erroneous.
house in Briggate, where his father, James
Linley, carried on business as a tinplate w^orker.
As a young man he amused himself with much
satirical literature, directed against the magnates
He removed to London, and
of the town.
besides doing much literary work of sundry
kinds, wrote the words or the music (frequently
botli) of some of the most popular drawingroom lyrics of the day: 'Ever of thee,' 'I
cannot mind my wheel, mother,' 'Thou art
gone from my gaze,' being among these productions.

His operas include Francesca Doria,' 1849
'La Poupee de Nuremberg,' acted at Covent
'The Toymaker,' produced
Garden in 1861
Nov. 10, in the same year at the same theatre,
He edited and
and 'Law versns Love,' 1862.
'

;

;

Scotarranged several collections of songs as
tish Melodies,' 'Songs of the Camp,' 'Original
Hymn Tunes,' etc. Two books of Nursery
Rhymes were among his latest musical works.
His Musical Cynics of London, 1862, was an
attack on the metropolitan music critics, H. F.
The Modern
Chorley being severely treated.
He is said
Siulibras was published in 1864.
to have been a skilled violoncellist, and to have
He died at
played at the Italian Opera.
Kensington, Sept. 10, 1865, and was buried at
r. K.
Kensal Green.
LINLEY, Thomas, born in 1732 at Wells,
Somerset, commenced the study of music under
Thomas Chilcot, organist of Bath Abbey church,
and completed his education under Paradies. He
established himself as a singing-master at Bath,
and for many years carried on the concerts there
with great success.
On the retirement of John
Christopher Smith in 1774 Linleyjoined Stanley
'

:

in the

management

Drury
1786 con-

of the oratorios at

Lane, and on the death of Stanley in
tinued them in partnership with Dr. Arnold.
In 1775, in conjunction with his eldest son,
Thomas, he composed and compiled the music
for
The Duenna,' by his son-in-law, Sheridan,
'

which had the then unparalleled run

of seventyIn 1776 he
nights in its first season.
p>urchased part of Garrick's share in Drury
Lane, removed to London and undertook the
management of the music of the theatre, for
He
which he composed several pieces of merit.
became a member of the Koyal Society of
Musicians in 1777.
Linley died at his house
five

Southampton Street, Covent Garden, Nov.
and was buried in Y'ells Cathedral.
His dramatic pieces were The Eoyal Merchant,
1768; The Duenna,' 1775 'Selima and Azor'

in

19, 1795,

'

'

;

from Gretry, but containing the chaiining original melody, No flower that blows '),
1776; 'The Camp,' 1778; 'The Carnival of
Yenice,' The Gentle Shepiherd, and Robinson
Crusoe,' 1781
'The Triumph of Mirth,' 1782
'The Spanish Maid,' 1783; 'The Spanish
Rivals,'
1784; 'Tom Jones,' 1785; 'The
Strangers at Home,' 'Richard Cceur de Lion'
(from Gretry), 1786
and 'Love in the East,'
1788; besides the song in 'The School i'or
Scandal,' 1777, and accompaniments to the
songs in 'The Beggar's Opera.'
He also set
such portions of Sheridan's Monody on the
Death of Garrick, 1779, as w^ere intended to be
sung.
Six Elegies for three voices, composed
at Bath (much commended by Burney), and
Twelve Ballads were published in his lifetime.
The posthumous works of himself and
his son, Thomas, which appeared a few years
after his death, in two vols., consist of songs,
(chiefly

'

'

'

'

;

;

;

'

'

'

'

and

cantatas, madrigals,

lovely

five

elegies,

including the

by him, 'Let me,

-part madrigal

one of the most graceful pjroductions
As an English composer Linley
takes high rank. [See Parke's Musical Memoirs,
Busby's Co'ncert-Room Anecdotes.']
careless,'

of its kind.

Elizabeth Ann, his eldest daughter, 'The
Maid of Bath,' born at Bath, Sept. 7, 1754,
received her musical education from her father,
and appeared at an early age at the Bath
concerts as a soprano singer with gr-eat success.

In 1770 she sang at the oratorios in London
and at Worcester Festival, and rose high in
public favour.
In 1771 she sang at Hereford
Festival, and in 1772 at Gloucester.
On April
13, 1773, she became, in romantic circumstances,
the wife of Richard Brinsley Sheridan, and,

engagements at Y'orcester FestiOxford, contracted before herniarriage,
she retired at the zenith of her popularity.
Her
voice was of extensive compass, and she sang
with equal excellence in both the sustained and
florid styles.
She was painted by Sir Joshua
Reynolds as St. Cecilia, and sat for the Yirgin
in his
Nativity.'
She died of consumption at
Hotwells, Bristol, June 28, 1792.
[See the
Diet, of Nat. Biog. s.v.
Sheridan, Elizabeth
Ann,' from which corrections have been taken.]
Mary, his second daughter and pupil, also a
after fulfilling

val and

,-1

i

'

,

'

favourite singer, was born at Bath, sang with
her sister at the oratorios, festivals, etc., and

LINLEY
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for a

few years afterwards, until her marriage
Richard Tiokell, coiiiniissioner of stamps,
in 17S0.
She died at Clifton, July 27, 1787.

sub-treasurer to the presidency. Fort St. George.

"with

In 1S06 he returned from India with a comand devoted his attention to literature
and music, composed many glees ('At that
dread hour' won the Glee Club prize in 1821),
published a set of songs, two sets of canzonets,
and many detached pieces, edited Shal'spcres
Dramatic Songs, two vols. fol. 1815-16, and
wrote two novels, and several pieces of poetry.
He died in London, May 6, 1835. w. H. H. ;
additions from Diet, of Nat. Biog.
LINTERI^f, J. and W.
Music-publishers in
Bath at the end of the 18th century. Their
place of business was in the Abbey Churchyard.
One of the jjartners had been a blacksmith,
and is said to have first given the title The
Harmonious Blacksmith' to Handel's wellknown composition on a copy which he pub-

Maria, his third daughter, was also a concert
and oratorio singer. She died at Bath, Sept.
Shortly before her
15, 1784, at an early age.
death she raised herself in bed, and with
momentary animation sang part of Handel's air
'I

know

that

my

Redeemer

exhausted with the

elfort,

liveth,' and then,
sank down and soon

afterwards expired.

Thomas,

his eldest son, born at Bath in
1756, displayed at an early age extraordinary skill on the violin, and at eight years
old perforirred a concerto in public.
After
studying with his father lie was placed under
Dr. Boyce.
Ho then went to Florence and
took lessons on the violin from Nardini, and
whilst there became acquainted with Mozart,
then about his own age, and a warm attachment
when they parted
sprang up between them
they were each bathed in tears, and Mozart
often afterwards spoke of Linley with the
greatest affection.
On returning to England he
became leader and solo -player at his father's
concerts at Bath, and subsequently at the oraIn 1773 he comtorios, etc. at Drury Lane.
posed an anthem with orchestra ('Let God
In 1775 he
arise') for Worcester Festival.
assisted his father in The Duenna,' by writing
the overture, three or four airs, a duet and a
trio.
He subsequently composed a chorus and
two songs for introduction into The Tempest.
In 1776 he produced 'An Ode on the Witches
and Fairies of Shakspere.' He also composed a
The Song of Moses, performed
short oratorio,
at Drury Lane, and added accompaniments for
wind instruments to the music in 'Maobetli.'
He was unfortunately drowned, through the
upsetting of a boat, whilst on a visit at the
Duke of Ancaster's, Grimsthorpe, Lincolnshire,
The greater part of his
August 7, 1778.
miscellaneous compositions are contained in the
two vols, of posthumous works above mentioned.
Another son, OziAS Thukston, born 1765,
was also instructed in music by the father.
He entered the Church and obtained a living,
which he resigned on being appointed. May 5,

May

;

'

'

'

'

1816, a junior fellow and organist of Dulwich
where he died March 6, 1831.
William, his youngest son, born about 1771,
and educated at St. Paul's and Harrow, learned
Mr. Fox
music from his father and Abel.
[He
procured for him a writership at Madras.
came back to England in 1796, joined his
College,

Sheridan, in the management
of Drury Lane Theatre, and between that year
and 1800, brought out three pieces, Harlequin
Captive,' 'The Honeymoon,' and The Pavilion
brother-in-law,

'

'

'

They were
(afterwards called 'The Ring').
unsuccessful, and in 1800 the author resumed
He was subsehis official duties at Madras.]
quently paymaster at Nellore, and in 1805 Avas
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petence,

'

lished.

'

The Harmonious Blacksmith had been
'

a nickname bestowed on Lintern himself

LIPINSKI, Karl Joseph, eminent

F. K.

violinist

of the modern school, born Oct. 30 (or, according to a family tradition, Nov. 4), 1790, at
Radzyn in Poland, son of a land-agent and
amateur violinist, who taught him the elements

Having outgrown tliis instruction
he for a time took up the violoncello, on which
he advanced sufficiently to play Romberg's concertos. He soon, however, returned to the violin,
and in 1810 became first concertmeister, and
then capellmeister, of the theatre at Lemberg.
Not being able to pilay the piano, he used to
lead the rehearsals with his violin, and thus
acquired that skill in part-playing which was
one of his great characteristics as a virtuoso.
In 1814 he resigned his post, and gave himself
In 1817 he went to
up to private study.
Italy, chiefiy in the hope of hearing Paganini.
They met in Milan, and Paganini took a great
fancy to him, played with him daily, and even
performed in piublic Avith him at two concertos
(April 17 and 30, 1818), a circumstance Avhich
of fingering.

greatly increased Lipinski's reputation. Towards
the close of the year Lipinski returned to

Germany, but soon went back to Italy, attracted
by the fame of an aged pupil of Tartini's, Dr.
Mazzurana. Dissatisfied with Lipinski's rendering of one of Tartini's sonatas, but unable on
account of his great age (ninety) to correct him
by playing it himself, Mazzurana gave him a
poem, which he had written to explain the

With this aid Lipin.ski
master's intentions.
mastered the sonata, and in consequence endeavoured for the future to embody some poetical

— the

idea in his playing
cess, and of that of

secret of his

many

others

who

own

suc-

imitated

him

in this respect.
In 1829 Paganini and
Lipinski met again in WarsaAv, but unfortunately a rivalry Avas excited betiveen them Avhich
destroyed the old friendship.
In 1835 and
1836, in the course of a lengthened musical

tournee, he visited Leipzig, then

scene

of

much

musical

becoming the

activity

OAving

to
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Mendelssohn's settlement there and there he
made the acqnaintance of Schumann, which
resulted in the dedication to him of the
Carneval
(op. 9) which was composed in
1834.
In 1836 he visited England and played
his military concerto at the Philharmonic ConIn 1839 Lipinski became
cert of Ajiril 25.
concertmeister at Dresden, where he entirely
reorganised the royal chapel, thus doing very
much the same service to Dresden that HellHe
mesberger subsequently did to Vienna.
retired with a pension in 1861, and died on
Dec. 16, of sudden paralysis of the lungs, at
Orlow, his country house near Lemberg.
His compositions (now forgotten) are numer;

'

'

ous,

and

and variations

his concertos, fantasias,

arc valuable contributions to violin music.

One

at the Bouffes-Parisiens,

London (French), at

in

Paris, Jan.
St.

5,

1864

James's, June

1868.

;

2,

G.

contributed a six-part madto
rigal
Faire Citharea presents hir doves
The Trinmphes of Oriana,' 1601, but no other
composition by him has survived, nor is anything
w. H. H.
known of his biography.

LISLEY, John,

—

'

'

—

'

LISZT, Franz (Ferenoz), was born

Oct. 22,

1811, at Raiding in Hungary, and was the son
of Adam Liszt, [a steward in the service of
Prince Esterhazy] and a musical amateur of
sufficient attainment to instruct his son in the
rudiments of pianoforte-pjlaying. At the age of
nine young Liszt made his first appearance in
public at Oedenburg with such success that
several Hungarian noblemen guaranteed him

means to continue his studies for six
For that purpose he went to Vienna,

of the best Ifuowii was the Military Concerto,'
which for years was much played, and was the

sufficient

object of the ambition of many a student of
In conjunction with Zalewski, the
the violin.
Polish poet, he edited an interesting collection
of Galician Volkslieder with pianoforte accomF. G.
paniments.

where, at his first pjublic appearance, Jan. 1,
1823, his genius was acknowledged with an
enthusiasm in which the whole musical republic, from Beethoven dowm to the obscurest
dilettante, joined unanimously. He took lessons
from Czerny on the pianoforte and from Salieri
and Randhartinger in composition. The latter
introduced the lad to his friend Franz Schubert.
His first appearance in print was probably in a

'

'

'

The most prominent

qualities of Lipinski's

playing were a remarkably broad and powerful
tone, which he ascribed to his early studies on
the violoncello ; perfect intonation in double

years.

and a warm enthusiastic
But the action of his right arm
and wrist was somewhat heavy. He was an
enthusiastic musician, and especially in his
octaves,

stops,

etc.

;

individuality.

played Beethoven's great quartets
solos in preference to everything

later years

and Bach's

P.

else.

D.

LIPSIUS, Marie (known under the pseudonym La Maea '), was born at Leipzig, Dec.
'

30, 1837, a member of a family of remarkable
literary attainment ; she has devoted her life
Her works consist
to the literature of music.

—

Musikalische Stiidienkopfe
volumes, 1868-82, of which the first series
Musikalische
went through nine editions)
Gedmiken-PolypJimiie (1873), a collection of
Beethoven
musicians' sayings about their art
(2nded. 1873); DasBiihnenfestspielinBayreuth
(1877) a translation of Liszt's Chopin (1880) ;
Masikerbriefe aiis funf Jahrhunderten (l886) ;
Klassisclies und Bomantisches aus der Tonwelt
She
(1892) and many other books of value.
has edited several collections of letters, such
as Liszt's correspondence from 1828 to 1886
(translated into Euglish by Constance Bache,
and issued with some additional letters, in

of the following

:

(five

;

;

;

;

three volumes of letters to Liszt from
the correvarious contemporaries (1893-1904)
spondence between Liszt and Von Biilow (1898);

1894)

;

;

and

Karolyne
(Riemann's

Berlioz's letters to the Princess

zu Sayn - Wittgenstein
Zexikon.)

(1903).

M.

LISOHEN ET FEITZCHEN".
in one act

Oifenbach.

;

An

operetta

words by Paul Dubois, music by
Produced at Ems and reproduced
;

variation (the 24th) on a waltz of Diabelli's,
one of fifty contributed by the most eminent
artists of the day, for

asked

which Beethoven, wdien

for a single variation,

The

wrote thirty-three

was published in
June 1823 (see Vaterlandische Kunstlerverein).
In the same year he proceeded to
Paris, where it was hoped that his rapidly
growing reputation would gain him admission

(op.

120).

collection

the Conservatoire in spite of his foreign
But Cherubini refused to make an
exception in his favour, and he continued his

to

origin.

FRANZ LISZT

LISZT

LISZT
[In lS2-lhe
paid his first visit to England, astonishing all
the auiateurs and musicians at his concert in
the Argyll Rooms, London, on June 21.
In the
follo\viug season, he came to London again, and
played at the Duke ot" Devonshire's, ilay 1 3,
In
1S25, and elsewhere, with great success.
June of that year he played twice in Manchester
on the 16th, in a concerto of Hummel, in
which, two years afterwards, he made his first
and on the
ajipearance at the Philharmonic
2tith, in a fantasia of his own on the
Reichstadt Waltz.'] Shortly afterwards he also made
his first serious attenip)t at composition, and an
operetta in one act, called 'Don Sanche, was
produced at the Academie Royale, Paris, Oct. 17,
1S25, and well received. [See the Sar/iioniani,
Artistic tours to Switzerland
vol. iii. p. 224.]

studies under Eeicha and Paer.

—

;

'

'

and England, accompanied by brilliant success,
occupy the period till the year 1827, when
Liszt lost his father, and was thro^vu on his own
resources to provide for himself and his mother.
During his stay in Paris, where he settled for
some years, he became acquainted with the
leaders of French literature, Yictor Hugo,
Lamartiue, and George Sand, the influence of
whose works may be discovered in his composi[More important still was his intercourse
tions.
with Chopin. ] Eor a time also he was attracted
by the tenets of the Saint-Simonians, but in
after years he denied that he had ever joined
In 1S34 he became acquainted
that body.
\rith the Countess D'Agoult, better knowm by
her literary name of Daniel Stern, who for a
long time remained attached to him and by
whom he had three children. [Their intimacy
Two of the children, a son,
ceased in 1844.]
and a daughter, the wife of JI. Emile Ollivier
The third,
the French statesman, are dead.
Cosima, was married first to Hans von BiUow,
and second to Richard 'Wagner. The public
concerts which Liszt gave during the latter part
of his stay in Paris placed his claim to the first
rank amongst pianists on a firm basis, and at
last he was induced, much against his will,

[The
to adopt the career of a virtuoso proper.
dazzling career of Paganini, to which his own

some sort a parallel, no doubt
forcibly, as did also the composithe transcriptions for
tions of that great artist
was

to be

attracted

in

him

;

piano of his famous studies were first published
The interval from 1S39 to 1847
in 1839.]
Liszt spent in travelling almost incessantly from
one country to another, being everywhere
In
received with unparalleled enthusiasm.
England he played at tlie Philharmonic Concerts

1S27 (Concerto, Hummel), May 11,
1840 (Concertstiick, Weber), June 8. 1840
(Kreutzer sonata), June 14, 1841 (Hummel's
Some amusing English criticisms may
septet).
of

May

21,

be read in Earaann's
less

Life, vol.

ii.

pp. 82, 83,

His reception seems to have been
warm than was expected, and Liszt, with

109, etc.
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his usual generosity, at once undertook to bear
]

the loss that might have fallen on his agent.

Of

numerous instances might

this generosit}'

The

be cited.

charitable

pnirposes

to Avldch

was made subservient are legion.
The disaster caused at Pesth by the inundation
of the Danube (1837) was considerably alleviated
Liszt's genius

— the result
— contributed by this

by the princely simi
concerts

two years

later a

of

several

and when
considerable sum had been
artist

;

collected for a statue to be erected to

him

at

Pesth, he insisted upon the money being given
to a struggling young sculptor, whom he,

moreover, assisted from his ptrivate means. The
poor of Raiding also had cause to remember the
visit paid by Liszt to his native village about
the same time.
It is w-ell known that Beet-

hoven'smonumentatBonn, erected in 1845, owed
speedy compiletion,

its existence, or at least its

to Liszt's liberality.
for the purpiose

When

began to

the subscrijitions
Liszt oft'ered to

fail,

lialance required from his own piocket,
proidded only that the choice of the sculptor
From about 1842 dates
should be left to him.
Liszt's more intimate connection with Weimar,
where in 1849 he settled for the space of
twelve years.
This stay was to be fruitful in
more than one sense.
[The Princess Karolyne
zu Sayn-Wittgenstein united her life with his
in 1847, and their house at Weiuiar, the
Altenburg, was for many years a centre of
artistic influence, always exerted on behalf of

pay the

'

'

the most modem tendencies in music.
The
princess undoulitedly collaborated with Liszt
in the composition of various literary eti'orts

made a considerable stir at the time such
were the very untrustworthy Life of Chopin,
and certain pamphlets on the early works of
Wagner.
(On the whole question, Mr. W.
Ashton Elhs's Lift' of Wagner, vol. iv. may be
When he closed his career as a
consulted.)]
virtuoso, and accepted a permanent engagement
as conductor of the Court Theatre at Weimar,
he did so with the distinct jmrpose of becoming
the advocate of the rising musical generation,
by the performance of such works as were
wTitten regardless of immediate success, and
therefore had little chance of seeing the light
At short intervals eleven operas
of the stage.
of living composers were either performed for
the first time or revived on the Weimar stage.
Amongst these may be counted such works as
Tannhauser. and 'The Flying
'LohengTin,'
that

;

'

'

Wagner, Benvenuto Cellini by
Schumann's 'Genoveva,' and music to

Dutchman
Berlioz,

'

of

'

'

Byron's 'Manfred.'

was

Schubert's

'Alfonso

und

from obliWon by
For a time it seemed as if
Liszt's exertions.
this small provincial city were once more to be
the artistic centre of Germany, as it had been
in the days of Goethe, Schiller, and Herder.
From all sides musicians and amateurs flocked
Estrella

to

'

Weimar,

also rescued

to witness the astonishing feats to

LISZT
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.

which a small but excellent community of
singers and instrumentalists were inspired by
In this way was
the genius of their leader.
formed the nucleus of a group of young and
enthusiastic musicians, who, whatever may be
thouglit of their aims and achievements, were

inspired by perfect devotion to music and its
poetical aims.
It was, indeed, at these Weimar
gatherings tliat the musicians who formed tlie

then unknown
and mentally,
to a clear understanding of their

so-called School of the Future,
to each other

came

iirst

and divided

till

locally

How much

powers and aspirations.

the personal

fascination of Liszt contributed to this desired

need not be said. Amongst the numerous
on the pianoforte, to whom he at the
same period opicned the invaluable treasure of
his technical experience, may be mentioned
Hans von Biilow, the worthy disciple of such
cliect

jiui)ils

a master.
But,

a

in

higher sense,

still

the

soil

of

great traditions, was to prove
When, as early as
a field of richest harvest.
1842, Liszt undertook the direction of a certain
"VVeimar,

number

with

its

of concerts every year at

friend Duverger wrote

Weimar,

his

Cette place, qui oblige
Liszt a sejouruer trois mois de I'annee a Weimar,
doit marquer peut-etre pour lui la transition de
sa carriere de virtuose a celle de compositeur.'
This presage has been verified by a number of
compositions which, whatever may be the final
verdict on their merits, have at any rate done
much to elucidate some of the most important
From these works of his
questions in Art.
mature years his early compositions, mostly for
In
the pianoforte, ought to be distinguished.
the latter Liszt the virtuoso predominates over
Not, for instance, that
Liszt the composer.
transcriptions of operatic music are withhis
Every one of them shows the
out merit.
refined musician, and for the development of
pianoforte technique, especially in rendering
orchestral effects, they are of real importance.
They also tend to prove Liszt's catholicity of
taste
for all schools are equally represented in
'

'

'

;

the list, and a selection from Wagner's Lohengrin is ibund side by side with the Dead March
from Donizetti's Dom Sebastien.' To point
out even the most important among these selections and arrangements would far exceed the
More important are the
limits of this notice.
original pieces for the pianoforte also belonging
'

'

'

and collected under such
Annees de
Consolations
and
pelerinago, but even in these, charming and
interesting in many respects as they are, it
would be dilficult to discover the germs of
to this earlier epoch,

names

as

'

'

'

'

Liszt's

later

])roductiveness.

The

stage

of

preparation and imitation through wliich all
young composers have to go, Liszt passed at
This is well
the piano and not at the desk.
pointed out in Wagner's pamphlet on the
Symphonic Poems
;

—

'He who has had

frequent opportunities,'

writes Wagner, particularly in a friendly circle,
of hearing Liszt play
for instance, Beethoven
'

—

must have understood that

this

was not mere

reproduction, but real production.
The actual
point of division between these two things is not
so easily determined as most people believe, but
so much I have ascertained beyond a doubt,
that, in order to reproduce Beethoven, one nuist
be able to produce with him.
It would be imI^ossible to make this understood by those who
have, in all their life, heard nothing but the
ordinary performances and renderings by virtuosi of Beethoven's works. Into the growth and
essence of such renderings I have, in the course
of time, gained so sad an insight, that I prefer
not to offend anyl^ody by expressing myself
more clearly. I ask, on the other hand, all who
have heard, for instance, Beethoven's op. 106 or
op. Ill (the two great sonatas in B[? and C)
pilayed by Liszt in a friendly circle, what they
previously knew of those creations, and what
they learned of them on those occasions ? If
this was reproduction, then surely it was worth
a great deal more than all the sonatas reproducing Beethoven which are " p)roduced " by our
pianoforte composers in imitation of those imperfectly comprehended works.
It was simply
the peculiar mode of Liszt's development to do
at the piano what others achieve with pen and
ink and who can deny that even the greatest
and most original master, in his first period, does
nothing but reproduce ?
It ought to be added
that during this reproductive epoch, the work
even of the greatest genius never has the value
and importance of the master works which it
reproduces, its own value and importance being
attained only by the manifestation of distinct
originality.
It follows that Liszt's activity
during his first and reproductive period surpasses
everything done by others under parallel circumstances.
For he placed the value and importance of the works of his predecessors in the fullest
light, and thus raised himself almost to the same
height with the composers he reproduced.'
These remarks at the same time ^\ill, to a large
extent, account for the unique place which Liszt
held amongst modern representatives of his
instrument, and it will be unnecessary to say
anything of the phenomenal technique which
enabled him to concentrate his whole mind on
the intentions of the composer.
The remaining facts of Liszt's life may be
summed up in a few words. In 1859 lie left his
official position at the Opera in Weimar owing
to the captious opposition made to the production of Cornelius's
Barber of Bagdad,' at the
Weimar theatre. From that thiie he lived at
intervals at Rome, Pestli, and Weimar, always
'

;

'

surrounded by a circle of pupils and admirers,
and ah\'ays working for music and musicians in
the unselfish and truly catholic spirit characteristic of his

whole

life.

How much

Liszt can be

LISZT

LISZT
to a

man and an

haps

artist is

shown

1iy

what

per-

nrost impoitant episode even in his
interesting career
ins friendship witli "Wagner.
is tlie

—

Tlie latter's eloquent words will give a better

idea of Liszt's personal character than any less
LUtimate triend could attempt to do.
I met Liszt,' writes Wagner, 'for the first
'

time during

when

my

earliest stay in Paris, at a period

had renounced the hope, nay, even the
wish, of a Paris reputation, and, indeed, was in
I

a state of internal revolt against the artistic life
which I found there.
At our meeting he struck
me as the most pterfect contrast to my own being
In this world, into which it
and situation.
had been my desire to fiy from my narrow circumstances, Liszt had gr'own up, from his earliest
age, so as to be the object of general love and
admiration, at a time Avhen I was repulsed by
general coldness and want of sympathy.
In consequence I looked upon him with suspicion.
I had no opportunity of disclosing my
being and working to him, and, therefoi'e, the
reception I met with on his part was altogether
of a superficial kind, as was indeed natural in
a man to whom every day the inost divergent
impressions claimed access.
But I was not in
a mood to look with unprejudiced eyes for the
natui'al cause of his behaviour, which, though
friendly and obliging in itself, could not but
wound me in the then state of my mind. I never
.

repeated

knowing
prone to

my

my

.

.

and without
I was
look upon him as strange and adverse
first

on

call

Liszt,

or even wishing to

know him,

My

repeated expression of this
to him, just at the
time when my " Rienzi " at Dresden attracted
He was surprised to find
general attention.
himself misunderstood with such violence by a

to

feeling

nature.

was afterwards told

man whom he had scarcely known, and whose
acquaintance now seemed not without value to
him.
I am still moved when I remember the
repeated and eager attempts he made to change
my opinion of him, even before he knew any
of my works.
He acted not from any artistic
sympathy, but led by the purely human wish of
discontinaing a casual disharmony between him-

perhaps he also felt an
misgiving of having i-eally hurt
me unconsciously. He who knows the selfishness and terrible insensibility of our social life,
self

and another being

;

infinitely tender

and

especially of the relations of

modern

artists

but be struck with wonder,
nay, delight, by the treatment I experienced
from this extraordinary man. ... At AVeimar
I saw him for the last time, wlicn I was resting
for a few days in Thuringia, uncertain whether
the threatening prosecution would compel me to
The very
continue my flight from Germany.
day wdrenmypersonal danger became acertainty,
I saw Liszt conducthiga rehearsal of my "Tannhiiuser," and was astonished at recognising my
"What I had
second self in his achievement.
felt in inventing this music he felt in performto each other, cannot
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it
w^hat I wanted to express in W'riting it
down, he expressed in making it sound. Strange
to say, through the love of this rarest frieud,
I gained, at the moment of becoming homeless,
a real home for my art, which I had hitherto
longed for and sought for alwaj'S in the wrong
place. ... At the end of my last stay at Paris,
when ill, miserable, and despairing, I sat brooding over my fate, my eye fell on the score of
my " LohengTin, " which I had totally forgotten.
Suddenly I felt something like compassion that
this music should never sound from ottthe deathpale paper.
Two words I wrote to Liszt his
answer was, the news that preparations for the
performance were being made on the largest scale
that the limited means of "Weimar would permit.
Everything that men and circumstances could
do was done, in order to make the work understood.
Errors and misconceptions impeded
What was to be done to
the desired success.
supjply what was wanted, so as to further the
true understanding on all sides, and with it the
lUtimate success of the work ? Liszt saw it at
once, and did it.
He gave to the public his own

ing

:

:

.

.

.

impression of the work in a manner the convincing eloquence and overpowei'ing efficacy of
Success was his rewhich remain unequalled.
ward, and with this success he now a})proaches
me, saying "Behold we have come so far, now
create us a new w^ork, that we may go still
:

further."

'

In addition to the commentaries on Wagner's
works just referred to, Liszt also wrote numerous
detached articlesand pamphlets, those on Robert
Franz, Chopin, and the music of the Gipsies,
being the most important. It ought to be added
that the ap[ireciation of Liszt's music in this
country is almost entirely due to the unceasing
ertbrts of his pupil, Walter Bache, at whose
annual concerts many of his most important
Others, such as
Maworks were produced.
zeppa and the Battle of the Huns,' were first
heard in England at the Crystal Palace.
The last concert given by Franz Liszt for his
own benefit was that at Elisabethgrad towards
the end of 1 847,' since when his artistic activity
was exclusively devoted to the benefit of others.
'

'

'

No more

striking evidence of the nobility of
purpose and of the gracious manner in
w-hich he fulfilled it could lie wished for than
that contained in the published correspondThe two
ence between Liszt and Wagner. 2
volumes cover the Weimar period, but by no
means represent the extent of the friemlship
between these two great men, which was only
Liszt's character as here
interrupted by death.
revealed calls for nothing less than reverence.
His solicitude is so tender, so fatherly, so untainted with selfishness, and, above all, so wise
The letters tell the story of a struggle and of a
victory for his friend, but they are silent upon
Liszt's

!

Ramann's F. Liszt als
& HiirteL
- BricfwccMd zicischnjt
1

Kiinstler
iroi/jit'*-

und

Mffrjsch,

uitd Liszt.

voh

ii.

Breitkopf

Breitkopf & Hiirtel,
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own life. On being asked
one day tliereason of his abstention from creative
work, Liszt replied by another question, Can
To Wagner himself, who
you not guess ?
urged him to compose a German ofiera on his
(Wagner's) tragedy of Wieland der Schmidt,
Liszt answered that he felt no vocation for such
a task he tlionght it more likely that he might
give his first dramatic work a trial in Paris or in
So he continued a life of self-abnegaLondon.
the incideutg of his

'

'

'

;

and died faithful to the last to the claims of
and of genius, many young composers
besides tlie titanic Wagner owing their first successes in life to his generous sympatliy and peneHe made Weimar, during
trating judgment.

tion,

friendsliip

the tw^elve years of his residence, the centre of
I had dreamed for
musical life in Germany.
Weimar a new Art period,' wrote Liszt in 1860,
' similar
to that of Karl August, in which
A¥agner and I would have been the leaders as
formerly Goethe and Schiller, but unfavourable

Liszt held his classes in the afternoon, during
of the pupils would play in the
presence of the rest
some dozen or more, perhaps all being expected to attend the seance.

which several

At times the master would seat himself at the
piano and play, but this supreme pleasure could
never be counted upion.
It was noticeable that
this most unselfish of geniuses was never more
more terrible than when a Beethoven
sonata was brought to him, whereas he would
listen to the execution of his own compositions
with indulgent patience a cliaracteristic trait.
Yet Liszt's thoughts often dwelt upon his great
choral works, and he was heard to declare that
sacred music had become to him the only thing
strict or

—

worth living

'

'

1856.]

The resignation of the Weimar capellmeistership in 1861 was followed, after some years
during which Rome was his headquarters, by
what Liszt called his vie trifurqude, divided
The
between Budapest, Weimar, and Rome.
Hungarian Government, in order to ensure
Liszt's presence in Builapest during part of tlie
year, invented for him (1870) the post of
president of an institution which at the moment
did not exist, but which soon afterwards rose
[' The Legend of
as the Academy of Music.
Saint Elizabeth' was given there in August 1 8 6 5. ]
Impressive scenes occurred when the Magyars
publicly feted their compatriot,' and heroworship was at its height on such occasions as
the jubilee of the master's career in 1873, when
Cliristus
was performed at the Hungarian
'

'

capital.

The aspect

of Liszt's everyday

life

at

Weimar

become known through the accounts of
some of the host of aspiring pianists and music
Liszt's
lovers who gathered around him there.
teaching had already borne fruit in the wonderful achievements of his most distinguished
pupils
Von Bidow, D'Albert, the lamented
Tauaig, and others, and no wonder that the
music-room which the generous artist had thrown
open to all comers was thronged by a number of
more or less gifted young people in search of
inspiration
no other word so well describes
has

—

—

the ideal character of the instruction they were
Janka Wohl'a Fran^(tu

of Liszt's professorial

Liszt.

life

has been given by an American lady who visited
Weimar in 1873. ^ [See also an article in the
FoHnirjhtly Review for September 1886, by
F. Huelfer.]

In

Rome

again Liszt found himself the centre
which HeiT von Keudell

of an artistic circle of

and Sgambati were the moving

spirits.

The

however, of his residence in the
Eternal City lies rather in the view he took of
it as his annees de recueiUement, wdiiclr ultimately led to his binding himself as closely as
He who in
he could to the Church of Rome.
his youth, with the thirst for knowledge upon
him, had enjoyed the writings of freethinkers
and atheists (without being conraiced by them),
was now content with his breviary and book of
hours the impetuous artist who had felt the
fascination of St. Simonianism ^ before he had
thoroughly understood its raisoii d'tfre, who
had been carried away by the currents of the
revolution, and had even in 1841 joined the
Freemasons,^ became in 1856orl858a tertiary
In 1879 he was perof St. Francis of Assisi.
mitted to receive the tonsure and the four
significance,

;

minor orders (door-keeper, reader, exorcist, and
The Abbe
acolyth), and an honorary canonry.
Liszt, who as a boy had wished to enter the
priesthood, but was dissuaded therefrom by his
parents and his confessor, now rejoiced in the
public avowal of his creed as conveyed by his
priestly garb, although he W'as indeed no priest,
could neitlier say mass nor hear a confession,
and was at liberty to discard his cassock, and
even to marry if he chose, without causing
scandal.

Thus, in the struggle with the world

which the youth

had so much dreaded,
was destined to carry the

of sixteen

his religious fervour

Extracts from Liszt's private papers
throwing further light on his inmost thoughts
have been published,* but can be only referred

day.

to in this place.
2
3

Music Study in Gi^rmany. Amy Fay.
I neither officially uor unolficialiy belonged to the St, SimonSpe Ratoann, vol. i, Heine is inaccurate on tiiia and some
'

i,in3.'

other points.
* At Frankfort-am-Main, during the period
Nonnenwerth with the Countess d'Agoult.

privileged to receive.
1

for.

A lively description

'

circumstances brought these dreams to nothing.'
Though Liszt did not accomplish all he wished
for Weimar, the little city still ranks high
among German art-centres, and in some degree
carries on the work of advancement so firmly
established between the years 1844 and 1861.
[The Graner Messe was first performed at the
consecration of the Gran Cathedral, August 31,

—

—

5

Allffemeiite Musik-Zeitung,

May

13, 1887.

of his sojourn at
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[In the last year of liis life he received special
honours in the two capitals "where his earliest
successes had been won.
On March 25, 1886,
his Graner Messo was given at St. Eustache,
Paris.] Liszt's former triumphs in England "were
destined to be eclipsed by the enthusiasm of the
reception which awaited him "when he was prevailed upon to return in 18S6.
In 1824 George
IX. had given the sign to the aristocracy of
'

homage

'

and his visits in
the following year and in 1827 were successful
enough.
In 1840-41 ^ the Queen's favour was
accorded to him, and he shared with Thalberg
to the child-prodigy

;

a reputation as a skilful piianist in fashionable
circles.
But it was not until 1886 that the vast
popularity which had hitherto been withheld

from him, owing to the conditions of nuisical
life in our country, was meted out to him in
full

measure.

Liszt paused awhile in Paris on his way [see
above], and received much attention, his musical

and followers gathering to meet him
the concerts of Colonne, Lamoureux, and

friends
at

Pasdeloup.
At length on April 3, the Ablje
Liszt reached our shores, and on the same
evening three or four hundred people met at

Mr. Littleton's house at Sydenham to do honour

and a programme consisting
was gone through
by 'Walter Bache and others.
The gi'acions
and venerable appearance of the distinguished
guest, and his kindly interest in all that went
to the great artist,

entirely of his compositions

the hearts of those who witnessed
recognised the presence in their
midst of a marvellous personality such as is
rarely met with.
On the following day Liszt
played part of his E'i> Concerto before a few
friends.
On the Monday he attended the
rehearsal of his oratorio
in
St. Elizabeth
and in the evening of the
St. James's Hall
same day he astonished his host and a circle
of friends by an improvisation on some of the
A^tril 6 was the date of the concert,
themes.
which was conducted by Mackenzie, and when
the composer walked into the hall he received
such ovations as had probably never been
forward,

won

the scene

;

all

'

'

;

offered to

an

artist in

before he entered his

Even
England before.
was announced by

arri"\'al

the shouts of the crowd outside, who hailed him
as if he were a king returning to his kingdom.

During the afternoon Liszt had been entertained
Royal Academy of Music, where the
Liszt Scholarship, raised with so much zeal by
Jlr. "Walter Bache, was presented by him to
the master. A short programme was performed,
Messrs. Shakespeare and Mackenzie conducting,
and when Liszt rose from his seat and moved
at the

towards the piano, the excitement of the students
rest of the audience knew no bounds.
A visit to "Windsor, where he played to Her
Majesty a reminiscence of the Rose Miracle scene

and of the

1 His project of conducting
to nntliiiip.

German

opera in London in 1842 came

from

Elizabeth,'

'St.
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up most

filled

of

the

following day (April 8), on the evening of which
Mr. AValter Baehc's reception at the Grosvenor
Gallery took place.
The brilliant scone of

Saturday was here repeated, with the very
important additional feature of a solo frcm
Liszt himself,

The events

[See

Bache,

vol,

i.

p.

160.]

wliich followed in the course of the

great man's visit included a performance of
St. Elizabeth
at the Crystal Palace on the
'

'

17th.
On the 22iid, a week later than he
intended, Liszt left England, pleased with his
reception, and promising to repeat his visit.
No wonder that his death was felt by English
people as the loss of a personal friend.
The
last

music

Jlackenzie's

he wrote was a bar or two of
Troubadour, upion wliich he had
'

'

intended to write a fantasia.
Thereniaining incidents in the life of Lisztniay
only be briefly touched upon.
Paris gave him a
performance of St. Elizabeth at the Trocadero.
The master left Paris in May, and visited in turn
Antwerp, Jena, and Sondershausen. He attended
the summer festival here while siiO'ering from
weakness and cold.
On ni'a mis les liottes pour
le grand voyage,' he said, excusing himself to a
friend for remaining seated.
His last appearance upon a concert platform was on July 19,
Avlien, accompanied by M. and Mine. Munkacsy,
he attended a concert of the Musical Society of
Luxemburg.
At the end of the concert he was
prevailed upon to seat himself at the piano.
He
played a fantasia, and a Soiree de Vienne.'
It
need not be said that the audience, touched and
delighted by the unlooked-for favour, applauded
the master "with frenzy.
In the pages of Janka
Weill's Francois Listl there is an account of
a scene during Liszt's stay at the Munkacsys'
house, according to the writer a record of the
last time the greatest master of the pianoforte
touched his instrument. A flying visit had been
paid to Bayreutli on the marriage of Daiiiela
von Billow Liszt's grand-daughter with Herr
von Thode on July 4. Liszt returned again for
He
the performance of Parsifal on the 23rd.
was sutferiug from a bronchial attack, but the
cough for a day or two became less troublesome,
and he ventured to attend another pilay, an
exceptionally fine performance of 'Tristan,'
during which the face of Liszt shone full of life
and happiness, though his weakness was so great
that he had been almost carried between the
This memorcarriage and Mme. "Wagner's box.
Tristan,
in which the
able performance of
singers (Suclier, Vogl, etc.) and players surpassed
themselves, lingered in Liszt's mind until his
'When he returned home he was prodeath.
strate, and those surrounding him feared the
The patient was confined to his bed and
worst.
The case was from the
kept perfectly cjuiet.
first hopeless, the immediate cause of death being
general weakness rather than the severe cold and
inflammation of the lungs which supervened on
'

'

'

'

—

—

'

'

'

'
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His death that night \A'as
1886.
absohitely painless.
Since the funeral in the Bayreuth cemetery on
August 3, Liszt's ashes have not been disturbed,
although AVeiraar and Budapest each asserted a
Carclaim to the body ot" the illustrious dead.
dinal Haynauld and the Princess Wittgenstein
(lieiress and executrix under his will) gave way
before the wishes of Liszt's sole surviving daughter Cosima AVagner, supported as they were by
public opinion and the known views of Liszt
liimself, who had not looked with favour on tlie

Gallery in 1886, has great interest for English
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July 31,

removal of the remains of Beethoven and Schubert, and had expressed a hope that it might not
also be his fate to herumfahren.* These towns,
as well as others, have therefore raised monuments to the genius who was associated with
them.
The memory of Liszt has been honoured
*

in a practical

way

in

many

places.

Liszt socie-

during the master's lifetime, and
Immediately
they have now been multiplied.
after the funeral a meeting of the leading musicians was held at Bayreuth, at which Richter
made a speech and urged that all the living
forces of the artistic world should unite to preserve the memory of the master by perfect renderings of his own and other modern works.

ties existed

The Grand Duke

of Weimar, Liszt's friend and
protector, sent the intendant of the theatre to

Bayreuth

means

to confer

during his visit
The head of
Liszt upon his death-bed has been successfully

people,
to

between fourteen and twenty years of age, and
may be awarded to the one who may be judged
to evince the greatest merit in pianoforte
playing or in eoniposition. All candidates have
to pass an examination in general education
The holder
before entering the musical contest.
is entitled to three years' free instruction in the
Academy, and after that to a sum for con-

in the

it

plaster

a

in

for

same year.

by

cast

ings

may

be found.

f. h.

The following catalogue

of Liszt's works

Among

portraits of the master, the bust exe-

cuted by Boehm, and exhibited at the Grosvenor

lists, etc.

ORCHESTRAL WORKS

I.

Original.

1.
1.

Symphouie
Commedia,

niversary of the first performance of Schiller's Huldigung
der Ktinste,' it ser\'cd in the
dual capacity of overture in the
theatre and as a mark of respect for the jubilee of the
entry into power of the Groas-

Dante'a Divina

zia

'

orch. and female
choi-us ded. to Wagner. 1. Inferno 2. Purgatorio 3. MagTiificat. Score and parts. B. & H.2
Arr. for 2 PFa.
Eine Faust-Symphonie in drei
:

;

2.

;

Charakterbilderu

Marie Paulowna, Nov1854.
An edition was

flirstin

ember

(nach

Goethe), orth. aud male chorus

9,

published in June 1856, but in

:

1800 this

w.'is

added

revised,

to,

1. Faust; 2.
PF. 2 hands)
Score and
i. Mephiatuphelea,
parts also for 2 PFa. Schu-

and republished in its new form
as at present known,
9,
Orpheus,' conceived in January

berth.

1854,

ded. to

Berlioz.
Gretcheii (alao for

;

'

;

Zwei

3.

Epiaoden

aua

during the rehearsals of
Gluck'a Orfeo at Weimar, and
first performed in the middle
of Fehmary of that year.
10.
Hunnenschlacht,' conceived
in 1856 after Liszt saw Kaulbach's painting which bears the
same title apparently completed between January and
March 1857. 11. 'Die Ideale
lafter Schiller's poemi, written
for the unveiling of the GoetheSchiller monument at Weimar,
September 1857. 12. Hamlet.'
compoaed in 1859, apparently
was not publicly performed until undertaken by the AUgem.
D. Musikv. at Sondershausen
in 1886.
13. 'Von der Wiege
'

Lenau's

'

Der niichtliche 2ug.
2. DerTanz in der Dorfschenke
(Mephiato-Walzeri, Score and
parta
also for PF. 2 and 4
Faust.

1.

'

;

Schuberth.

hands.

SymphoriischeDichtimgen.

4.

].

;

Hiiro! de funfibre,' begun in
1830, but not completed until
1849, published in 1857; was at
'

one time intended to form the
first movement of a
8ymphonie Riivolutionnaire,' au intention never carried out. 2.
'

'

Taaao (' Lam en to e Trionfo'),
conceived in 1840 as a pianoforte work
orchestrated in
1848; produced .IS introduction
Tasso
at the
to Goethe's
Goethe Festival at Weimar,
;

bia

'

'

a

'

Miiditationa po^tiquea
conceived at MarseiUealn 1845;
completed at Weimar In 1850.
Hungaria,' sketch dated
4.
Him1846; published as a
g;irian March for pianoforte
orchestrated in 1853
revised
in 1856 published in 1857.
5.
Bergsy in phonie
Ce qu'on
entj?nd
aur la montagne'),
sketch dated 1847; developtine'a

'

5.

6.

'

;

;

;

'

(

'

'

ment and

founded upon
by Michael Zichy,

Gr;ibe.'

(1) Die
Wiege; |2| Der Kampf urns
Dasein
Am Grabe, der
(3)
Wiege dea zukUuftigeu Lebena.
Fest-Voi-apiel, for Schiller and
Goethe Festival, Weimar, 1857.
:

;

'

'

zum

sketch

consists of three parts

August 28, 1849; revised in
18S4 and pubiished in 1856. 3.
Lea Prdludea,' after Lamar-

7.

Score, Hallberger.
Feat - Marsch. for Goethe's
birthday. Score and parts, also
for PF. 2 and 4 hands. Schuberth.
Huldigungs -Marsch. for acceasion of Duke Carl of SaxeWeimar. 1853. Score; and for
PF. 2 hands. E. & H.

orchestration. 1849;
performance,
first
1853,
at 8. VomFels zum Meer' Patriotic i^larch.
Score and parts ;
Weimar revised in 1854 and
also for PF, 2 handa.
Schleagain in 185fi; published, 1S57.
singer.
6.
Mazeppa dates from about
the aame period aa No. 5, but 9. Kiinstler Pest-Zug: for Schiller
Festival, 1859.
was originally destined for a
Score; and for
pianoforte etude (see below, No.
PF. 2 and 4 hands. Kahnt.
and orches- 10. Gaudeamus Igitur ; Humo29. 4). enlarged
trated in 1858
published for
reske for orch. soli, and chorus
for the centenary of the Acadepianoforte in 1857.
7.
Prometheus
in
original
form
mische Concerten at Jena. 1870.
dates from 1850, but a complete
Score and parts also for PF. 2
revision of the choruses, etc..
and 4 handa. Schuberth.
for concert purposes with text 11. Music to Halm's play, 'A
Himdred Year.? Ago' (Prague,
by Richard Pohl, followed in
Festklinge
dates
1859.
8.
1859), not published.
from 1853 on the fiftieth an'

:

'

'

•

;

'

'

;

'

'

of

as

;

;

For this Englnrni ia indebted to the exertiona
t{who raised upwards of £T100 for the purpose).
I

is

complete as it has been possible to make it but
no authoritative catalogue has appeared since
the Thematisches Verzeichniss published by
Breitkox)f und Hartel (as No. 14,373) shortly
before the master's death.
The earlier edition
of the catalogue, published in 1855, contained
mention of early editions and some compositions
which Liszt afterwards disowned, so that a really
complete list is still to be desired.
This is
compiled Avith the help of the various published

;

[The most important book on
Liszt is L. Ramaun's Franz Liszt als Kiinstler
itTid Mcnsch, the first volume of which appeared
in 1880, and was translated into English by
Miss E. Cowdery (2 vols. 1882).
The second
volume of tlio original appeared in 1894.]
tinental study.

Messrs.

Weissbrod & Schnappauf of Bayreuth.
On
pp. 149 and 219 of Janka Wohl's volume, and
in the second volume of L. Ramann's life, a
detailed account and list of portraits and paint-

He

proposed a Liszt foundation after the manner of
the Mozarteum at Salzburg.
A Liszt museum
was to be established in the house where he lived
at Weimar, and scholarships were to be offered to
promising young musicians, and on similar lines
scholarships have been instituted elsewhere.
An outcome of this project is the FondationLiszt, instituted by his hrm friend the Duke of
Weimar after his death, to continue instruction on the basis he had laid.
The first competition for the Liszt Royal
Academy scholarship took place in April 1887.
The scholarship is open for competition by male
and female candidates, natives of any country,

Liszt sat

represented

with Richter upon the best

of perpetuating Liszt's intentions.

as

Sydenham

Walter Bache
2

B.

& H. = Ereitkopf & Hartel.
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I'ngarischo Rhapsudien, arr.
F. Dopijlcr 1. in
2. in D ; 3. in Ij
4. iu D
G major 5. in E
Score and
6. Pester Carneval.
and imi^ts. FUratiier,
parts; and for PF. 4 hands.
13. Scliubert'a Songs for voice
Schuberth. (Seebt-lnw. No. 94.)
and auiull orch. 1. Die junge 18. UugariacherMai'SL-li, for CoroNoiiiie 2, Uretchen am Spinnnation at Buda- I'l-jtli, ISfiT.
nide 3. Lied der Mignon
4.
Score ; also for PI'. 2 and 4
Score and pai-ts.
Erlkiiiijg,
hands. Schuberth.
Forberg.
.lynipho19. Rilkuczy - Marsch
Die Allmacht." by Schubert,
14.
nisch bearbeitet.
Sfure and
for tenor, men's chorua, and
parts aJso for PF. 2, 4. and 8
Score and parts
orchestni.
hands. Schuberth.
and vocal score. Schuberth.
20. LTngari.'tcher Stiinn - Marsch.
17.

Arbangesients.

2.

by Liszt and

12. Schubert's Marches.
1. Op.
40, No. 3 2. Trauer- ;j, Reiter4, Uugarischer-Marach.
IScore
;

F

;

;

;

minor and

;

;

;

;

;

;

;

'

;

BUlow's Mazurka-Fautasie (op. 13). Score aod parts.
Leuckart.
16. Festiuarach on themes bv E.
H. zu S. Score also for PF. 2
and 4 hands. Schuberth.
H.

15.

New arr.

V.

1876. Scoro aiid parts
PF. 2 and 4 hands.
;

also for

Schleainger.

'Szozat' und 'Hyinnns' by
Beni and Erkel,
^i.'ore and
parts also for PF, liozsavolgyi,

21.

;

;

Pesth.

Beethoven's

OlilCilNAL.

1.

No.

Concerto

Score and parts
Schlesinger.

E

in

1,

flat.

.

;

also for 2 PFs.

;

26.

;

'

;

;

14 in

F minor

Do.

9G.

;

and

Edition

Kistner.

populaire.

KWgied'aprSsSorriano. Trou-

penas.

Schu-

Symphoniach,

berth.

liussischerGaloppvon Bulhakow. Schlesinger.
76. Zigeuner- Polka de Conradi.
^Schlesinger.
77. L;i Ronianesca.
Schlesinger.

75.

Heruiacher-Marsch im unga-

97.

riachen Styl,

Schlesinger.

Gcachwind-

Ungarischer

98.

inarsch.
Schindler,
Presaburg.
Leier und Schwert (Weber), 99. Eiideitung und Ungarischer
Schlesinger.
iHarsL-h viMi Graf E. Szeehenyi.

78.

K6zsav;ilgyi.
Eliigie,
Themes by Prince
Schleainger.
5. Partitions he Piano.
Gaudeamus Igitur,
para100. Beethoven's Septet.
Schuphrase of No. 10.
berth.
81. God Save the Queen. ConcertB. A;H.
101. Nine Symphonies,
Paraphrase. Schubeith.
102. Huninjel'sSeptet, Schubert.
82. Hussiten-Lied.
Hofmeister.
103. Lcilii-z's
iSymi.honie Fan83. La ilarsellaiae.
Schuberth.
tastique.'
Leuekart.
Marchfi
79.

Louis of Prussia.

80.

des Pelerins, from Harold in
Italy.'
Eieter - BiedeiToann.
Danae des Sylphes,' from 'La
Damnation de Faust.' Ibid.
Overtures to 'Les Francs- Jugea.'
Norma ; Puritani (3) EenveSchott.
Le Koi Lear.'
nuto Cellini; Dora Stibastien 104. Eossini's Overture to GuilLucia di Lammermoor (2)
laume Tell.
'

Pajiapbrases, Tkanscp.ip-

'

La Fiancfe (Auber) Masaniello
La Juive Sonnanibula

84.

;

;

;

;

;

'

;

;

Lucrezia Borgia (2)
Faust 105. Weber's Jubelouvertilre and
(Gounod)
Reine de Saba
Overtures to Der Freischiltz
Romiio et Juliette Robert le
and Oberon. Schleainger.
Diable
Les Huguenots
Le 106. Wagner's Overture to TannProphfite (3)
L'Africaine (2)
hiiuser.
Meser.
Szep Jlonka (Moaonyi)
Don
6. Transcriptions of Vocal
Giovanni; Ktinig Alfred (PuafT)
PiBCES,
I Lombardi
Trovature
(21
Emani Kigoletto Don Carlos 107. Eossini's 'Cujus Animam
Rienzi Derfliegende Hollander
and La Chariti^' Schott.
Tannhiiuser (3) Lohengrin 108. Beethoven's Lieder, 6; Geist{2)
liche Lieder, 6; Adelaide; Lie(4); Tristan und Isolde ;JIeistereinger Ring des Nibelungen.
derkrela. B. & H.
85. FantaJaie de Bravoure sur la 1C9. Von BUlow's Tanto gentile,'
Schleainger.
Clochette de Pagan ini. Schreiber.
110. Chypin's 'Six Chants Polo86. Troia Morceaux de Salon.
nais,' op, 74.
Schlesinger.
1.
Fantaisie romantique aur deux 111. Lieder. Dessauer, 3 Franz.
melodies suiases
2.
Rondeaii
13 La.saen, 2 Mendelssohn, 9
.'^chumann. R.
fantastique aur un theme EsSchubert, 57
p.ignol
3. Divertissement sur
and Clara, 14 Weber, Schlummerlied, and Einsiiiti bin ich.'
une cavatine de Pacini, also for
112. Meyerlieer'a
Le Moine.'
4 hands. Schlesinger.
Schlesinger,
87. Paraphrase de la Marche da
Autrefois.'
Donizetti (Abdul Medjid Khan); lis. Wielhorsky'a
FUrstner,
also easier ed. Schlesinger.
88.
Jagdchor und Steyrer,' from 114. AUelujaet Ave Maria d'Arcadelt
No, 2 also for organ.
Tony (Duke Ernest of SaxePeters.
Coburg-Gotha). Kiatner.
from 115. AlaChapelleSixtlne. Mise89. Tscherkeasen - Marach
Glinka's
Russian und Ludrere d'Allegrl et Ave Verum de
mllla.'
Also for 4 hands.
Mozart also for 4 hands and
Schuberth.
Peter.o.
for organ,
Hochzeit-Marach und Elfen- 116. Zwei Transcriptionen, 'Con90.
reigen
from Mendelssohn's
fntatis et Lacrymosa aus MoMidsummer Night's Dream.
Siegel.
ziirt's Requiem.
B. & H.
117. Soirees Italienne.s. sur dea
91. Fest-Marsich for Schiller cenmotifs de Mercadante. 6 Nos.
(Meyerbeer).
Schletenary
Schott.
singer.
118. Nuits <i'e\A i Pausilippe, sur
92. Fanfciiaies (2) sur des motifs
des motifs de I'Albnm de Donides Soir(:e3 musicalea de Rossiid.
Schott.
zetti. 3 Nos.
Schott.
119. Canzone Napoiitana. Meser.
1. 120. Faribulo Paatour. and Chan93. Troia Morgeaux Suisses.
Ranz de Vachea 2. Uu Soir
son du Bdam. Schott,
dans la Montagne 3. Eanz de 121. GlaiieadeWoronince. 3Noa.
;

;

;

;

;

;

;

;

;

;

from

themes

on

Fantasia

25.

A minor;

in

Marche de Rdkoczy.

95.

Kistner.

24J^03.
74.

l.'i

15 Eilkoczy M.-ivch.
Senff
Schlesinger.
(Sec below,)

BunteReihevonPerd. David.

tions, etc., filum operas.

Ruiriw •( Athens.'
also for Pi:"
2 and 4
'

Score
hands, and 2 PFs. Wicgel.
Fantasie
ilber
vnigariache
Volksmelodien,
Score
and
Score
S. Concerto No. 2, in Aparts.
Heinze.
and pai'ta also for 2 PFs.
27. Schubert'a Fantasia in C (op.
Schott.
15).
symphoniach
bearbeitet.
Todten - Tanz.
Paraphrase
24.
Score and parts also for 2 PFs.
on Dies Irae.' Score aiso for
Schreiber,
1 and 2 PFs.
Siegel.
23. Weber'a Polonaise (op.
72).
2. ARBANGKMEyXS, PF. VV.TSScore and parts. Schlesinger.
CIPALE.
12.

73.

3.

FOR PIANOFORTE AND ORCHESTRA

II.

Sotrdes de Vienne.
Vidacacaprices d'apri^s Schubert.
9
Nos. Schreiber.

72.

747

;

;

;

;

;

•

;

1.
i!9.

IIL FOR
Original.

PIAN OFOETE SOLO
Rhapsodie Espjignole, Folies
d'Espagne, and Jota Aragouesii.

48.

Etudes d'extk;ntion transcen1. Pieludio
2. 3. Pay-

dante.
sage 4.
lets

;

6.

"Wilde

Siegel.

:

Mazeppa

;

Tision
Jagd: 9.
;

5.

;

Fol- 49. TroisCaprice-Valses.

Feux

1.

Valse

de bravoure
2.
V. mOlancolique
V, de Concert.
3.

Eroica 8.
Eicordanza:

7.

;

;

Harmonies du soir;
Chasse-neige.
B. & H.
10. 11.

;

Schuberth.
52.

Grand

Also for 4 hands.

53.

Schleainger.

Ave

Harp, and Harmonium.
Kahnt.
2nd El(5gie. Also for PF,, V.,
and Violoncello. Kahnt,
cello,

Traut-

ilaria, for ditto.

wein,
34.

Harmonies po^tiques et

56.

reli-

Invocation 2, Ave
Benediction de Dieu

gieu.^es.

1.

;

Maria 3.
dans la solitude 4. Pens^'e des
Morts
6.
5.
Pater Noster
;

Pan'..

;

FuniJrailles

r^veil: 58.

Palestrina
lagrimoso
10.
d'aprfis

;

59.

Andante

9.

St.

L'Hymne du Pape
hands.

;

also for

Bote & Book.

Wcihnachtshaum jFlirstner)
and Via Crucis.
Impromj)tu — Thames de Ros-

(12 pieceal,

Cantique

;

d'Amour.

4

Miserere

8.

;

1.

;

;

;

HyDinedel'enfantison
7.

Francois
St. Framjois de
R6z3avolgyi.

L<5gendes.
d'Assise
2.

57.

60.

Kahnt.

'Op. 3.'
Schiimcr.
Capriccio alia Tiirca our des
motifs des Euinea d'AthiJnea de
Beethoven, ilechettl.
sini et Spontini, in E,

de Polerinage.
Premidre Ann^e, Suisse. 1. Chapelle de Guillaume Tell
2. Au
lac de Wallenstadt
3. Pastorale; 4. Au bord d'une source
5. Orage 6. Valli^a d'Obermann;
7. Eglogue
8. Le Mai du Pays
9. Les Cloches de Gendve (Noc-

35. Ann(;-es

01.

;

;

;

62.

— 3 Nottiirnoa.

Liebestniume

transcribed from his own songs.
Kistner.
And,tnte amo63. L'ldiie flxe
turne). Seconds Annfe, Italic.
roso d'apr(?3une Melodic de Ber1. Spoaalizio
2. 11 Penaeroso
liiiz.
Mechetti.
3. Canzonetta'li Salvator Rosa;
in
F sharp.
CI. Impromptu,
4-6. Tre Sonetti del Pctrarca
B. &H.
7. Aprds uno lecture de Dante.
Variation on a Waltz byDlaVenezia e Napoli. 1. Oondoli- 65.
belli. No.24inVaterliind]scher
em; 2. Canzone; 3. Tarantelle.
KUnstler^-erein. DiabelU (1823).
Schott. Sine. Anni^e (see below
Schle36. Apparitions, 3 Nos.
Erstes
The Pianoforte
66.
ainger, Paris.
34
Jabrgang; Parts I.-XIL
37. Two Ealladea.
Kistner.
pieces by modern composers.
38. Grand Concert-Solo
also for
Out of print.
2 PFa. (Concerto pathi^tique).
;

;

;

;

—

;

;

i.

'

'

—

—

:

B. &H.
39. PoDsolationa. 6 Nos.
40. Berceuse.
Heinze.

ARRAyOEJIEKTa.
B. & H.
67. Grandea litinles de Paganini.
6 Nos. (No. 3. La Campanella).
41. Weinen,
Klagen,
Sorcen,
B. &H.
Zagen
Praludiuin nach J. S.
2.

:

Secha (organ) Priiludien und
Fugen von J. 8. Bach, 2 parts,

Bach. Schlesinger.
from
42. Variations on theme
Bach'a B minor Mass; also for
Organ. Schlesinger.
43. Fantasie und Fuge, theme

B.A.C.H,

Siegel.

68.

en.

cated to

Schumann,

E.

'

'

'

'

;

'

:

'

'

;

;

Chfivies,

Kahnt.

for Ivebert .J; Stark'a

Trautwein.
Divertissement a la hnngrolse
d'apr^s F. Schubert, 3 parts

70.

Schreiber,
Miirsche von F. Schubert. 1.
Reiter2, 3.
Travier-Miirsch
Schreiber.
Marsch.

also ea-iier ed.

& H.

71.

;

I

Kiatner.

Deux Mi^lodies Ruases. AraCranz,
Transcriptions of hia own
songs; Loreley, Kahnt; 6Songs,
Schlesinger; Die Zelle In Nounenwerth Hofmeister LiebesE flat 5 in E minor 6 in D
tniume. Kistner.
flat
7 in D minor 8 Capriccio
F sharp minor 9 in E flat. 124. Uugarische Volkslieder, 5
Nos. Tdborszky & Parach.
'Carneval de Pesth'; 10 Preludio
11 in A minor; 12 in 125. Soirt^ea musicaleade Eossini,
also for 4 hands and
12 Noa.
C sharp minor (also for PF. and
Schott.
for 2 PFs.
i-iolin by Liszt and Joachim)
122.

EhAPSODIZS, ETC.
1 In
94. Rhapsodies Hongroises.
E 2inC sharp (also for 4 hands,
and easier ed.) 3inBflat; 4 in
4.

besques,

12.'!.

;

;

;

;

;

;

;

;

;

;

;

IV. AREANGEMENT3 FOE 2 PIANOFGETES
Ninth
Variations de Concert on 127. Beethoven's
phony. Schott.
in I Pui-itani (Hexarae-I
ron). Schuberth.

126.

Sym-

March

I

V.
128. Epith.ilam,

hands.

;

VI.
130.

FIANOFOETE AND VIOLIN
'

Fantasie und Fuge on the
chnralein l^e Prophdte.' B.S H.

Schu-

133.

Fuge und MagSymphony Zu
Divina Commedia.'

134.

Andante

religioso.

berth.

'

Dante's
Schuberth.
Ora pro
Ktirner.

I

FOE ORGAN OE HARMONIUM

131. Einleitung,
nificat, from

132.

Grand duo concertant sur
Le Marin.' Schott.

also for PF., 21129.

Tdborszky & Parach.

Eaoh'sOrgelfantaaieundFuge

inGminor:

Kla-vierschule.

Organ. Schuberth.
Litolff.
44. Scherzo und Marnch.
Dedi45. Sonata in B minor.
46. 2 Polonaises.
SenfT.
47. Mazurka brillante.
Senff.

;

Peters.

Also for

;

;

'

;

33.

;

;

d'Album.

;

Allegro affettuoso. Kistner.
Ab-Irato. Etude de perfec-

tion.

'

;

Sohott.

50.
51.

Galop cromatique.
Hofmeister.
Valse Impromptu.
Schuberth.
32. Zwei Concertetuden. for Lebertand Stark'a KJavierachule. 54. 'Mosonyi's Grab-Geleit.' TAboj-azky & Parsch, Pesth.
1. Waldearauschen
2. GnomenAlao for PF., Violon55. l^ltSgie.
reigeu. Trantwein.
3.

;

;

Schlesinger.
Feuilles d'Album.
Deux
Feuilles

12.

30. Trois Grandea Etudes de Concert. 1. Capriccio; 2. Capriccio,
31.

;

;

Orlando di Lasso's Eegina
Schuberth.
135. Bach's Einleitung und Fuge,
from motet
Ich hatte viel
Eekiimmerniss.'
Litanei.
Schuberth.
Comp. No. 40.
'

cceli,

'

nobis.

LISZT

LISZT
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on
Eiu' feste Burg."
Hof136. Chopin's Praeludien. op. 28,
ineister.
No3. 4 :iiia 9. Schuberth.
Der G-Tiade Heil' (Tannhiiu137. Kirchliche Feat Uuvertlire 138.
ser).
Meyer.

Beethoven. I, & II. Sonatas
complete. III. Variatiuna for
PF. solo.
IV. Various PF.
compositions for 2 and 4 hands.
V. Duets for PF. aud violin.
VI. Duets for PF. and violoncello, or horn.
VII. Trioa for
PF., violin, and violoncello.
X. Masses, vocal score. XIV.
String quJi-rtets.
XV. Trios

VOCAL
vocal score, and parts.

Scui

Kahut.
4. For Men's Voices.
(Graner)
soleniiia
139. Missa
Score and 160. 1. Vereinslied
Fest-iiieaaa iu D.
btand2.
parts also toc-i,! score, and for
chen ; 3. Wlr simi nicht Mu;

for strings, wind and
and wind only. Holle.

;

PF. 4 haiida.

SehuWerth.

uiien 4-6. Gehaniischte Lieder
(alsofor PF.J 7. Soldateulied
9. Saaten8. Die alten Magen
griin; 10. Der Gang um Mitternacht; 11. Featlied 12. Gottea
Kahut.
iat der Orient.
;

Uiigariaehe Kr^iimugs- Mease
in E flat. Score and parts, and
Offertorium and
vytal siioTf.
EenedictLis. for PF. 2 and 4
hands, PF. an*l violin, organ,

140.

;

organ and violin. Schuberth.
C minor, with organ.
B. & H.
A minor,

142. Mi.'^3a Choral is in
with ijr?an. Kahnt.

Salutatis;

4.

Tantum

AveVemini
;

me. Kahnt.
Seligkeiten.
145. Die

Kahnt.

23rd.

and

and

Buck:.

An den heiligen Franziakus.
men's vuioea, organ, trumpets
Tilborszky
&
and drums.

150.

Parsch.

Ueber Field's Nocturnes
French and GeiTuan.
Schu-

de I'Enfant Si son
female chorus, organ and
harp. Tdborszky i: Parach.

anti PF.

Gesauimelte'Lieder. Ka.hnt.
Mignou'a Lied (also with
orch. accomp. and for PF.f; 2.
Es war eiu Kijuig (also for PF.)
3. Der du vom Himmel biat
(also for PF.I: 4- FreudvoU
und LeidvoU; 5. Wer nie sein
Brod 6. tJeber alien Gipfeln
1.

2.

Oratorios.

152. Christua.

Score, vocal score,
'

'

heiligen drei KiJnige,' Nu.

5.

for

instruments only also fur PF.
Tu ea Petrus,'
2 and 4 hands.
No. 8. for organ and for PF.
;

'

2 aud 4 hands, as
Pape.'

'

Hymne du

Score, voca! .'tcore,
Einleiparts.
Kahnt
Marsch der
tung.' for organ
'

'

;

Kreuzritter'aiid Interludimn,'
'
Der
for PF. 2 and 4 hands
Sturm,' for PF. 4 hands.
"

;

;

;

17,

Com-

18.

Oh

nobles').

quand je dors 19. S'il est un
charmant gazon 20. Enfant si
21. Es nuschen
j'etais Roi
die Winde; 22. Wo weilt er?
;

Published by Kahnt's Nachfolger
and 4 hands.
Antiphon for St. Cecilia's Day, contralto eolo and 5-part mixed
Also PF. or vocal score.
choir, and orchestral accompaniment.
with harmonium or PF. accomCrucifix,'
for
contralto
aolo,
'Le
paniment.

;

:

;

'Christua,' PF. arrangements, 2

Nimm' eiuen Strahl 24.
Schwebe, blaues Auge 25. Die
ViitergTuft; 26. Angiolin dal
biondo crin (also for PF.); 27.
Kling leise; 28. Es muss ein
;

;

Wunderbares
Gottes

sein

Sti-iiusslein

;

;

Misaa pro Organo.
Sacred Choruaea. No. X., Anima Christi No. XI.. Tu
No. XII., Dominus conservet eum.
Salve Regina' (Gregorian), for harmonium or organ.
Songs
Verlaasen,' Ich verlor die Kraft.'

Mutter

29.

(1)

30.

;

Ditto

31.

;

;

Zur Sitcular - Feier Eeetchorus, soli, and
orch. Score, vocal score, and
parts.
Kahnt.
155. Choruses (8) to Herder's 'EntScore,
fesselte
ProTuetheus.'
vocal score, and purts. Kahnt.
Pastorale (Schnitterchor) (or
PF, 2 and 4 handa.
156. Fest-AlbUEu for Goethe cenFest-Marsch 1.
t-^nary (1H49I.

;

:

Duet

(also for PF.I; 36. Jugeudglilck;
37. Wieder moeht' ich dir hegegnen 38. Blume und Duft
39. Ichliebedich; 40. Diestiile
Wasserrose 41. Wer nie sein
Brod 42. Ich scheide 43. Die
drei Zigeuner (also with orch.)
44. Lebe wohl; 4.^.
Liebe
46. Die torlte Nachtigall
sei
;

;

;

;

Was

47.

;

;

;

;

;

;

'

Kistner 'see No. 1231.
Die Glocken deaStrasaburgen
Sonetti di Petrarca.
Baritone
solo, 172. Tre
MUnstera.
Haslinger.
chorus Mnd orch. Score, vocil
Schuberth. 173. Die Machtder Musik. KistBcore, and paints.
ner.
ExicelHior' (Prelude) for Organ,
174. Jeanne d'Arc an bficher,
and PF. 2 and 4 hands.
Mezzo-Soprauo and Orch., or
Mezzo
J^Q. Die heilige Cacilia.
PF. Schott.
soprano, chorua, and orch., oi
PF., harp, and harmonium. 175. Are Maris Stella. Kahnt.

158.

•

PIANOFORTE ACCOMPANIMENT TO DECLAIMED
POEMS

BUrger'a Leonore, Kahnt ;[
Lenau's Der tnmrige Munch,
Kahnt; Jokai'e Dea todten
Dichters Liebe, Tdborazky &'

176.

Meer im AbendatrahL'

'

'

'

*

menta,' 1877-7?^.
Collected Songs.

;

Und

2.
WeiLicht: mehr Licht
mar's Tod ten; 3. Ueher alien
Gipfeln ist Ruh
4. Chor der
Engcl. Vocal score and partsSchuberth.

VIII.

'
:

'
Sonnenhymnua.' Baritone aolo, male voice chorus, organ and
orchestra. Also vocal score.
Stanislaus,' oratorio, unfinished.
Full score.
Vocal score.
Single numbers published.
S;ilve Polouia,' Interludium.
Full score,
Alao arrangement
for PF.
De Profumlis.' Ps. cxxix.. bass or alto solo, with PF. or organ.
Responses for soli and choir and organ, called Septem Sacra-

;

Biat du; 48. Gebet
49.
Einat; 50. An EdliUm; 51.
sprich 52. Die Fiacheratochter 53. Sei still 54. Der
GlUckliche; 55. Ihr Glocken
von Marling. Kahnt.
170. H m'aimait tant (also for
Schott.
PP.).
Einleit- 171. Drei Lieder. 1. Hohe Ltebe
157. Wartburg- Lieder.
2. Geatorben warich; 3. Olieb';
ung and 6 Lieder. Vocal score.
also for PF. as Liehestniuine.'
K;ihnt.
;

Petnis

'

'

Nonnenwerth

35.

ea

'

Lasst mich ruhen 32.
Wie singt die Lerche 33. In
Liebestust; 34. Ich raouhte
(21

;

hovena, for

;

,

:

PP.); 12. Vergiftet sind mein
Lieder; 13. Du biat wie eine
Blume; 14. Anfanga wollt'iuh
16.
15. Morgens steh' ich auf

Ein Fichtenbaum(2)
ment, disaient - ils ?

;

'

;

hingehn
154.

-a

:

;

23.

Die Legend? von der heiligen

Elisabeth.

and

p

Uugarischea Konigalied,' for male voices or mixed chorus with
accompaniment the ai.nie in PF. score, and in arrangements for baritone solo, and for 4 hands and 2 hands on the PF.
Ungarn 'a Gott.' for baritone solo and ad lib. chorua of male
voices.
Also for PF. 2 hands; also for PF., left hand also for
organ or hamionium also for cymbal.
Csirdis for PF., 2 handa.
CsArdis ma-iabre or obstin^. Do.
Dem Andenken Petoli'a for PF.. 2 and 4 handa.
16th Hungarian Rhap.sody iMunkicayl, 2 hands; also 4 hands.
17th do. (Aus dem Figaro Alhumi. 18th do. (Fiir das Album der
Budapester AuBstellung), 19th do. (nach C. Abrinyi's 'Csdrdis
orchestral

;

;

Pastoand parts. Schuberth.
Marsch der
rale,' No. 4, and

(1894).

'

;

Euh' 7. Der Fischerknabe
8. Der Hirt
(also with orch.)
9. Der Alpeu(also with orch.
jiiger (also with orch.)
10. Die
Loreley (also with orch. and for
PP.); IL Am Ehein (also for
)

published

The task of collecting Liszt's posthumous
works has not been an easy one, the composer
having distributed his MSS. amongst his friends
and pupils. There have already been published
during the last ten years, by Taborszky & Parsch,
Budapest

Kilhn.

For Single Voice

ist

translated into French. Schuberth, 1860.
A complete edition of the
writings in a German version
by L. Ramann, is prepared by
that writer. 6 vols, out of 7

berth, 1859.

;

Hymne

151.
r^veil,

153.

burg, 1861.

169-

Kahut.

137th.

Chriatusistgeboren; chorus
and organ. Arr. for PF. Bote

149.

Zeitschrift fur Miisik.
Kahnt.
Schumann's
MuaikalischeHaus- uinl Lebens - regeln
;

188.

for

5.

Eyssen.

Ungarn.
In German and
Hungarian; the former revised
byComelius. H e ck en a.^t, Press

richlesinger.

bauds.

and

191.

in

Also
Weimar's Volkslied.
Organ and PF., 2 and 4

16S.

Christua.'l

fSee

Pater noater, for mixetl
chorus and organ. Kahut.
147. Pater Noater et Ave Maria,
a 4 and organ. B. and H.
148. p3alm9l3th.l8th(E.V.19th|,

146.

Cotta.

Sonatas
;

186. Fr&l. Chopin.
B. i: H. 1852.
187. DieZigeunerund ihre Musik

WaaistdesDeutachenVater-

land ?

2 vols.

;

PF.

JVinic

;

illuatrations.

Andie Kiinatler. Withorch.
Kahnt.
Fest-Chor (Herder -MemoWeber.
rial. 1S5U).

164.

167.

Weber's

Solos ; 2 vols. Cotta.
Gartenlaube
100
182. Viole'a
fitudes in 10 parts. Kahut.
strings,

Wagner's Lohengrin und
with musical

Tannhiiuser

;

ergo; 165. Festgesang. KLihn.
166. Das Lied der B&geisterung.
Tilborazky & Parsch.

6. Mihiautem;
Ave Maria Stella, also for
PF. 8. O Salutaris; 9. Libera
5.

Beiterlled

3.

16:3.

;

O
7.

Solos (selected)
181.

I

De, la

1851.
185. R,

;

Studentenlied
4. Ditto .Schott.

and

NeunKirchen-Chor-Ge3:inge,
with organ. 1. Pater Noster
3.
2. Ave Maria (also for PF.|

j

LITERARY WORKS

X.

Miinnerge162. Vierstimmige
2.
1. Rheinweiulied
siinge.

144.

|

Weimar.

Unter

Meer.
Eck.

Daa diistre
alien Wipfeln.

161.

;

143. Reiiuiem, men's voices
Kahut.
Lirgan.

,

Leuckart,
Fondatioi Goethe b. 18a. Robert Franz.
1872.
Brockhaus. 18-^1.
to
Gazette
184. Lohengrin et Tannhiiuaer de 190. Contributions
musicale de Paris, and in the
Richard Wagner. Brockhaus,
183.

;

141. JUiuisiu

tated.

179.

;

;

;

18 Nocturnes, annoSchuberth.
Hummel's Septet; also as
quintet for PF. and atringa.
Schuberth.
180. Schubert's PF. Sonatas and

178. Field,

177.

'

'

VII.

REVISED EDITIONS OF CLASSICAL WORKS

IS.

'

1

Parsch;
Treue,

Der

Strachwitz'a

Schuberth;

Helge'a
Tolstoy's

bliude Siinger, Beaael,
Petersburg, also lor FF.

By Various

Publishers

;

Von der Wiege biazum Grabe,' symphonic poem, after a drawing
by Michael Zichy.
Varianten mid Zusiitze to Festklange.'
Le triomphe funCbre de Tasse,' epilogue to Taaso.'
Two new Mephisto-Walzer, orch. and PP., 2 or 4 hands (Filrstner).
Crux,' Hymne des Marins, chorus and accompaniment ad lib.
Pax Vobiscum,' motet, 4 male vuices.
Natus est Chriatus,' 4 male voices.
Qui Mariain absolvisti,' baritone solo and chorus.
heilige Nacht.' teuor aolo and 3-part female chorua (Flirstner).
Nun danket Alle Gott,' chorus, organ, trumpets, trombones, and
'

'

'

'

'

'

'

'

drums.

Antiphon for St. Cecilia's Day, contralto solo
chorua.
Grusa,' for male choir, published 1887.

and

5-part female

'

Original, for Pianoforte

No.

4.

Les Jeux

:

Troisi^nie Ann.5e No. 1. Angelus (also for
Cypriis de la Ville d'Este. No. 3. Do.
d'Eaux i la Villa d'Eate. No. 5. 'Sun_t lacrymae

Ann^eade P^lerinage.
string quartet). No. 2.

:

Aux

No. 6. Marche f uni?bre. No. 7. 'Sursum
corda" (also fur solo voices, Schott), Abschied.' ruasiaches VolksIjedl
'Die Trauer-Goudel (Fritzsch). 3 Valaea oubli«ies Valse
Etude in C Andante maestoso (EosaEli5giaque (Bote & Bock)
Gruflses Con cert- Fantasia iiber Spanische Weiseu (Licbt).
viilgyl.

reram'enmodehongrois.

'

'

;

;

;
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En Rflr, nocturne. Twelve Ijooka of Teuhniciil Studies, with
to follow (Schubertli),

more

—

Transcriptions
Processional March from 'Parsifal' (SchottlOther Wajrner
tranaeriptiona (Suhott, and B. A: H.
Berlio^'w Harold Syinphuny
(Leuckart),
Verdi'a 'Aida' and 'RequLeni,' Ljtsaen's 'Hiigeu uiid
Krii'iiihilde.'
Fauat,' and Intermezzo from Ueber nlleii Zavihern
Liebe (Bote & Bocki. Lieliesscene and Fortuna's Kugel from TJoidachmidt's 'Die aiehen Todsilndeii,' Rnbinstein's "Gelb roUt' «nd
ProveiKj^lischea MiniielJed'
'Der Asra' (Kistnerl, Sihuinann's
(Filvstnev). Forty-two Lieder by Beethoven, Fraiiz, ychuinaun. and
;

'

l.

'

'

'

(B.

J;

Faraphnxse of themes from Haiidel'a

H.).

Piu-ajihraae of themes from modern Russian wurka.
'Abiiira.'
Arnnigenients of Feat Can tjttji. for 4
Wilhorsky'a 'Romjnice.'
nocturne, 4 hands. Schubert's Marches. 4 hands. Beeth:iiiiis
h.'veri's Concertos, -2 PFs.
The works still unpublished include a Requiem on the death of
the Emperor Maximilian of Mexico; 'Hosimnahl' for organ and
trombone; 'Eosario' for organ or harmonium, 3 pieces, 1870;
t)u:isi Cedrus tenor solo, female chorus and harmonium
Mariengarten,' vogiI trio with organ; 'Verlasaen,' song;
Romanee oubliiie,' PF., 1880; 'Am G-nibe R. Wagners,' string quartet, 1883;
Ungarische Bildnisae (3), for PF., 1884 from Mephisto-Walzer for
piano, and Mephisto Polka
Pax Vnbiscum,' male voice quartet
with organ. 1886 a 20th Hungarian Rhapsody.
Liszt h;ui completed, or is said to have ijartly written: New
symphonic poem for organ, on lines by Herder, 'The Organ
Lo
aposalizio' (organ); score of Zarerabski's duets; 'Die Macht der
Musik,' song; Fantaaia for orch. and PF. on Schubert's 'Der
Wanderer'; "Die Nebeusonnen' and 'Aufenthalf iSehubert) for
PP.; -Weihelied' to Leo XIII.; 'Der ewige Jude,' for PF. with
declaimed poem (Schubart).
The discovery of a concerto entitled MaliJdiction,' and of a choral
work, 'The Creation,' has been reported,
t
j.r
vt
-

;

'

'

'

;

'

'

;

'

'

:

;

—

'

'

;

'

Now, at a distance of nearly twenty years
from Liszt's death, it should be possible to form
a calm opinion of his Cjualities and defects in
the various departments of his career, and an
opinion that will probably coincide more or less
accurately with the tinal verdict of posterity.
In days gone by, English musicians who complained of the ugliness of

some

of the

more

advanced of Liszt's compositions were silenced
by a reminder of the composer's generosity to
all sorts of musical geniuses in distress, or were
adjured to S3'mpathise with the self-sacrifice of
Walter Bache in keeping his master's name
before the London public through good and evil
report.
In the present day, it is possible to
'

'

see his

work

separate

it

in a

more

and to
As a man, an

just perspective,

into its elements.

and a creator of music,
man in whom sympathy was a far stronger thing than imagination.
He had a marvellous intuition for what was
good in the work of a multitude of men whose
interpretative artist,

Liszt stands before us as a

paths ultimately diverged as far as the poles
asunder.
It must be remembered that the
narrowness of artistic views, of which the Liszt
not altogether
'school has often been accused,
without warrant was not due to the master,
whose atiections were large enough to hold a
world of composers, and to enter with surprising
In Schumann,
fulness into the ideals of each.
Brahms, Joachim, he found, at one time or
another, points with which he could sympathise,
however great was the distance which eventually
separated the composers of his special devotion
'

—

—

The
from the classical school of their time.
fortune which he had made during his early
career as the most astonishing virtuoso of any
time upon the pianoforte, was in later life held
as it were in trust for the use of his poorer
brethren in the art, and his correspondence,
1

more particularly the collection of the letters
addressed to him by his contemporaries,
shows
how unscrupulously his generosity was in many
cases abused.
Still, his influence was far from

—

'

'

Mendelssohn

All posthumous MSS. were handed over to the Allg. Deutsche
tlie Princess Hoht-nlohe, tbe daughter of Liszt's
and testatrix, the Frinceaa Wittgenstein, who died

being wasted, for without his help it is quite
certain that the fame of Wagner would not be
what it is at tlie present day and the disappointments with which that master had to
contend might quite conceivalily have crushed
him, and so his greatest works might have been
lost to the world, but for the encouragement
and devotion of Liszt. The catalogue of o])eras
produced during his artistic reign at Weimar
shows how catholic were his tastes, and his
brave defence of Cornelius, as a consequence of
which he gave up the most useful duties of his
life, was the kind of action that appeals to the
imagination and no doubt advanced the cause
of modern music, both for good and evil.
For
of course with such open-handed liberality there
;

was

little

many

room

for discrimination,

and a great

of the disciples of the Liszt-school were

very poor musicians, just as many of his pianoforte pupils were entirel}^ unworthy of his name.
His sympathy for all sorts of music was again
manifested in his interpretation of the music of
widely diH'erent schools on the pianoforte.
He
lived before the time when musical arcliffiology

was in vogue, and

it

was owing

to his ecclesi-

rather than to any antiquarian
instinct, that he was moved to practical admiration of Pah^strina.
His playing of the older
music (before Beethoven) was never the most
astical tastes

remarkable side of his art, and it must have
been the ditliculty of combining the pedal and
manual parts of Bach's organ works which drew
him to arrange them for the piano. But with
ail modern music he was in fullest sympathy,
up to the time when he gave up the regular
In regard to pianoforte
technique, his work was of the utmost importance
the full discussion of this point must be
career of a virtuoso.

;

left to

another place (see

must

Pianoforte-Play-

here to say that even to
those who only heard him in the last year of
his life, his playing was a thing never to be
ing).

It

suffice

forgotten, or approached by later artists.
The
peculiar quiet brilliance of his rapid passages,

the noble proportion kept between the parts,
and the meaning and effect which he put into
the music, were the most striking points, for it
is quite a mistake to suppose that the habit of
thumping, which so many of his pupils and followers thought fit to adopt, came from himself.

His pianoforte transcriptions and arrangements cover an immense field of music, good,
Yet very few of the prohad, and indifferent.
ductions suggest that they were done to order,'
or that the task was at all uncongenial to the
Among the most famous of these,
arranger.
and as a matter of fact, among the very best,
'

the arrangements of Schubert's songs, in
of which he contrives to throw a new

Musikverein by

are

faithful friend

many

iQl887.
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that we know him to have been.
Symphonic Poems mark the point of

light on Schubert's ideas, and, in tlie opinion
of a good many people, to enhance their beauty.

orchestra

Naturally there are cases where his additions
cannot meet with unqualified approval from
but his sympathy with tliis master
every one
was so complete that he very seldom erred in

greatest divergence

;

music.
Even operatic
the most part are the
dreariest of imaginable compilations, became, in
Liszt's hands, things of some beauty and musical
the theatrical
interest, besides reproducing
One of the many parasituation with success.
doxes of Liszt's nature was his warm admiration
for the kind of themes that we associate with
Bellini and Donizetti, combined with a ratlier
uncouth type of melodic invention, in the case
taste

in

treating
wliich

fantasias,

of his
ill

own

with

own

his

for

creations,

the

original

Italian

work

as a

which assorts remarkably
In his
remarkable

sentimentality.

composer

it is

that he nearly always required a poetic idea to
(In this connection, it is of course possible that the process
was similar to that employed by Schumann, i.e.
illustrate in his compositions.

the music may have been composed irrst, and
but,
the fancy title found for it afterwards
taking all the compositions into consideration,
it would seem more likely that in the great
majority of instances, the music was deliberately
written up to an impression produced by some
It is not
other art, or by some natural scene.)
exactly that the imagination was defective, but
Liszt's
it required to be kindled from without.
efforts at aljstract music are very few and, for
This is, no
the most part, very unsatisfactory.
doubt, explained by the circumstance that so
much of his early life had been given to the
attainment of his wonderful pianoforte technique, that he coidd not undergo the drudgery
of learning how to develop musical themes and
how to make them self-dependent and inherently
interesting.
Not that he ever showed the kind
of helplessness of invention which often mars
but, while his
the fine conceptions of Berlioz
employment of orchestral and other colouring is
always admirable, the actual fabric of his themes,
;

;

as well as their invention, often leaves much to
be desired, more especially in such things as

the pianoforte ballades, or the sonata in B
It is a commonplace of criticism to say
minor.

that Liszt owed much to Berlioz, but he very
seldom attained that quality of distinction
which so constantly appears in the French
master's work ; whether ugly or beautiful,
Liszt's themes are most rarely such as to produce the feeling in the hearer that a new

made in them. Where Liszt
supreme was in his handling of the
orchestra, and it must for ever be a problem
how he learnt the art of scoring. The Hungarian Rhapsodies,' in the transference between
the piano and the orchestra of the special effects
of the national bands, must have been the
means by which he became the master of the
revelation was

was

'

The

'

'

from tlie classical ideals,
and the discussion they aroused was the chief
cause of the defection of Joachim and others
from the Liszt camp.
Even Wagner hesitated
for a time before accepting some of the perversities which occur in them, just as, in

some of Liszt's extravagances in
works had repelled Chopin.
The symphonic poems, and the
Faust
and
Dante symphonies, are the works in
which the theories of programme-music were
earlier days,

his

pianoforte

'

'

'

'

'

pushed to the furthest point reached in that
peculiar department of art until the advent of
Richard Strauss.
The fact that this latter
composer has out-Liszted Liszt must not blind
us to the boldness of Liszt's work at the time
The idea was of course not a new
it was written.
one by any means
from the very primitive
instances of programme-music to be found in
certain collections of virginal music, through
Bach's 'Capiriccio on the Departure of a Brother,'
orKuhnau's Bible Sonatas, to Beethoven's 'Wuth
liber das verlornen Groschen,' composers had
indulged on occasion in such jeiix d'esprit, but
;

up to the time of Berlioz had regarded them
a more or less jocular means of turning music

as

to

an object that was recognised

as not its primary
the opinion of those best worth
listening to, the music which is interesting
purely on its own account, without making any
attempt to illustrate a story, is music in its
highest function, and the works which profess
to narrate an anecdote, or to illustrate a poetic
or prosaic idea, are meritorious or the reverse
according as they fulfil the conditions of
absolute music.
Viewed from this standpoint,
the
Faust sympliony is far superior to the
Dante, for the whole of its slow movement
belongs to the sphere of pure music, and the
conception of the work seems more spontaneous
than that of the other, or of most of the
symphonic poems. Of the finale, Dannreuther
(see below) says
This movement exhibits the outlines of symphonic
structure
but the details for the most part have

In

one.

'

'

'

'

:

.

.

.

reference to the exigencies of the poetical idea, and
snch exifrencies are permitted to over-rule considerations of musical consistency and beauty.

In this class of his compositions, Liszt laid
great stress upon an innovation which has been

generally associated with his name, although it
had been practically used from time to time

long before his days.
The system of Transformation of Themes as he called it, is beyond
question an easier thing to handle than the
logical development which the older masters
preferred.
This may or may not have been
It
the reason wdiy Liszt adopted it so readily.
is easy to see that it lends itself well to the
illustrative music of which he and his followers
were so fond for a theme appearing in a new
guise, altered in tempo and rhythm
so long
'

'

;

—
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as it is easy to recognise in its

changed

sliape

'

;

movement

of Brahms's second symphony, where
theme of the allegretto is thus transformed,
and the device is employed as if it were of small
moment.
Li the same master's two early
sonatas, opp. 1 and 2, are other instances.
The
two concertos of Liszt, and nearly all the
symphonic poems, contain cases where he has

the

theory that

illustrated his

a really im-

it is

portant invention.
The larger compositions of Liszt intended for
ecclesiastical use are so seldom pierformed that
it is difficult

to speak of

them with any

certainty

In the late Mr. Dannreuther's
at first-hand.
Romantic Period (his contribution to the Oxford
Hktory of Music, vol. vi.) he analyses the
Graner Festmesse and the other sacred works
very minutely, and with great insight and
acumen.
He points out that in this great mass
and in the two oratorios which Liszt completed
'

'

there

a copious use of AVagner's

is

method

of

employing representative themes, and connected

movements of the mass by

the various

He

means.

says

their

;

Liszt came to interpret the Catholic ritual in a
histrionic spirit, and tried to make his mnsic reproduce
the words not only as ancilla theologica et ecclesiustica,
The intluence of
but also as OMcilla dra^naturgica.
Wagner's operatic method ... is abundantly evident
but the result to this influence is more curious than

convincing

and, as Mr. Dannreuther says, one of the best
things Liszt ever piroduced."
For an analysis
of Christus the reader must be referred to the
volume already quoted.
'

stands well as the counterpart of one character
in different circumstances.
Tlie Wagnerian
leading- motive fulfils a far higher function
in regard to operatic music than this Transformation of Themes does in symphonic music
for even when the latter is employed by a master
of construction, it has evidently very little to
do mth musical interest of the best kind.
A
well-known instance of its use, in music of a
different order from Liszt's, is in the third
'
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(p. 200).

'

'

remains to speak of a branch of art in
at his very best.
The purely
lyrical pianoforte pieces, such as the
Consolations,' many of the
Annees de Pelerinage,' the
beautiful
Benediction de Dieu dans la SoliIt

which Liszt was

'

'

'

tude,

and several

of the other
Harmonies
poetiques et religieuses, have an amount of
inspiration which is rarely found in the more
ambitious works of the composer and in his
songs he reaches a level of invention that is
untouched for the most part elsewhere.
All,
or almost all, are highly oiiginal, effectively
written for the voice, and interesting in the
'

'

'

;

accompaniment

some are a little forced in
;
sentiment, but in all the natural accentuation of the words is followed with singular
fidelity, and a few are among the most expressive lyrics of the world.
Kennst du das
Land is held by many good judges to be the
best of the many excellent settings of the words
'

'

;

Der Konig von Thule is another of finest
Es muss cin AVunderbares sein has
an emotional directness, and
Comment, di'

'

quality

'

'

;

'

a whimsical grace, that are obvious
to every hearer
Die Lorelei and Du hist
wie eine Blunie
are perfect counterparts of
Heine's words, and if Liszt had been nothing
saient-ils

'

'

'

;

'

'

more than a song- writer, he would have been
hailed as a composer of rare gift. AVhat amount
of his work will endure throughout the ages
cannot be guessed with any certainty but if
one whole class were spared by time, that class
would surely be the songs.
As pianoforte
technique develops still further, the pianoforte
pieces may join the bravura fiieces of the past
in oblivion
already, »as was said above, the
bolder flights of Strauss have thrown into the
shade many of the more ambitious efforts in
the depiartment of programme -music, but the
songs are oven now increasing in general popularity, and finding acceptance even with singers
of the less advanced class.
M.
;

;

In speaking of the ' Hungarian Coronation
Mass' (1866-67) Mr. Dannreuther says
:

Liszt aimed at characteristic national colour, and
tried to attain it by persistently putting forward some
of the melodic formulfe common to music of the Hungarian type.
The style of the entire mass is as
incongruous as a gipsy musician in a church vestment
(i(>. pp. 204, 209).
.

.

.

The same author sums up the other pieces
by Liszt that belong to sacred music in these
words
:

The majority of them can hardly be accounted good
music in the full sense of the word. Taken simply as
music, and without regard to any symbolism nr casual
association with the Eitual, they convey an undefinable
sense of effort and weakness {ih. p. 220).

The Legend
called
concert-oratorio
of St. Elizabeth is a living illustration of the
it is fervently religidual personality of Liszt
ous in character, and yet is far more of an opera
The

'

'

'

'

;

had a far greater
Munich, Weimar,
Hanover, Leipzig, and elsewhere) than on the
than a real

success

on

oratorio.

the

concert-platform.

the roses

is

by

stage

It

(at

The scene

of the miracle of

far the finest point of the

work,

LAURETANAE (Litany of
solemn Litany, sung in honour of
the Blessed Virgin Mary.
It is no longer possible to ascertain when,
where, or by whom, this Litany was originally
written but, if we may trust the very generally
received tradition that it was first chanted at
LITANIAE

A

Loreto).

;

Loreto, and carried thence,

by pilgrims,

to all

parts of the world, it cannot be of earlier date
than the closing years of the 13th century.

In other places than Loreto (where it is sung
every evening) it is most frequently sung, either
in solemn Processions, or, during the Exposition
of the Blessed Sacrament at Benediction
but
especially on the Continent
its use
is by no
means restricted to those particular occasions.
In Rome, for instance, it is constantly sung, at

—

—

;

LITANY

752

LITANY

almost every popular service, to a simple Plainsong melody, familiar to all Italians, and printed
in the Ratislion edition of the Dircctorium
This is, probaljly, tlie oldest music to
Chori.
which the words were ever adapted. Its date,
like theirs, is uncertain
but it is at least old
enough to hav3 attracted the attention of the
great polyphonic composers of the 16th century,
some of whom have treated it in their best and
most devout style, and, when adopting it as a
Canto fermo, have carefully abstained from
:

destroying the sim])licity of its character by
the introduction of vain and irrelevant conceits.
Palestrina was especially devoted to the
Litany
and, in 1593, published a volume
containing, in two books, ten difi'erent settings
of exquisite beauty, composed for the use of
One
the 'Confraternity of the Holy Rosary,'
of the most beautiful divisions of the work is
reprinted in the fourth volume of Proske's
Miisiea Divina, and all are published in the
complete edition of Breitkopf & Hartel.
;

Another volume of Litanies, by various authors,
was published at Iilunich, in 1596, by Georgius
Victorinus, under the title of Thescmrus Lita-

We

niaru'in.

here find,

among

other interest-

ing works, a charming Litany, by Orlando di
Lasso, founded entirely upon the Plain -song

Canto fermo, and so simpjle in construction
that the most modest choir need feel no hesitation in attempting it.
This Litany is also
reprinted, entire, in the fourth volume of
Musica Divina^ together with some others from
the same rare work, which, fortunately, is not
the only collection that has been preserved to
us from the 16th century.
Under the title
of Litaniae Catholicae ad Christum, Beaiwm
Virgmevi, et Sanctos, a highly interesting work
was printed by Wolfgang Eder, at Ingolstadt,
in 1589. Another, collei Sacrae Litaniae va7-iae,
was published at Antwerp in 1595. A precious
volume, believed to be unique, wanting the
title and first nine pages
and, therefore, without date is preserved in the Library bequeathed
by Dr. Proske to the cathedral of Ratisbon.
And many other printed collections are still
extant, containing quite a little treasury of Art.
At Notre Dame the Litany is annually sung,
in grand procession, on the afternoon of the
Feast of the Assumption, to a form of the
First Tone, which, set with the melody in
the tenor, produces an indescribably solemn

—

—

w.

effect.

LITAKY

(Old Eng. Letanic

;

s.

Starting from this
Kyrie eleison.'
response as a nucleus the Litany developed a

respond

'

number

of special petitions with varying reat a later stage it incorporated a number
of invocations of saints, which grew so largely
frains

:

bulk as to overshadow at times the older
The Litany was the first form of
Prayer to be translated in England at the
Reformation.
The invocations of saints were
first cut down to very small proportions in
in

petitions.

order to restore the ancient character of the
Litany, and then subsequently were cut out
altogether.]
The English translation was first
published, without musical notes, in the reign
of Henry VIII., on May 27, 1544, five years
before the appearance of King Edward the
Sixth's First Prayer-Book.'
Three weeks later
on June 16 another copy, with the Plainsong annexed, was printed, in London, by
Grafton the Priest's part in black notes, and
that for the choir in red.
It would seem, however, that the congregations of that day were
not quite satisfied with unisonous Plain-song
for, before the end of the year, Grafton produced
a third copy, set for five voices,
according to
the notes used in the Kynges Chapiel.
This early translation was, in all probability,
the work of Archbishop Cranmer, who refers to
it in a letter preserved in the Record Office.
And, as he recommends the notes (or similar
ones) to be sung in a certain new procession
which he had prepared by the King's conmiand,
there is little doubt that it was he who first
adapted the English words to the ancient Plainsong.
If this surmise be correct, it supplies a
sufficient reason for the otlierwise unaccountable
omission of the Litany in Marbeck's
Booke
of Common Praier Noted.'
In the year 1560
and, again, in 1565
John
Day firinted, under the title of Certaine notes
set forth in foure and three partes, to be song at
the Morning Communion, and Evening Prayer,'
a volume of Church Music, containing a Litany,
'

—

—

;

;

'

'

'

for four voices,

man

by Robert Stone, a then

According to the
custom of the time, the Canto fermo is here
placed in the Tenor, and enriched with simple,
but exceedingly pure and euphonious harmonies,
as may be seen in the following example, which
will give a fair idea of the whole
:

God the Fa
;

A solemn form
Gr. Atraffia, a Supplication).
of prayer
sung, by solo voices and choir,

IS*

-^ -^

-

ther, of Heaven, have

-&--&• -&-

i^

-^

;

alternately

both

of

;

the

and found

in

Eastern and

most Office-Books,
Western Church.

[See Litaniae, etc.]

The

may

be traced back
Its use
was, probably, first instituted in the East,
[and it retained even in the West its Greek
origin of the Litany

to a period of very remote antiquity.

gentle-

of the Chapel Royal.

p..

Lat. Liianiae

—

—

-tS- -tS-

-^

4^%-^ -

mer

-

cy

up-
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show the grandeur of the composer's

Jebb has carefully reproduced
Choral
composition in his
Responses and Litanies,' together with another
Litany by Byi'd (given on the authority of a
MS. preserved in the Library of Ely Cathedral),
and several otliers of scarcely inferior merit.
The only parts of Byrd's Litany now remaining
in the following
are, the Cantus and Bassus
example, tlierefore, the Altus and Tenor (con-

sufficient to

Plain - song) are restored
taining the
in
accordance with tlie obvious intention of the
passage, in small notes

with any approach to probability, the source
whence Barnard's version, printed in 1641,
was, in the first i^istancc, derived.
There are,

this

J.

interesting

'

:

,

:

concepjtion.

More than one modern writer has condemned
the celebrated five-part Litany printed by Dr.
Boyce as an impudent corruption of this fourpart text.
Dean Aldrich goes so far as to assure
Dr. Fell, in a letter still extant, that Barnard
'

was the

first

a rash one.

who

despoilt

The

it.'

It is too late,

now,

assertion

is

to ascertain,

way of forming any decided opinion upon the subject.
Were the weakness of an unpractised hand
anywhere discernible in the counterpoint of the
later composition, one might well reject it as
an arrangement
but it would be absurd to
suppose that any musician capable of deducing
the five-part Response, Good Lord, deliver us,'
from that in four parts, would have condescended
to build his work upon another man's foundation.
in truth, gi'ave difficulties in the

$
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J^'rom tlie 4-part Litany.

etc.
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All these Litanies, however, and many others
of which only a few fragments now remain to
U3, were destineil soon to give place to the still
iiner setting

by Thomas

Tallis.

Froi^ the 5-part Litany.

J-

Without

Good Lord,

de-ll-ver

Good Lord, de

t

were originally set by Tallis in four parts,
In this
with the Plain -song in the Tenor.
form, both the Litany and Preces are still
extant in the 'Clifford MS.' (dated 1570), on
the authority of which they are inserted in the
Choral Responses to
valuable collection of
which allusion has already been made and,
however much we may be puzzled by the
consecutive fifths in the Response, And mercifully hear us when we call upon Thee,' and the
chord of the + in We beseech Thee to hear us.
Good Lord,' we cannot but believe that the
venerable transcrijjtion is, on the whole, trust'

'

;

11

-

ver

-r

enter-

ing into tlie controversy to which this work
has given rise, we may assume it as proved,
beyond all possibility of doubt, that tlie words

'V
-

The next Response, We beseech Thee to hear
us. Good Lord,' presents a still more serious enix.
The Canto fernio of this differs so widely from
any known version of the Plain-song melody
'

we are compelled to regard the entire
Now, so
Response as an original composition.
far as the Cantus and Bassus are concerned, the
two Litanies correspond, at this point, exactly
but, setting all prejudices aside, and admitting
the third chord in the 'Clifford MS.' to be a
manifest lapsus calami, we have no choice but to
that

;

'

'

Tallis's
worthy.
subjoin from the

first

Invocation, which we
MS.,' is, alone,

'Clifford

confess, that, w'ith respect to the

mean

—

—

From

the 'ClifTordMS.'
j_

-•— *— .^—
7=^r
God

the

I

Fa-ther. of Heaven, liave mer-cy

f

1

up on
-

f=F=r
From

i^#^^^PIl
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voices, the

advantage lies entirely on the side of the five-part
harmony. Surely, the writer of this could and
would have composed a Treble and Bass for
himself

the Five-part Litany.
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The difficulties we have pointed out with regard to these two responses apply, with searcely
and, the more
diminished force, to all the rest

at Brussels in Jan. 1886.

we

the internal evidence
double text, the more certainly
shall we be driven to the only conclusion denamely, that Tallis has left us
ducible from it
two Litanies, one for four voices, and the other
for five, both founded on the same Plain-song,
and both harmonised on the same basses, though
developed, in other respects, in accordance with
the promptings of two totally distinct ideas.
The four-part Litany has never, we believe,
been published in a separate form.
The best
edition of that in five parts is, undoubtedly.
afforded

investigate

by

:

;

'

'

LITOLFF, Henry Charles, was born
London, Feb.

in

His father, a French
1818.
Alsatian soldier taken prisoner by the English
in the Peninsular War, had settled in London as
a violinist after the declaration of peace, and had
married an Englishwoman. In the beginning of
the year 1831 Henry Litolff was brought by his
father to Moscheles, who on hearing the boy play
the piano, was so much struck by his unusual
talent, that he offered to take him gratis as a
pupil and under his generous care Litolff studied
for several years.
He made his first appearance
(or one of his first) at Covent Garden Theatre,
July24,1832, as a pupil of Moscheles, 12 years
of age.' In his 17 th year a marriageof which the
parents disapproved obliged him to leave England
and settle for a time in France. For several years
after this event Litolff led a wandering life, and
during this period he visited Paris, Brussels,
Leipzig, Prague, Dresden, Berlin, and Amsterdam, giving in these towns a series of very successful concerts.
In 1851 he went to Brunswick,
and undertook there tlie business of the nmsicpublisher Meyer, marrying, as his second wife,
In 1860 he transthe widow of the owner.
ferred this business to his adopted son, Theodor
Litolff, and he, in 1 861, started the well-known
'Collection Litolff,' as a cheap and accurate
6,

;

'

edition of

classical music,

the earliest of the

many

which was among

series of similar size

and aim now existing.
It opened with the
sonatas of Beethoven, Mozart, and Haydn (vols,
i. -iv. ).
Henry Litolff himself went to Paris.
His third wife was a Comtesse de Larochefou-

1891, at Bois

August

le

;

tlie

Dr. Boyce's
though Messrs. Oliphant, and .John
Bishop, have done good service, in tlieir respective
reprints, by adapting, to the music of the Preces,
tliose 'latter Suffrages,' which, having no place
in the First Prayer-Book of King Edward VI.,
were not set by any of the old composers. Some
later editions, in which an attempt has been
made at restoration, have, it is to be feared,
only resulted in depraving the original text to a
degree previously unknown.
w. s. R.
[In recent years tlie ancient Sarum Plain-song
of the Litany has been reproduced and set to the
words of the English Litany ; this is far richer
than Cranmer's form.
w. H. r.]

Litolff died

Combes, near Paris.
As a pianist Litolff s rank is high fire, passion,
and brilliancy of execution were combined with
thought and taste in his playing.
Had it been
also correct, it would have reached the highest
6,

;

closely

His opera, 'Les Templiers,' was produced

cauld.

In his works, however, there

excellence.

is great
beautiful and poetic ideas are often
marred by repetition and a want of order, and

inequality

;

knowing what the author's true capacity
result

is

is,

the

About

a feeling of disappointment.

115 of his works, including several operas, a
violin

concerto,

a

short

oratorio,

'

Ruth

et

Boaz (1869), and much chamber music have
been published.
Among tlie best of them may
be reckoned some of his pianoforte pieces, such
as the well-known 'Spinnlied,
a few of his
overtures and his symphony-concertos, especially
Nos. 3, 4, and 5
the latter are remarkable for
their wealth of original ideas in harmony,
melody, and rhythm, and for their beautiful
'

'

;

instrumentation
p. 303).

LITUUS.
the cavalry,

Berlioz's Les Musiciens,

(see

A. H. w.
instrument used by
and answering to the cavalry

A Roman

'

trumpet of modern armies.
It was cylindrical
in bore with an expanding bell-mouth, and was
turned back upon itself only at the bell-end,
so that its general form was that of a crooked
'

or the letter J
The pitch of one discovered in 1827 at Cervetri, and now preserved
in the palace of the Vatican at Rome is g, an
octave higher than the Buccina (g.i'.), andamajor
third higher than the modern cavalry trumpet
of the British army, which is in e'o.
D. j. E.
staif,

.

LIVERPOOL

MUSICAL

FESTIVALS.

These have not taken place with regmlarity.
The first was held in 1784, the next in 1790,
and the next in 1799. They were then suspended till 1823, 1830, and 1836 (Oct. 4-7,
Sir G. Smart conductor), when Mendelssohn's
St. Paul was performed for the second time,
and for the first time in England. Up to this
date the concerts had been held in churches,
but the next Festival took place at the Philharmonic Hall in 1874 (Sept. 29^0ct. 1)— con'

'

ductor Sir Julius Benedict.
The St. George's
Hall, containing rooms available for music,
was opened in September 1854.
The Philharmonic Society was founded Jan.
10, 1840, and opened its hall August 27, 1849.
There are twelve concerts every year, six before
and six after Christmas. Sir Julius Benedict
succeeded Mr. Alfred Mellon as conductor April
[He was succeeded as conductor of
9, 1867.
the Philharmonic Society in 1880 by Max
Bruch, and he by Sir Charles Halle in 1882
after his death Dr. F. H. Cowen was appointed,
and has held the post from 1896 to the present
time.
No festival has taken place since 1874.]
The Liverpool Musical Society, which formerly
gave oratorio concerts in St. George's Hall, has
;

LLOYD

LO,

—

been extinct since 1877.
The St. George's
Hall has a very fine organ liy Willi.'j, on which
performances were regularly given by Mr, W.
T. Best.

G.

LLOYD, Chahles Harfoud,

born Oct. 16,
1S49, at Thornbury, Gloucestershire, son of
Edmund Lloyd, a solicitor, was educated at
Thornbury Grammar School and Rossall School.
From the latter he went to Magdalen Hall (now
Hertford College), O.xford, in Oct. 1868 as the
holder of an open classical scholarship.
He
graduated Mus.B. 1871, B.A. 1S72, M,A. 1875,
taking a second class in the Kinal Theological
School, but it was not till 1890 that he proceeded to the degi'ee of Mus. D.
While an
undergraduate he was instrumental in establishing the Oxford University Musical Club, and
was elected its first president.
This sotfiety
(see UsivEii.siTY Musical Societies) has done
a great deal for the advancement of classical
music in the University.
It still flourishes,
and up to December 1904 785 performances
Dr. Lloyd
of chamber music had been given.
"was appointed organist of Gloucester Cathedral
in June 1876 as successor to Dr. S. S. Wesley.
Li this capacity he conducted the Festivals of
In Septhe Three Choirs in 1877 and 1880.
tember 1882 he succeeded Dr. C. W. Corfe as
organist of Christ Church Cathedral, Oxford,
and in the same year became conductor of the
Choral Society in succession to Sir Walter
From 1887 to 1892 he taught organ
Parratt.
and composition at the Royal College of Music.
In 1892 he succeeded Sir J. Barnby as precentor
and musical instructor of Eton College. During
1902-3 he was engaged on the music of a new
In 1902 he was
edition of Chunh Hymns.
placed on the council of the Royal College of
Music.
His works, though few in number, have
His themes
obtained well -deserved success.
are

original

and beautiful, and their

treat-

ment shows much experience and knowledge

of

His part -writing is excellent, and in
the structure of his compositions he displays a
moderation and self-restraint which cannot be
His published works
too highly commended.
effect.

are as follows

:

Cant.-it^i.— Hero and Leander,' for soli, choms and orchestra
(Worcester Festival, ltf84|
Sonfcf of Balder,' for sopmno solo and
chorus (Hereford Fe-stival, 1885); 'Andromeda,' for soli, chorus
The Longbeards' Sapa,'
and orchestra (Gloucester Festival, 18B6)
A Song of Judgment (Hereford,
m.-vle chorus and PF. acct. 1887.
1891); 'Sir Ogle and Lady Elsie" (Hereford, 1894): 'A Hymn of
Thanksgiving (Hereford, 1897) motet. The Souls of the Eightfious'
*

;

'

;

HE COMES

afterwards

chorister,
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lay

assistant

of

vicar

Westminster Abbey, and assistant vicar choral
of St. Paul's (born March 12, 1813, died June
28, 1853), and Louisa, sister of Dr. John
Larkin Hopkins was born March 7, 1845, and

—

received

his

early

musical

choir of Westminster

education in

the

Abbey under James Tui le.

[His was a curious instance of a voice \\'hich
never 'broke,' but deepened gradually from treble
to tenor.]
In 1866 he obtained the appointment of tenor singer in the chapels of Trinity
and King's College, Cambridge, which he resigned in 1867 in order to join the choir of St.
Andrews, Wells Street, under Barnby he retained this post on being apptointed a Gentleman
of the Chapel Royal in 1869, a place which he
held about two years.
He has since devoted
himself entirely to concert-singing.
He made
his first great success at Gloucester Festival, in
1871, in Bach's St. Matthew Passion-music, and
in 1874 won universal admiration by his singing
of Love in her eyes sits playing at the Handel
Festival at the Crystal Palace.
In a very
short time, Lloyd reached a position of great
importance, both as an oratorio and concert;

'

'

[No tenor was ever

singer.

associated with

the production of so many important works in
Besides many other tenor
the concert-room.
Martyr of
parts, he created those in the
'

Antioch,' 'The Redemption,' 'Mors et Vita,'
'Rose of Sharon,' 'Golden Legend,' 'Saint
Voj'age of Maeldune,'
Ludmilla,' 'Judith,'
'Eden,' 'The Swan and the Skylark,' 'King
Saul,' 'Caractacus,' and 'The Dream of GerThe title-piart in this was the last
ontius.
part of importance studied by Lloyd before his
retirement from the profession, while still at
the top of his powers, in 1900, when he had a
'

'

series of farewell concerts,

and then went

to

Lloyd's exceptional value as a
festival tenor was perhaps not fully realised
until his retirement, for no one of his successors
had a voice equal to his in range and beauty, or
In looking hack
so comprehensive a talent.
on Llo}'d's career of about thirty years as a
leading tenor, something more than passing
mention should be made of his unvarying suclive in Sussex.

cess in singing

room.

melody

Wagner's music

He made
to

the

'

in the concert-

Preislied

'

a familiar

who had never

thousands of people

'

'

,

;

heard 'Die Meistersinger.' At different times
he was heard in the third acts of Lohengrin
and 'Tannhtiuser,' in the gTeat duet in the
first act of 'Die AValkiire, and in the Forging
Songs of 'Siegfried.' w. h. h. additions from
s. H. p.. Musical Times for Jan. 1899, etc.]
'

'

(Gloucester, 19011.
Choruses and incidental music to Alcestis (see Grekk Plats
The
ante. p. 2."11). for male chorus, flutes, clarinets, and liarp, 1887.
Gleaner's Harvest' for female chorus.
Services in Eb (full Cathedral), Evening service in D and A, in F
andG (Parochial). Magnificjitand Kunc Diniittis in F, soli, chorus,
and orchestra (Gloucester Festival, 1880).
Anthems.
Art thou -wearv?' eight voices unaccompanied,
Blessed is he,' with full orchestral accompaniment (Gloucester
Festival, 188:*).
Fear not, Olind,' Give the Lord the honour,' etc.
Duo concertante for clarinet and piano.
Organ,— Sonata in D minor concerto in F minor (MS, written
for Gloucester Festival, ]89.'51, and other pieces.
Various partMadrigal, five parts 'When at Corltina's eyes."
songs including 'The Rosy Dawn' (eight parts), AUen-a-Dale,
with orchestral accompaniment, 'Twelve by the clock (fem.ale
article
biographical
interesting
An
voices), etc. Also several songs.
appeared in the Muiical Timfis for June 1899,
ni_
'

'

'

—

'

;

'

'

;

'

LLOYD, Edvpaed

LO,

HE COMES WITH CLOUDS

DE-

'

— son

of Richard Lloyd,

SCENDING,

the

first line

of the

hymn which

usually sung to the tune called Helmsley,
This tune claims a notice on
Olivees.
account of the various opinions that have been
expressed respecting its origin. The story runs

is

or

that

Thomas

Olivers, the friend of

John Wesley,

756
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LO,

HE COMES

was attracted by a tune which lie heard whistled
in the street, and that from it he formed the
melody to which were adapted the words of
Cennick and Wesley's Advent hymn.
The
tune heard by Olivers is commonly said to have
been a Hornpipe danced by Miss Catley in the
Golden Pippin,' a burlesque by Kane O'Hara,
'

but this seems inconsistent with chronology.
The hymn-tune appeared first, as a melody
only, in the second edition of Wesley's Select
Hymns with Tunes annexed,' 1765, under the
name of Olivers, and in the following form
'

•

'

:

^i^^l^l^liS^

—

^^E^ii'^iilte^
i£^ggg^£^^gg

This melody was not in the Golden Pippin as
originally written, but (adapted to the words of
the burlesque) was introduced into it in 1776 in
the place of a song by Giordani, and was sung
by Miss Catley in the character of Juno. The
published score of the
Golden Pippin does
not contain any hornpipe, but such a dance may
have been interpolated in the action of the piece.
It will be noticed that the resemblance between
Olivers and Guardian angels extends only to
the first part of the tune, the second part being
wholly different. On the other hand, the hornpipe corresponds with the hymn-tune throughout, and with
Helmsley more closely than
with 'Olivers.' In 1765, w-hen the latter was
published, Miss Catley was in Ireland, and did
not return to London until five years afterwards,
and if the hornpipe was not of earlier date than
the
Golden Pippin, it seems to follow that
instead of the hymn-tune having been derived
from the hornpipe, the latter was actually
constructed from the liynin-tune, which by that
time had become a great favourite.
[It was
pointed out by Mr. G. E. P. Arkwright in the
Musical Times for 1901, p. 195, that the tune
occurs in Arne's 'Thomas and Sally,' the date
of which has usually been given as 1743. Even
if, as Mr. F. Kidson showed in Musical Times,
1901, p. 205, there is no evidence that Thomas
and Sally' was produced before 1760, in that
we have an earlier date than any other for
the first appearance of the tune.
In the published score of Arne's works it stands as
'

'

'

'

In 1769 an improved version, in three parts,
was published by the Rev. Martin Madan in the
Lock 'Collection of Hymn and Psalm Tunes.'
It is there called
Helmsley,' and under that
name became widely popular.
'

'

'

'

'

'

'

SSiSi^i^^

'

'

sSi§^^^^E^ii
But

at this time the Golden Pippin was not
even in existence. O'Keeffe, who possessed the
original MS., tells in his Recollections that
it was dated 1771.
The burlesque, in three
acts, was produced at Covent Garden in 1773
it failed at first, but obtained some success when
altered and abridged.
The source from whence
Olivers was derived seems to have been a concert-room song commencing Guardian angels,
now protect me,' ' the music of which probably
originated in Dublin, where it was sung by a
Mr. Mahon, and no doubt also by Miss Catley,
who resided in the Irish capital from 1763 to
1770.
The melody of Guardian Angels is as
'

'

;

'

'

follows

:

'

'

'

'

follows

B^fe^^
^^:^^s.^^m

:

^^^^^^8i^g
^^Hi^^^Pl

Ms
1 TliG same worda, under the title of
The Forsaken Nymph.' had
been set by Handel, aoiue yeara belore, to a totally different uir.
'

^

E^Sg^g^^E^-:^^=^
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found.
Is it possible that he can have convei'ted
into the orchestral movements of the Lol)gesang, the first of wliioh is also in Bb ?
It was

it

I

p-^^^l^^^l§ii

segno.

the second time at Birmingham,
Sept. 23, 1840 (Mendelssolin conducting)
and
after this performance was considerably altered

performed

;

=3-=

throughout
G. A. C.

Carter and Catley, in vol. i.]
LOBE, JoHANN Chrisi'ian, musician and
[See al80

writer on music of some eminence, was born l\Iay
30, 1797, at Weimar, and owed his musical in-

Grand Duchess Maria Paulowna.
The flute was his instrument, and after performing a solo at the Gewandhaus, Leipzig, in
struction to the

1811, he settled at his native place as second
He wrote five operas
flute in the Duke's band.
'Die Flibustier,' 'Die Fiirstin
(' Wittekind,'
von Granada,' Der rote Domino,' Konig und
Paohter,' all performed at Weimar), besides
overtures and two symphonies for the orchestra,
But it is
PF. quartets, and other compositions.
as a littiiratcv-r thsit he is most interesting to us.
He resigned his place at Weimar in 1842, and
in 1846 undertook the editing of the Allgem.
mus. Zcitung of Leipzig which post he retained
until the termination of that periodical in 1848.
In 1853 he began a publication called Fliegende
Blatter fiir Musik-, of which about twenty
numbers were published he then edited the
musical department of the Leipzig lUustrirte
Zcitung, and made endless contributions to other
His principal books, some of which
periodicals.
have appeared first in the periodicals are Musivon einer IVohlbekaunten,
Icaliscke Briefe
'

'

;

,

.

.

.

two vols., Leipzig, 1852 Aus dem Lehen eincs
Musiker (lb. 1859) a Catechism of Composition, and another of music (both have been
Consonanzen und Dissonanzen (Ih.
translated)
1869) Lehrhuch der musikalischen Composition
To the amateur
(4 vols. Ih. 1850 to 1867).
student these works are all valuable, because they
treat of the science of music in a plain and
untechnical way, and are full of intelligence and
;

;

;

;

good sense.

The Musikalische

Briefe, a series

of short sketches of the progress of music and
of the characteristics of musicians, will be read

Some conversations
with interest by many.
with Mendelssohn appear to be faithfully reported, and bring out some of his traits in a
G.
very amusing manner.
eine Symphosie Cantate.
well-known work of Mendelssohn's (op. 52),
composed for the Gutenberg festival, and iirst
performed at the Church of St. Thomas, Leipzig,
The form of
in the afternoon of .Tune 25, 1840.
the work is no doubt due to Beethoven's Ninth

LOBGESANG,

A

Symphony, and in Germany it is taken as the
second of Mendelssohn's published symphonies.
Mendelssohn was engaged during 1838 and 1839
on a symphony in Bb, wliich he often mentions
nearly
in his letters, and at last speaks of as
No trace of it has, however, been
complete.

—including

addition

the

Watchman

entire scene of the

— and

of

the

puljlished

by Breitkopfs early inl841. Firstperformances,
asjiublished
Leipzig, Nov. 27,1840; Gloucester
Festival,
Sept. 10, 1841
London, Sacred
Harmonic Society, March 10, 1843. The
selection of the words was doubtless in gi'eat
measure Mendelssohn's own, though the title
Symphonie-Cantate was Klingemann's.^ The
English adaptation was made with his concurrence by Mr. J. A. Novello, to whom, according
to rumour, more of the English texts of Mendelssohn's works is due than is generally known.
The phrase (a favourite one with Mendelssohn)
with which the s3'mphony opens, and wdiich

—

;

'

'

forms the coda to the entire work, is the
Intonation to the eighth Tone for the MagniG.

ficat.

A

LOBKOWITZ.

noble and distinguished
Austrian family, founded early in the 15th
century, by Nicholas Chuzy von Ujezd, and
deriving its name from a place in Bohemia. The
country seat of the family is at Eaudnitz, near
Theresienstadt, and its town residence is the
well-known palace on the Lobkowitz - Platz,
Two princes of this race have been
Vienna.
closely and honourably connected with music
1. Ferdinand Philip was born at Prague,
April 17, 1724. By the death of his father and
two elder brothers he became the head of the

Gluck was in his
house before he was fifteen.
service, and was much aided in his early success
by the assistance of the Prince. Tlie two were
present together at the coronation of Francis I.
after which they went to
(Sept. 28, 1745)
London in company with the Duke of Newcastle,
who had represented the English Court at the
There ^ Lobkowitz is said to have
coronation.
lived in a house of the Duke's for two years,
and it was during this time that Gluck produced
his operas at the King's Theatre, and appeared
in public in the strange character of a performer
[See Gluck, ante, p.
on the musical glasses.
183 Harmonica, p. 297.] A story is told
by Bumey of his having composed a symphony
bar by bar alternately with Emanuel Bach.
;

;

feat was an absurd one, but it at least shows
that he had considerable practical knowledge of
music. He died at Vienna, Jan. 11, 1784, and
was succeeded by his son Josef Feanz Maximilian, born Dec. 7, 1772. This is the prince
whose name is so familiar to us in connection
He seems, notwithstanding
with Beethoven.
the temptations of his immense early wealth, to
have been an exemplary character, with no vices,

The

1

See Meiidelesohn's Letter, Nov.
2

Comp. Bumey,

Bist. iv.

18. 1840.

45'2.
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and with no

fault
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but an inconsiderate generosity

rising to prodigality, wliicli ultimately proved

He married Princess Marie Caroline
His taste for
Schwarzenberg, August 2, 1792.
music was an absorbing passion. He played both
his ruin,

and violoncello, and had a s])lendid bass
which he cultivated thoroughly and with
He maintained a complete establishsuccess.
ment of orchestra, solo and oliorus singers, with
Wranitzky and Cartellieri at their head, for the
violin
voice,

oratorios,
operas,
performances of masses,
When Beethoven arrived at
symphonies, etc.
Vienna in Nov. 1792, Lobkowitz was twenty,
and the two j^oung men soon became e.^trernely
intimate.
True, beyond the frequent mention
of his name in Ries's Itecollcetions, there is not
much delinito proof of this ^ but it is conclusively shown liy the works dedicated to him
by Beethoven for we must remember that the
dedication of a work by this most independent
of composers, was, in nineteen cases out of
The
twenty, a proof of esteem and affection.
works are these and excepting those inscribed
with the name of the Archduke Rudolph they
form the longest and most splendid list of all
six Quartets, op. 18 (1801)
his dedications
Sinfonia Eroica, op. 55 (1806) Triple Concerto,
the 5th and 6th Symphonies
op. 66 (1807)
shared by
in C minor and Pastorale (1809)
Quartet in Et>,
Lobkowitz with Rasoumowsky
and the Liederkreis, op. 98
op. 74 (1810)
We must not suppose that the course
(1816).
of such a friendship as this betokens was
always smooth the anecdote told on p. 222 of
vol. i. of this work, shows that Prince Lobkowitz, like all the intimates of Beethoven, and
other men of genius, had occasionally a good
deal to put up with. No doubt the Prince was
a kind and generous friend to the composer.
It was he who advised him to apply for the
position of composer to the opera, and promoted
;

;

—
:

—

;

;

;

—

;

;

;

two profitable concerts for him in his own palace
and with his own band in 1807. Two years
later he joined Kinsky and the Archduke in
subscribing to Beethoven's annuity, contributing
On Jan. 1,
700 florins (paper) per annum.

1807, an association of noblemen, with Lobkowitz at its head, took charge of the Court
theatres, and during 1810, 1811, and 1812, the
Prince had the sole direction of the opera. The
anecdotes by eye-witnesses of his tact and
generosity in this position are many, but we
Nor are others
have no room for them here.
to testify to his enlightened zeal in
reference to other musicians besides Beethoven.
He was one of the promoters and founders of

wanting

the great Gesellschaft der Musikfreunde in
Vienna, and sang the bass solos at the second
performance of Alexander's Feast, Dec. 3, 1812
He had Haydn's Creation
[see ante, p. 162].
translated into Bohemian, and performed it at
'

'

'

'

1

Beethoven nicknames him

nlckn!i;iiu3 every une.

'

Prince FItzll Putzli'— but then he

Raudnitz.
In addition to his great expe]iditure
on music, he, like Kinsky, raised, equipped,
and maintained a body of riflemen during the
campaign of 1809.
At length came the
depreciation in the Austrian currency, the
bankruptcy of the Government, and the Financej)atent of 1811.
Lobkowitz was unable to
change his habits or reduce his expenditure,
and in 1 8 1 3 his affairs were put into the hands
of trustees, and he left Vienna for the smaller
spheres of Prague and Raudnitz.
By the
Finance • patent Beethoven's 700 florins were
reduced to 280 flor. 26 kr. in Einlbsungsscheine
all that the trustees had power to pay.
Beethoven was clamorous, and his letters are full of
complaints against the Prince most unjust as
it turned out, for early in 1815, through the
Prince's own exertions, the original amount was

—

—

restored with arrears.

Beethoven acknowledged

of the Liederkreis.
On
1816, the Princess Lobkowitz died,
and in less than a year, on Dee. 16, 1816, was
followed by her husband. ^
a. w. t.
this

by the dedication

Jan. 24,

LOCATELLI,
was born

—

Pietjio, a celebrated violinist,

like Lolli

and

Piatti

— at

Bergamo

1693, and was still very young when he
became a pupil of CorelK at Rome. Very little
is known of his life, but he appears to have
in

and finally to have settled
where he established regular
public concerts, and died April 1, 1764. [Date
communicated by Mr. Arthur F. Hill.]
There can be no doubt that Locatelli was a
great and original virtuoso.
As a composer we
must distinguish between a number of caprices
and etudes which he evidently wrote merely
travelled a good deal,

at Amsterdam,

—

powers of

for practice, to suit his exceptional

and which have no musical value
and the sonatas and concertos, which contain
very graceful and pathetic movements, and certainly prove him to have been an excellent musician.
In these serious works he certainly shows
himself as a worthy disciple of his great master.
All the more striking is the contrast when we
look at his caprices and etudes.
Here his sole
aim appears to have been to endeavour to enlarge
the powers of execution on the violin at any
price, and no doubt in this respect he has sucexecution,

ceeded

only too well ; for, not content with
legitimately developing the natural resources of
the instrument, he oversteps all reasonable
limits,

and aims at

effects w'hicli,

being adverse

to the very nature of the violin, are neither
beautiful nor musical, but ludicrous and absurd.
striking example of this tendency of his is

A

be found in a caprice entitled,
Le Labywhere the following arpeggiando passages

to

'

rinth,

occur
2

For

'

:

to a paper
18V9.

detaUs of the Lobkowitz family the reader ia referred
by Mr. Thayer in the Mistical World of May 17, 24, 31,

fuller
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liSli*:

Another early copy, simply named
Kin
manuscript of the
date 1710 in the John C41en collection.
Closely
following, in period, the first named, is an air
bearing considerable resemblance to the above
'

•Tames' March,' occurs in a

1701, and later editions of

the eleventh,

in

Playford's Dancing blaster.
Seeve's Maggot.

This savours strongly of charlatanism, and

From

it

astonishing to find a direct pupil of Corelli
one of the first to introduce such senseless feats
of execution into the art of violin-playing.
Wasielewsky not unjustly speaks of him as the
great-grandfather of our modern 'Finger-heroes
(Fingerhelden).
Locatelli published ten different works

Tlie

Dancing Master,

1701.

iiSiii^^^^Si§

is

'

'^^0^^^
^^^^i^^^^M

:

Op.

Tivelve

1.

concert!

Amsterdam,

groaai.

Op.

6.

Six sonatas for violin

1721.

2.

SoDntasfcir flute.

Amater-

7.

Six

3.

L'arte del violino, containing 12 concert! grossi and
24 capricea. 1733,
Six Introduzioni teatrali
and six concertoa, 17."5.

8.

Trios.

dam,

4.
5.

solo.

1737.

17;!-2.

concerti

a

quattro.

1741.

'

Six sonataa en trio.

1737.

2 violins and bass.

1741.
9.

L'arte di nuova modulazione.
Caprices 6nigmatiques.

10.

Contraato annonico

con-

:

certoa a quattro.

Modern

editions of

some of

his Sonataa

and

Caprices have been issued by Witting, Alard,

and David.

p. d.

LOCHABER NO MORE.
melody used

for a great

A

number

and

song

These tunes have nothing of a pathetic charabout them, hut in A^ia di Caviera
publislied in London hy Daniel Wright about
1727 (see Irish Music, bibliography) is Limhrick's ^ Lamentation,' and here we get the tune
first associated with a lament, and having the
flat seventh so characteristic of Lochaber.'
acter

'

'

of years in the
Liiiibrick' s

north of Scotland, and by Scottish regiments as
a dirge or lament.
Without entering into the
vexed question as to its Scottish or Irish origin,

Lamentation.

From Aria

di Camera circa 1727.

the following are definite facts relative to the
tune.

knoAvn copy of the melody is one
(or
King James' March to Ireland
Irland '), which appears to have been contained
in two manuscript collections of Scots and
other airs, written in tablature for the Lyra
Viol, and known as the Leyden, and the Blaikie
MSS., one dated 1692, and the other written by
the same hand, about that period (see Scottish
Music).
These MSS. are both lost, and only
modern transcripts remain to us, one in the
Advocates' Library, Edinburgh, and the other
Translated
in the Wighton Library, Dundee.

The

called

earliest

'

'

'

as nearly as

may

be (for the time- values are not

marked, and the barring is inaccurate), this
copy of the tune stands thus
:

King James' March

to

From

Ireland.
the Leyden MS.

E^

iiiP^ii^^

^^E^^^
Under
air

the title Irish Lamentation the same
in Daniel Wright's collection of
'

'

occurs

country dances

his Compleat Tutor for ye
one of AValsh's country dance
books, all issued about 1734-35.
Meanwhile Allan Ramsay included in the
second volume of The Tea-TcMe Miscellany
circa 1726-27, 'A song to the tune of Lochaber
no More,' beginning 'Farewell to Lochaber.'
This was apparently written by Ramsay himself to supersede an existing song now lost, or
it is the one now associated
to an air so named

Flute,

and

;

in

;

This may or may not he a misspelling of Limericli.' No other
copy yet known prior to Bunttng'a. l?oy, n.-iniea the air Limerick's
Lamentation,' therefore it is scarcely safe to build theories connecting the air with either of the sieges of that place.
1

'

'

LOCKE
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In The Merry Musician or
with the melody.
a Cure for the Spleen, vol. lil. circa 1729, we
first find Eamsay's song united to the music, and
headed
:

Lochaber no more.

From The Merry Muncian,

Vol. III. circa 1729.

r£gi;^ gig5lS5 ^gHg£^
;

"^:p.&^§ll&E^^^
jlggggE^.E^g^^fe'iE^.^^

sgj^^^gEg^g^pg^

j^^Egipi^^HigJ^
The Scottish publications of the melody
Lochaber title in
begin with one under the
Adam Craig's collection, Edinburgh, 1730 (no
words), and in Thomson's Orpheus Caledmiius
vol. ii. 1733, with the song followed by later
Another curious claim to the melody
copies.
comes inWatts's edition of the Lover's Opera,'
printed in 1730, where the old name of the
This
Since Celia's my foe.'
tune is given as
song was written by Thomas Dufl'et, and published in his Neiv Poems, Songs, etc., 1676, where
To the Irish Tune
it is directed to be sung
there is no music printed in Dutfet's work, and
his verses, set to quite a different melody from
'Lochaber,' is in Playford's Choice Ayres, 1676.
The title given in Watts's Lover's Opera is
evidently either a mistake, or Buffet's words have
been used with the air we are dealing with at a
Still another claim has been made,
later period.
Lord
viz. that the old Scottish ballad air,
Randal,' first published in .Johnson's Scots
Musical Museum, vol. iv. 1792, is the original of
Lochaber.
Lord Randal is a melody of one
strain which bears considerable resemblance to
'
Lochaber, but as this does not appear until a
hundred years after the perfect copy of the
melody the claim may be dismissed as doubt'

'

'

'

'

;

'

'

'

'

'

'

'

'

F. K.

ful.

LOCKE, Matthew, born

about
1630, was a chorister of the cathedral there in
1638-41 under Edward Gibbons, and afterwards
[This last is
studied under William Wake.
denied in the Quellen-Lexilcon, but without any
He and Christopher Gibbons
evidence given.]
composed the music for Shirley's masque,
'
Cupid and Death,' 'represented at the Military
Ground in Leicester Fields before the Portuguese
In 1656 he
Ambassador, March 26, 1653.
published his Little Consort of Three Parts
for viols or violins, composed, as he tells us, at
the request of his oldmasterand friend, William
Wake, for his scholars. He composed part of
the music for Davenant's Siege of Rhodes in
He composed the
1656, and sang in it himself.
at Exeter

'

'

'

'

'

'

'

lEg

'

for y' king's sagbutts and cornets,' performed during the progress of Charles II. from
the Tower through the city to Whitehall on
April 22, 1661, the day before his coronation,
for which he received the appointment of Com[He (or a nameposer in Ordinary to the King.
sake) married Alice, daughter of Edmund
Smyth, Esq. of Armables, Herts, on March 8,
1663-64, and is stated in the register to be
There was another
thirty years old at the time.
Matthew Locke, and in Aubery's Lives (ii.
254) it is stated that one or other of them
married Mr. Garnon's daughter, of Herefordshire. ']
He composed several anthems for the
Chapel Royal, and on April 1, 1666, produced
there a Kyrie and Credo, in which he departed
from the ordinary usage by composing different
"This occasioned some
music to each response.
opposition on the part of the choir, in consequence of which he published his composition,
with an angry pjreface, on a folio sheet, under
the title of Modern Cliurch Music ; Pre- Accused,

music,

Ce7istcr'cl,

and

Obstructed inits Performative before
1, 1666, Vindicated by the

Sis Majesty, April

Author, Matt. Lock, Composer in Ordinary to
Sis Majesty. (Of this publication, now excessively rare, there is a copy in the library of the

Another
Royal College of Music.
Fitzwilliam Museum, Cambridge.)

is

in the

To

this

period may probably be assigned the production of 13 anthems for 3 and 4 voices, all contained in the same autograph MS., which Roger
North describes as Psalmes to musick in parts
for the use of some vertuoso ladyes in the
city.'
Soon afterwards, having, it is assumed,
become a convert to the Romish faith, he was
appointed organist to the queen.
He had in
1664 composed 'the instrumental, vocal, and
recitative music' for Sir Robert Stapylton's tragicomedy, 'The Stepmother, 'and in 1667 renewed
his connection with the theatre by furnishing
the instrumental music for Dryden and Davenant's alteration of The Tempest, the vocal music
being supplied by Humfrey and Banister.
In
'

'

'

1672 Davenant's alteration of Macbeth,' with
the songs and choruses fromMiddleton's 'Witch'
introduced, was produced at the theatre in Dorset
Garden and Downes, the prompter, in his Eoscius Anglicanus, 1708, expressly states that the
vocal mu^ic was composed by Locke.
The very
remarkab'c music then performed remained unpublished until about the middle of the 18th cen'

;

when

appeared under the editorial care
name as composer,
and as his it was long undisputedly accepted.
But Downes's proved inaccuracy in some other
things at length occasioned doubts of the correctness of his statement as to the authorship
of the Macbeth' music, and eventually Locke's
right to it was denied and its composition claimed
tury,

it

of Dr. Boyee, with Locke's

'

by some for Purcell, by others for Ecoles, and
by others again for Leveridge. No positive
proof, however, has been adduced in support of

LOCKE

LOCRIAN MODE

any one of these claims, and until such is forthcoming it would be premature to set aside the

'Pleasant Companion,' 1680. In several of these
A Dance in the Play of Macbeth,' evidently
written for an earlier version than Davenant's.^

long

standing traditional attribution of the
music to Locke.
[See Macbeth Musk;.]
In
1673 Locke composed the music (with the exception of the act tunes, by Draglii) for Shadwell's 'Psyche,' which he published in 1675,
under the title of The English Opera,' togetlier
with his 'Tempest' music, prefaced by some
observations, written with his usual asperity,
but curious as an exposition of his views of
the proper form for opera.
The work itself is
constructed upou the model of Lully's operas.
In 1672 an extraordinary controversy commenced between Locke and Thomas Salmon,
who had published An Essay to the Advancement of JIusick by casting auxiy the PerjpUxity of
-

'

and icriling all sorts of musicl' in
Locke attacked the
one vnivcrsal character.
work in Observations upon a late book entitled
different Cliffs

An Essay, efc.

written in a most acrimonious and
abusive tone, to which Salmon replied in A
Vindication of his essay, bristlingwith scurrility,
and Locke in 1673 retorted in The Present
To which is
Practice of Music mndicated, etc.
added Duelliim Musicwn, hy John Phillii-is
[Milton's nephew]. Together with a Letter from,
John Playford to Mr, T. Salmon in confittation of
hisEssay, which closed the dispute. Of its merits
it is suthcient to observe that the old practice
has continued in use to this day, whilst Salmon's
proposed innovation was never accepted, and
probably, but for the notice taken of it by Locke,
In
would have long ago passed into oblivion.
1673 Locke published a small treatise entitled
Melothesia, or Certain General Rules for playing u'poyi a Continued Pass, ^uith a Choice Collection of Lessons for the Harpsicliord or Organ
of all sorts, said to be the first of the kind
His compositions were
published in England.'
numerous and various. His anthem, Lord, let
me know mine end,' was printed by Boyce, and
several other anthems exist in MS. in the Tudway collection, tlie Fitzwilliam Museum, at
,

'

Some
Westminster Abbey, Ely, and elsewhere.
Gantica
anthems and Latin h3mins are in
some hymns in HarSacra, 2nd set,' 1674
monia Sacra,' 1688 and 1714 songs in 'The
Treasury of Musick,' 1669; 'Choice Ajtcs,
Songs and Dialogues,' 1676-84; and 'The
Theater of Music,' 1687 and eight three-part
vocal compositions by him (including 'Ne'er
'

'

;

;

;

trouble thyself at the times or their turning,'
reprinted in some modern collections) in The
Instrumental comMusical Companion,' 1667.
Courtly Maspositions by him are printed in
Musick's Delight on the
quing Ayres,' 1662
'

'

'

;

1666; 'Apollo's Banquet,' 1669;
Musick's Handmaid,' 1678 (reprinted in J. S.
and Greeting's
Musica Antiqua ')
Smith's
Cithern,'
'

'

;

PeDny's Art of Compaction, or. Directions to play a
Catalogue of Books priMei
in meutiooed in Chver>
catalogue of
in England since the Dreadfttl Fire. 1670. and in a
Henry Playford'a, but no copy haa been found.

WiUiam
Thorou, Bmi
1

is

A

?G1

'

song by him

Critic

'

is

in D'Url'ey's

(see D'Urfey's Songs,

1

'

683).

Fool turned

The

library

Royal College of Music contains the
autograph MS. of a Consort of ffoure Parts
of the

'

'

containing six suites, each consisting
of a fantazia, courante, ayre, and saraband, which
Roger North (1728) tells us was 'the last of
the ki]id that hath been made.'
Autographs
are in the library of King's College, Cambridge,
the Koval College of Music, and the Brit. Mus.
(AdcLMSS. 17, 8^01, 31,437,17,799). Loekedicd
in August 1677.
He is said to have been Ijuried
in the Savoy, but the fact cannot be verified,
the existing registers extending no farther back
than 1680.
Purcell composed an elegy on his
death, p)rinted in Choice Ayres,' etc., Book II.
1689. A portrait of him is in the Music School,
Oxford,
w. H. H. ; with additions from Diet,
of Nat. BicKj. etc.
LOCKEY, Charles, son of Angel Loekey of
Oxford, was born at Thatcham near Newbury,
March 23, 1820, and was admitted a chorister
of Magdalen College, April 1, 1828, remaining
so until 1836, when he went to Bath to study
In 1842 he became a
under Edward Harris.
pupil of Sir George Smart and lay clerk of St.
George's Chapel, Windsor.
In 1843 he was
appointed vicar choral of St. Paul's Cathedral.
In 1846 he was engaged (as the youngest of four
tenors)for the Birmingham Festival, and allotted
the air 'Then shall the righteous,' in the first
performance of 'Elijah.'
On hearing him
rehearse the song, ilendelssohn immediately
requested him also to sing
If with all your
hearts,' which had before been assigned to anA young English tenor, says the
other singer.
composer,^ sang the last air so very beautifully
that I was obliged to collect myself to prevent
my being overcome, and to enable me to beat time
In April 1848 Loekey was appointed
steadily.'
He married,
a gentleman of the Chapel Royal.
May 24, 18,53, Miss Martha Williams, contralto
singer, who died at Hastings, August 28, 1897.
In 1859 an affection of the throat deprived him
He died
of voice and compelled his retirement.
w. H. H.
at Hastings, Dec. 3, 1901.
LOCO (Lat.), in (the usual) place.' A term
used to re-establish the actual pitch of notes,
after their transposition an octave higher or
lower, as is explained under All' Ottava, vol.
M.
i. p. 71.
for viols,

'

,

'

'

'

'

—

'

LOCRIAN MODE (Lat. Modus Locrins,
Modus Hyperaeolius). The Eleventh Ecclesiasa tonality wdiich can scarcely he
tical Mode
:

—
Fa — though,

as it is unisaid to have any real existence
versally discarded, in practice, on account of
its

false relation of

who from Nov.

Mi

contra

in

1664 to Dec, 21, 1668, saw Macbeth
performed seven times, mentiona (April 19. 1667) the variety of
dancing and uiuslck' in it.
y Letter of Angnflt 26, 1846.
2

Pepys,

5,

'

*

?,C

'
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theory,

it

LODER

necessarily takes its regular place in

Mi contra

Fa.]
Theoretically, tlie Final of the Locrian Mode
is B.
Its compass, in the Authentic form,
ranges between that note, and its octave above
and its semitones lie between the first and
Its
second, and third and fourth degrees.
Dominant is G (F being inadmissible, by reason

the

[See

series.

;

forbidden relation with the Final), and
Mediant, D.
Its Participants are E, and
F its Conceded Modulations, C, and the A
below the Final and its Absolute Initials, B,
C, D, and G.

of

its

its

;

;

ModaXI.

-

Med. Part. Part. Dom.

Fin.

form (Mode
between F and tlieF above
and its semitones fall between the fourth and
Its
fifth and the seventh and eighth degrees.
Final is B its Dominant, E and its Mediant,
D. Its Participants are G, and C its Conceded
Modulations, A, and the upper F
and its
Absolute Initials, G, A, B, C, D, and E.
In
XII.)

Plagal, or Hypolocrian

its
its

compass

lies

;

;

;

;

;

Mode
Part.

XII.

Fin. Part.

Med. Dom.

England he was commissioned by Arnold to
compose the music for Nourjahad, an old drama
to
of his to which he had added songs, etc.
convert it into an opera, for the opening of the
new English Opera House, then building. The
opera was produced in July 1834, and, notwithto

'

'

,

standing very general admiration of the music,
proved unattractive owing to the poverty of the
libretto.
In 1835 Loder set Oxenford's 'Dice
of Death.
He next entered into an engagement
with Dalmaine & Co., the music publishers, to
furnish them with a new composition every
week, in jiart performance of which he produced
his 'Twelve Sacred Songs,' dedicated to Sterndale Bennett. As it became necessary that some
of the pieces produced under this arrangement
should be heard in public, an opera entitled
'Francis I.' was written to incorporate them
and produced at Drury Lane in 1838. As
might have been expected, so heterogeneous a
compound met with little success, although one
song, 'The old house at home,' obtained a
[' The
Foresters, or
widespread popularity.
and
The Deertwenty five years since
stalkers,' were brought out in 1845 and] 'The
Night Dancers,' his finest work, was produced
at the Princess's Theatre in 1846, revived
there in 1850, and again at Covent Garden in
1860.
'Puck,' a ballad opera, additions to
The Sultan, and The Young Guard, were
His
brought out at the Princess's in 1848.
cantata The Island of Calypso, was written
for the National Concerts at Her Majesty's
Theatre in 1850, but, owing to their cessation,
remained unperformed until given at the New
Philharmonic Concerts in 1852.
Raymond and
Agnes,* an opera, was produced at Manchester
August 14, 1855. Besides these works Loder
wrote some string quartets and numerous songs,
of which The Diver,' The brave old oak,' and
Invocation to the deep are well known. [After
his retirement (see below) a set of twelve songs,
six sacred and six secular, was brought out by
subscription.
Among these, together with
several remarkably fine lyrics, there is a
setting of an English version of Wohin (immortalised by Schubert), called 'The Brooklet'
which is among the most beautiful and effective
songs in existence, quite worthy to stand beside
Schubert's setting of the original words.]
His
compositions are distinguished by the melodiousness of the iiarts and their skilful instrumentation.
He was for several years conductor at the
Princess's Theatre, and afterwards at Manchester,
but although musically well qualified for the
'

'

-

'

'

'

'

'

It will be

observed that the actual notes of

Modes XI. and XII. correspond, exactly, with
The reason why
those of Modes IV. and V.
the two former are discarded, and the two latter
Mode IV. being
held in good repute, is this.
subject to the Arithmetical Division
consists of a Perfect Fourth, placed below

Plagal,
i.e. it

is

'

'

a Perfect Fifth. But ModeXI.

by virtue

of the

'

Harmonic

is

Authentic; and,

Division,' consists

—

of a Quinta falsa, jilaced below a Tritonns
both of which intervals are forbidden, in PlainAgain, Mode V. being Authentic, and
song.
therefore subject to the

'Harmonic Division,'
belowa Perfect

resolves itself into a Perfect Fifth,

Fourth. But, Mode XII. is Plagal and, under
the Arithmetical Division, exhibits a Tritonns,
[See Modes, the
below a Quinta falsa,
ECCLESIASTICAL.]
A very few plain-song Melodies, and Polyphonic Compositions, are sometimes referred to
but such cases are exthese rejected Modes
and it will generally be found
ceedingly rare
that they are really derived, by transposition,
"vv. s. R.
from some other tonality.
LODER, Edward James, son of John David
Loder (see below), born at Bath, 1813, was in
1826 sent to Frankfort to study music under
Ferdinand Ries.
Ho returned to England in
1828, and went back to Germany with the view
of ijualifying himself for the medical profession,
but soon changed his mind and again placed
himself under Kies.
When he again came back
;

'

'

:

;

'

'

'

'

'

'

'

'

'

his want of regular, business-like habits
militated greatly against his success.
About
1856 he was attacked by cerebral disease, which

office

long afflicted him, and prevented his resuming
his old avocations.
He died April 5, 1865.
Albums of collected songs were issued by Messrs.
Novello and Joseph Williams many years after
his death.

LODER
JoHK David Lodee,
Kdward James.
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LOEILLET

more
Bath
ill 1788 (one aecount gives the date 1793), and
•died in London, Feb. 13, 1841).
He was a
skilled violinist, and his General and Ooinp/rhensive Instruction-Boole for the Violin, 1814
his Modern Art of Botoing, 1842
and Violin
had considerable reputation.
Hchool,
He
was a music-publisher at 46 Milsom Street,
Bath, and about 1820 issued an edition of
Handel's songs, as well as many other more or
less important publications.
From 1826 to
1845 he was orchestral leader at the Three Choirs
Festivals.
In 1840 he became a professor of
the Royal Academy of Music, and in 1845
succeeded Cramer as leader of the Ancient
Concerts. Another of the same family, A. Loder,
was about the same period established as a
music-seller at 4 Orange Grove, Bath.
P. K.
John Fawcett Loder, born 1812, an
excellent violinist and able orchestral leader,
for many years resided at Bath and managed
the concerts there.
When Bath ceased to be a
place of fashionable resort Loder removed to
London, and on the death of his father succeeded
him as leader at most of the best concerts and
festivals.
He died April 16, 1853. w. H. H.
additions from Diet, of Nat. Biog. etc.

and several niiiK^r pianoforte pieces.
[About
1871 she gradually became paralysed, but up to
tlie end other life she kept up her enthusiasm
for the best music
she was the kindest friend
to young artists of all kinds, and was a power-

LODER, Kate Fanny, only daughter of
Oeorge Loder, and first cousin to E. J. Loder,
was born at Bath, August 1825, and commenced
Hi
pilaying the pianoforte when a mere child.
her twelfth year she became a pupil of Henry
Field, and a j'car afterwards entered the Royal
Academy of Music, where she studied the
pianoforte under Mrs. Anderson, and harmony
and compiosition under Charles Lucas. At the
end of the lirst year of her studentship in 1839
Early in
she obtained a king's scholarship.
1840 she appeared in public at her uncle's
concerts at Bath, and in March at the Royal
Academy concerts. In 1841 she was re-elected
She quitted the Academy in
king's scholar.
1844, in which year she jilayed the Adagio and
Rondo from Mendelssohn's G minor Concerto in
presence and to the satisfaction of the composer

practising his profession

celebrated

father

of

tlie

He was born

at

;

;

;

,

Mrs. Anderson's concert at Her Majesty's
She was then appointed professor of
Theatre.
harmony at the Academy. She first appeared
at the Philharmonic Society, March 15, 1847,
when she played Weber's Concerto in Efc>, and
in 1848 (May 29) her performance there of
Mendelssohn's G minor Concerto received the
at

unprecedented distinction of an encore.

Her

reputation was now confirmed, and her public
In 1851 slie was
jierformances frequent.
married to Mr. (afterwards Sir) Henry ThompOn March 6, 1854,
son, the eminent surgeon.
at the Philharmonic Concert, she made her last

She composed an opera,
d'Amore' an overture, two string
quartets, two sonatas and some studies for the
pianoforte, a sonata for pianoforte and violin,
public appearance.
'L'Elisir

:

ful influence on the art of her time, even after
she had ceased to play.
It was at lier house,
on July 7, 1871, tliat Brahnis's 'Requiem'
Avas first performed in England, three years
after it was
written
she
and Cipriani
Potter played the accompaniments as a piano;

forte duet.

1904.]

She died in London, August 30,
w. H. H.

LODOISKA.

Comedy in three acts. 1.
Fillette-Loreaux, music by Cherubini.
The
Produced at the Feydeau, July 18, 1791.
overture is still occasionally played.
2. Words

Words by

by Dejaure (same
Produced at

story),

tlie Italicns,

music by R. Kreutzer.
Aug. 1, 1791.
G.

LOEFFLER, Charles Martin,

violinist

and

composer, born in Miihlhausen, Alsatia, Jan,
30, 1861, studied violin with Leonard and
Massart in Paris and Joachim in Berlin, composition with Guiraud in Paris and Kiel in Berlin.
Alter playing "with Pasdeloup in Paris and the
private orchestra of Prince Dervier at Nice and
Lugano (where he w-as the associate of Cesar
Thomson) Mr. Loeffler went to the United States,
later in

lioston,

first

Kew York and

in

where he sat

with Franz Kneisel at the

for

many

3'ears

desk of the
Symphony Orchestra, resigning in the spring of
1 903, in order to devote himself more assiduously
He is a strongly imaginative
to composition.
composer of the modern descriptive school, who
has surrendered himself largely to Russian and
Among the most significant
French influences.
of his compositions are a suite for violin and
orchestra entitled Les Veillees de I'Ukraine
(after Gogol, 1891); a Fantastic Concerto for
violoncello and orchestra (1894) a Divertimento
a
in A minor for violin and orchestra (1897)
symphonic poem, The Death of Tintagiles,' after
originally written for orMaeterlinck (1897)
chestra and two viole d'amore, but re-written
with only one of the solo instruments a Quartet
a Sextet for strings
for stringsinAminor (1889)
(1893) an Octet for two violins, viola, violontwo clarinets, harp, and double bass
cello
(1897); and two symphonic poems, 'Avantque
tu ne t'en allies' (after Verlaine's 'La bonne
Vilanelle du diahle
Chanson'), and
(after
Most of these pieces have figured
RoUinat).
on the programmes of the Boston Symphony
Orchestra, and the Kneisel Quartet in various
first

'

;

;

'

;

;

;

;

;

'

'

American

cities.

LOEILLET, Jean Baptiste,

H. E. K.

an

accom-

plished flute player and composer, born at Ghent
in the second half of the 17th century.
At a
very early age he reached a high degree of
proficiency on the instrument, and in 1702,
migrated to Paris, where he composed and pub-

lished

four sonatas for flute alone,

a

book of

LOESCHHOEN

LOEWE

sonatas for two flutes, and some trios for the
same instrument.
In 1705 lie established himself in London
as amemberof the Opera orchestra, and teacher of
the flute and, live years later, organised weekly

distinguished visitors, among others to Mme.
de Stael, who made Loewe a present, and to
King Jerome, who at Tiirk's instigation gave

concerts for amateurs at his house in Hart Street,
He died in London in 1728,
Covent Garden.
leaving a considerable fortune made by his life's

had already become

764

;

work.

—

He also composed (1) Six lessons for the
harpsichord (Walsh, London) (2) Six sonatas
for ilutes, hautboys, German flutes, and violins
(Walsh, London)
(3) Twelve sonatas for
;

;

violins,

German

Twelve

solos for a

flutes,

and common

German

Ihite

flutes

(5)
suites of lessons for the harpisichord, in
;

;

(4)

Twelve
most of

the keys, with variety of passages and variations
Fetis,
throughout the work, London (n.d.).
E. H.-A.
Biographie
Biog. Diet, of Mus.
;

LOESCHHORN,

Albert, was born June 27,
He was a pupil of Ludwig
1819, in Berlin.
Berger, and subsequently studied at the Royal
Institute for Church Music in Berlin, wdiere
from 1851 he was teacher of the pianoforte.
The title of Royal Professor was conferred upon
him in 1868. For many years he carried on
concerts of chamber music at Berlin with
He has done great service
eminent success.
for the advancement of classical music, and by
his conscientious and thorough discipline as a
teacher many of his pupils have also disHe is most widely
tinguished themselves.
known through his numerous studies for the
pianoforte, although he has published a long
compositions, such as
list of other worthy
he died in Berlin, June
quartets and sonatas
;

4,

1905.

0. E.

LOEWE, JoHANN Carl

Gottfried, born
Nov. 30, 1796, at Loebejuen, between Cbthen
and Halle, twelfth and youngest child of a
Near his home were
cantor and schoolmaster.
collieries employing 300 miners, and this underground world, so near in his boyish fancy to the
world of spirits, took powerful hold on his
imagination, to reappear later when he was
composing Der Bergraann (The Miner). His
father taught him music early, and his singing,
especially his power of hitting the right note,
having attracted attention, he was offered in
There
1807 a place in the choir of Cothen.
he remained two years, hearing Pergolesi'a
Stabat Mater,' and other good music, and went
thence to the Gymnasium of the Franke InstiTiirk, the head of this, was
tution at Halle.
director of the town choral society, and at the
twelve annual concerts produced much good
music, although he had some curious notions,
for Loewo tells that he always omitted the
'

'

'

him an annuity of 300
him to devote himself

thalers.

This enabled

entirely to music.

He

by studying Bach's
Wohltem[)erirtes Clavier,' and he now took
daily lessons from Turk, and worked hard at
Kirnberger, Marpurg, and Forkel.
He also
learned French and Italian.
Two of his songs
of this date,
Clothar and Die EinsetzungsAvorte des Abendmalds (op. 2) ^ have survived.
Meantime the war of 1812-13 broke out, and
Loewe has left a graphic account of its horrors
in his Sdhstbiographie (edited by Bitter, Berlin,
Tiirk died in 1814, and the flight
1870).
of King .Jerome (Oct. 26, 1813) deprived Loewe
of his income, but by the aid of Niemeyer
he entered the university of Halle as a theological student under Michaelis.
Naue, Tiirk's
successor, founded a Singakademie like that of
Zelter at Berlin,
Loewe joined this, and thus
became acquainted with his future wife, Julie
von Jacob, a very gifted person, whom he
married Sept. 7, 1821.
In 1818 he composed
his first ballads,
Edward, and the Erl-king,
followed in 1824 (after his wife's death) by
Der Wirthin Tochterlein,' which, by Marx's
assistance, were printed.
In 1819 and 1820
he paid visits to Dresden, Weimar, and Jena,
making the acquaintance of Weber, Hummel,
and Goethe. In 1820 he was invited to Stettin,
and having passed with credit through various
tests, such as a musical exercise submitted to
Zelter, and a trial sermon, was duly installed
professor at the Gymnasium and Seminary, and
Cantor.
In 1821 he became Musikdirector to
the municipality, and organist of St. Jacobus.
He made a considerable mark both as a conductor and professor ^ in Stettin and throughout
Pomerania. In 1837 he was elected member of
the Akademie of Berlin.
He was a favourite
with both Frederick William III. and IV., the
a pianist

'

'

'

*

'

'

'

'

'

latter being especially fond of his ballads.

He

much, and was present at the Musical
Festivals of Diisseldorf (1 837) and Mayence (the
Gutenberg Commemoration), visiting Hamburg,
Liibeck, and Bremen on the way.
In 1844 he
went to Vienna, and in 1847 to London. The
Duchess of Coburg had specially recommended
him to the Prince Consort and Queen Adelaide
he sang and played at Court, the Prince turning
over his music
and here he heard Jenny Lind
for the first time
but he left not the least trace
of his presence behind him. In 1851 he went to
Sweden and Norway, and in 1857 to France. In
1864 he had a singular illness a trance of six
weeks' duration, and in 1866 the authorities of
travelled

;

;

;

—

introduction to the Finale of Beethoven's first
Symphony (then well known) as 'ludicrous,'
and for fear of making the audience laugh.

Stettin asked

Niemeyer, chancellor of the Gymnasium was
proud of the choir, and made them aing to

op.

cation
^

He

him

— somewhat

After this mortifiatoned for by the King's

to resign.

afterwards printed three ballads by Herder and Goethe as

1.

Some experiments

in acoustics, conducted with his colleague
Grassuiaiiu, produced results of real value.
-

LOEWE

LOEWENSTEEN

opportune bestowal of a higlier grade of the
Order of tlie Red Eagle than he had before
enjoyed he left Stettin for Kiel, where he
quietly expired A]iril 20, 1869, after another
trance. His heart was bnricd near his oi'gan in
St. Jacobus at Stettin.
Carl Loewe was an industrious composer, as
will be seen from the list of liis music
five
operas, of which one only was performed
Die
drei AVunsche (Theatre Royal, Berlin, 1834).
Mantius was the tenor Spontini took unusual

—

——
:

'

'

;

the opera was a great success, and the
Crown Prince presented the compioser with a
gold medal. Oratorios
Die Festzeiten
'Die
Zersttirung Jerusalcms
(1829); 'Die siehen
Sohlafer''(1833); 'DieeherneSchlange'(1834)
'Die Apostel von Philippi (1835, for voices
only); 'C4utenberg'(lS36) 'Palestrina'(1841);
Huss (1842)
Hiob,' Der Meister von Avis,'
'Das Siihnopifer des neuen Bundes,' 'Das hohe
Lied Salomonis,' and Polus Atella (all between
1848 and 1860); 'Die Heilung des Blindgeboruen'(1861)
Johannes der Taufer (1862)
and 'Die Auferweckung des Lazarus' (1863).
The last has an organ accompaniment, hut the
two that precede it, like Die Apostel von
pains

;

—

'

'

;

'

'

;

'

'

'

'

;

'

'

'

'

;

;

'

Philippi,' were for voices only, without accompaniment, a species of composition of wdiich
His second wife and
he was specially fond.
pupil, Augniste Lange of Kiinigsberg, sang in
He published 145
his oratorios with himself.
w'orks with opus -numbers, symphonies, concertos, duets, and other pieces for PF., but
above all, ballads, in which he specially e.xcelled,
and in which he may he considered as the
His poetic feeling
successor of Zumsteeg.
and power of musical expression give him a
He was the
high rank among composers.
author of a Gesanglelire (Stettin, 1826 3rd ed.,
1834), and of Musi/cal iscJier Gottesdienst, Anweisung znm Eirchenfjesang und Orgelsp iel (1861,
;

The University of Greifswald
four editions).
[Loewe's
conferred on him a Doctor's degree.
beautiful ballads, after passing through a long
period of neglect, have recently been extraordinarily popular.
A. B. Bach's book, The
Loewe and Schubert, 1890, did
Art Ballad
;

much

to draw attention to the composer in
and the publication of the
Great Britain
complete songs in a series of eight volumes of
moderate price (Breitkopf & Hartel, Schlesinger,
and others) has done much to forward the
;

general recognition of his genius.]

F. G.

LOEWE, Johanna

Sophie, dramatic singer,
grand-daughter of Friedrich August Leopold
Loewe (who died 1816 as director of the Liibeck
theatre) and daughter of Ferdinand Loewe, an
actor, was born at Oldenburg, March 24, 1816,
and accompanied her father to Mannheim,
Frankfort, and Vienna, where he was engaged
at the Burg Theater, through the influence of
1

Scores of theao three are in the Library of the Eoyal College of

his

sister,

Julie Loewe,

a

765

celebrated actress.

Here Sopliie studied singing under Ciccimara
and other good masters. Her debut as a concertsinger was so successful that slie was at once
engaged for the court opera, and first appeared
on the stage in 1832 in a German version of
Donizetti's 'Otto mese in due ore.'
A contemporary report speaks of hei voice as not
powerful, but cultivated and sympathetic, her
personal appearance prepossessing, and her
acting as evincing dramatic ability much above
the common.'
Towards the close of 1836 she
went to Berlin, where she created a furore as
Isabella in Robert le Diable,' and was at once
engaged at a high salary, ajijiearing as Amina
in the
Sonnambula on April 28, 1837. In
1838 she was appointed chamber-singer to the
king, but soon resigned, and travelled to London,
Paris, and Italy.
In London she appeared at
Covent Garden, May 13, 1841, in Bellini's
Straniera,' hut lier success was only temporary.
According to Chorley she had been puHed as a
new Grisi, there being an idea that Grisi had
lost her voice, and lie says that the public were
grievously disapipointed
but he allows that
she was the best Elvira he had ever seen, and
that her manner was sprightly, graceful, and
intelligent, her demeanour unimpeachable, and
her costume superb, as the Dogaressa in Marino
Falieri' {Mod. German Music, i. 210-213).
She
never returned to England. She failed to obtain
an engagement in Paris, and in 1845 sang again
in Berlin, but coming just after Jenny Lind,
was only moderately received.
In 1848 she
married Prince Lichtenstein and retired.
She
died at Pesth, Nov. 29, 1866.
Her special
characteristic was the singidar harmony between her bodily and mental gifts.
In conversation she was witty and intellectual, and as a
singer had a great diversity of roles, playing
both Elvira and Donna Anna, Jessonda, and
Madeleine ('Postilion'), Lucrezia and Adine
('Elisir').
An admirable portrait of her was
painted by Kriiger, and engraved by Sachse of
'

'

'

'

'

;

'

'

'

Berlin.

Her niece and namesake, Sophie Lowe, a
soprano, daughter of the regisseur of the Court
Theatre at Stuttgart, and pupil of Stockhausen,

made her
and sang

first

appearance in London in 1871,

at the concerts for several seasons with

success, till her marriage

with

W. von

Esq., in 1877.

LOEWENSTERN,

Glehn,
F. G.

Matthaeus

Apelles

poet and composer, was born
April 20, 1594, at Neustadt in Upper Silesia,
He was tlie son of a saddler of the name of
Loewe, and is saiil to have studied at the
University of Frankfort on the Oder, but devoted himself chiefly to music.
He was for a
while sclioolmaster and cantor at Neustadt and
Leolischiitz.
The troubles of the Thirty-Years'
War oliligcd him to seek a home elsewhere.
He scttlid at Bernstadt near Breslau, where he

VON,

Silesian

LOGIER

LOGROSCINO

was appointed Secretary and Privy Councillor
to the Duke of Oels-Bernstadt, and was also
About the same
director of the church music.
time he was raised to noble rank by the
Emperor Ferdinand 11. and took the name of

permission to use his invention and teach on his
system,
it was asserted that he had received
100 fees of 100 guineas each for that purpose,
[He rehe retired and settled in Dublin.
opened a music-shop at 46 Upper Sackville
Street
in 1843 we And him at 28 Westmoreland Street, and two years later at 45 St.
Stephen's Green.
His TJtorcnighbass was the
first musical text -book used by Wagner in
1828.] He died, July 27, 1846. He composed
some sonatas and other pieces, besides making
numerous arrangements for the pianoforte.
He also composed an ode on the commencement of the fiftieth year of the reign of
George III., October 25, 1809, performed in
Dublin.
Besides the publications connected
with his chiroplast, he was author of ^ Complete
Introduction to the Keyed Bugle, of which instrument he is said to have been the inventor, w. H. H. additions from w. H. G. F. etc.
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,

Loewenstern. He died at Bernstadt, April 16,
His chief published work is a book of
1648.
thirty Geistliche Lieder, for two to four voices,
entitled Friihlings-Mayen (the words also by
'

'

The first dated edition is 1644. Some
of these hymns and tunes were received into the
various Choralbiicher up to modern times, of
which the best known are Christe du Bcistand
deiner Kreuz goncindc, and Mein Augcn schliess
hiui).

jetzt.
He also composed the choruses to
Martin Opitz's Tragedy Judith,' for three voices
with basso continuo, which were published at
Eostock, 1646. There remain in MS. a number
of Latin and German motets for four to eight
voices, and sacred concertos in the style of Viadana with instrumental accompaniment. J. B. M.
LOGIER, JoHANN Bernard, a descendant
of a family of French refugees, was born in 1780
at Kaiserslautern in the Palatinate, where his
He refather and grandfather were organists.
ceived his early musical education from his
father.
After the death of his parents, and
when about ten years old, he came to England
in the company of an English gentleman, with
whom he resided for two years, and studied the
He then joined the band
flute and pianoforte.
of a regiment commanded by the Marquis of
Abercorn, of which Willman, father of the celebrated clarinet player, was master, and with
which he went to Ireland. In 1796 he married
"VVillman's daughter, and engaged in composing
for and instructing military bands and teaching

ich

'

the pianoforte.

At the

close of the war,

his

regiment being disbanded, he became organist
at Westport, Ireland [holding the post till 1807,
when he was appointed bandmaster of the
He settled in Dublin in
Kilkenny Militia.
1809, as did also his brother-in-law Willman,
the clarinettist.
He opened a music-shop at
27 Lower Sackville Street in July 1811, and
was musical director of the Eoyal Hibernian
Theatre, Peter Street, for twelve months.]
Whilst there he invented his machine for guiding the hands of learners on the pianoforte, and
devised the system of instruction known by his
name. For an account of this machine and
system, and the controversy which raged on
introduction, see Gymnastics, ante, pp.
In 1821 the Prussian government
263, 264.
sent Franz Stoejiel to London to inquire into
the merits of the system, and the result was
that Logier was invited to Berlin to superintend
the promulgation of it in Prussia. He remained
in Berlin three years, being allowed an annual
their

vacation of three months to visit England.
In 1826, having acquired a competency by the
sale of his chiroplast and elementary works, his
very numerous classes, and the lees received for

—

—

;

;

or LO GROSCINO, Nicola,
was born at Naples about 1700, and became
a pupil of Durante at the Conservatorio di
Loreto.
He is first heard of in 1738, when he
collaborated with Leo and others in the production of Demetrio (see Leo) in the autumn
of the same year he produced a comic opera,

LOGROSCINO,

'

'

;

L' inganno per inganno

at the Teatro dei FioThis was followed by a long series
of comic operas, which were so successful that
Logroscino %\as called by the Neapolitans II
Dio deir Opera buffa.' It was probably in 1747
that he went to Palermo to teach counterpoint
at the Conservatorio dei Figliuoli Dispersi, the
study of music being first introduced there in
that year.
(It should be remembered that the
Italian Conservatori were originally not schools
of music, but simply orphanages.)
He is last
heard of as a composer in 1760, and is supposed
to have died in 1763 at Naples
this, however,
is doubtful, since the Conservatorio at Palermo
'

'

rentini.

'

;

possesses a receipt for his stipend signed
in

August of that

by him

year.

It has been stated that Logroscino would
never compose except for words in Neapolitan
dialect, and that he was the inventor of the
concerted finale in several movements.
Both
statements are untrue, as far as can be gathered
from his few remaining works.
He wrote ai
certain amount of quite uninteresting church
music, and at least one serious opera, Giunio
Bruto (score at Miinster). His finales show no
structural advance on those of Leo, but are

them in humorous treatand instruments.
For genuine

distinctly superior to

ment

of voices

comic feeling Logroscino stands in the front
rank of operatic composers.

CATALOGUE OP LOGEOSCINO'S EXTANT WOKKS
Sacked Music
Stabat Mater in E flat for S.A. and atringa.
In Palermo, 1760,*
autograph, Naples R. Cnnservatorio dl Musica.
A second Stabat Mater in G minor, mentioned by Florimo, haa
'

dlflappeared.
Psalms for S.A.T.B.,

two violins and

cont.,

Palermo R.C.M.

LOHEKGRIN

LOLLI

OPEHAa

assumed that he was almost entirely self-taught.
We know for certain that he was at Stuttgart.
in 1762 with Nardini,
There he remained, at-

Giunio Bnito.

(Score at MUnat^r. Bibl, Santini.)
Govtruatore. (Score at Myiister. Bibl. Santliii.)
L" Iiiganno per inganno, Naples, 17:18 {libretto, Naple.t R.C.M.).
L" loganno felice, N.aples, 1739 (libretto, Naples R.C.M.).
La Ciotiiiaetella correvata. Naples, 1744 (libretto, Naples R.C.M.).
Kevived lui 11 Cieisbeo, Naples, 1751 (libretto, Naples It.C.M.).
II Leaudro, Naples, 1744 (libretto, Naples E.C.M.).
(Fipale to Act I. Pare che Bonto mpietto at Cambridge, Fitzwitliaiii Museuiiil, libretto, Naples R.C.M.
Le Zite, Naples, 1745 (libretto, Naples R.C.M.),
Dun Pad\iaiio, Naples, 1745 (libretto, Naples R.C.M.].
I.e Uriselda, Naplc*, 17S2 (libretto, Naples R.C.M.
Le Flute Maj;ie, Naples, 1756 (libretto, Naples R.C.M.).
II

I.

OrERAS partly composed by Logroscino
Le

Cliiajese Canttrine, Naples, n.d. (libretto, Naples R.C.M.
L' iiiTiamorato balordo, Naples, n.d. tlibretto. Naples R.C.M.
La Rusnionda, Naples, 1755 (libretto, Naples R.C.M.).
1m Furba Bnrlatii, Naples, 1760 (libretto, Naples R.C.M.).
single act from an anonymous Neapolitan comic opera in Brit.

'

A

Mus. Add. MS. 14,iiy5, is probably by Logroscino, but does not
correspond with any of the above-mentioned libretti.

Tlie names of a few more are mentioned by
Florimo.
A few airs and concerted pieces from
not yet identified operas are to be found in tlie
British Museum, Naples R.C.M., Milan Conservatorio, and Montecassino.
e. j. d.

A romantic drama in three
words and music by Richard Wagner,
Composed in 1847, and produced at Weimar,
under the direction of Liszt, August 1850 in
London, in Italian, at Covent Garden, May 8,
in English, Carl Rosa Company, Her
1875
and in German,
Majesty's Theatre, Jan, 18S0
G.
Drury Lane, May 1882.
LOHET, Simon, was appointed organist to
the Court of Wiirtemberg at Stuttgart, in 1571,
and liis name is mentioned up to 1611. Woltz
in his Organ Tahulalur-Buch of 1617, inserts
twenty-four pieces by Lohet, with some commendatory words in inemoriam (see Ritter,
LOHENGRIN.

acts

;

;

;

;

Geschkhte des Orr/elspielSjT.SSi, -p- 109). Twenty
of these pieces are called Fugues, though they
are not developed Fugues in the modern sense,
tlie subjects being very short, and tlie answer
coming in before the subject itself is completed,
Tliese Fu.gues are followed by a Canzona, and
two Choral -bearbeitungen, one on the PlainMedia vita in morte
song melody of the
sumus, with the melody in the bass throughRitter has high words of praise for Lohet's
out.
pieces, and gives four specimens (Nos. 6S-71 in
his book), two Fugues, the Canzona, and the
'

'

'

Media

has

tlie

vita

'

The first of these Fugues
theme of the E major Fugue

pieces.

familiar

Wohltemperirtes
the Second Part of the
Clavier.'
Of the Media vita' piece Ritter says
it alone would suffice to justify for Lohet a
high place among the best masters of organ
music.
In feeling so deep, in expression true
and touching, it is a perfect piece from the old
'

in

'

'

time,
110).

at

and therefore

for all times

'

(Ritter,
J-

p.

R- "•

LOLLI, Antonio, a celebrated violinist, horn
Bergamo between 1728 and 1733. If it can-

not be doubted that he was a most extraordinary
performer, he appears certainly also to have
been the type of an unmusical, empty-headed
virtuoso, and in addition a complete fool.

Hardly anything is known of the earlier part
It is, however, generally
life and career.

of his
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tached to the court of the Duke of Wiirtemberg,
1773, wlicn lie went to St, Petersburg,
where he is said to have enjoyed the special
favour of the Empress Catherine II.
He remained in her service till 1778.
In 1779 he
came to Paris, and played with great success at
the Concert Spirituel.
After this he went to
till

Spain,

and

in

1785 we

him

find

in

London,

where, however, according to Burney, he appeared but seldom in public.
He continued to
travel, and we read of his appearance now at
Palermo, now at Copenhagen
then again at
Vienna or Naples.
He died in Sicily in 1802.
According to all contemporaneous testimony
LoUi was an extraordinary performer, but an
inditferent musician. Schubart, tlie well-known
;

German poet and

musician,
opportunities of hearing both

who had many
him and Nardini,

speaks with unmeasured praise of LoUi's feats
of execution, the wonderful ease and absolute
certainty with which he played the most difficult
double stops, octaves, tentlis, double-shakes in
thirds and sixths, harmonics, etc.
As to his
having been a bad musician, or rather no musician at all, the testimonies are equally unanimous. The Abbti Bertiiii plainly states that Lolli
could not keep time, could not read even easy
music, and was unable to play an Adagio properly.
On one occasion, when asked to play an
Adagio, he said
I am a native of Bergamo
we
are all born fools at Bergamo,
how should I
play a serious piece?'
When in England, he
almost broke down in a Quartet of Haydn which
the Prince of Wales had asked him to play.
If, with all these drawbacks as a musician, henevertheless created, wherever he played, an immense sensation, we are all the more compelled
to believe that his powers of execution were of
the most exceptional kind.
He is described as a handsome man, but a
great dandy and charlatan, very extravagant,
and a gambler. The Emperor Joseph II., himself a very fair musician, habitually called him
'

:

;

—

'muddle-headed

Lolli' (der Faselhans).

Burney

(Hist. iv. 680) writes that 'owing to the eccentricity of his style of composition

and execution,

he was regarded as a madman by most of the
In his freaks nothing can be imaudience.
agined so wild, difficult, grotesque, and even
ridiculous as his compositions and performance.'
True, Burney adds, I am convinced that in his
lucid intervals he was in a serious style a very
great, expressive, and admirable performer,' but
it appears doubtful whetlier Bui'uey ever heard
'

him

in a 'lucid interval,'
'conviction' is gratuitous.

and therefore

his

His compositions (Concertos and Sonatas for
the violin), poor and insipid as they are, yet
are said to have been his

limited sense only.

We

own productions

in a

are assured that

he

LOMAKIN

LONG

wrote a violin part only, and that this was
corrected, furnished with accompaniments, and
brouglit into shape, by another hand. [The

objects are stated in its second rule
a canon
unimpeachable in spirit, if not in grammar to
be the practice and performance of the works
of composers which are not generally known to
the musical public'
Barnby was appointed
musical director, and Mr. Long and Mr. Alfred
Littleton honorary secretaries.
An efficient
choir was formed, and the first concert was
given on June 27, 1879, in St. James's Hall,
although, strictly speaking, the occasion was a
private one.
Goetz's Psalm cxxxvii. was introduced to London at that concert, the solos being
sung, as on many subsequent occasions, by
From 1884 until the last
competent amateurs.
season of tlie society's existence, Mr. Heathcote
Long was alone in the honorary secretaryship.
After the season of 1886, Barnby was succeeded
as conductor by Mackenzie, who conducted the
final concert on May 24, 1887.
In the course
of that year the society was disbanded, and a
sum of £100 was handed over from its funds to
the Royal College of Music.
During the nine
years of its existence the institution performed
the following works for the first time in England,
besides otliers which had been heard before,
though not frequently. Stanford's Three Holy
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the Quellen-Lexikon, where some other

list is in

references to his career are given.]

p.

D.

LOMAKIN, Gabriel
April 6

Joachi.movich, born
(March 25., O.S.), 1812.
As a boy he

celebrated
choir
of
Count
which he became choir-master
He also taught singing in the Court
in 1830.
Cliapel (1848-59), and the Theatrical School.
His services were greatly in demand, and ho held
singing-classes in the most important educasai)g

the

in

Hlieremetiev, of

tional establishments in

St. Petersburg.
In
1862 he joined Balakirev in founding the Free
Scliool of Music, in which he directed the choral
In 1874 he was compelled,
classes until 1870.
on account of failing health, to retire from active
life.
He died at Gatchina in 1885. Lomakin

arranged a great number of the old church-

He

tunes, national airs, etc.

day, and
of Russia.

may

upon

exercised a con-

musical life of his
be regarded as the Henry Leslie

siderable influence

tlie

E. N.

LOMBARDI,

ALLA

I,

PRIMA

CKOCIATA.

Italian opera in four acts
libretto by Solera,
music by Verdi. Produced at the Scala, Milan,
Feb. 11, 1843; in London, at Her Majesty's,
March 3, 1846; and in Paris, Theatre Italien,
Jan. 10, 1863.
A great part of the music
was afterwards employed by Verdi in the
;

opera of 'Jerusalem.

LOMBARDY,

G.

School of Music

of.

[See

Milan.]

—

'

Children,'

LONDON ACADEMY OF

MUSIC, THE.

Henry Wylde started a music-school under
this name in 1861, and in 1867 St. George's
Hall, Langham Place, was opened to accommodate it.
At his death in 1890, the school passed
into the hands of Herr Pollitzer, Messrs. Raimo
and Denza, and in 1904 was amalgamated with
The London
three other teaching institutions
Music School (formerly called The London
Organ School), founded in 1865 by the Rev.
Scotson Clark, and after his death directed by
The Forest Gate
Dr. T. H. Yorke Trotter
College of Music, founded in 1885 by Mr. W.
Harding Bonner (the present chairman of tire
Board of Directors) and The Metropolitan
College of Music, founded in 1889 by the
:

—

;

;

was

instance,

for

Society

choral works
Beethoven. Cantata on the death ol the Emperor Joseph the
Second.
Brahms. Vier Gesange, op. ]7.
Dvofik. 'Stabat Mater.'
Goetz. Paalm cxxxvii, and Noenia.'
Gounod. Troiai^me Messe (selections).
'

'

Klosterthor.'

'O weep for those,'
Hofm.tnn, Keinrich. 'Cinderella,'

Hiller.

Jensen.
Feast of Adonis,'
Rheinberger.
Chriatoforus,'
Silas, E.
Magnificat,
Schumann,
The King's Son,'
'

'

'

'

The Minstrel's Curse,' and Spaar
'

ische Liebealieder,'

ORCHESTRAL WORKS
Bach. Toccata in F, an-anged,
David, Ferd. Violin Concerto in
Dvofjlk,

E minor

Overture, 'Des Teufels Lustsehloss.'

THE, was formed on March

Limited,' are

at

Cavendish Square.

LONDON MUSICAL

22

Princes Street,
M.

SOCIETY,

THE.

was formed in 1878 by Mr. Heathcote Long and other prominent amateurs.
Its
Tliis society

6,

1848, after the

Surman from the post of conductor to the Sacred Harmonic Society.
The
Rev. George Roberts was president, Mr. Surman
conductor, and the affairs of the society were
managed by a committee. Six concerts were
dismissal of Mr.

given in Exeter Hall during the year 1848,

note, intermediate in value

Schools,

vr

LONDON SACRED HARMONIC SOCIE'TY,

number

'

(Miss Shinner).

Lcgendeji,

Schubert,

resulting

amalgamated schools. The present
premises of the combined institutions, under
the direction and style of The United Music

the

for

:

Finsbury Choral Association at Finsbury Park,
In 1905 the
with Mr. C. J. Dale at its head.
Hampstead Conservatoire, founded in 1885
by Mr. G. F. Geaussent, and subsequently
directed by Mr. Cecil Sharp, was added to the
of

given,

time in London, by the London Musical

first

Grieg.

Dr.

—

'

in a

loss

of £394.

society lingered on for

some

The

years,

so-called

and gave

its

concert on Dec. 22, 1856 ('Messiah').
After this it seems to have ceased to exist.
G.

last

LONG

(Lat.

Longa,

Notnla caudata). A
between the Large

In Plain-song, the Long appears as a square black note, with a tail, which
may either ascend, or descend, on either side.
In Polyphonic Music, it is figured as a square

and the Breve.

white note, with a tail descending on the right.
In this case, the position of the tail is important
for, though it is sometimes, in modern
:

LONGHUEST

LOOSEMOEE

music, made to ascend, it can ouly be transferred
to the left-hand side in Ligatures, ^Yhcn it
materially allects the duration of the note. [S£

Notation."

The Long represents one third of the Perfect
Large, and half of the Lnperfeet.
[See Large.]
Its duration, in the Lesser Jlood Perfect, is
equal to tliat of three Breres
in the Lesser
Mood Imperfect, to that of two. [See Mood.]
Its corresponding Rest is drawn, when Perfect,
across three spaces
when Imperfect, across
:

;

tlie

songs,

etc.,

Fellows of the College ol'
Organists.]
On Jan. 26, 1873, he was chosen
to succeed Jones as organist and master of tlie
choristers.
[He retired in 1898, alter a period
of seventy years' service in the cathedral.]
His
doctor's degree was conferred on him by the
Archbishop of Canterbury (Tait), Jan. 6, 1875.
His compositions consist of anthems, services,

Absalom.'
1904.]

Long

Perfect

Eest.

In Plain-song

Imperfect Long Rest.

'

it

is

longer than the P)reve,

in

in

a

three Seniibreves.
Merbecke, in his
Booke of Common Praier Noted' (1550), calls
or

a 'Close,' and uses

verse

;

it

only at the end of a
is not usual in Plain
w. .s. e.
Alexander, born in

but this restriction

Chant Office-Books.

LONGHUEST, John
London,

1809, studied under John Watson,
musical director at Covent Garden, and on
April 22, 1820, came out at Covent Garden
as the Page in Bishop's
Henri Quatre, and
gained great popularity by his singing in the
duet 'My pretty page,' with Miss Stephens.
During that and the next four years Bishop
'

'

composed original parts for him in Jlontrose,
'The Two Gentlemen of Verona, Maid Marian,
'Clari,' 'The Beacon of Liberty,' and 'As You
'

'

'

Like It,' besides giving him the boy's parts in
'The Miller and his Men,' 'The Slave," etc.,
which he had formerly written for Gladstanes
Early iu 1826 he was allotted
and Barnett.
the part of Puck in Weber's 'Oberon,' then in
preparation, but shortly afterwards, whilst in
the middle of a popular ballad,
The Robin's
Petition,' his voice suddenly broke, and he was
AYeber mencompelled to relinquish singing.
tions the event in a letter to his wife, March 9,
1826:
'The young fellow who was to have
sung Puck has lost his voice, but I have a
charming girl,' who is very clever and sings
capitally.
After a short time he became known
'

—

'

and the pianoforte and
He died in 1855,
an excellent accompanist.
as a teacher of singing
forty-si.x.

& BRODERIP,

H. H.

well-known

a

London nmsic- publishers during the
18th century.
The business
was commenced in or before 1767, when James

firm

of

Mh3

Fiirriet C;i\v3e, afterward:! Mrs.

Longman &

others, as 'J.

Co.,'

the Harp & Crown, 26
Cheapside.
The sign of the Harp & Crown was
that also of another Cheapside music-publisher,
John Johnson (q.v.), but Longman's was nearer
St. Paul's, and on the opposite side of the road,
i.e. the south side, between Fridaj- Street and
Mitre Court. In the latter part of 1771 the house
estalilished

at

as Longman & Lukey, and this
remains until 1777 or 1778, when, Francis
Broderip entering, it is styled Longman, Lukey,
& Broderip. In 1779 Lukey's name is absent,
and the hrm remains as Longman & Broderip
until 1798.
Before 1785 an additional address
was at 13 Hayniarket. In or near the year 1798
the firm became bankrupt, and John Longman,
who had succeeded the original James, held for
a couple of years a partnership with Muzio dementi {q.i\) At the old address, 26 Cheapside
while the other partner, Broderip, entered with
"Wilkinson at 13 Hayniarket (see Broderip k
Wilkinson. Fresh information which has come
to hand makes it very doubtful whether he was
Robert Broderip as there suggested it is certain
that Francis was the original partner).
John Longman in 1802 had lelt Clementi
and set up for himself at 131 Cheapside, where
about 1830 the name stands as G. Longman.

became known
title

;

;

The
Lukey

James Longman and Longman &
much music now of an interest-

first

issued

ing antiquarian character, while Longman &
Broderip's publications embrace the whole range
of musical productions. They -n'cre also makers,
in gTeat quantity, of spinets and harpsichords,
pianofortes, and the smaller class of musical
Their catalogues chronicle an
instruments.

immense variety

of these,

and some curious

items are mentioned as 'Glove horns,' 'Sticcado
pastorales,' 'pipes and tabors' (1781-82)
also
'upright harpsichords with a curious new invented swell,' 'pianofortes in commodes, sideboards, and dressing-tables for convenience of
and in the 1789 catalogue
small rooms (17f 6)
'Portable Clavecin^
agi-ecable lor
is
travelling with, as they may be conveyed and
even perl'ormed on in a coach.'
f, k.
MORE, Henry, Mus.B., was a
;

His younger brother, AVilliam Henry, Mus.
Doe., born in tlie parish of Lambeth, Oct. 6,
1819, was admitted a chorister of Canterbury
1828, under Highmore
Cathedral, Jan. 6,
Skeats, sen., having afterwards Stephen Elvey
and Thomas Evance Jones as his masters. In
1836 he was appointed lay clerk and assistant
1

w.

Longman with

any definite proportion, except
Ligatures, where it represents a Breve and

it

and a MS. oratorio, 'David and
[He died at Canterbury, June 17,

LONGMAN

were

half,

earliest

latter half of the

two only.

but not

[In 1865 he was

organist of the cathedral.

one of

769

John

Fiddca.

—

'

;

.

.

.

LOOSE

3

D

LORD OF THE ISLES

LORTZING

chorister in one of the Cambridge colleges, afterAvards lay clerk there, and oi'ganist of King's

hoven, and Haydn, to the Deutsche Musik-Zeite«</,3 1861, 1862; the IFiener Zeitung,* Aug. 3,
1850, Aug. 16, 1863.''
It is to Dr. Lorenz that
we owe Krenu's important account of Beethoven's
last autumn, and the other anecdotes and traits

770

He

gradnated at Cambridge in 1640.
and an anthem by him are in the
Tudway collection (Harl. MSS. 7337, 7338)
and at Ely, and two Latin litanies (in D minor
and G minor) are printed in Jebb's Choral
He died at Cambridge
Responses and Litanies.
College.

A

service

in 1670.

His son, George, Mus.D., was a chorister of
King's College, Cambridge, under his father,
and in 1660 became organist of Trinity College,
retaining the post till 1682, when he probably
died.
He took his Doctor's degree at Cambridge
in 1665.
Anthems by him are in the Tudway
collection (Harl. MS. 7339) andatEly Cathedral.
Another son, .John, built the organ of Exeter
Parts of
Cathedral in 1665, and died 1681.
his work still remain in that organ, w. H. h.
additions, etc. from West's Calli. Org.
;

LORD OF THE ISLES, THE. A Dramatic
Cantata founded on Scott's poem the music by
Henry Gadsby. Produced at Brighton, Feb. 13,
;

there given.

c. r.

p.

LORTZING, GusTAV Albert,

opera-composer, born at Berlin, Oct. 23, 1801, son of an
actor.
He studied for a time under Rungenhagen, but the wandering life entailed by his
father's profession made steady instruction an
impossibility, and at nine he was thrown upon
his own resources, played the pianoforte, violin,
and violoncello, studied the works of Albrechtsberger and others, and soon began to compose.
At the same time he habitually sang and acted
on the stage, and thus secured a familiarity
with the jtractical requirements of the boards
which was of great advantage to him. In 1S22
he went with his parents to Cologne, where he
married in 1823, and produced his first operetta
Ali Pascha von Janina, 'in 1824. The company
to which he belonged served the theatres of
'

opera by Geibel.i

Detraold, Miinster, and Osnabriick, in addition
to that of Cologne, and at all these his opera

upon the composition of which Mendelssohn
was engaged at the time of his death (Nov. 4,
as far as anything
ife had completed
1847).
of his could be said to be complete until it was
published
the finale to the act in which the
heroine, standing on the Loreley cliff, invokes
the spirits of the Rhine. This number was first
performed at Leipzig, and at the Birmingham
Festival, Sept. 8, 1852, to an English adaptation by Bartholomew, and was published as
op. 98, No. 27 of the posthumous works.
In
October 1868 an Ave Maria ^ (scene 3) for
soprano solo and chorus, and a Vintagers' Chorus
(scene 4) were published, and portions of the
2nd and 7th scenes are more or less advanced
towards completion (see Musical Times for
October 1868). The finale is frequently put on
the stage in Germany.
The opera has been
since composed by Max Bruch (produced at
Cologne in August 1864).
2. The Loreley is the subject of an opera by
F. Laehuer, words by Molitor, produced at the

was repeated.
[In 1828 an oratorio, 'Die
Himmelfahrt Christi,' was peiformed.]
In
1833 he was engaged as first tenor at the Stadttheater at Leipzig, and here he passed a happy
and successful ten years. In 1837 he wrote and
composed two comic operas, Die beiden Schutzen and Czaar und Zimmermann.
Both were
successful, and the latter was at once performed
all over Germany.
His next few works, however, fell fiat, and it was not till 1842 that his
Wildschiitz, 'arranged from Kotzebue's comedy,
again aroused the public.
He then gave up
acting, and in 1844 was appointed capellmeister
of the theatre, a post for which he was unfitted,
both by his easy disposition and his defective
education, and which he resigned in the following year.
He next produced 'Undine' (1845)
with success at Hamburg and Leipzig, and
Der Waffenschmied (1846) at Vienna, where
he was for a short time capellmeister at the
theatre 'an der Wien.'
In 1849 the success of
his
Rolandsknappen at Leipzig again pro-

Court Theatre, Munich, in 1846.
G.
LORENZ, Franz, physician and writer, born
at Stein, Lower Austria, April 4, 1805
took
his doctor's degree 1831, and died at WienNeustadt, April 8, 1883.
Like many other
physicians, he did much for music, and his

cured him the ofier of the capellmeistership,
but to his disappointment the negotiations fell
through, and Rietz was appointed.
His life
was now a hard one he travelled from place to
place with his numerous family, earning a precarious existence now as an actor, now by conducting his own operas
enduring at the same
time the mortification of having his later operas
rejecti-'d by all the more important theatres.
In
1850 he obtained the conductorship at the
Friedrich-WilhelmstadtTheatre in Berlin, where
he had only farces and vaudevilles to direct ;

1879.

G.

LORELEY, DIE.

1.

An

—

—

;

publications are of special interest and value
Sachen Mozart's (Vienna, 1851), nmch
praised by Kochel in his Mozart-Catalogue (Pre:

In

face, p. xvii)

;

Haydn,

KirchennmsiJc., etc.

C'omponist

;

(Breslau,

iIo~art, and Beetlwven's
W. A. Mozart als Clavier-

1866)

various

;

accurate

and interesting contributions on Mozart, Beet'

'

Dem

Anfienken Felix MendelBBohii-BartholdyB' (HannoTer,

EUrriplfir, 186]).
2 This waa performed in

Yocal Aaeociatiou,

London, March

'2,

18.W,

ata concert

of the

'

'

'

'

'

'

'

'

'

;

;

3

]VIoz.tTf8

Wo. 41, 43);
Gneixendorf

Requieni (1861, No.
Mozart's Klavier.Sonaten
48)
Mozart's Ma,«sea (1862, No. .^, .'is); Eeethoren at
{do. 10)
Haydn and hie princely patrons (do. 4.^,
.'i.l,

;

*

Mozart's death.

'>

Haydn and

/(ni.'th'iven.

;

LOSSIUS

LOTTI

but he was completely worn

and died on

out,

preserved in greater purity in Lossius than in
the form in which they have been current in
the Roman church, based on Guidetti's Direc-

The public discovered

the 21st of Jan. 1851.

neglect too late, honoured his remains with
a solemn funeral procession, and raised a subscription which placed his family above want.
He left an opera, Regina (first performed at
Berlin,
1S99), several overtures, a second
oratorio,
Petrus,' incidental music for various

its

torium Chori Lossius in 1553 being in closer
contact with the older Catholic tradition than
;

'

'

Guidetti in 1589.

Matteo

and part-songs, all unpublislied.
His operas are still stock-pieces at the comic
theatres in Germany, and Undine is frequently
performed, although romantic subjects were not
Ozaar und Zimmeimann' was prohis forte.
duced as Peter the Shipwright,' at the Gaiety
Theatre, London, on April 15, 1871
his
Beiden Schiitzen by the London Academy
of Music in St. George's Hall, March 31, 1898
Wildschiitz
and the
by the Saxe Coburg
Opera Company at Drury Lane, July 3, 1895.
As a composer Lortzing is remarkable for
naturalness.
In^^tead of straining after a depth
and subtlety beyond his powers, he wisely aims
at expressing natural and healthy sentiments
by means of graceful and pleasing music, and
his keen sense of humour enables him to give an
interest to commonplace situations.
He was
never able to free himself entirely from a slight

plays, liedor,

'

'

'

;

'

'

;

'

-

'

amateurishness in the technical part of his work,
but his compositions, thougli not belonging to
the highest branch of art, are good of their
kind, and in spite of an occasional tendency to
farcical exaggeration, are sound and artistic
A. M.
music.
LOSSIUS, Ltjcas, born in 1508 at Vacha in
Hesse-Casset, was Rector or Con-rector of the
school at Liineburg from 1533 to his death in
1582.
He is author of a theoretical work,
Nuremberg,
Uroternata -mttsicae pradicae
.,
1563, which passed through many editions also
the compiler of a comprehensive collection of
liturgical music for the use of the Lutheran
church, entitled Psalmodia hoc est Cantica sacra
Nuremberg, 1553.
veteris ecdesiae seleda
.,
This latter work is introduced with a preface by
Philip Melanchthon, and is divided into four
parts
the first pjart containing the Latin texts
and plain -song melodies of the antiphons,
responsoria, hymns, and sequences for all
Sundays and chief holydays, also the passion
according to St. Matthew and the Lamentations
.

.

;

.

j.

i;.
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.

;

;

the second part makes a similar provision for
the tliird
all the minor holydays of the year
part contains the plain-song melodies for the
mass and for funerals the fourth contains the
;

;

psalms and canticles with their antiphons and

Only
intonations according to the eight tones.
a few German hymns appear in the collection.
A second revised and enlarged edition of this

work was published by George Rliaw at Wittenberg in 1561, and two others in 1569 and 1579.
The nmsical editor of Schbberlein's Schatz des
Hturgische'n Gesancjs, F. Riegel, claims that the
psalm-tones, with all their diH'erences, have been

of

Lotti, a Venetian, capellmeister to the

Court ol' Hanover ' born probably
and possibly in Venice, since he styles
himself Veneto on the title-page of his book
of madrigals (1705), and his brother Francesco
was lawyer to the Procuratori, a post tenable
only by a native.
At any rate, his early years
were passed in Venice, and before he was sixteen
he produced an opera, II Giustino, to words
by a nobleman, Nicolo Beregani. His master
was Legrenzi, then maestro di cappella to the
tlien Catholic

;

in 1667,

'

'

'

'

Doge. •^Lotti entered the Doge's chapel as a
boy in 1687 joined the Confraternitamusicale
di Santa Cecilia
was appointed, May 30,
cantore di contra alto,' with a salary
1689,
of 100 ducats
and August 6, 1690, became
deputy-organist, Avith an addition of 30 ducats.
On May 31, 1692, the Procuratori of St. Mark's
'

;

'

;

*

;

unanimously elected him organist

in p)lace of

PoUarolo, appointed vice-maestro di cappella.
As second organist he composed a book of
masses, for which he received 100 ducats, July
On August 17, 1704, he succeeded
22, 1698.
Spada as first organist, and retained the post
forty years, receiving permission in 1732 to
employ as substitute his pupil Saratelli, who
eventually succeeded him.
In 1733 the maestro
di cappella, Antonio Biffi, died, and an eager
Lotti's
competition for the vacant post ensued.
chief rivals were Pollarolo and Porpoia, and at
the first election, March 8, 1733 (the dates
throughout are from State documents), he
obtained six votes out of twelve.
A majority
being necessary, the matter remained in suspense, and meantime Lotti was authorised to
call himself maestro di cappella. Porpora retired
before the second election (April 2, 1736), but
his place was taken by a scarcely less formidable
Lotti, however,
competitor, Giovanni Porta.
received nine votes and thus obtained the post,
with its salary of 400 ducats and an official
In the interim he composed his
residence.
celebrated 'Miserere,' whicli superseded that of
his master Legrenzi, and has been picrformed in

Mark's on Maundy Thursday ever since.
was followed by a number of masses,
hymns, and jisahns, with organ accompaniment
only, although his predecessors had employed
He also composed seventeen
the orchestra.
operas (for list see Fetis), produced with success
St.

Tliis

1
Through the kindness of Dr. Kestner of Hanover I am able to
Ray that no dncumeiits as to music or musicians at the Court of
Hanover in the 17th century are now to be found there. The
Register of the Catholic Church at Hanover contains, under Nov,

1672, an entry of the baptism of Hieronymus Dominicua, son of
Matthias de Lottis and Marina de Papirinis, and under Nov. 9,
lfi73, of that of a daughter of Matteo de Lotti,
The Register was
begun in May 1671, so that it does not go far enough back for our
5,

purpose,

o.

LOTTI
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between the years 1693 and

1717, at the
theatres of S. Angelo, S. Cassiano, S. Giovanni
Crisostomo, and SS. Giovanni e Paolo.
Some
of these having attracted the attention of the
of Saxony during liis stay in
Venice (1712), he engaged Lotti to visit Dresden,
witli a company of singers, including Boschi
and Personelli, both members of the chapel,
and his own wile, a Bolognese singer named
Santa Stella.
Tlie joint salary of husband and
wife was fixed at 2100 dojjpii (about £1600).
The party set out on September 5, 1717, having
obtained special leave of absence from the
Procuratori of St. Mark's
per farvi un opera.'
In Dresden Lotti composed
Giove in Argo
Ascanio, ovvero gl' odi delusi del
(1717),
Sangue (1718), and Teofane with Pallavicini

Crown Prince

'

'

—

'

'

'

'

'

'

and various other pieces,
including church works, among which may be
(1719)

intermezzi,

;

specified the eight-part

a

'

Credo

'

Crucifixus

'

'

occurring in

and instruments.

for five voices

The

Procuratori gave hira one extension of leave,
but in 1719 he was compelled to return or
vacate his post and accordingly left Dresden
in October in a travelling-carriage, which he
ever after retained as a memorial of his visit,
After his
and finally bequeathed to his wife.
return to Venice he compiosed entirely for the
church and chamber.
Lotti died of a long and
painful illness (dropsy) on Jan. 5, 1740, and
was buried in the church of S. Geminiano,
where his widow (who died 1759 and was
buried with him) erected a monument to his
memory.
It was destroyed with the church in
1815.
*^ Besides the compositions already mentioned
he wrote for Vienna an opera, 'Constantino,'
overture by Fux (1716), and two oratorios,
'11 Voto crudele' (1712), and
L' Umilta
coronata
(1714); for Venice, the oratorios
'Gioa Re di Giuda,'
Giuditta
(printed by
Spirto
Poletti), and the celebrated madrigal
;

'

'

'

'

'

di Dio

Doge's espousal of the Adriatic,
performed on the Bucentoro in 1736 a very
His book of madrigals
etfective composition.
(1705), dedicated to the Emperor Josepih L,
In una siepe
contains the one in five parts,
ombrosa, which Bononcini claimed in London
'

'

for the

—

'

'

as his own comyiosition, and which led to his
Another is
disgrace (see vol. i. pp. 360-361).

given as a model by Padre Martini in his EsnnNevertheless they were
plare di rontrappunto.
severely handled at the time in a Lettcra famigliare d'tcn accadcniico Jllarmoniro, circulated in

MS. anonymously, but attributed on Fontana's
authority to Maroello, who had been a pupil of
Lotti's.
[See Chrysander's Handel, ii. 294 and
Many of his compositions are still in
303.]
the King of Saxony's musical library, and
Breitkopf & Hartel once possessed several of his
MSS., as did also Dr. Burney.
Lotti's rank among musicians is a high one,
A MS, of this in in th', Library of the Royal CoUege of Music.
1

from the fact that though the last representative
of the old severe school, he used

modern har-

monies with freedom and grace.
The expression
and variety of his music struck even his contemporaries, especially Hasse, when he was at
Venice in 1727.
Burney, wlio heard his church
music sung in Venice in 1770 (Frcsent State,
France and Italy, p. 145), credits hira with
grace and pathos,' and characterises his choral
music as both solemn and touching, and so
capable of expression, though wiitten in the old
eontrapiuntal style, as to have afiected him even
Of his cantatas he says that they
to tears.
'

contain recitatives full of feeling (^Hist. iv. 534).
As a specimen of his writing for a single voice
we may cite the favourite song 'Pur dicesti.'
He was so afraid of overloading the voices that he
never used orchestral accompaniments in church
music. ' There are wind instruments as well as
the four strings in his Dresden ojjeras, but not
in those produced in Venice.
[The Qv.dUnLexikon enumerates twelve operas as still extant,
and gives the names of fifteen more, and a list
of masses, church music of difi'ercnt kinds, and
arias and madrigals.]
Besides Saratelli and Marcello, Alberti, Bassani, Gasparini, and Galuppi were aniong his
A motet of Lotti's, Blessed be thou,'
pupils.
and a madrigal, 'AH hail, Britannia,' both for
four voices, are given in HuUah's Part Music
(1st ed.), and a fine Credo in C, also for four
voices, in his Vocal Scores and Part Music (2nd
ed.).
Proske has a mass of his (« 4) in Musica,
Divina, vol. i. and Rochlitz a Crucifixus, a 6,
and another a 8, and a Qui toUis, a 4, in his
Sawjmlnng.
There is also a Kyrie in the
AusiccM vorz. Mvsikiverke (Trautwein). Four
masses and a requiem are in Lilck's Samvilung,
and various other pieces in the collections of
'

,

Schlesinger,

Moskowa,

etc.

LOTTINI, Antonio,

tjie

r. G.

principal Italian

London in 1737 and 1738. He sustained
that part in Handel's Faramondo in 1737, in
his 'Serse,' and in the
Conipiista del Velio
d'oro in 1738.
J. M.
LOUIS FERDINAND, Prince,— accurately
Friedrich Christian Ludwig,
born Nov. 18,
1772, killed at the battle of Saalfeld, Oct. 13,
1806, was the son of Prince August Ferdinand
of Prussia, and therefore nephew of Fredeiick
the Great and of Prince Heni'y (the patron of
J. P. Salomon and cousin of Frederick "William
II.) the violoncello-player, for whom Beethoven
wrote his op. 5.
His sister Louise married
Prince Radziwill, who composed the Faust music,
and to whom Beethoven dedicated the Overture,
op. 115.
Louis Ferdinand thus belonged to a
musical as well as a royal family, and he appeal's
to have been its brightest ornament on the score
of natural gifts
his uncle the Great Frederick
excepted
even down to our own time in music
undoubtedly so. He was kindly and generous in
the highest degree, and free from all pride of
basso in

'

'

'

'

—

—

—

;

LOUIS FERDINAND
rank

LOULIE

and enterprising, and as a
soldier bold to temerity.
In con\-ersation he
was brilliant, in social intercourse deliglitrul.
;

energetic

On

the iionit of morals his reputation \ras not
but one who knew him well, while admitting that, being prevented by his rank from
making a marriage of affection, 'he chose female

good

;

friends with
relations,'

whom he

asserts

lived in the

positively

seduced an innocent

most intimate

that

'he never
the peace
This, in the time of

giil, m- 'destroyed

happy marriage.'
Frederick William II., was high praise. He was
passionately fondofhis two illegitimate children,
and left them to the care of his sister, Princess
Eadzi^^ill.
That he very early entered the army
was a matter of course, for no other career was
open to a Prussian prince but that, amid all
the distractions of a military life, no small part
of a

;

of which (1792-1806) was spent in hard service,
he should have become a sound practical musician and composer proves his energy and perseverance no less than his talent
but music
was his passion, and in garrison or camp he had
musicians i;-ith him and kept up his practice.
He preferred English pianofortes, of which he is
said to have purchased no fewer than thirteen.
\Ve lind no account of his masters and early
studies, nor any but vague notices of his rapid
progress, until 1793.
He was then with his
regiment at Frankfort, and is reported to have
aided a poor nmsician not only with his purse,
but by a very fine pierformance of a sonata in a
concert.
Three years later, in 1796, Beethoven,
then in Berlin, formed that opinion of his playing
wdiich he afterwards expressed to Kies {Biog.
Not. p. 110), that, though the playing of Himmel
then among the most renowned of pianists
was elegant and pleasing, it was not to be
;

—
—

compared to that of the Prince. Piles also {lb.)
records Beethoven's compliment to him
that
he did not play at all like a king or a prince,
but like a thorough, solid pianist.
[See the

—

on Dussek

ticulars of the meeting.

Ries {Biog. Not. p. 11)
only relates that an old Countess,' at the supper
after a musical entertainment, excluded Beethoven from the table set for the Prince and tlie
nobility, at

which the composer

left

the house

m

Some days later Louis Ferdinand gave a
dinner, and the Countess and Beethoven being
amongtlie guests, had their jilaces next the Prince
on citlier hand, a mark of distinction of wdiich
a rage.

the composer always spoke with jileasure.
A
])leasant token of their intercourse survives in
the dedication to the Prince of the PF. Concerto in C minor, which was first played in July
1804, and published in November.
In the autumn of the next year (1805), the
Prince being at Magdeburg on occasion of the
military manceuvres, Spohr was invited to join
them.
'I led,' says Spohr {Sclhstbiug.), 'a
strange, wild, stirring

life, which for a short time
thoroughly suited my youthful tastes.
Dussek
and I were often dragged from our beds at six
iiKtlie ni^'uing and called in dressing-gown and
slippers to the Prince's reception-room, where he,
olten in shirt and diawers (owing to the extreme
heat), was already at the pianoforte.
The study
and rehearsal of the music selected for the
evening often continued so long, that the ball
was filled with officers in stars and orders,
with which the costume of the musicians contrasted strangely enougli.
The Prince, however,
never left olf until everything had been studied to
his satisfaction.'
Louis Ferdinand's compositions, like his playing, were distinguishecl for
boldness, splendour, and deep feeling
several
of those which arc in print were composed before
the intercourse with Dussek had ripened his
taste, and made him more fully master of his
ideas.
These he would gladlj' have suppressed.
The Pianoforte Quartet in F minor is considered
to be his most perfect work.
Ledebur's list of the published compositions
(made 1861) is as follows
;

:

an account of his relations
with that great musician.] In 1804 he made a
journey to Italy.
In Bohemia he visited Prince
Lobkowitz at his seat, Raudnitz.
"We see no
sufficient reason to doubt the truth of an anecdote the scene of which lay then and there.
Lobkowitz had i)urchased from Beethoven the
recently composed Heroic Symphony, and had
had it performed in his palace at Vienna.
He
article
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—

for

consulted with "Wranitzky, his capellmeister, as
to a programme for the entertainment of his
guest.
Wranitzky pirojiosed the new symphony.
Louis Ferdinand listened with the utmost
Interest, and at the close of the performance
requested a repetition, which was of course
granted.
After supper, having to depart early
the next morning, he besought the favour of a
third performance, which was also granted.
It was under the fresh impression of this
music that Louis Ferdinand renewed his ac"We have no ]iarquaintance with Beethoven.

nti-t for

PF. and Strings,

10.

Trio

for

c

,

.

,

PF

Violin,

,

5i

and

[The same

PF., Viulin. and
ffixed in tile
violnn^elln, .\b.
Y/c,
the
Tiio fur PF.. Viulin. and
tet 01.. 12.]
Violnncellu, Eb.
11. Largl
ariations, PF,
An-linte, ami Tariationa. for
with ^"iolin, Viola, and
PF, Viola, and Violoncello,
Violoncello, obhlig.
Bt>.
12. Octet
for PF., Clarinet. 2
Qnart.'t
for
PF., Violin,
Horns. 2 Violins, 2 ViolonViot.a, and \-inlonuono, Eb.
cellos.
Quartet for PF., Violin, Viola, i;t. Eondo for PF.
and Violoneello, F minor.
Also a 2nd Quintet for PF. and
Fiiffue, 4 parts, for PF. .solo.
Strings.
Nottnrno for PF., Flnte.
fourth trio, without opus

A

Violin,

Violoncello

obMi-

and

2 Horns, id lib., F,
for PP.. 2 Violins,
Flnte. 2 Clarinets, 2 Horns,
g.ati,

Romio

Viola,

and Violoncello, B.

number.

A rondo for

Oj-ch.

March

2

for

PF. and
Trumpet,

Oboes and

Baasu.

A.

W.

T.

LOUISE.

Musical Romance in four acts
text and music by Gustave Charpentier.
Produccil at the Opera Comique, Paris, Feb. 2, 1900.
LOULIE, Etienke, protege of Mile, de Guise,
and music-master, in the second half of the 17th
century, is only known as the author of EUments
ou rriiH-ipcs de Musique (Paris, 1696), at the

;

1

Xot the Countess Thun,

.as

has been stated— she died long before.

LOURE
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LOVER

is an engraving and description
Chronometre.'
Loulie was the first to
attempt to indicate the exact tempo of a piece
of music by means of an instrument beating
The one lie invented took the minute
tlie time.
as the unit, and went up to seventy-two degi'ees
but being six feet in height was
of rapidity
too cumbrous for general use.
Nevertheless to
Louli^ belongs the merit of the idea wliich
more than a century later was carried into

close of

of his

which

'

;

practice

by Maelzel.

g. c.

LOURE.

This word, whether derived from
the Latin lura, a bag or purse, or the Danish
luiir, a sliepherd's fiute, or merely an alteration
of the Old French word outre with the article
prefixed, I'outre.
signified originally a kind of
bagpipe, common in many parts of France, but
especially in Normandy.
The peasants of Lower
Normandy still call the stomach la loure,
just as those of Normandy and Poitou call an
'outre' or leathern wine -bottle,
une vJize.'
Again, the Old French words 'chevre,' 'chevrie,'
clievrette,' were derived from cabreta in doglatin, and
gogue meant an inflated bag or
These circumstances seem to point
bladder.
to the conclusion that the names of all these
'chevre,'
'chevrette,'
instruments,
'gogue,'
etc., refer to the
'loure,'
veze,' 'saccomuse,
wind-bag, ordinarily made of goat -skin
an
argument strengthened by the English 'bagpipe'
Balgpfeife,
Sackpfeife,
and the German
Dudelsack, etc.
From its primary signification a kind of
bagpipe inflated from the mouth
the word
loure came to mean an old dance, in slower
rhythm than the gigue, generally in 6-4 time.
As this was danced to the nasal tones of the
loure,' the term loure was gradually applied
to any passage meant to be played in the style
Thus lourer is to
of the old bagpipe airs.
play legato with a slight emphasis on the first
The loure style is chiefly
note of each group.
met with in pastoral, rustic, and mountaineer
music.
[A loure occurs as the sixth movement of the fifth of the French Suites of
Bach, in G.]
As an example we give the first strain of a
Loure from Schubert's 'Die Tanzmusik.' G. c.

—

'

'

'

'

'

'

'

;

'

'

'

'

'

'

—
—

'

'

'

'

'

'

'

'

'

'

The

was by Isaac Bickerstaffe, and the
was compiled from an earlier ballad opera,
'The Village Ojiera of 1729, Wycherley's
'Gentleman Dancing Master,' 1673, and other
plays.
The piece is prettily rustic, and from
its first appearance down to nearly the middle
of the 19th century, always attracted an
libretto

plot

'

audience.

The character

iis:^ig^^^^is
miSI^Ppi

=tz

LOVE IN A VILLAGE.

ESE
The

^
-1-

earliest

and

the most famous work of the second period of
English ballad opera.
The first stage of English
opera, where the music was dependent upon
popular airs, began with The Beggar's Opera
in 17*27-28, and ended about 1738.
In 1762,
the revival of this type was due to the production at Covent Garden of Love in a Village.
'

'

'

Young Meadows

'

;

'

'

Covent Garden operas, The Maid of the Mill,'
1765 'ThePadlock,'1768; 'Lioneland Clarissa,'
1768, which followed, obtained the highest
'

;

favour.

F. K.

LOVE'S TRIUMPH.

An

opera in three
acts
words by J. R. Planche, after Le Portrait vivant,' music by W. Vincent Wallace.
Produced at the Royal English Opera, Covent
Garden (Pyne and Harrison), Nov. 3, 1862.
e.
In addition to the above-named modern opera
the title has been used for other earlier musical
productions
the first on record being
Love's
Triumph thro' Callipos,' printed in 1640. This
was a masque ^vritten by Ben Jonson, and acted
in the Court of Charles I. in 1630.
The name
of the composer of the music has not survived
the decorations for its staging were by Inigo
Jones.
Another work, Love's Triumph or the
Royal Union,' was a tragedy acted in 1678.
Probably the best-known opera under the title
'Love's Triumph,' is a pre-Handelian one produced at the Haymarket theatre in 1708, and
printed in folio by Walsh and Hare about that
year.
Richard Leveridge, and Mrs. Tofts were
the principal English vocalists, while the other
parts were taken by Italian singers.
The words
were adapted from the Italian of Cardinal
Ottoboni, by Peter Anthony Motteux, and
the music was by C. F. Cesarini ' and F. Gas'

;

'

;

;

'

parini.

Andante.

of

has formed the first public essay of more than
one famous singer.
Miss Brent, John Beard,
and Mattocks were among the original performers.
The music of Love in a Village
was compiled from rather more scholarly sources
than was that of the earlier ballad operas it
was in all probability arranged and selected by
Dr. Arne.
Love in a Village and his prior
opera 'Thomas and Sally,' 1760 (the music of
this wholly by Arne), made Bickerstatte the
most popular of librettists, and his succeeding

F. K.

LOVER, Samuel, was

born in Dublin, Feb.

24, 1797, the eldest son of a stockbroker, and
displayed talent in many directions at an early
age.
After an unsuccessful attempt to follow
his father's business he devoted himself to
miniature-painting, and was elected a member
of the Royal Hibernian Academy in 1828,
becoming its secretary two years afterwards.
Ten years before this, he had sung a song of
his own composition at the banquet given to
Moore in Dublin. He also achieved success as
a writer of prose and verse, before the publica'

name as Cesarini. but both Hawkins and Bnmey
as Carlo Cesaliul Giovanni, sumamed Del Violone.

Pijtis gives tlie

epeak of

him

LOWE

LUCAS

tion of his Legends and Stories of Ireland in
1831.
In that year his opera, Grame Uaile,
or The Island Queen,' was given in Dublin.
'

In 1832 he gained much fame by tlie exhibition of a miniature he had painted of Paganini.
In 1835 he settled as a miniaturepainter in London, and attained a good deal of

and artistic success.
He was associated
with Dickens iu the foundation of Bentleij's
Miscellany.
His first novel Rory O'More (the
title taken from his own song of the same
name, dated 1826) came out in 1837, and he
dramatised it, in the same year, for the Adelphi
Theatre, where it ran for more than a hundred
Other dramatic pieces were
nights.
The
White Horse of the Peppards,' 1838; 'The
'The Olympic Premier,'
Happy Man,' 1839
and 'The Beau Ideal,' 'The Greek Boy,' 1840

social

:

'

;

;

'

II

Paddy Whack

opera,

in Italia

'

1841).
More,' 1861.

His last pilay was 'M'Oarthy
Meanwhile, he was writing novels, etc., and
Handy Andy,'
the best-known of his works,
In 1844 the regular practice
came out in 1842.
of his art had to be abandoned, owing to failing
«yesight, and on March 13, 1844, he started a
musical entertainment, called Irish Evenings,'
The success of
in the Princess Concert Rooms.
his experiment was so great that he repeated
the entertainment in the chief towns of England,
Scotland, and Ireland, going to America in
1846.
In 1848 he returned to London, and
appeared in a new entertainment called Paddy's
Portfolio.'
He wrote two libretti for Balfe,
married for the second time in 1852, and
brought out some books of poems which were
not successful.
From 1864 he wrote no more, and in the
latter years of his life went back to live in
Dublin.
He died at St. Heliers, Jersey, July
He was buried at Kensal Green.
6, 1868.
Among his most popular songs were The
Angel's Whisper,' 'Molly Bawn,' and 'The
Low- Backed Car.' Some of these were adapted
'

'

'

'

to

old

Irish

Information

{Did.

tunes.

from

Esq.)

LOWE, Edward,

W.

Litany, etc., for ordinary days, and, under
the title of Extraordinary Responses upon Fcstivails, a version of Tallis's Responses and Litany,
and also Veni Creator,' liarmonised for four
voices.
In 1662, on the resignation of Dr.
Wilson, he was appointed Professor of Music at
Oxford, having been deputy lor some time be'

In 1664 he published A Review of his
Direction, adapted to the then newly
revised Litm'gy, and including also several chants
and John Parsons' Burial Service. This edition
was reprinted by Dr. Rimbault in 1843, and by
Low
Dr. Jebb in his Choral Responses in 1857.
composed several anthems, some of which are
in the Tudway collection and at Ely Cathedral.
He died at Oxford, July 11, 1682, and was
buried in the Divinity Chapel on the north side
of the cathedral.
w. H. H.
fore.

Short

LOWE, Thomas,

(a burlesque Italian

English Opera House, Lyceum,

H.

of Nat. Biog.
Grattan Flood,
M.

was born about 1610 at

and was a chorister in the cathedral
John Holmes, the organist. About
1630 he succeeded Dr. William Stonard as
organist of Christ Church Cathedral, Oxford.
[He married Alice, daughter of Sir John Peyton
Salisbury,

there under

of Doddington, in the diocese of Ely, who died
Wood's Life, i. 1.51.]
March 17, 1648-49.
In 1660 he was appointed one of the organists
In 1661 he published at
of the Chapel Royal.
Oxford A Short Direction for the -perfornumee of
Cathedrall Service, 'pxiblished for the information

of such as are ignorant of it and shall he called
upon to officiate in Cathedral or Collegiate
Churches where it hath formerly been in use,
containing the notation of the Preces, Responses,
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made

favourite

tenor

singer,

any stage at Drury
Sir John Loverule in

his first appearance on

Lane, Sept. 11, 1740, as
'The Devil to pay' on Oct. 17 he performed
Maoheath, and on Dee. 20 had the distinction
of being the original singer of Arne's beautiful
songs,
Under the greenwood tree and Blow,
blow, thou winter wind' in 'As You Like It.'
[In 1743 he appeared in Dublin in 'The
Provoked Wife, 'singing O'Carolan's song, 'Bumw. h. g. f.]
He was
pers, Squire Jones.'
the original singer of the following parts in
Priest of Dagon and
Handel's oratorios
First Elder
Israelitish Man in Samson,' 1742
in 'Susanna,' 1743; Joshua, 1746; Zadok in
and Sejrtimus in Theodora,'
Solomon,' 1749
In 1745 and several subsequent years
1750.
he sang at Yauxhall Gardens, and in 1763
;

'

'

:

'

—

'

;

'

'

;

became

lessee

and

manager

of

Marylebone

Gardens, and continued so until 1768, when an
unsuccessful season compelled him in Feb. 1769
to assign his interest in tlie place to trustees
His powers
for the benefit of his creditors.

beginning to fail, he was compelled to accept
engagements at Finch's Grotto Garden, SouthIn 1772 he was
wark, and similar places.
He died March 1,
engaged at Sadler's Wells.
Lowe is said to have possessed a finer
1783.
voice than Beard, but to have been inferior as
[See Diet, of Nat.
musician and singer.
w. H. H.
£iog.~\
LUCAS, Charles, born at Salisbury, July
28, 1808, was a chorister in the cathedral under
Arthur Thomas Corfe from 1815 to 1823, when
he became a pupil of the Royal Academy of
Music, and studied thevioloncellounder Lindley,
and harmony and composition under Lord and
He remained there for seven years.
Dr. Crotch.
Inl830he became a member of Queen Adelaide's
private band, and composer and arranger of
music for it, and soon after^vards music preceptor
to Prince George (afterwards Duke) of Cambridge
and the Princess of Saxe- Weimar. In 1832 he
succeeded Cipriani Potter as conductor at the
Royal Academy of Music. He also became a

LUCAS
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member

of the opera

violoncellist.

LUCCA

and other orchestras

as a

In 1839 he was appointed organist

of Hanover Chapiel, Regent Street.
He was for
some time conductor of the Choral Harmonists'
Society, and in 1840-43 he occasionally con-

ducted at the Antient Concerts.
On the retireof Lindley he succeeded hini as principal

ment

violoncello at the opera, the provincial festivals,

From 1856 to June 30, 1865, lie was a
etc.
member of the music- publishing hrni of Addison,
Hollier, & Lucas.
In 1859 he was appointed

Matin(^e Theatre, London, in 1897.
He also
wrote four oratorios and cantatas, one of which,
'The P>irth of Christ,' was performed in the
Chicago Auditorium, Feb. 17, 1902, by the
Apollo Club, and received with much favour.
This work contains considerable evidence of
Carol,
contrapuntal skill, notably a chorus,
Christians,' cleverly devised in the form of a
'

passacaglia.

successor to Potter as Principal of the Royal

Among a dozen more or less important compositions for orchestra are a symphony, two
symphonic pioems, and several overtures, three

Academy

of

July

Like It,' and 'Macbeth' have been heard at
Queen's Hall under Mr. Henry J. Wood.
The
last-named work was originally performed under
the late Theodore Thomas at Chicago in Feb.
1901, and it elicited praise on both sides of the
Atlantic.
One of Mr. Lucas's good qualities is

of Jfusic, which ottice he held until
1866, when ill-health compelled him
to relinquish it.
His compositions include
'The Regicide,' opera, three symphonies, string
quartets, anthems,
songs, etc.
He edited
Esther
for the Handel Society.
He died
March 30, 1869. His son, St.4NI.ey Lucas,
born 1834, was Secretary to Leslie's Choir from
its formation to Oct. 1855
Secretary to the
Royal Society of Musicians from 1861, and to
the Philharmonic Society from 1866, and as a
publisher did good work in London for many
years.
[He died at Hampstead, July 24,
1903.]
w. H. H.
LUCAS, Clarexoe, composer and conductor,
'

'

;

of

mixed Dutch and

Oct.

Irish extraction,

19, 1866, near Niagara, Canada.

was born

He

re-

ceived his early musical education in Montreal,
where he played trombone in a military band,

and

(for a season) second violin in the local
Philharmonic Society, besides acting as organist
at different churches.
At the age of twenty he
went to Paris, and studied under Georges Marty
before entering the harmony class of Theodore
Dubois at the Conservatoire.
In 1889, after
visiting Rome and Florence, he returned to
Canada and became professor of harmony and

counterpoint at the College of Music, Toronto,

and conductor of the Philharmonic Society at
Hamilton, Ontario.
Two years later he was
appointed professor of musical theory and history in the Utica (N.Y.

conductor

of

the

Conservatory of Music,
Utica Choral Union, and
)

organist of two churches.

In 1893 Mr. Lucas took up his residence in
London, acting as critic and correspondent for
several papers, and also for a time as proofreader and manuscript reviser to Messrs. Chappell & Co,
He was appointed conductor of the
Westminster Orchestral Society in December
1902, but resigned that post in the summer of
1904, when he went on a prolonged tour with
a musical play entitled 'Peggy Machree,' for
which he provided an entirely new score in
July 1905. All this time Mr. Lucas was doing
prolific work as a composer, and proving his
versatility by contributions to well-nigh every
branch of his art.
Between 1880 and 1897 he
wrote, inter alia, seven operas, one of wdiich, a

comic opera called 'The Monej' Spider,' was
produced (with little success, however) at the

which

—

viz.

overtures to 'Othello,'

'

—

As You

and vigorous employment of the fugal
and this may be aptly cited in connection
W'ith his prelude and fugue in F minor, op. 38,
for pianoforte, which has won admiration from
good judges like MM. Saint -Saens and Lea skilful
style,

He

has written nearly forty jjieces
many for the organ and
for strings
the former including a popular
Meditation in A Hat, and the latter a very
difficult but effective Ballade in A for violin. A
list of si.xty-four songs comprises many varieties
of styles, perhaps the best being a cycle of five
(op. 45)
'The rainy day (Longfellow), 'The
fountains mingle (Shelley), 'Take hands, touch
lips (Swinburne),
Wlien stars are in the c^uiet
skies' (Lytton), and 'Eldorado' (Poe)
first
introduced to the public by Mr. David Bispham
in 1903.
As a hobby for recreation, Mr. Lucas
has made a number of excellent violins.
H. k.
LUCCA. In 1640 an Academy, that of the
schetizky.

for piano, in addition to
;

'

'

—

'

'

'

'

—

Accesi,' w^as founded at Lucca entirely for
dramatic musical representation.
o. M. p.
LUCCA, Pauline, one of the most brilliant
'

operatic artists of a brilliant epoch,

is a native
of Vienna, where she was born of Italian parents,

April 26, 1841.
Her high musical gifts showed
themselves early, when, a mere child, she sang
in the choir of the Karlskirche, in 1866.
One
Sunday the principal singer was missing, and
the young chorister, put forward to supply her
place in the solo of a mass of Mozart's, revealed
a beauty of voice and charm of style that startled

She studied under Uschmann and
Lewy, and, her parents being in straitened
circumstances, entered the chorus of the Opera
at Vienna, which she quitted in 1859 to come
all present.

out at Olmiitz.
Just before leaving, it fell to
her to lead the Bridesmaids' Chorus in the
Freischiitz,' her performance creating a sensation that made Vienna eager to retain her ;
but it was too late.
On Sept. 4, 1859, she
made her di^'but at Olmiitz as Elvira in Ernani,'
and there became a favourite at once. In March
1860 she appeared at Prague as Valentine in
'

'

i

PAULIXE LUCCA

^

LUCCA

LUCIO SILLA

'The Huguenots,' and as Norma. The fame
young singer of rare gifts, including the
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St. Petersburg and Moscow, 1877
and
Madrid, 1878.
At Vienna she added Donna
Anna, Carmen, and Madeleine in Le Postilion,'
to her li.st of successful parts.
In 1869 she
married Baron von Rahden, but was separated
from him in 1S72.
While in America she
married Herr von Wallhofen, who died in 1899
in Vienna. She lives in Vienna, and is honorary
member of the Court Opera.
B. T.
LUCCHESINA, M.aria Antonia MakchesiNi, DETTA LA, an Italian mezzo-soprano, who
sang in London, 1737-39.
In the former year
she pjlayed Rosiuionda in Handel's 'Faramondo'

of a

rarest of all, original genius, reached
in Berlin, then vainly seeking an

Meyerbeer
artist

to

whom

he could entrust tlie unconventional rOle
of Helika in liis yet unpublished 'Afrieaine.'
At his instigation lllle. Lucca was engaged for
Berlin, where she first ajipeared in April 1861,
and soon roused an enthusiasm rarely ecjualled
by any former singer. She studied the role of
Selika and others under Meyerbeer's personal
supervision.
At Berlin she was engaged as
Court singer for life
and on July 18, 1863,
made her first appearance in England, at Covent
Garden, in the part of Valentine, creating an
extraordinary impression, which was further
enhanced by her performance of Marglierita,
;

'Faust,' during her second fleeting visit to
our shores the following year.
Ou July 22,
1865, the 'Afrieaine' was produced at Covent
Garden, and Mile. Lucca's impersonation of
Selika must be ranked among the very highest
achievements in the lyrical drama.
She reapipeared in London every season (excepting
1869) up to 1872
and in 1882-84 she sang
again at Covent Garden, in the parts of Selika,
Cherubino, Carmen, etc., being announced to
appear in Colomba, but that opera was not
produced in Italian.
She sang throughout

;

'

'

Germany with triumphant
Petersljurg,

where

at St.

was received with the

slie

wildest enthusiasm.

and

success,

Her

voice, a full soprano,

with a compass of 2i- octaves extending easily
to C in alt, and sympathetic throughout, seemed
cajiable of taking every grade of expression
;

and

to her rare lyrical

— a genius

endowments she united

;

'

in tile following year, besides other parts, that
of Arsamene, a male character, in Serse
and
'

'

;

she sang the music of David in
first production, Jan. 16, 1739.

LUCIA, Feknando

in

;
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tenor,

was born

'

Said

j.

Having

gained his reputation at Lislion and elsewhere
he came to London in 1887, being engaged by
the late Sir Augustus Harris for that manager's
experimental season of opera at Drury Lane.
At first, however, de Lucia made no impression
on London audiences. He was altogether over-

shadowed at Drury Lane by the

brilliant success

of Jean de Reszke, and, moreover, the parts in

which he appeared
in

'

Don

Giovanni,'

— one them Don Ottavio
— were scarcely suited his
of

to

and style.
His real oppiortunity in
London came in 1893, when, again under Sir
Augustus Harris's management, he apipieared as
Canio in the first production in England of
Leoncavallo's
Pagliacci.'
The passion and
intense expression with which he sang the
lament at the end of the first act established
voice

'

He

In

his English reputation in one night.

mained associated with Covent Garden

still

rarer

for re2:»resentation.

;

knew

better the extent of a repertoire said to
include over fifty-six roles.
Auber was so
delighted with her singing of his music that
he presented her with the pen with which Fra
Diavolo' was written, in token of his admiration.
Meyerbeer pronoimced her a very David Garrick,
and no wonder.
To each impersonation she
imparted a specific individuality, presenting
'

as directly opposed as Cherubino
and Selika, Halevy's Juive and Nicolai's Merry
Wife of Windsor, Wagner's Elsa, and Angela
in the 'Domino Noir,' with the same truth,
whilst to
natural ease, and vivid originality
colourless roles, such as Agata in the Freischutz,
In
she gave a distinct personality and charm.
1872 she severed her connection with Berlin,
and went to America, where she remained two
years, on an operatic tour through the States.
She returned to Europe in 1874, and sang at
all the chief cities of Germany, except Berlin.
At Vienna she remained one of the chief attrac-

characters

;

'

tions of each season.

Besides starring engage-

ments in Germany, she reajipeared

in Brussels,

its

M.

de, well-known Italian

at Naples about 1860.

London, besides the parts specified above, she
was heard mostly in Zerliua ('Fra Diavolo'),
Leonora ('Favorita'), and Cherubino but Berlin

one

on

'

time, singing in 'Faust,'

for

re-

some

CavalleriaRusticana,'
also in the first performance in England of Mascagni's L'Amico
Fritz.'
Ceasing to be a member of the Covent
Garden company, Signor de Lucia had not been
in London for some years when he reappeared
at the new Waldorf Theatre in May 1905,
singing in Pagliacci, L'Amico Fritz, and other
operas with undiminished power.
De Lucia's
full tones do not fall very pleasantly on English
ears, but he has a beautiful mezza- voce, as will
be admitted by every one who has heard him
sing Faust's song in the last act of 'Mefistofele.'
Boito's

'

Mefistofele,

'

and

'

'

'

'

'

'

He is an admirable actor, espiecially in parts, like
Canio, that demand vigour and passion, s. H. p.

LUCIA DI LAMMEEMOOR.

Opera in three

by Cammarano, nmsic by DoniProduced at Napiles in 1835 in Paris,
zetti.
in four acts (words by A. Royer and Waez), at the
Theatre de la Renaissance, Aug. 10, 1839, and
the Academie-royale, Feb. 20, 1846 in London,
at Her Majesty's, April 5, 1838
in English, at
acts

;

libretto

;

;

;

Princess's Theatre, Jan. 19, 1843.

LUCIO SILLA.
tliree acts

;

libretto

o.

A

Drarama per musica, in
by G. da Camera, music by
3 d

*

LUCREZIA BORGIA
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LUINIQ

—

Mozart. Produced at Milan, Dec. 26, 1772
the
which he wrote for Italy.
g.
LUCREZIA BORGIA. Opera in three acts
libretto adapted by Roinani from Victor Hugo's
last

;

drama, music by Donizetti.
Produced at La
Scala, Milan, spring, 1834 given at the Theatre
;

1840.
Victor Hugo
then stopped the performance, and the words
were re-written under the title of La Rinnegata.
In England it was produced (in two
acts) at Her Majesty's Theatre, June 6, 1839,
for the debut of Mario
in English, at the
Princess's Theatre, Dec. 30, 1843.
G.
LUDWIG, Joseph, violinist and composer,
was born in Bonn, April 6, 1844. He commenced the study of music at the age of eleven,
and was sent, four years later, to the Cologne
Conservatorium, where he studied for four and
a half years under Grtinwald (violin), and Ferd.
Hiller (composition). Later he went to Hanover
and was taken in hand by Joachim, with whom
he remained two years. Then came the inevitable military examinations, and an interregnum
during which music was put aside, after which
he accepted engagements to play solos in various
German towns. He came in 1870 to London,
where he received, shortly after his arrival, an
Paris,

Italion,

Oct.

27,

'

'

;

appointment at the London Academy of Music
in succession to Leopold Jansa.
Since then he
has identified himself with English musical life,
taken out naturalisation papers, and won a
respected position as a performer of chamber
music, both in public and private.
He has
given numerous quartet concerts in London and
provinces, his colleagues being usually G. Collins
(second violin), A. Gibson or A. Hobday (viola),
and W. E. Whitehouse (violoncello). In his
playing he recalls the manner of his master,

Joachim, whose serious artistic aims he shares.
He has written two symphonies, a pianoforte
quartet,

and

several smaller pieces for violin

and

He

plays upon a Joseph Guarnieri
del Gesu violin, lent to him for life by a pupil.
It is a sister instrument to that of Paganini, the
upper table being made from the same piece of
violoncello.

'

w. w.

wood.

LUDWIG,

Paul,

c.

son of the
above, was born in Bonn, August 11, 1872.
He took early to the violoncello, studying at
first under Hugo Daubert, and W. E. Whitehouse went in 1890 to the Royal College of
Music, where he took some further lessons from
E. Howell and subsequently studied with Piatti,
violoncellist,

;

through whose recommendation he came to
occupy the violoncello desk at the Popular
Concerts on many occasions, and always with
credit.

ripened,

Of late his style has considerably
and now, whether as soloist or chamber-

music player, he ranks high among the violonw. w. 0.
cellists resident in London.
LUBECK, JoHANN Heinrioh, conductor
and violinist, born Feb. 11, 1799, at Alphen
in Holland
held the post of capellmeister and
;

head of the Conservatoire at the Hague until
his death, Feb. 7, 1865. His eldest son, Ernst,
a very distinguished pianist, was born Aug. 24,
1829, and iirst appeared in public at twelve
years of age, when he played Beethoven's E|y
concerto. He made a tour to the United States,
Mexico, and Peru, which lasted from 1849 to
1854. On his return he was made Court pianist
at the Hague.
In 1855 he moved to Paris,
where he principally resided until driven from
the city by the disturbances of the Commune,
which gave a shock to his brain from which it
never recovered. He became at length hopelessly
He wrote
insane, and died Sept. 17, 1876.
Among his compositions are
only for piano.
the following
Berceuse in Ab, op. 13 Tarentelle
Polonaise, op. 14; 'Trilby the Sprite,
Reverie caracteristique.
The two former were
chosen by him for performance at the Philharmonic Concert, May 7, 1860, when he also
played Mendelssohn's Concerto in G minor. In
the same year he first appeared at the Musical
Union.
His playing was distinguished for
brilliancy and technical dexterity. Berlioz says
of him
Son talent est tout a fait extraordinaire, non seulement par un mecanisme prodigieux, mais par un style musical excellent et
irreprochable.
C'est la verve unie h. la raison,
la force unie b, la souplesse
c'est brillant,
penetrant, et ^lastique commeune lame d'epee.'
His brother, Louis, born 1838 at the Hague,
was for some years teacher of the violoncello
at the Leipzig Conservatorium, until about
1872, when he moved to Frankfort. He was a
member of the Court orchestra at Berlin from
M.
1880, and died at Berlin, March 8, 1904.
LUIGINI, Alexandre Clement LfeoN
Joseph, famous French conductor, was born at
Lyons, March 9, 1850 was a violin pupil of the
Paris Conservatoire, gaining a third accessit in
1867, a first accessit in 1868, and a second prize
in 1869.
In the latter year he was appointed
leader of the orchestra in the Grand Thi^atre of
Lyons, becoming conductor there in 1877.
He
held this post till 1897, when he became conductor at the Opera Comique in Paris, at first
with Danb6, and afterwards (May 4, 1904) as
principal conductor, a post he still holds with
:

—

;

;

'

'

:

;

;

distinction.

While at Lyons he was professor

in the Conservatoire there, and

founded the
Concerts Bellecour, and the Concerts du Conservatoire.'
He wrote numerous ballets, and
has also composed symphonic music
Ballet
'

'

'

:

egyptien,'
'

Carnaval

'Ballet russe,'
turc,

chamber music,

'

'

—

'

Marche de I'Emir,'

'

Marche

Solennelle,

'

etc.

;

Gloria Victis,' performed at Lyons, 1887, and lastly, 'Faublas,'
an opera-comique in three acts given at the
Theatre Cluny, Paris, Oct. 25, 1881, etc.
G. F.
LUINIG, or LUINEAG, a choral song used
to accompany labour, sung (or formerly sung)
principally by women in the remote Highlands
and Islands of Scotland. Patrick
'Donald,
a cantata,

'

M

LUISA MILLER

LULLY

1783, says that they "were of a plaintive
character, and were then most common on the
north-west coast of Scotland and in the Hebrides.
He mentions that Luinigs were sung liy the
women not only at tlieir diversions but also
during almost every kind of work where more
than one person is employed, as milking cows,
fulling cloth, grinding of gi'ain,' etc.
When
the same airs were sung as a relaxation the
time was marked by the motions of a napkin
held by all the performers.
One person led,
but at a certain passage he stopped, and the
rest took up and comjileted the air.
As they
were sung to practically e.xtemporary words
by the leader with a general chorus, they resembled the sailors' Chanty of modern times.
A Luineag is given in Alhyn's Anthology,
1318, vol. ii.
F. K.
'

'

'

'

'

LUISA MILLER.
libretto (from

Schiller's

by Camarrano, music by

Opera
'

in

four

acts

Oabale und Liebe

A^erdi.

;

')

Produced at

Kaples, Dec. 8, 1849.
C4iven in French at the
Grand Opera, Paris, as 'Louise Miller,' Feb. 2,
1853 in English, at Sadler's Wells, June 3,
;

and

in Italian, at

both as

'

Lnisa Miller.'

LULLY,
correct

Her Majesty's, June

8,

1858
G.

LULLI, Jean Baptiste. [The
orthography of this name may be settled
or

extant authentic documents
It is probable
signed by him end with the y.
that he dropped the Italian i and substituted
the y, when he became a naturalised Frenchman.
Lully, who was greatly in favour with Louis
XIV. whose band of 'Petits-Violons' he led,
was a graceful composer of the minuets and
dances then in vogue, and was the first composer
He was born at or
of legitimate French Opera.
near Florence in 1633, though the precise date
the certificate of his birth not
is unknown,
having been discovered, and the whole history
of his earliest childhood is veiled in obscurity.
In spite of the statement in his Lettres de
NaturaUsation granted to him by Louis XIT., in
December 1661, wherein he is declared to be the

by the

fact that all

—

son of Lorenzo de' Lulli a 'Florentine Gentleman,' and Caterina del Serta, it is most probable
that Lully's origin was humble, and that France
only learned that about this brilliant genius
An old shoewliich he himself chose to reveal.
maker monk gave the gifted but mischievous
child some elementary instruction, and taught
him the guitar and the rudiments of music.

Lully was in the midst of these studies, when
the Chevalier de Guise, returning from Malta,
chanced to come across him, and, to please his
niece Mile, de Montpensier (who wanted a 'joli
petit Italien to teach her his language) brought
this child, then about ten or twelve years of age,
It is doubtful whether
•with him to France.
'La Grande Mademoiselle' thought l.v,\\y joli,
for we are told he entered her service as a scul'

lion in the kitchen, and employed his leisure in
learning the songs of the day, and playing them

upon

his second-rate violin.
The Comte de
Noccnt, chancing to hear him one day, was so
struck with his talent that he mentioned it to
Mile, de Montpensier, with the result that he
was promoted from the kitchen to the princess's
band, where he soon out-distanced the other
violinists.
Thus, when quite young, fortune
smiled upon the little Lully, and lurther favours
were probalily in store for him at the Palais
d'Orleans, when his mischievous habit of writing

sarcastic verses

and setting them

music, brought
with the princess.
istic

him

all

to characterat once into disgrace

Mademoiselle having dis-

had composed the air of a
satirical song, full of gaiety and 'go,' at her
expense, promptly dismissed him from her
service.
However, that which seemed a loss
was really a gain to Lully, for the young King
Louis
then a youth of fifteen or so had previously taken a fancy to Baptiste, and astutely
covered

that

he

—

—

perceiving his sujierior gifts made him a member
of his band of "Twenty-four violins {Les vingtquatre Fiolims du Hot).
Here his wonderful
'

'

powers on the violin, an instrument which he
played with a perfection none had heretofore
'

attained

'

(Charles Pcrrault, Hommes lllustrcs)
XIV. that His Majesty was

so impressed Louis

pleased to establish a band entirely for his favourHe named these players Lcs Petits-

ite to train.

Violons,

and under Lully's instruction they soon

Twenty-four violins both
His new post enabled
him to perfect himself as a solo player, and gave
him valuable practice as a conductor and corasurpassed the famous
in

power and

'

'

celebrity.

for the orchestra.
With his band of
Petits-Violons as a means, he completely revolutionised the dull methods of composition
Instead of treating his
formerly employed.
jioser

subjects as airs with an

accompaniment

(as

was

generally the custom) he studied the capacity
of each instrument, and arranged his harmony

and counterpoint
one was allotted a

in such a
'

part

'

manner that each

of individual interest,

thus greatly adding to the novelty and balance
Baptiste, as he was
of the whole composition.

then

had common sense as well as amand soon perceived that without deeper

called,

bition,

study he could not make

use of his talents.
education he took
lessons on the harpsichord, and in composition,
of ^Nicholas Mertu, a professor of singing
Franijois Roberdet, who combined the functions
of valet de chambrc to the queen-mother, with
those of organist at I'Eglise des Petits-Peres,
and of Gigault, the greatest man of the three,
who filled the post of organist at several
churches, and was also a composer of talent.
Lully's brilliant intellect and natural gifts were
not slow in profiting by the superior knowledge
of these masters, and in the meantime he lost
no opportunity of ingratiating himself with men
of rank.
A born courtier, full of the resource
and aplomb necessary to face an intriguing

To remedy

his

full

defective

LULLY

LULLY

court, he knew, above all, how to please and
amuse the king, and how to profit by this

he personally took part with considerable success
as dancer and comic actor, confirmed him still
further in the favour of Louis XIV.
But neither
the lucrative posts granted him by the king
nor his constantlj' increasing reputation were
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precious favour at the commencement of a
In the
reign full of youth, passion, and art.
midst of his dissipated life he coutinued

tenaciously composing, and found time to write
innumerable songs (amongst them Au Clair de
la Luue '), dances, violin solos, and even church
music, and gained such a reputation tliat no
court fete was complete without Baptiste's music.
He was soon chosen to compose the music for
the court ballets, in which Louis XIV. himself
danced side by side with LuUy and after the
success of Alcidiane (1658, words by Benserade) was commissioned to write the divertissements for Serse,' an Italian opera by Cavalli,
performed at the Louvre (N'ov. 22, 1660) in
honour of the king's recent marriage with ilarie
Therese of Austria (June 9 previous), and a year
'

;

'

'

'

and a half

later the ballets for Ereole Amante,
opera by Cavalli, performed at the
opening of the magnificent' Salle de Spectacles
at the Tuileries (Feb. 7, 1662).
The Royal
favour was not slow in manifesting its pleasure
in these performances in a palpable form.
On
May 16, 1661, Lully received the 'Brevet de la
charge de Composition de la ]\Iusi([ue de la
Chambre du Roi, on July 3, 1 662, a new brevet
La charge de Maitre de Musique de la Famille
royale.
These two united were fixed at a value
of 30, 000 livres, and the benefice of them was extended after LuUy's death to his daughter for
her life.
In 1664 LuUy married the daughter
of Michel Lambert,
maitre de musique de la
cour
a man greatly esteemed for his talents,
his singing, and his amiable character
who
brought with her a dot of 20,000 livres.
In
the same year he became very friendly with
Moliere, and collaborated with him in the composition of numberless ballets until 1671.
It
was by studying the works of the Venetian
composer Cavalli, and observing his method,
that Lully laid tlie foundation of his own individual style.] In composing the divertissements
of
Le Mariage force,
Poureeaugnao,
La
Princesse d' Elide,' and
Le Bourgeois Gentilhomme he made good use of the feeling for
rhytlim which he had imbibed from Cavalli, and
also endeavoured to make his music express the
'

anotlier

'

'

'

'

'

'

—

—

'

'

'

'

his insatiable ambition.
genius he possessed neither lionour
nor morals, and would resort to any base expedient to rid himself of a troublesome rival.
His
envy had been roused by the privilege conceded
to the Abbe Perrin (June 28, 1669) of creating
an Acadi'-mie de Musique, and was still further
excited by the success of Gambert's operas, Pomone and Les Peines etles Plaisirs de I'Amour'
With the astuteness of a courtier Lully
(1671).
took advantage of the squabbles of the numerous
associes diredeurs of the opera, and with the aid
of Mme. de Montespan procured the transference
of Perrin's patent to himself (March 1672).
Once master of a theatre, the man whom honest
Boileau branded as a cceur has, a coquin tenebreux,
and a bouffoii odieux proved his right to a place
in the first rank among artists, though as a man
he could claim neither sympathy nor respect.
In the poet QuenaiUt he was fortunate enough
to discover a collaborateur of extiaordinary
merit, and a docile, modest character, admirably
adapted to agree with that of the excitable,
domineering court musician.
In conjunction
with him, Lully composed the first legitimate
French opera, ' Les Fetes de I'Amour et de
Bacchus,' which was produced with great eclat
at the new theatre on Nov. 16, 1672.
[The
pjartnership so auspiciously inaugurated continued for a space of fourteen years, within which
time Lully composed no less than twenty operas,
paying Quenault a retaining fee of 4000 livres to

With

'

and variety of Moliere's situations and
The exquisitely comic scene of the
polygamy in
M. de Pourceaugnae (which
characters.

'

supply him

,

.

is

a

list

PersiJe.

Irasticcio). 8 acta.

Phaeton.

3fi72.

Cadmua

et ncrjnioue. 5 acta.
April 1673.
Alceate.
B acta.
Jan. 19,

.

Thiia^e.
1675.

Le

5

Jan.

acts.

.

Bellerophon.

.

Tertiaaeineut.

Le Temple de

,

Proaerpine.

5 acts.

Feb.

Le

6,

de

April

Polyxdne

I'Ainour,

acta.

5

ads.
Sept.

1686,

act of Colaase's

1

Triomphe

Ballet.

Di-

1685.

Paix. Ballet.

Feb. 1."^, 1686,
Acis ctOalatce. 3

3,

1680,
,

la

Sept. 12. 1685.
Arijiidc et Renaud.

ai, 1679.
.

6,

1685,

Jan.

acta.

Jan.

acta.

ment. 1685.
L'Eglogue de Versailles.

.

1678.

5

5

Idylleaur laPaix. Divertiaae-

.

.

.

:

17,

1683.

11,

Oct. 17, 1675.
Atys. 5 acta. J.an 10, 1676,
lais.
5 .acta.
Jan. 5, 1677.
Psyche. 5 acts.
April 19,
(p.a3ticcio|.

April

acts.

Anjadis de Oaule,
5 acta,
Jan, 18, 1684.
Poland,
5 acts,
Jan, 18,

Masquerade

Carnaval.

5

1682.

11374.
.

libretto.]

of the works produced

Lea F6tea de I'Amour et de

Bacchus
Nov. 15.
.

an operatic

annuallj'' "with

The following

'

life

all his

'

'

'

to appease

sufficient

'

'

AchiUe et
by Lully.

(1687) is

19, 16S1.

'

'

Lully himself impersonated to such perfection
he often employed it as a means to gain the
king's pardon when His Majesty was displeased)
is, in itself, sufficient evidence of the point to
which he had attained, and of the glorious
future which awaited him.
From 1658 to 1671 the year in which
Moliere produced his tragedy Psyche
Lully
composed no less than thirty ballets, all unpublished. ^
These slight compo.sitions, in which
tliat

—

'

'

—

The
prising,

variety of subjects in this
but Lully was perfectly at

Philidor's pre;:iuua

MS. collection

in the library of the Paria

Con-

sur-

home with

all, passing easily from lively and humorous
divertissements to scenes of heroism and pathos,

from picturesque and dramatic music to downright comedy, and treating all styles with equal
power.

He

revolutionised the
ballets de la
slow and stately airs by
'

cour,' replacing the

lively allegros, as rapid as the pirouettes of the
servatoire de Musique contains the music of several of these divertissements. Some, notably that of Le Bourgeois Gcntilhomme,'
have been revived on the Parisian stage.
'

^

list is

LULLY

LULLY

danseuses whom he introduced on the stage, to
the great delight of the spectators.
For the
'

recitativo secco

accompanied

'

of the Italians

lie

substituted

and in this very imFrench opera scrujiulously
conformed to the rules of prosody, and left
models of correct and striking declamation.
On the other hand, he made no attempt to vary
the form of his airs, but slavishly out them all
aftei' the fashion set by Cavalli in his operas,
and by Rossi and Carissimi in their cantatas.
But although the 'chanson a couplets,' the
air-complainte (or arioso as we call it), and
the air declame
afterwards brought to such
perfection by Gluck
unduly predominate in
his works, that monotony of form is redeemed
by a neatness of execution and a sweetness of
expression worthy of all praise.
He thoroughly
understood the stage witness the skill with
which he introduces his choruses had a true
port;iut

recitative,

of

part

'

'

'

'

'

'

—

—

—

;

and a strong feeling for the
picturesque.
The facts that his works are not
forgotten, but are still republished, in spite of
the progress of the lyric drama during the last
sense of proportion,

200

is sufficient proof of his genius.
that he has serious faults.
His
instrumentation, though often laboured, is poor,
and his harmony not always correct a great
sameness of treatment disfigures his operas, and
the same rhythm and the same counterpoint
serve to illustrate the rage of Roland and the
Such faults are
rocking of Charon's boat.
obvious to us but they were easily passed over
It is a
at such a period of musical revolution.
good maxim that in criticising works of art of
a bygone age we should put them back in their
and according to this rule we
original frames
have no right to demand from the composer of
'Thesee,' Atys, 'Isis,' 'Phaeton,' and 'Arniide'
outbursts of passion or agitation which would
have disturbed the solemn majesty of his royal
master, and have outraged both stage propriety

j'cars,

K^ot

but

:

;

;

'

'

and the

strict rules of court etiquette.

The

chief

Surintendant

de la
Musique undoubtedly was to please his master,
who detested brilliant passages and lively
and making due allowance for these
melodies
circumstances we affirm that Lully's operas
of

business

tlie

king's

;

exhibit the grace and charm of Italian melody
and a constant adherence to that good taste
which is the ruling spirit of French declamation.
Such qualities as these will always be appreciated
by impjartial critics.
Lully was also successful in sacred music.

Ballard i)ublished his motets for double choir
in 1684, and a certain number of his sacred
pieces, copied by Philidor, exist in the libraries
See tlie
of Versailles and of the Conservatoire.
QueUen-Lexikcm. Mrae. de Sevignc's admiration
of his

'

Miserere

'

and

'

Libera

'

(Letter,

May

6,

Equally well known
While conducting
is the manner of his death.
a Te Deum (.Ian. 8, 1687) in honour of the

1672)

is

familiar to

all.
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recovery from a severe illness, he
accidentally struck liis foot with the baton
an
abscess followed
the quack in wl)Ose hands he
placed himself proved incompetent, and he died

king's

;

;

own house in the Rue de la Ville-l'Eveque
on Saturday, Jlarcli 22.
[During the whole of his fifteen years'
directorship of the Ojiera, Lully guarded his
privileges with tlie uttermost care and jealousy.
The National Arcliives elironicle the numerous
commands issued in favour of Lully b}^ Louis
XIV. August 12, 1672, Order forbidding any
theatre other than Lully's to employ more
than six violins or tweh'e musicians in all
Forbidding Lully's actors and dancers to play
at any other theatres but his own, unless exin his

:

given leave by Lully.
April 1673,
Forbidding any of the other theatres to employ
more than two voices and six violins in any
of their representations.
In 1684 a Royal
Command that no Opera should be jilayed in
the kingdom unless by the permission of the
Sieur Lully
for infringement of this rule a
penalty of 500 li^•res was demanded.
Jlounting still higher in the king's favour,
Lully was granted in 1681 his Lettres de
Naturalisation and his Lettres de Noblesse, and,
through sheer imjiudence, was made one of the
Secretaires dit Hoi, a privilege previously only
accorded to the nobJesse of the land.]
As both Surintendant de la ilusique and
secretary to Louis XIV., Lully was in high favour
at court, and being extremely avaricious, used
his opportunities to amass a large Ibrtune.
At
his death he left four houses, all in the best
pressly

'

'

'

'

;

quarters of Paris, besides securities and appointments valued at 342,000 livres (about £14,000).
His wife Madeleine, daughter of Lambert the
singer [or of Michel Cambert, according to the
Quelien- Le:ei/co-n'\, 'whom he married July 24,
1662, and by whom he had three sons and
three daughters, shared his econsmical tastes.
For once laying aside their parsimonious habits,
his family erected to his memory a splendid
monument surmounted by his bust, wliieh still
exists in the left-hand chapel of the church of
the Petits-Peres,' near the Place des Victoires.
Cotton ' was the sculptor, and the well-known
Latin epitaph was composed by Santeul
'

:

Perfida Triors, Inimica, audiix, tempraria et excors,
Crudelisque, e caeca probris te absolviiiius istjs,
Nnn de te querimur tua sint haec inunia magna.
Sed qiiando per te populi regisque vohiptas,
Ncii ante aiulitis rapnit qui cantibns orbem
Lui.i.lUR eripitur,

Lain

querimur modo surda
a

pamphlet

fuisti.

both
and the author of tliis article are indelited, was chiefly compiled by Le Prevost
d'Exmes from various articles written by Senece,
de Fresneuse, and Titon du Tillet.
'There are
many portraits of Lully, of wdiich the best-known
those engi-avcd by Edelinck, Thomas,
are
St. Aubin (from the bust by Colignon), and
miisieieii,

to wdiich

Ft'tis

1

Not Co3son,

iia

Fetie h^p called him.

LULLY

LUMLEY

Mignard's portrait of him is in
Desrochers.
the possession of Dr. W. H. Cummings, and the

a print of de la Charlerie's picture of Lully
in Mile, de Montpensier's kitchen.
Fetis,
Biographie, vol. v.]
with additions,
G. c.
in square brackets, by E. H. -A.
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full-length engraving by Bonnard, which forms
the frontispiece to the score of 'Psyche,' published by Fouroault, is now extremely scarce.
Our engraving is copied from Edelinck.

;

LUMBYE, Hans

Christian, Danish com-

poser of marches and dance-music, born
Like Strauss
2, 1810, in Copenhagen.

May

and
Lanner he had an orchestra, which, when not
travelling professionally, was engaged from
1848 at the Tivoli near Copenhagen.
His
many marches and dances (' KroUs Ballklange,'
Eine Sommernacht in Danemark, Der Traum
'

'

'

des Savoyarden, etc.), were long popular.
On
his retirement in 1865, he was created a Kriegsrath. He died March 20, 1874. HissonGEOHG,
'

the composer of an opera, 'Die Hexenfliite,'
(1869), now enjoys nearly as gi'eat a popularity
in Copenhagen as his father once did.
F. G.

son, Louis, born in Paris,
1664, died about 1715, composed
with his brother Jean Louis Zephire et Flore,'
five acts (1688), revived in 1715
by himself,
'Orphee' (1690), a failure; and with Marais,
'Alcide,
five acts, successfully produced in
1693, and revived as 'La Mort d'Hercule in
1705, as La Mort d'Alcide jn 1716, and again
under its original title in 1744.
He also composed with Colasse a four - act ballet,
Les
Saisons,' the memory of which has been preserved by one of J. B. Rousseau's satires.
The
second son, Jean Baptiste de Lully, born in
Paris, August 6, 1665, was appointed surintendant de la musique in 1695, and died June
1701 (Fetis).
He wrute a cantata, Le
9,
Triomphe de la Raison,' performed at Fontainebleau in 1696.
His brother, Jean Louis, third son of the
great composer, and a musician of considerable
promise, was born Sept. 23, 1667, and died
Dec. 28, 1688, aged twenty-one.
His father's
court appointments devolved on him, and on
his death his brother became 'Surintendant
and 'Compositeur de la Cbambre du roi, to
which posts he owed the slender reputation he
succeeded in acquiring.
[Blbliograjjhy.
F. le Prevost d'Exmes, Lully
musicien (Paris, 1779), (see above)
C. Marot,
J. B. Lully {hyoTii, 1826); A. Pougin, /. B.
Lully (Paris, 1883)
E. Radet, Lully Homme
Proprittaire et Musicien (Paris,
d'affaires^
M. de Montrond, Zcs Musiciens les plus
1891)
celMres (Lille, 1853, p. 41).
Article in The
People's Ma(ja::ine (houdon, Nov. 1, 1869), with

Lully's

August

eldest

4,

'

;

'

'

'

'

'

'

'

—

;

;

;

LUMLEY, Ben-jamin, born in 1811 (the
son of a Jewish merchant named Levy), was
bred to the law, and in Nov. 1832 admitted a
solicitor. Being concerned for Laporte he became
mixed up with the alfairs of the Opera, and
on Laporte's death in 1841 was induced to
become its manager. Pursuing a policy initiated
by his predecessor, he gave prominence to the
ballet to the neglect of the opera, and in a
few years had so alienated his performers that
at the end of the season of 1846 nearly the
whole of his principal singers, band, and chorus,
seceded and joined the newly formed establishment at Covent Garden.
The popularity of
Jenny Lind sustained him during the next three
seasons
and after her retirement from the stage
in 1849, the return of Sontag to public life
enabled him to maintain his position for a time,
but afterwards the fortune of the house waned,
until, at the end of the season of 1852, the
manager was compelled to close the theatre
until 1856, when the burning of Covent Garden
induced him again to try his fortune. [In 18501851 he was manager of the Paris Theatre des
;

Italiens.]
He struggled on for three seasons,
but at the end of 1858 was forced to submit.
Four benefit performances were given for him
in 1863.
He produced during Viis period of
management the following operas for the first
time in England Donizetti's Figlia del Reggimento,' 'Don Pasquale,' 'Linda di Chamouni,'
and 'Favorita'; Verdi's 'Ernani, 'Attila,'
'Nabucco,' 'Traviata,' 'Trovatore, and 'Masnadieri
Costa's 'Don Carlos,' and Halevy's

—

'

'

'

'

'

;

and introduced, among others, the
Jenny Lind, Tadolini, FrezzoCruyelli, Parodi, Castellan, Johanna Wag-

Tempesta

'

;

following singers
lini,

ner,

—

Piccolomini, Tietjens, Gardoni, Calzolari,
Giuglini, Fornasari, Ronconi, and

Fraschini,

After his retirement he returned to
In 1863 appeared (2nd
edition) an account of his trouble with Lord
Belletti.

his original profession.

Dudley, as The Earl of Dudley, Mr. Lumley,
aiid Her Majesty's Theatre.
In 1864 he published an account of his managerial career, under

LUNN

LUPOT

title of Reminiscences of the Opera (Hiirst
Blackett, 1864).
He died March 17, 1875.
W. H. H.
additions from Diet, of Nat. Biog.

and twice with the Chicago Orchestra under the
late Theodore Thomas.
In 1904 she took part
in the Elgar Festival at Covent Garden, and,
late in the summer, she sang at tlie Kursaal,
Ostend, under M. Leon Rinskolf. In the autumn
she went again to America, and on Oct. 17 sang
as Kundry at Boston in the first English performance of Parsifal by the Savage Company,

the

&

;

LUNN,

Louisa Kirkby, born Nov. 8, 1873,
at Manchester, was first tauglit singing tlicre
by Mr. J. H. Greenwood, organist of All Saints'
Church Liter, 1893 to 1896, by Signer Visetti at
tire Royal College of Music, where in 1894 she
;

gained a scliolarship.
On Dec. 6, 1893, as a
student, Miss Lunn made her debuts in opera at
Drury Lane as Margaret in Schumann's Genoveva,' and at the Prince of Wales's Theatre on
Dec. 13, 1894, as the Marquise de Montcontour
in Delibes's Le Eoi I'a dit, on the production
of these operas in England by the Royal College
of Music. Her success, both as singer and actress,
was such that Sir Augustus Harris engaged her
for hve years to sing in opera, but the contract
became void by his death in 1896.
In the
meantime, on March 2 of the last-named year,
she played with great success as Norah on the
production of Stanford's Shamus O'Brien' at
the Opera Comique Theatre, since demolished,
and later in the summer played small parts at
From 1897 to 1899 she was
Covent Garden.
'

'

'

'

LUPO.

'

the principal mezzo or contralto of the Carl
Rosa Company, both in London and in the
provinces. Her parts included Ortrud, Brangiine,
Magdalena, Carmen, both Frederick and the
heroine in 'Mignon,' Julia in a stage version
of

Sullivan's

'

Martyr of Antiooh

'

(Oct.

23,

the production of MacCunn's
'
In June
Diarmid at Covent Garden, etc.
1899 she married Mr. W. J. K. Pearson of
For a time she sang in concerts only
London.
at the Queen's Hall and elsewhere, under the
1897),

Eila on
'

direction of Mr. Robert Newman, with whom
On May 14, 1901,
she had signed a contract.
she reappeared at Covent Garden with the Royal

Opera Syndicate as the Sandman in Humperdinck's Hansel und Gretel, since which date she
has sung there every season. In 1904 she made
a great advance there in public favour, notably
June 20, Pallas in
as Amneris and Fricka
Saint-Saens's Helene,' and July 6, Hesotoade in
'Salome,' a new version of Massenet's Herodiade,' on the production of these two last operas
Mme. Kirkby Lunn, with her
in England.
fine mezzo-soprano of over two octaves in com'

'

;

'

'

pass from g to b" flat, is equally successful in
the concert-room in oratorios, lieder, and ballads,
singing with equal facility in four languages.
On Nov. 12, 1902, she sang at the Queen's Hall,
on the production of Prout's version of the
'
Messiah by the Royal Society of Musicians,
having previously sung the same year at the
Later in
Festivals of Sheffield and Norwich.
'

States and
this year she went to the United
played in opera at New York as Brangane,
She
Ortrud, Erda in Siegfried,' Amneris, etc.
with the
also sang with gTcat success six times
Symphony Orcl'iestra at Boston and elsewhere,
'

twice at Chica-o

^vltll

the Pittsburg Orchestra,

'

under the conductorship of Capellmeister Rothwell, with gi'eat success.
On her return to
England in 1905 she gained golden opinions in
various parts previously sung by her, and added
Orpheus to their number,
a. c.

'

'
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The name

Royal Band
centuries.

Ambros
de

of seven

members

of the

England in the 16!h and 17th
No doubt the origin was Italian
in

quotes a reference to a Lupo
In 1559-94 Ambkose was a

(Geseli.)

Myllan.'

'

1581-1605 JosEPHO and Petro
former wrote a set of commendatory verses prefixed to John Mundy's
'Songs and Psalms,' 1594), and in 1593 the
violinist,

were

in

violists (the

name Thomas

occurs for the

time

first

the

;

must have died about 1627, as his
Another
successor was apipointed in that year.
Thomas, son of Pietro, was violinist in 1599,
and in 1637 his widow petitioned for the
violinist

arrears

Thomas

of

salary

due

to

These two,

him.

and Thomas

the
a
hopeless task at present to decide what compositions are to be ascribed to either (see the
senior

junior,

most important of the family

article in Diet, of Kat. Biog.).

;

are

but

it

is

A third Thomas,

mentioned in 1601.
A
HoKATio was violinist from 1612 to 1625, and
Theophil, son of one of the Thomases, was in
[He issued in
the band from 1627 to 1640.
1654 a volume containing a 'Suite of Languages,'
with five movements respectively headed
'English Humor,' 'Irish Humor,' 'French,'
w. h. g. f.]
Sjianish, and Scotish' Humors,
Among works by Thomas Lupo (whether
senior or junior) are noted the following
parts of the music for Campion's masque for the
two pieces, for
marriage of Lord Hayes, 1607
four and five voices respectively, in Sir William
Teares or Lament-aoions (1614);
Leighton's
five
motets in Thomas Myriell's Tristitiae
Eemedium{^iit. Mus. Add. MSB. 29,372-6) the
MS. collection intended to be published in 1616
two anthems, a madrigal, and instrumental
pieces, in the library of Christ Church, Oxford ;
six fantasias in five parts are in Brit. Mus.
Add. MSS. 17,792-6 and Ehzabeth Rogers's
Virginal Book contains an Ayre by 'Lupus.'
son of Josepho,

is

:

'

'

'

'

'

;

'

'

;

;

;

{Diet, of Nat. Biog., Qtiellen-Lcxil-on, etc.
also Historical Manv.scripts Coinmis:^ion,

Cowper's MSS., etc.)

See

Lord

M.
the most famous of French
The family came from the
violin-makers.
village of Mirccourt in the Yosges mountains,
which has for three centuries or more been the
scat of a violin manufacture. Jean LtipoT, the

LUPOT, Nicolas,

LURLINE

LUTE

great-grandfather ot Nicolas, was a violin-maker
here.
His son Laurent, born 1696, established
himself in the trade at Luneville (1751-1756)
Feani;oi.s, son of
and Orleans (1756-1762).

Strasburg in 1523, and led a somewhat wandering life, dying at the Carthusian house near
Freiberg - im Breisgau, in 1537.
He was the
author of Musicae l7istitutio^ies, 1515, also of
Musurgia, 1536, the latter work mainly a translation into Latin of Virdung's Musica getutseht.
His name appears as the composer of a threepart organ piece in Kleber's organ TahuloXurBudi, with the date 1516.
j. R. M.
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Laurent,
ville,

and

worked with his father at Lune1758 migrated to Stuttgart, where

first

in

for twelve years as fiddle-maker in
the Grand Duke of Wiirteniberg.
returned, and settled at Orleans.
father of two sons, Nicolas, the
French Stradivarius, born at Stuttgart in 1 7 5 8
and Frani;ois, in his time a reputable bowNicolas began
maker, born at Orleans in 1774.

he remained
ordinary to
In 1770 he
He was the
'

'

his career early.

made by him

We

have good instruments

at Orleans (Rue d'llliers), before

These
he had completed his twentieth year.
juvenile instruments are cheap in Paris at 600
francs.

In 1794 Nicolas Lupot removed to Paris and
up a shop in the Rue de Grammont (1798He afterwards removed to the Rue
1803).
Croix des Petits Champs, where he made those
famous copies of the great Italian makers on
which his reputation rests. Lupot wisely dropped
all pretensions to originality, and became the first
His favourite pattern was the
of copyists.
Stradivarius his few copiesof Guarnerius violins
are less successful. Many instruments are signed
He made several quintets
with his autograph.
set

:

of two violins, two tenors, and bass, to which
he sought to give a perfect unity of tone and

These C[uintets fetch fancy prices
but any Lupot violin dated from 1805 to 1824
The violonis worth from 1000 to 1200 francs.
cellos are rarer a handsome one is worth 2000
francs.
Nicolas Lupot ranked in his time as
Spohr, who
the first of his trade in Europe.
long played on one of his violins, recommends
His weakest point is his
him as a maker.
varnish.
the
He emploj^ed several kinds
usual one is a thick and not very transparent
oil varnish, which is sometimes badly dried, and
Lupot
presents a rough and lumpy appearance.
His business descended to his
died in 1824.
and the
son in law, Charles Francis Gand
present well-known makers, Gand and Bernardel,
appearance.

:

:

:

-

-

;

21 Rue Croix desPetits Champs, correctly describe
themselves asthe 'AucienneMaison Lupot, 1798.'
Fran9ois Lupot, the bow-maker, and brother of
Nicolas, invented the 'coulisse,' or metal groove
attached to the nut,' and carefully fitted to the
stick, on which it works. He died in 1 837, leaving as his successo]" Dominique Peccate, who ranks
E. J. P.
as the best bow-maker after Tourte.
LURLINE. Grand legendary opera in three
'

words by E. Fitzball, music by W. Vincent
Wallace.
Produced at the Royal English Opera,
Covent Garden, Feb. 23, 1860.
G.
LUSOINIUS, Ottomar (Nachtgall), born
1487 at Strasburg, a pupil of Hofhaimer, was
organist at Strasburg in 1515, and afterwards
canon of St. Stephen's, Vienna.
Owing to the
Reformation troubles he was obliged to leave
acts

;

-

LUSINGANDO,

or

LUSINGHIERO,

or 'coaxing,' wlience

'flattering'

literally

its

musical meaning comes to be in a soft, tender
manner,' resembling Amoroso in character,
with i^erhaps a hint of coquetry in it, except
that the latter is generally used at the beginning
of movements, and the former as applying
Beethoven uses it in
only to a short passage.
the Quartet, op. 131, in the slow movement
(No. 4), where the entry of the second subject
'

marked 'Andante moderato

is

Lusingando

e

lusinghiero.'

a very favourite direction of
"Weber's, occurring in the Piano Sonata, op. 4,
is

movement,

first

'

tranquillo

L' invitation a la Valse,

e

lusingando,' in

where the coquettish

second subject reappears pianissimo in

and
the

Rondo

in

F

(in

C

major,

Chopin uses

in several other places.

3—4 time).

it

in

M.

LUSTIGE WEIBER VON WINDSOR, DIE.
Merry Wives of Windsor.

See

LUTE

Luth
Ital. Liuio or Leuto
Dutch Lull
Spanish Laud
Port. Alauch).
A large and beautiful stringed
instrument with a long neck and fretted finger(Fr.

Germ. Laule

;

;

;

;

one time much in use, but now
In medieval Latin the lute is called
Testudo and the guitar Cithara^ both inaccurate
identifications of ancient Greek instruments of
very different construction.
[See Lyre.]
The
lute is of Oriental origin, and its Arabic name

board

;

at

obsolete.

—

Al'ud from which its European names are
derived by the omission of the initial vowel
of the definite article Al.^
The Portuguese
Alaiide alone retains it.
The lute became
known throughout the West in the time of the
Crusades.
We class the Russian Kohsa as a
lute
while the Balalail-a of the same country
is of the guitar kind.
As in the viol da gamba
and violoncello, the formal difference between
a lute and a guitar is to be found in the back,
which in the lute is pear-shaped and in the
guitar is fiat.
The lute is without ribs, which
are essential to the framing of the guitar.
[See Guitar.]
The invention of stringed instruments with
is

:

finger-boards, or the neck serving as a finger-

board, precedes the earliest historical monuments.
Tlie long-necked Egyptian Xefer was certainly
depicted in thefourthdynasty and wall-painting
;

of the time of Moses, preserved in the British
tliat it then had frets.
We
observe a similar instrument in Assyrian monuments, and the Hebrew Nehel has been supposed

Museum, shows

1

In the same way El-arz, the cedar, became in English Larch.

LUTE

LUTE

to be one.
Strangely enough the Greeks had it
not.
The Arabs derived the kite from Persia,
and with the instrument a linesse in the division
of the octave into smaller parts than our semi-

The pear-shaped or vaulted body of the lute is
The belly
built up of staves of pine or cedar.
is of pine, and has one or more sound-bars for

by the use of

tones, rendered possible

frets,

and

an Asiatic peculiarity the best authorities
assuring us that the modern Arabian ud and
tambura are thus adjusted. It is usual to
speak of these fractions as -^ of a tone.
Kiesewetter, however {Musiqiie des Arabes, Leipzig,
still

;

785

It is gradusupport and to assist the resonance.
ated in thickness towards the edges andispierced
with from one to three sound -holes in decorative
Great pains were eviknots or rose patterns.
dently taken in choosing and making this very

1842, pp. 32, 33), gives the Persian-Arab scale
as a division of seventeen in the octave
twelve
;

of the intervals being the Pythagorean limma
(not quite our equal semitone), and five of the
dimension of the comma, an interval, though
small, quite recognisable by a trained ear.

Comma, vol. i. p. 568.] Carl Engel (Musical
Instruments, 1874, p. 60) states that the Arabs
became acquainted with the Persian lute before
their conquest of the country, and names an Arab
musician wlio, sent to the Persian king to learn
singing and performance on the lute, brought
it to Mekka in tlie 6th century of our era.
The
strings of the Arab lute are of twisted silk, an
Asiatic, especially Chinese, material for strings.
The same, bound round the neck, has served for
the frets.
[See Frets, ante, p. 108.]
The
[See

modern Egyptian lute, named oud ^ or e'oud, of
which there is a specimen at South Kensington,
and an excellent woodcut in Lane's Modern
chap, v., has seven pairs of gut
is, moreover, played with a plectrum of eagle's or vulture's quill.
The Western lute was a Medifeval and a

Egyptians,
strings,

and

Renaissance instrument.
It flourished during
the creative period of Gothic architecture and
later, its star beginning to pale as the violin
quartet arose, and setting altogether when the
There were
pianoforte came into general use.
six
publications for the lute as late as 1740
and,
sonatas by Falkenhagen, Nuremberg
The latest use
1760, Gellert's Odes by Beyer.
of the instrument in the orchestra seems to
The
have been in Handel's Deidamia,' 1741.
great J. S. Bach himself wrote three sets of
pieces for the lute, besides introducing the inCarl F.
strument in the St. .John Passion.
Becker has described them in Die Hansmusik
in DeutscManrl, Leipzig, 1840. He gives (p. 54)

—

;

'

their titles

—

Sign.

Bach

J. S.

Lut, par
J. S.

'

'

'

J.

Bach

Partita al Liuto, composta del
Pieces pour le
(in C minor),
Fuga del Signore
lastly,
S. Bach'
(in G minor), of which the subject
'

;

'

to be found in a violin sonata by the
composer.
These lute pieces were in MS.
is

same

May

we think mth Becker that it was not improbable
that Bach played the lute ?
To proceed to the description of the instrument.
1

VOL.

Observe the eliaion of the consonant.

II

essential part of the instrument.

Attached to

the body is a neck of moderate length covered
by a finger-board divided by frets of brass or
The strings were
catgut into a measured scale.
entirely of catgut until towards the end of the
17th century, when silver spun bass strings
There would appear by comwere introduced.
parison of old lutes to have been much diversity
and tuning, and there is a

in the stringing

broad division in the large lutes between those
notes, generally in pairs of unisons,

which

lie

over the finger-board and frets, and the diapason
notes that are not stopped, and serve only to
determine the key or modulation.
When off

3e

LUTE

LUTE

the finger-board these deeper strings were attached to pegs elevated by a second and higher
neck.
These extended instruments became
afterwards l^nown as theorboes, and in time
virtually banished the older single-necked lutes.
Mersenne's engraving of Lute and Theorbo
(Tuorba, Teorbe) gives nine frets besides the
nut, to the lute twenty-one strings, to the
theorbo twenty-three strings (eight to the upper

further from him that this tuning would represent cammer,' or theatre pitch
for the chor,'

786

[See

neck).

Ghitarrone, Theorbo, and Arch-

lute, the bass theorbo.] The fingers of the
right hand, without a plectrum, touched the
strings

in

pizzicato

melody

or

chords.

The

tender charm and colouring of the lute-player's
tone can, in these days of e.xaggerated sonorousThe frets of the
ness, be scarcely imagined.
finger-board followed a division by half-tones,
and in the old lutes were eight to each pair of
Later, as will be presently shown,
strings.
they were carried farther in the higher strings.
MBbCe (Mustek's Monumeni, London, 1676, p. 50)
said nine was the best number, but there was
a limitation to this stopping nearer the bridge,
by the proportions of the strings in length,
thickness, and weight being unduly disturbed
According to
to the detriment of the tone.
Baron ( Untersiichung dcs Instruments der Lauten,

—

1727) and an older authority,
the lute had originally four open
notes (a)
in course of time two G's were added
Melchior Neusiedler of Augsburg, who was
(6).

Nuremberg,
Praetorius,
;

'

'

;

or church pitch, the chanterelle would be tuned
to the treble G, to the greater peril of the strings

(Mahillon's Catalogue, 1880, p. 247).
This
would be the Discant Lute of Praetorius see
below.
Praetorius [Organographio,, Wolfen'

'

;

biittel,

1619,

p.

49) has

G

for the chanterelle.

There were, at last, thirteen pairs of strings in
large lutes, descending at the tuner's pleasure
to the deep A or G.
Mace (p. 41) explains a
large compass of strings as bringing the stopping
to a natural form and aptitude for the hand.
There were other tunings besides the above D
minor.
Mace gives a new French tuning in E
minor, and a flat tuning which he preferred
referring to that we quote from Baron (6) as the
old lute, theorbo, or viol-way
but he wisely
remarks (p. 191) 'that tuning upon anyinstru'

*

'

;

:

mentwhich allows the artist most scope, freedom,
and variety, with most ease and familiarity, to
express his conceptions most fully and completely,
without limitation or restraint throughout all
the keys, must needs be accounted the best.'
It must have been very troublesome to keep
a lute in order.
Mace, in his often-quoted
work, recommends that a lute should be kept
in a bed which is in constant use, and goes on
to say that once in a year or two, if you have
not very good luck, you will be constrained to
have the belly taken off as it will have sunk
from the stretch of the strings, which is a great
strength.'
Mattheson said a lutenist of eighty
years old had certainly spent sixty in tuning
his instrument, and that the cost in Paris of
keeping a horse or a lute was about the same.
Baron replied that the horse would soon be like
one of Pharaoh's lean kine.
In Italian lutes of early date the tuning
pegs were disposed diagonally acioss the head
in two rows, the projections for tuning being at
the back.
They were afterwards inserted at
the side of the head as in a violin, the head
being bent back at an obtuse or even a right
angle to the neck.
Ultimately metal screws
replaced the pegs, but only when large single
strings were put on instead of double strings.
The lute is now esteemed solely for the great beauty
of its form and design.
Inlays of various hard
woods, tortoiseshell, ivory, and mother-of-pearl,
and sometimes painting on the sound-board,
have been employed to decorate them. Through
their decorative value many lutes have been
preserved
and many were transformed into
Vielles or Hurdy-gurdies. Lutes and viols having been made by the same artists, the word
luthier in French still designates a maker of
'

living A.D. 1574, added the F, making thirteen
strings in all, the highest, or Chanterelle, being
a single string.
This compass Baron calls

Gamaut, and the deeper bass

strings he calls

Brummer or Bombarte, the finer ones Bombiirtlein.
Brummer was usually applied, and the
appellations in German,
were as follows

and English

Italian,

;

—

—

Canto.
Treble.
Kleinsangsaite.
Sottana.
Small Mean.
a. Grosssangsaite.
Mezzana.
Great Mean.

g".

d'.

/.
c.

G.

Quintsaite.

—
—
Kleinbrummer. — Tenore. — Counter Tenor.
Mittelbrummer. — Bordone. — Tenor.
Grossbrummer. —
—
—
—

Basso.

At page 122
compass of an

'

Bass.

of his work.

eleven course

'

Baron gives the
lute thus.

m ^-? P^Eg^E^^

;

the two highest (the melody strings) being
single, the remainder pairs. His division of the
finger-board has ten frets for the F
eleven for
the G
and twelve for each of the highest six.
There is thus a compass of 3^ octaves from
C below the bass stave to the /". We gather
;

;

1 According to the Enryclop6die, about the middle of the 18th
century the accordance waa
C, O, E. F, G.
A, /t. /j, h, & ,a'.\
Open.
Fingered.

—

|

j

[

I

I

I

violins.

The lute player had not our musical notation ;
systems special to the instrument, and known
as Tablatuee, being long in vogue.
[See also
Musical Times, 1899, p. 530 ff.]
The lute
and organ are the two instruments for which.
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the oldest instrumental compositions we possess,
were written (Mahillon's Catalogue, 1880, p.
246).
Many instruction-books were written ior
the lute, with examples in tablature
the oldest
known to exist in this country is tlie Lauttenhuch of "Wolf Heckel (Strasburg, 1562), preserved
in the Library of the Koyal College of Music.
The next in order of date are The Science of
Luting, licensed to John Allden in 1565
A
Brief and easy instruction to learne the tableture,
to condift and dispose the hand into the Lute
[by Adrien Le Koy].
Englished by J. Alford,
Londoner, 1868
an Englisli translation by
r. K. (London, 1574), of the famous Tutor of
Adrien Le Eoy, which had appeared in Paris in
1551 Thomas Dallis's MS. Lute-Book, 1583,
in the library of Trinity College, Dublin
and
"William Ballet's MS. Lute-Books (1594) in the
same library. There is another in the British
Museum by Thomas Robinson, written in the
form of a dialogue (London, 1603).
We must
not omit the treatise by Thomas Mace (London,

instruments) Maler, who was living in Bologna
about 1500-20.
There is one of his make at
Soutli Kensington, represented in the drawing,
a remarkable specimen, notwithstanding tliat
the head is modernised, to correspond witii tliat

;

;

;

;

;

1676), to which we liave so frequently referred.
Praetorius, in his Organogruphia, was careful

He

to describe the then (1619) familiar lute.

gives (p. 61) a graduated family of lutes with
their quints or chanterelles, which show how

much

variety in size and scale was permitted.
are
(1) Klein Ootav (a)
(2) Klein

—

They

;

Discant (b)
(3) Discant
Oder Alt (d)
(5) Tenor
Gross Octav Bass (g).
;

(c)
(c)

;

0)

(c)

(4)

;

(d)

;

Bass

(6)

(e)

it

(/)

;

(/)-*

(7)

(?)

will be seen that the lute generally

French lute
described here, the
Vincentio Galilei,
the Alto lute.
the fatlier of the astronomer, was the author of
Other
a dialogue on the lute (Venice, 1583).
noteworthy continental publications were by

known and
of Mace,

'

'

is

Gerle, Nuremberg,
Judenkiinig, A^ienna, 1523
Hans Neusiedler, Nuremberg, 1556
1545
Melchior Neusiedler, 1574; Ochsenkhuns, Hei;

;

;

1558

delberg,

;

;

1586

;

Campion, Paris,
Cologne, 1603
and Baron, Nuremberg (already quoted

Besardus,

1710

Strasburg,

Kargel,
;

information collected about
lute makers and the literature of the lute is
communicated by Carl Ergel in his admirable
catalogue of the Victoria and Albert Museum
referrerl to.
The finest lutes were made in Italy
and Bologna, Venice, Padua, and Rome were
valualile

especially

famous

for

them.

There would ap-

pear to have been a fusion of German and Italian
skill in northern Italy when the Bolognese lutes
Evelyn
were reputed to excel over all others.

Diary (May 21, 1645) remarks their high
chiefly made by GerOne of the earliest of these was Lucas
mans.
(or Laux, as he inscribed his name on his
in his
price,

guitar, tlie

strings are

single,

'

'

the altered value of monej^, rivals the prices
paid nowadays for fine Cremona violins.
He
(p. 48) quotes the King (Charles I.) as having
bought one for £100 through tlie famous lutenist
Gaultier
but the correspondence of Huygens
(Musique et Musicicns, etc., ed. Jonckbloet and
Land, 1882) relates that the lute belonged to
Jehan Ballard, who would not part with it.
After his death Charles I. bought it of the relations for £100, and gave it to Gaultier. [Among
the last occurrences of the lute in the orchestra
are in Bach's 'Passion according to St. John,'
and
in the bass air,
Betrachte, nieine Seele
in Handel's 'Deidamia,' 1741.
A collection of
lute compositions by Spanish masters of the
16th century was edited by G. Morphy, and
published by Breitkopf & Hartel in 1902.
On the history of the lute in France see Rivista
;

'

'

Musu-'ale, v. 637, vi. 1.]

LUTENIST,

a lute

;

A. J. H.

player.

In the 16th
as they were

and 17th centuries lutenists, or,
sometimes called, 'lewters' or 'luters,' invariably
formed part of the musical retinue of kings
and princes, and one at least was commonly
attached to the houseliolds of nobles and landed
gentry.
On August 8, 1715, a lutenist's place
was created in the Chapel Royal of St. James's,
and John Shore was a]q)ointed to it, who held
it until his death in 1752, when it was given
to John Inimyns, who filled it until his death
in 1 764. The office afterwards became a sinecure,
and was eventually annexed to the Mastership of
the Children as a means of increasing thestipend.
It continued until the death of William Hawes

when

was abolished.
w. H. H.
born at Eisleben, on St.
For the main
Martin's Eve, Nov. 10, 1483.
ill

1846,

it

LUTHER, Martix,

facts of the life of the gi'eat Reformer, the reader

must consult some other work,

from), 1727.

Much

modern

and the belly later adorned with painting.
pittifull old,
According to Tliomas Mace,
batter'd, crack'd things of Laux Maler would
fetch a hundred pounds each, which, considering

Recht Chorist

^^PH^I^
Thus

of the
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and that they were

as our space
compels us to confine ourselves to his relation
to

music, and especially

services of the Church.

to
It

the

was

hymns and
after his de-

from the Wartburg, March 22, 1522,
that he began to occupy himself with projects
for the reform of the services of the Church,
among which his alterations in the musical
jiarture

Mass led to such great results.
There is ample evidence that German hymns
were sung during the service before Luther's
but if not the actual founder, there
alterations
establislier of
is no doubt that he was the
parts of the

;

congregational singing.
Tlie musical part of
the Mass had gi'own to an inordinate length
;

LUTHER

LUTHER

first 'Formula Missae' (1523),
Luther objects to the singing of long graduals,

attention to writing and adapting hymns to be
sung during the service.
In 1524 he wrote to
his friend, George Spalatin, 'I wish, after the
example of the Prophets and ancient Fathers of

788
accordingly, in his

and recommends that the choice of certain
be left to the jiriest.
The Reformer had long cherished the idea of a German
Mass, and during the latter part of the year
1524 he was occuijied with arranging that
service.
Li order to help him in the nmsical
part of his work, he summoned to Wittenberg
two able musicians, Conrad Rupf, Capellmeister
to the Elector of Saxony, and Johann Walther,
Cantor at the Court of Frederick the Wise at
To the latter we are indeljted for
Torgau.
much information about Luther as a musician.
He says that at this time he stayed with Luther
at Wittenberg for three weeks, and that the
Reformer himself set to music several Gospels
and Epistles and the words of consecration,
inventing the tunes on his flute, while Walther
Luther used also to discuss
noted them down.
giving the Epistle to
the eight Church Tones
the 8th Tone, and the Gospel to the 6th.
'For,' said he, 'Christ is a gentle Lord, and
His words are lovely therefore let us take the
6th Tone for the Gospel and since St. Paul is
a grave apostle, we will set the Epistle to the
8th Tone.' The result of these labours was
Order of the German
the publication of the
Mass,' which contained the following alterations.
Instead of the introit there was ordered to be
sung a hymn or German psalm (' Ich will den
Herrn loben, or Meine Seele soil sich rlihmen ').
Then followed the Kyrie Eleison, sung three
After the Collect and
times (instead of nine).
Epistle a German hymn ('Nun bitten wir den
heil'gen Geist,' or another) was sung, and after
the Gospel, instead of the Latin Creed, the
German ('Wir glauben all"). The sermon then
followed, and after this a paraphrase of the
Lord's Prayer, and the Exhortation to Communicants.
After the Consecration, was sung
*Jesaia dem Propheten,' Huss's hymn 'Jesus
Christus, unser Heiland,' or Christe, du Lamm
Gottes.'
This form of service was first used
on Christmas Day, 1524, in the parish church of
Wittenberg, but it was not published until the
following year.
It is evident that while introducing a more popular element into the music
of the Mass, Luther did not despise the singing
of a trained choir.
In the Vermahnung zum
Gebet wider den Tiirken
(1541) he says:
God, the
I rejoice to let the 79th Psalm, "
heathen are come," be sung as usual, one choir
after another. Accordingly, let one sweet- voiced
boy step before the desk in his choir and sing
alone the antiphon or sentence " Domine, ne
secundum," and after him let another boy sing
the other sentence, "Domine, ne memineris "
and then let the whole choir sing on their knees,
Adjuva nos, Deus, " just as it was in the Popish
Fasts, for it sounds and looks very devotional.'
At the same time that he was engaged in arranging the German Mass, Luther was turning his

hymns should

;

;

;

'

'

'

'

'

'

'

;

'

'

the

Church, to

people, that

is

make German psalms

to say, sacred

hymns,

for the

so that the

word of God may dwell among the people by
means of song also.' In the same year (1524)
Etlich
thefirstProtestanthymn-bookappeared
christliohe Lyeder Lobgesang und Psalm dem
reinen AVort Gottes gemess auss der h. gschriift
durch mancherlay Hochgelerter gemacht, in der
Kirchen zu singen, wie es den zum tail bereyt
Witenburg,
zu Wittenburg in yebung ist.
1524.'
It is not certain whether Luther actuit contains only eight
ally arranged this book
:

'

;

hymns

which are by him), and five
During the same year several other coltunes.
lections appeared, and their number increased so
(four of

rapidly that space forbids the insertion of a list
of even those that were published during Luther's
lifetime.
Scattered through these ditlerent collections there is great difficulty in deciding what
hymns are really Luther's, and what are merely
adaptations the lists given at the end of this
article have been compiled chiefly from Koch's
Geschichte des Kirchenlieds, etc. (Stuttgart,
;

The immediate popularity which
Protestant hymns attained was
immense
they were taught in the schools,
and carried through the country by wandering
scholars, until his enemies declared that Luther
had destroyed more souls by his hymns than by
his writings and speeches.
On June 11, 1525,
Luther was married to Catherine von Bora,
This
formerly a nun at Nimptsch in Saxony.
marriage proved a most happy connection, and
the letters of his friendsabound with descriptions
of the domestic felicity to which it gave rise.
We are told that after supper he used to sing
1866-1877).

these

early
;

motets and hymns with his children and friends,
his favourite composers being Senfl and Josquin
des Pres, the works of the latter of whom he
particularly admired.
Luther possessed a fine
deep voice, and played both the flute and lute,
the latter so well as to attract the attention of
passers-by as he journeyed to Worms.
It has
been said that he wrote motets himself, but there
is no proof of this, and it is probably a mistake
arising from the existence, in the Munich Library,
of a collection of motets with a preface by the
Reformer. In 1 538 Luther wrote a short treatise
in praise of music
a poem by him on the same
subject (entitled Frau Musika' ) also exists, and
may be found in the Leipziger Allgnn-cine ifusikalische Zeitung for 1811.
The latter years of
;

'

life were principally spent at Wittenbut he died at Eisleben, on Feb. 18,
1546.
He was buried in the Schloss-Kirche at

Luther's
berg,

W ittenberg
Burg,

'

;

his greatest

hymn,

'

Ein'

feste

being sung over his grave.

The following Is a list of Hymns, the words
of which were written or arranged by Luther,
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together -with their dates, so far as

them

possible to ascertain

it

has been

:

Translations (iTiii Arrangements
16. "Nun bitten wir den heiliof Latin Hymns.
gen Oeist; 15^4. From a i;!thJeaiis Cliristus unser Hei- century Whitsuntide hymn.
land," 15^-1.
From John Huss'b IV. Hymns h^ised upon Latin
hymn Jesus Chriatus nostra
I.

1.

'

'

Psjilms.

salua.'

Verk'ihtins Friedengnadiglich.' 1529.
FroTu
Da paceni
Domine,' an antiphon of the 6th
or 7th century.
Chriytum wir sollen Inben,'
3.
2.

'

'

1524.

aChristmaahymaby
'A

Fr.nii

Coelius Seiliiliu3 (5th cent.),
solia ortiis.'

'DfrauV>istdrei,'lW;i.

4.

'O Lux

beat;*,' ail

From

Epiphany hymn

of the 5tb century.

Herr Gott, dich loben wir,'
From the 'Te Deinn."
1529.
6. 'Koinm,
Gott,
Schopfer,'
1524.
From the Veni Creator.'
5.

'

'

7. 'Konmi,hei]igerGei9t,'1524.
From the Veni s;incte Spiritua
attributed to King Robert of
France. 997.
Nun komm der Heiden Hei8.
'

'

'

From

land.' 1524.

hymn by

St.

a

Christmas
Veni

Aiabrose,

'

Redemptor.'

'Was

9

Dec.

12.

fUrcht'st
1541.

du

From

Feind.'
'

Hoatia

Herodea inipie,' an Epiphany
by Coeliua SeduUna.
10. 'Wir glauben all' an einen

hymn

From the creed

Gott,' 1524.

'

Pa-

trem credimua.
II.

Amplifications of early Ger-

man

translations of I,atin

Hymna.
'Gelobet3eyBtdu,'1524. Six
verses added to a 15 • century
translation of the Chriatmas
Sequence of Gregory the Great.
Grates nunc omnes.'
12.
Mitten wir ini Leben sjnd.
Two verses added to a inth1524.
century Funeral hymn on Not11.

'

'

Antiphon 'Media vita in
morte sumus,'

ker's

nr. Corrections or Arrangements
of early
13.

1524.

hymn
14.

German Hymns.

'ChristlaginTodesbande:
From the 12th -century
'

'Christ ist uferstiLiiden.'
Gott der Vater, wohn ui
From a 15th-century

bei.'1524.

Litany.
15.

'Gott

aei

benedeiet,' 1524,

mental

gelobet

From

und

ge-

a sacra-

hymn of the 16th century.

17.
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LUTZ

LUZZASCHI

in 1781 transferred to the present chapel, the
French and Dutch services being removed at

Prague to the new Emperor Rudolf IL, and
for a time held other offices about the
court.
On Rudolfs death in 1612, Luython
seems to have remained in Prague up to his
own death in 1620, although even then the
arrears of pay due to him for his service under
Rudolf had never been made up (see QuellenLexikon for details).
Luython is important
both as a vocal and instrumental composer.
His chief vocal works are one book of Italian
madrigals a 5, 1582, 21 n.
Sacrae Cantiones
Lamentationes a 6,
a 6, Prag, 1603, 29 n.
Frag, 1604
Lib. I. Missaruni, Prag, 1609,
9 masses fj 3-7. Of these F. Commer republished
the Lamentations in vol. 20 of his Musica Sacra,
and 3 masses a 3-4, in vols. 18 and 19. See

V90

the same time to the chapel vacated by the
Germans, wliere they were performed until their
Upon the removal,
discontinuance in 1839.
The
a new organ was erected in the chapel.

by

organ,

present

Snetzler,

was

built

Buckingham House, and removed here
the

to

The

demolition

of

that edifice

for

prior

1825.

in

organists since 1784 have been Augustus

Karl KoUraann, died Easter Day,
1829 George Augustus Kollmann, died March
Miss Joanna Sophia Kollmann, died
19, 1845
and Frederic Weber, the last
in May 1849
[During recent years the
organist, died 1905.
services have been held in Danish instead of
Friedrich
;

;

;

w.

German.]

LUTZ, WiLHELM Meyer, was born

1822

'

Miinnerstadt, Kissingen, where his father
was organist and teacher of harmony to the
at

He showed a gift
a very early age, and when
twelve played in public with the orchestra.
His father removing to Wurzburg, he entered
Schoolmaster's

Institute.

for the piano at

the Gymnasium and University there, and at
the same time studied music under Eisenhofer

and

Keller.

England,

From 1848 Lutz was

first

as

organist

to

settled in

Chad's,

St.

Birmingham, and St. Ann's, Leeds, and then
organist and
choirmaster to St. George's
Catholic Cathedral, Loudon, for which he composed several grand masses and much other
music.
Meyer Lutz also had a long and wide
experience of the stage as chef d'orchestre^ first
at the Surrey Theatre (1851-55), and from
1869 at the Gaiety Theatre and also had the
management of the operatic tours of Grisi and
Mario, Pyne and Harrison, and other eminent
artists.
Many of his operas and operettas are
well and favourably known in England, amongst
them Faust and Marguerite (Surrey Theatre,
Zaida
1855), 'Blonde and Brunette' (1862),
(1868), Miller of Milburg (1872), 'Legend of
the Lys (1873), a cantata entitled Heme the
Hunter,' etc. etc.
More generally popular than
these are the many compositions for the Gaiety
Theatre in its most fashionable days.
The
well-known tune of the Pas de Quatre was by
him.
A string quartet, which he wrote for
M. Sainton's chamber concerts, was very well
spoken of, and he left much music, orchestral
and chamber, in MS.
He died in London,
Jan. 31, 1903.
G.
LUYTON, or LUYTHON, Carl, was born at
Antwerp, about the middle of the 16th century.
The earliest known date in his life is 1576, in
which year he dedicated a mass to the Emperor
Maximilian IL, and in the same year was
appointed Kammer-musikus or organist to the
Emperor.
On Maximilian's death at the end of
1576, Luython was reappointed organist at
;

'

'

'

'

'

'

'

'

'

1

Thedate3]829and]830a

KboTe

la

probably correct.

a

:

;

;

;

Eitner for a characterisation of these masses.

H. H.

in

also

'

given b7 various aQthorltlea, but the

descrtbes
two of Luython's motets
appearing in the Promptuarium of Schadaeus as
masterly in treatment and full in harmony.
Generally speaking, Luython is remarkable as
a pioneer in the use of chromatic modulation
without any sacrifice of harmonic euphony or
pleasing melody.
Of his instrumental works
only two are preserved, one entitled a Fuga
suavissima, which appeared in Woltz's Tabulatur-Buch of 1617, and fully deserves its name.
It is reproduced in Ritter's GeschicMe des Orgelspiels, Ex. 29, and is remarkable for its union
of attractive melody with a freedom of modulation into different keys after the modern
fashion.
The other work is an organ Ricercare
in a MS. of 1624, concerning which and the
Fuga suavissima see Ritter, pp. 51, 52, In
connection with these experiments in chromatic
modulation, it is interesting to be told by
Michael Praetorius that he had seen, in the possession of Luython at Prague, a Clavicymbel of
Vienna manufacture, in which different keys
were provided for two distinct semitones between
each whole tone, so as to have pure major
thirds, and to allow the transpositions of the
church modes on any key also two keys were
inserted between the semitones e-f and h-c,
for enharmonic modulation
there were thus,
as Praetorius says, seventy-seven keys in the
four octaves from C to c'" (Syntagma, tom. ii.

Ritter

;

;

J. R.

c. xl.).

M.

LUZZASCHI,

LuzzASCO, of Ferrara, was a
pupil of Ciprian de Rore at Ferrara, before
Ciprian left that city in 1558, and was afterwards first organist at the court chapel of the

Duke of Ferrara, Alfonso II. He is also designated as maestro di cappella.
The date of his
death is given as 1607.
Van der Straeten, in
his Musique aux Pays- Bas, tome vi. p. 134,
communicates the text of a document, relating to
a composition of Rore, subscribed by Luzzaschi
in 1606.
Frescobaldi was his most illustrious
pupil.
His compositions consist of seven books
of madrigals a 5, published from 1575 to 1604,
but not all perfectly preserved (two books
altogether missing)
another book of madrigals
;

LYDIAN MODE

LVOV
and three soprani, 1601

for one, two,

;

and a

Liber I. Sacrarum Cantionum a 5, 1598, containing fourteen motets.
A few other madrigals
appeared in collections. In Diruta's II Transilva)io there is an organ Toccata in the fourth
tone,

reprinted in Kitter, Gcschichte des Oryeltwo Eicercari in the lirst and second

spiels, also

tones.

J.

LVOV (LWOFF), Feodoke

II.

Petrovich,

M.
suc-

ceeded Bortniansky as Director of the Imperial
Court Chapel in 1825.
He was an authority
upon church-music and folk-songs.
Alexis Feodorovich, son of the above, was

torn at Reval, June 6 (May 25, O.S.), 1799
Before entering the army he received
(1798 ?).
He rose
some musical education at home.
rapidly in the military service, and was appointed
In 1836
Adjutant to the Emperor Nicholas I.
Alexis Lvov succeeded his father as Director of
the Imperial Court Chapel. An excellent violinist, he was well known in Russia and Germany
The permanent string
as a good quartet player.
quartet which he organised in St. Petersburg
was celebrated for its perfection of ensemble.

Lvov composed a violin concerto, a fantasia
('Le Duel' for violin and violoncello), and

—

His operas
Bianca e
twenty- four caprices.
Gualtiero (Dresden and St. Petersburg, 1845),
'Undine' (1846), and Starosta Boris' (1854)
had very little success. He also wrote a considerable quantity of church music, but the work
by which his memory lives is the Russian
God save the Tsar (words
National Hymn,
'

'

'

'

'

Previously
to this the English or Prussian national anthems
had been used on State occasions. The tune is
devoid of those national characteristics which
endear the 'Slavsia' from Glinka's opera 'A Life
for the Tsar to the hearts of musical Russians.

by Joukovsky) composed

in 1833.

'

Lvov, who suffered from deafness, retired from
active service in 1867, and died on his estate
R. N.
near Kovno, Deo. 16, 1870.
THEATRE. The original theatre

LYCEUM

hearing this

name occupied

the site of a building

erected in 1765 (on ground formerly belonging
to Exeter House) for the exhibitions of the
(subsequently ' Royal
Society of Artists
'

but afterwards used for a
It was congreat variety of entertainments.
structed about 1798 under the direction of Dr.
Arnold, who contemplated performing in it
operas and other musical pieces, but being
unable to obtain a license was compelled to
abandon his intention, and the house was

Academy

of Arts

'),

occupied, occasionally only, for pictorial exhibitions, table entertainments, etc., until 1809,
when Samuel James Arnold, the Doctor's son,

succeeded in getting a license for English
operatic performances during four months in
Drury Lane
each year, June 3, to Oct. 3.
Theatre having been burnt down, Feb. 24, 1809,
the company performed at the Lyceum from
April 11 following during the rebuilding of

their

own

house.

June 26, under the
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Arnold opened the theatre
title of
'The English Opera
'

House,' for the performance of operas, melodramas, and musical farces.
In 1815, having
obtained a ninety -nine years' lease of the
ground, he employed Samuel Beazley to rebuild
the theatre on the same site, behind the houses
on the north side of the Strand, a narrow
avenue from whicli formed the approach to the
box entrance, the pit and gallery doors being in
Exeter Court to the westward.
On April 2,
1818, the elder Charles Mathews gave here his
'Mail Coacli Adventures,' the first of that
remarkable series of entertainments known as
his

'At Home.'

The most

noticeable operatic

event in the history of the house was the
production on the English stage of Weber's
'Der Freisohiitz,' July 23, 1824.
The house
being burnt down, Feb. 16, 1830, another
theatre (also designed by Beazley) was erected.
It did not occupy the exact site of its predecessor, advantage having been taken of the
opportunity to form the continuation of Wellington Street on the north side of the Strand,
by building the stage of the new house at the
west instead of the east end.
During tlie
rebuilding the company performed at the

Adelphi and Olympic Theatres.
The new
house opened July 14, 1834, the first new opera
performed in it being Loder's Nourjahad,' and
Barnett's 'Mountain Sylph,' produced later in
'

the year, achieving a great success.
Early in
1839 'Promenade Concerts a la Musard (the
first of the kind given in England) took place
here under the conductorship of Signer Negri.
In 1841 the management passed into tlie hands
of Balfe, who produced his opera 'Keolanthe,
'

The house then
but his career was brief.
ceased to be an English opera-house and became,
under its old name of 'Lyceum,' a theatre for
the performance of the general drama, Keeley,
Vestris, Madame Celeste, Falconer, and
others by turns holding the reins of management. For three seasons, 1837, 1838, and 1841
Italian opera buffa was given here in the winter,
and the house has frequently been occupied by
During the rebuilding of
French comedians.

Madame

Covent Garden Theatre after the fire in 1856
the performances of the Royal Italian Opera
were given at the Lyceum, and in the same
year the Pyne and Harrison English Opera

Company performed

there.
It was occupied for
the performance of operas in English by the
Carl Rosa Company in 1876 and 1877, and as
a special enterprise, Verdi's Otello was given
The history of the long
there in July 1889.
and successful management of the late Sir
Henry Irving does not belong to a musical
'

'

in 1904 the building, very much
modified in design, was turned into a music

dictionary

;

w. H. H.

hall.

LYDIAN MODE.
Modus

V,

Tonus V .)

(Lat.

The

Modus Lydius,

Fifth of the Ecclesi-

LYRA

792
astical

Modus

called, by mediseval writers,
(The Joylul Mode), from its gener-

Modes
laetus

LYEA VIOL

;

ally jubilant characttr.

The Final of the Lydian Mode is F and its
compass, in the Authentic form, lies between
Its semitones
that note, and the octave above.
fall between the fourth and fifth, and seventh
Its Dominant is C
its
and eighth degrees.
Its Conand its Participant G.
Mediant, A
ceded Modulations are, B, D, and E and its
Absolute Initials, F, A, and C.
;

;

;

;

Pin.

ModeV.
Dom.

Part. Med.
^-.

w

'^^

trzi

_

.^^'"'^12.

"^^

to indicate a

method

of playing the ordinary

da gamba from a letter tablature instead
of from note.
This was in use in 1650 to the
end of the 17th century, and it was considered
a simpler and easier way of reading for the
instrument than from the ordinary notation.
John Playford, who printed several editions of
but a
a work on the subject, speaks of it as
viol

'

English
authors he

late invention in imitation of the old

bandora
and that the first
had met with in setting lessons this way to
the Viol, was Mr. Daniel Farrant, Mr. Alphonso
Ferabosco, and Mr. John Coperario, who composed lessons not only to play alone, but for two

lute or

'

;

'

or three viols in consort

In the Plagal, or Hypolydian form (Mode
C below the
Final, and the C above it
and its semitones
fall between the third and fourth, and seventh
The Final of the Hypoand eighth degrees.
VI.), its compass lies between the
:

lydian

Mode

is

F

;

Dominant

its

A

is

;

its

Mediant is D
its Participant, the lower G.
Its Conceded Modulations are B (the 7th), B
(the inverted 7th), and G
the two B's being
;

;

frequently made ilat, to avoid the Tritonus.
[See Modes.]
Its Absolute Initials are C, D,
and F.

Mode
Part,

Med.

VI.

Pin.

Dom.

f
[The Lydian Mode by use of the accidental
is capable of becoming identical with the
Ionian Mode.
It was so used in early days
before the Ionian Mode was recognised, but
only sparingly.
It was never a popular Mode
for Plain-song because of its leading note
and
such melodies as exist in it were constantly
B[>

;

transposed a fifth higher where, by use of the
accidental Bb, the leading note could be evaded.

Ionian Mode.)]
The Fifth Mass in Palestrina's Tenth Book
Missa Quinti Toni is written, as its name im(See

—

the Lydian Mode. A beautiful example
of the use of the Hypolydian, and one which
fully justifies the epithet anciently applied to it
plies, in

— Modus devotus

(The Devout Mode)

—

is to be

found in the iirst movement of the Plain-song
Missa pro Sefunctis, printed, at length, in the
article, Kykie, ante, p. 612.
The Lydian Mode of the Middle Ages has
nothing but its name in common with the older
Greek scale, which is said, on the authority of
Apuleius, and other ancient authors, to have
been characterised by a tone of soft complaint
a peculiarity which modern poets have not
forgotten, in their allusions to it.
w. s. R.
LYRA. A form of Chimes. See Glocken-

—

a

Lyra way
-

'

is

'

somewhat

in

less

of

viols.'

The

wdth

size,

strings proportionable, than the other

two

pjrinciple of the lyra

sizes

viol is

the simple adaptation of the lute tablature to
the fretted six -stringed viol, the music being
written on a six-line stave, each line corresponding to a string on the instrument. Burney [Hist.
iii. 409) says that
the lyra viol was a viol da
gamba with more strings, but differently tuned
from the common six string base. Its notation,
like that of the lute, was written in entablature.'
It is possible that in odd cases the viol played
lyra-way had more than six strings, but contemporary writers always treat it as being a
six -stringed instrument.
The stopping is indicated by letters placed either on, or above
the lines, thus
a, open string
b, first fret ;
c, d, e, f, g, h, succeeding half note stoppings.
The viol linger-board only having seven frets,
other letters, i, k, I, m, etc. are to be stopped,
according to the judicious ear of the performer,'
above the last fret.
The time duration in viol
tablature is shown by the crotchets, quavers,
etc. being placed above the stave.
The reading
of the tablature is of course simplicity itself,
provided that the tuning is known; but as this
tuning seems to have been somewhat elastic,
each viol player apparently having one of his
own, the translation of viol tablature from
manuscript is sometimes puzzling in a printed
source, however, the tuning is generally given
which renders the task easier.
For ease of
fingering in certain pieces, tunings named harp'

:

;

'

;

'

way

sharp,'

and 'harp-way

flat,'

some

besides

others were in use (see Tabt^.-vture and Viol).
The principal English work on the lyra viol
was, as above indicated by John Playford who,
,

1651 (Bodleian Library)
published some new lessons for the Lira Viol,'
afterwards developing this into Mustek's Reercation on the Lyra Viol, which in some editions is
named Mustek's Recreation an the Viol Lyrain a Musicall Banqiiet,
'

or 'Viol

term used in the 17th century

Musteall Banquet), 1652-53, 1661, 1669, and

LYRA VIOL (sometimes
'),

'

'

The work consists of lessons and
instructions besides anumber of popular melodies
all in viol tablature.
Copies are dated 1651 (in

spiel.

Lyra way

(Mustek's liecreation).
Playford also, in his Iivtroduction to the Skill of
Mustek, mentions that the viol used to play

'Lero Viol

'

way.

'

'

LYRE

LYRIC

1682 with other issues, whose existence is mainly
proved by old advertisements.
F. K.
LYRE {\upa), an ancient musical instrument,
in use among the Greeks, and undoubtedly
It consisted of a
derived by them from Asia.
hollow body or sound-chest, from wliich were
raised two arms, sometimes also hollow, whicli
These
were curved both outward and forward.
arms were connected near the top by a crossbar
Another crossbar was on the soundor yoke.
chest, and formed a bridge to convey the vibra-

instruments being supplied by the Psaltery, in
use in the Byzantine epoch, from which was developed the clavecin, and ultimately the pianoforte.
But in the 14th century there were
several bowed instruments known in Europe as
lyres, and also the Hukdy Gukdy, the hjra
mcndicorum.
In Italy, in the 18th century,
there was a bowed lyra bearing a similar relation
to the viol that the well-known theorbo did to
the lute
namely, tliat from a second and higher
neck, bass strings were hung that were not in
contact with the finger-hoard.
Three varieties

tions of the strings to

it.

The

strings

ferent times four, seven, or ten in

— at
—

number

dif-
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—

W'ere

made

of gut, and were stretched between the
yoke and the bridge, or carried on to a tailpiece below the bridge.
Tlie lyre differs from
the harp in having lower strings, and from the
It was
lute or guitar in having no tinger-board.
played by being struck with the plectrum, which
was held in tlie right hand, but the lingers of the
left hand were also used to touch the strings.
The larger lyres (Cilhrira) were supported by a

ribbon slung across the player's shoulders, or
held as shown in the illustration, but the treble
lyre (or Ch-elys) was held by the left arm or between the knees. The illustration is taken from
a drawing upon an amphora (b.c. 440-330) in
the British Museum, first vase-room. Case 53,
No. 744. The portion engraved represents Apollo

—

have been distinguished Lira da braccio. Lira
It would be
da gamba, and Archiviole di lira.
for one of these, a favourite instrument with
Ferdinand IV., King of Naples, that Haydn
[See cmte, p. 367.]
The
wrote twelve pieces.
museunisat home or abroad, known to the writer,
have no specimens of this bijuga viol the cutis
taken from the Archiviole di lira in the Jiecueil
de Planches de VEncydopedie, tome iii. (Paris,
;

A.

1784).

LYRIC

holding a Cithara or large lyre as rarely shown
With his left hand
in detail in Greek art.
he at once supports the instrument and stops
The plectrum would be held in
the strings.
the right hand and be guided by the thumb,
the fingers closing over it.
The modern Greek lyra is a kind of rebec,
a bowed instrument with three strings, having
'

'

no connection with the ancient lyre or cithara,
the link between the latter and modern stringed

;

LYRICAL.

J.

H.

The term Lyric

is

obviously derived from the lyre, which served as
an accompaniment or support to the voice in
singing the smaller forms of poetry among the
The poems thus accompanied
ancient Greeks.
were distinguished by the name of Odes, and all

Odes were
sung.

in those times essentially

Among

Romans

the

made

to

be

this style of poetry

was not much cultivated, and the poems which
fall under the same category, such as those of
Horace and Catullus, were not expressly intended to be sung but inasmuch as they were
cast after the same manner as the Greek poems
;

3e

LYRIC

LYSBERG

which had been made to be sung, they also were
On the same principle,
called Odes or Lyrics.

the Lyre stood as the type of accompaniment, of
whatever kind ; and it is strictly in conformity
with this derivation to give the name Lyrical
to dramatic works which are associated with
music and we have a forcible and substantial
reminder of this use of the term in the name of
the celebrated Theatre Lyrique in Paris.
It has been necessary to enter into some detail
on this subject in order to explain the confusion
which exists in the use of the word.
It must be
confessed that nothing can now be gained by
trying to go back to its original meaning for the
modern sense, as expressed by the editor of the
Golden Treasury, has a prescriptive title of such
great antiquity as would suflice to bar the most
unquestionable prior claim. It would be well to
bear in mind, however, that the term can have
two significations, and that in relation to poetry
pure and simple it does not necessarily imply
music, in our language at least
and that in
relation to the stage it shoidd imply nothing

794

the

name has been

retained for a special class of

modern times which have some intrinsic
relationship in form to the Odes of the ancients
though, on the one hand, the term Ode has considerably changed its signification, and become
more restricted in its application and, on the
poems

in

;

;

other, the term Lyric

not generally associated

is

minds of the poets or their public
It is true that a great
with music of any sort.
either in the

proportion are not only admirably fitted to be
sung, but actually are set to most exquisite
music but this fact has little or no influence upon
Thus the able and intelligent
the classification.
;

editor of the beautiful collection of modern lyrics
called the Golden Treasury explains in his preface
to imply
that he has held the term Lyrical
that each poem shall turn upon a single thought,
feeling, or situation,' and though he afterwards
'

'

'

Song as practically synonymous,
he does not seem to imply that it should necesuses the term

'

'

In another part of his preface he
suggests an opinion which is no doubt very commonly held, that the l^'rioal and dramatic are
and Mendelssohn
distinct branches of poetry
has used the word in this sense even in relation
to music, in a letter, where he speaks of his
The composition is not
Lobgesang as follows
a little Oratorio, its plan being not dramatic but
lyrical.'
But it is in respect of this sense of the
term that its use in modern times is so singularly
contradictory.
It is true that the class of poems
which modern critics have agreed to distinguish
as Lyrics are quite different in spirit from the
dramatic kind Robert Browning's Dramatic
Lyrics notwithstanding but the principle of
classification has really been erroneous all along,
as though a man were called a sailor because he
chose to wear asailor'shat. Consequently the apparent anomaly of calling dramatic works lyrical
when they are associated with music is not the
fault of musicians, but of the long- continued
habit of mankind of classifying things according
to outward resemblance, instead of regarding the
The
true basis of the terms of classification.
term Lyric, then, originally implied music, and
sarily be sung.

;

:

—

'

'

'

—

END OF

'

;

'

'

;

;

else.

c.

LYSBERG,

Charles

Samuel,

H. H. p.

originally

named Bovy, and better known under the
Bovy-Lysberg,' born March 1,
pseudonym
'

1821, at Lysberg (Canton Bern), died Feb. 25,
1873, at Geneva, was an admirable pianist and
composer of inorceaux de salon. He was the son
of Antoine Bovy, a well-known stamp-engraver,
who after giving his son a good musical education sent him, at the age of fifteen, to Paris,
where he became a pupil of Chopin and studied
composition under Belaire. Subsequently he returned to his native country, and was appointed
a professor of the Conservatoire at Geneva. He
was chiefly successful as a writer of brilliant
pieces for the pianoforte, and it was in this
capacity that he borrowed the name of his
birthplace as a 7iom de pluvie.
He published
over 130 compositions in various styles, including barcaroles, nocturnes, caprices, waltzes,
concert-i^tudes, and operatic paraphrases
also
a romantic sonata entitled 'L'absenoe,' and an
;

La fille du Carillonneur,' which was produced with tolerable success at Geneva, but
never attained the dignity of a stage performance
opera,

'

elsewhere.
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ADDENDA ET COKEIGENDA FOE
LIST OF CONTRIBUTORS. Add the name
of T. L. Southgate, Esq.
and the names of
Dr. Franz Gehring, "William Henderson, Esq.,
Rev. Charles Mackeson, and Russel (properly
'Russell') Martineau, Esq., should have been
in italics, to indicate that they were deceased
at the time of publication.
;

AGRICOLA,

P. 54, art.

read
*

is

Cretin's.'

'

P.

line 3, /or 'Crespel's'

ALBERT,

62, art.

not yet performed,

line 6

read

'

*

from end, /or
performed at

Berlin, Feb. 17, 1900.'

ALBONI, add

P. 64, art.
23, 1894.
P. 67,

compositions

is

add

read

'

'

being issued in Paris.
line 11,

1,

/or

comjiosition.'

ARCHER,

P. 102, art.

a complete

th.at

ARBOS, column

P. 101, art.

'

'

Trost.

'

ATKINS,

126, art.

P.

line 5,

for 'C. Lee

Williams,' read G. R. Sinclair.'
P. 147, art. BACH (Joh. Gottfried Bernhard), delete the words in line 2, 'the youngest
'

of Sebastian's sons.'
P. 151, art. BACH, column 2, line 15 from
Carlyle's
bottom, for 'April' read 'May.'
date has been proved to be incorrect in Spitta's
life.

P. 166, art.

as the

MS.

BAILDON,

registers

correct date of death,

of St.

Paul's Cathedral

show that he was buried May 2, 1774 (communicated by Dr. "VV. H. Cummings).
P. 177, art.

for '1633

'

BALTZAR,

read

'

line 6

from bottom,

1663.'

Berlin, Feb. 23, 1897.
P.

203,
'

BATES,

art.

Hartley

'

;

line

'

I

last

but

line

'

BATTLE SYMPHONY,

add

that the first performance took p)lace in Vienna,
Dec. 8, 1831.
P. 312, art. BERLIOZ, column 2, line 18 from
bottom, /or si.xty-third read sixty -sixth.'
P. 318, art. BERNSDORF, add date of death,
June 27, 1901.
P. 323, art. BEXFIELD, line 5 from end,
'

'

'

for 'Oct. 28' read Oct. 29.'
P. 336, art. BLAKE, line 2, for '1808' read
'1708.'

BOSIO,

delete last four lines of

the quotation refers to Mme.
Nantier-Didice, not to Mme. Bosio.
P. 395, art. BREMA, line 4 from end, for
triology read trilogy.'

column

as

1,

'

'

BREWER,

column 2, line 23,
Lloyd
read
Mr. C. Lee
"Williams.'
At end of article add that his
oratorio, 'The Holy Innocents,' was performed
at the Gloucester Festival of 1904, and that he
received the degree of Mus.D. from the Archbishop of Canterbury in 1905.
P. 416, art. BULL, line 11, for '1862' read
P. 399, art.

for

Dr.

'

H.

C.

'

'

'1582.'
P. 429, art.

bottom, for

'

P. 448, art.

two

read

'

'

BYRD, column

1687

'

read

'

CAMBERT,

1,

from

line 3

1687.'
line 17,

for 'thirty-

tw'elve.

CAMIDGE, line 8 from bottom,
the sentence beginning 'The present
organ of the cathedral.'
P. 477, art. CASENTINI, line 6, for '1893'
read '1793.'
P. 449, art.

delete

CHARPENTIER

(Gustave),
P. 505, art.
at end of first paragraph, delete the words not
'

yet performed,' as 'Impressions fausses was
given at a Colonne Concert on March 3, 1896,
and Le Couronnement de la Muse,' at Lille,
June 6, 1898.
'

'

183, art. BAR, many instances of the
use of bars earlier than those mentioned have
been quoted.
P. 187, art. BARGIEL, add date of death, at
P.

reei.d

'

'

add that he died at

Pittsburgh, U.S.A. in 1901.
P. 108, art. ARNE, column 1, line 17, /or
' Teuducci
read Tendueci.
P. 115, column 2, the last note of the second
musical example, left hand, should be G, not A.
P. 121, art. ARTUSI, line 9, for 'Frost'

read

204, same article,
read Cotes.'

P.

one, for Coates
P. 208, art.

P. 366, art.

ALKAN,

art.

edition of his works
*

date of death, June

'John.'

VOL.

6,

Harley
read
Robert

line 4, for

for

'

'

'

P. 619, art. CHOPIN, line 2, the correct
date of birth is Feb. 22, 1810, as lias been
proved by the discovery of the certificate of
'The footnote on the same page, and
birth.
line 10 of first

to be deleted.

column of

p.

523, are therefore

ADDENDA ET CORRIGENDA FOR
P. 560, art. COCCIA (Carlo),
end, /or '1814' read '1844.'

564,

P.

add

'

art.

from

Ambros.'

zil

CONDUCTING,

Baton in England,

refer to article

206.

p.

'

'

P.

640,

'

art.

colnmn,yw

'

CROSSLEY,

Farraville

'

read

last line of first
'

Tarraville.'

P. 654, art. DALLAM, column 1, line 27,
for '1898' read '1893.'
P. 661,
add date of death,
Feb. 12, 1905.

DANNREUTHER,

DAUBLAINE

ET CALLINET,
664, art.
add date of death of ,To,seph Merklin, on July
P.

10, 1905, at

'

Nancy.

P. 676, footnote, line 2, /or 'imprint' read
imperfect.
P.

696,

art.

DIBDIN

line of article should be

(Charles), the last

in Notes
from .July 1901 to June 1904,'
P. 709, art.

DO,

'

line 5,/or

and Queries

'l^W read '1647.'

'

'

in Leipzig in Feb. 1905.
P. 713, art.
PASQUALE, line 4,

DON

COOKE

for 1614 read 1613,' and three lines lower,
for 'same' read 'following.'

DORFFEL, line 4, /or 'entered
read
went to
Conservatorium
At end of article, add that he died

Leipzig

Leipzig.'

'

(Nathaniel), add date
P. 596, art.
of deatli at P.osham, April 5, 1827.
P. 598, art. COPERARIO, line 15 from end,

I

P. 711, art.

the

COLLECTIONS OF MUSIC,

Kade's Bcilagen

P. 587, art.

line 9

VOL.

'

June 30

read

'

June

'

for

29.'

P. 719, art. DORN, column
2 vols. read 3 vols.

2,

line 11,

for

'

'

DRYSDALE,

P. 734, art.

last line of article,

read

'

column 2, for the
performed at Dundee

in 1898.'
P. 770, art.
Dec. 29, 1899.
P. 772, art.

EHRLICH, add

date of death,

EITNER, add that the Qiiellencompleted in 1904, and that
Eitner died at Templin, near Berlin, Jan. 22,

Lefcikon

was

1905.
P.

774,

ELGAR, in list of works, the
taken up by an Introduction and

art.

number 47

is

Allegro for stringed orchestra and quartet, first
performed at the Queen's Hall London Symphony
Concert, March 8, 1905.
P. 779, art.

for 'op. 7

'

P. 783, art.

14, for

EMPEROR CONCERTO,

read

'

Une

4,

op. 73.'

ENGRAVING,

'Manwaring' read

'

column 1,
Main waring.

line

BEETHOVEN AND
By DANIEL

GREGORY MASON

Author of " From Grieg

This book

tells,

to

Brahms"

etc.

i2mo

Cloth

mental music up to

FORERUNNERS

HIS

in untechnical fashion, the story of the

great culmination in the

first

its

development of instru-

Beginning

work of Beethoven.

with a concise summary of the chief periods that can be discriminated in the history
of music,

it

proceeds to examine in more detail the great choral epoch of Palestrina,

describing the mystical spirit of which

most adequate

artistic

expression

;

then

his

music was perhaps the profoundest and

studies the influence of the

it

of ideahsm on the contents and methods of musical
intelligible to the

of the book

made

to this art

is

based

;

and

in

that

;

is,

it

spirit

language
distin-

finally sets forth

by Haydn, Mozart, and Beethoven.

frankly personal in treatment

is

and discusses

layman the principles of design on which pure music (as

guished from dramatic and programme music)
contributions

art,

modern

The

the

latter part

introduces the reader to the

characteristic traits of these three great masters' art through an acquaintance with their
characteristics as

In method " Beethoven and his Forerunners "

men.

is

thus, like

"From Grieg to Brahms," part historical and psychological,
and in part biographical. The chapters are The Periods of Musical History; PalesThe Modern Spirit The Principles of Pure Music
trina and the Music of Mysticism
Mr. Mason's

earlier

book,

:

;

;

Haydn

;

Mozart

;

Beethoven

;

;

Conclusion.

FROM GRIEG TO BRAHMS
STUDIES OF SOME MODERN COMPOSERS AND THEIR ART
By DANIEL
Cloth

GREGORY MASON
i2mo

$1.50 net

" Mr. Mason's felicity in characterizing the important things as regards composers

and compositions seems

to

but never quite formulated."

"A

me

remarkable

— Arthur

;

he so often expresses what one has

Foote.

valuable addition to our musical literature."

— Walter

Damrosch.

THE MACMILLAN COMPANY
66

FIFTH AVENUE,
1

NEW YORK

felt,

THE HISTORY OF AIMERICAN ART
JOHN

Edited by

VAN DYKE

C.

THE HISTORY OF AMERICAN MUSIC
C

By LOUIS

ELSON

the Boston Advertiser

Musical Editor of

FULLY ILLUSTRATED WITH TWELVE PHOTOGRAVURE PLATES AND OVER
ONE HUNDRED ILLUSTRATIONS IN THE TEXT
Imperial 8vo

Cloth

In this " History of American
the author

has

told

personal

methods, the

changes, the

Music," the second of the series,

beginnings, the

the

of

the making of our present music.

occurred
little

but

are

or

widely

word, even

scattered

sequentially

facts

if

influences, the

to-day,

and hence have

In

desirable.

their

own

story

the

stead

its

have been brought together and
tell

gone to

have

of the events here narrated

has not always been possible

It

that were

they might

that

foreign

endeavors, that

Many

happening

perspective for the historian.

to say a final

own

yesterday

$5.00 net

arranged

and point

their

conclusion.
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