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CHAPTER |

"I'L BARBI ERE DI SIVIG.IA"

The history of what is popularly called Italian opera begins in the
United States with a performance of Rossini's lyrical conedy "I
Barbiere di Siviglia"; it nmay, therefore, fittingly take the first
pl ace in these operatic studies. The place was the Park Theatre,
then situated in Chanbers Street, east of Broadway, and the date
Novenber 29, 1825. It was not the first performance of Italian opera
music in Anerica, however, nor yet of Rossini's merry work. In the
early years of the nineteenth century New York was al nost as fully
abreast of the times in the matter of dramatic entertainnments as
London. New wor ks produced in the English capital were heard in New
York as soon as the ships of that day could bring over the books and
the actors. Especially was this true of English ballad operas and
English transcriptions, or adaptations, of French, German, and
Italian operas. New York was five nonths ahead of Paris in making
the acquai ntance of the operatic version of Beaumarchais's "Barbier
de Seville." The first performance of Rossini's opera took place in
Rone on February 5, 1816. London heard it in its original form at
the King's Theatre on March 10, 1818, with Garcia, the first

Count Almaviva, in that part. The opera "went off w th unbounded
appl ause, " says Parke (an oboe player, who has left us two vol unes
of entertaining and instructive nenoirs), but it did not win the
degree of favor enjoyed by the other operas of Rossini then current
on the English stage. It dropped out of the repertory of the King's
Theatre and was not revived until 1822--a year in which the

popul arity of Rossini in the British netropolis may be neasured by
the fact that all but four of the operas brought forward that year
were conposed by him The first Parisian representation of the opera
took place on October 26, 1819. Garcia was again in the cast. By
that time, in all likelihood, all of nusical New York that could
nmuster up a pucker was already whistling "Largo al factotunt and
the begi nning of "Una voce poco fa," for, on May 17, 1819, Thonmas
Phil i pps had brought an English "Barber of Seville" forward at a
benefit performance for hinself at the sanme Park Theatre at which
nore than six years later the Garcia conpany, the first Italian
opera troupe to visit the New Wrld, perforned it in Italian on

the date already nmentioned. At M. Phillipps's perfornance the
beneficiary sang the part of Al maviva, and Mss Leesugg, who
afterward becane the wife of the comedi an Hackett, was the Rosina.
On Novenber 21, 1821, there was anot her perfornance for M.
Phillipps's benefit, and this time Ms. Holnman took the part of

Rosi na. Phillipps and Hol man--brave nanes these in the dramatic
annal s of New York and London a little less than a century ago!
When will European witers on nmusic begin to realize that nusica

culture in Arerica is not just nowin its begi nnings?

It was Manuel Garcia's troupe that first perforned "Il Barbiere

di Siviglia" in New York, and four of the parts in the opera were
pl ayed by menmbers of his famly. Manuel, the father, was the Count,
as he had been at the prenieres in Ronme, London, and Paris; Manuel,



son, was the Figaro (he lived to read about eighty-one years of
operatic enterprise in New York, and died at the age of 101 years in
London in 1906); Signora Garcia, nere, was the Berta, and Rosina was
sung and played by that "cunning pattern of excellent nature," as a
witer of the day called her, Signorina Garcia, afterward the fanous
Mal i bran. The other perforners at this representation of the Italian
"Barber" were Signor Rosich (Dr. Bartolo), Signor Angrisani (Don
Basilio), and Signor Crivelli, the younger (Fiorello). The opera was
given twenty-three tinmes in a season of seventy-nine nights, and the
recei pts ranged from $1843 on the opening night and $1834 on the

cl osing, down to $356 on the twenty-ninth night.

But neither Phillipps nor Garcia was the first to present an
operatic version of Beaumarchais's comedy to the American people.
French operas by Rousseau, Monsigny, Dal ayrac, and Getry, which may
be said to have conposed the staple of the opera-houses of Europe in
the | ast decades of the eighteenth century, were known also in the
cont enpor aneous theatres of Charl eston, Baltinore, Philadel phia, and
New York. In 1794 the last three of these cities enjoyed "an opera
in 3 acts," the text by Colman, entitled, "The Spani sh Barber; or,
The Futile Precaution.” Nothing is said in the announcenents of

this opera touching the authorship of the nusic, but it seenms to

be an inevitable conclusion that it was Paisiello's, composed for

St. Petersburg about 1780. There were Gernman "Barbers" in existence
at the tine conposed by Benda (Friedrich Ludwi g), Elsperger, and
Schul z, but they did not enjoy large popularity in their own
country, and lsouard's "Barbier" was not yet witten. Paisiello's
opera, on the contrary, was extrenely popul ar, throughout Europe.
True, he called it "The Barber of Seville," not "The Spanish
Barber," but Colnman's subtitle, "The Futile Precaution,” came from
the original French title. Rossini also adopted it and purposely
avoi ded the chief title set by Beaunmarchais and used by Paisiello;
but he was not long pernmitted to have his way. Thereby hangs a

tale of the conmposition and first failure of his opera which |

must now rel ate.

On Decenber 26, 1815, the first day of the carnival season, Rossini
produced his opera, "Torvaldo e Dorliska," at the Teatro Argentina,
in Rome, and at the sane tinme signed a contract with Cesarini, the
inmpresario of the theatre, to have the first act of a second opera
ready on the twentieth day of the follow ng January. For this opera
Rossini was to receive 400 Ronan scudi (the equival ent of about
$400) after the first three performances, which he was to conduct
seated at the pianoforte in the orchestra, as was then the custom
He seens to have agreed to take any libretto subnmtted by the

i npresari o and approved by the public censor; but there are

i ndications that Sterbini, who was to wite the libretto, had

al ready suggested a renpdelling of Paisiello's "Barber." In order
to expedite the work of conposition it was provided in the contract
that Rossini was to take |odgings with a singer naned Zanboni, to
whom t he honor fell of being the original of the town factotum

in Rossini's opera. Sone say that Rossini conpleted the score in
thirteen days; sone in fifteen. Castil-Blaze says it was a nonth,
but the truth is that the work consuned | ess than half that period.
Doni zetti, asked if he believed that Rossini had really witten the
score in thirteen days, is reported to have replied, no doubt wth
a malicious twinkle in his eyes: "It is very possible; he is so
|lazy." Paisiello was still alive, and so was at |east the nenory of
his opera, so Rossini, as a precautionary nmeasure, thought it w se
to spike, if possible, the guns of an apprehended opposition. So

he addressed a letter to the venerabl e conposer, asking |leave to
make use of the subject. He got permission and then wote a preface
to his libretto (or had Serbini wite it for him, in which,

while flattering his predecessor, he nevertheless contrived to

i ndi cate that he considered the opera of that venerabl e nusician



ol d- fashi oned, undramatic, and outdated. "Beaumarchais's conedy,
entitled ' The Barber of Seville, or the Usel ess Precaution,'"

he wote, "is presented at Rome in the formof a comic drama under
the title of "Almaviva, ossia |'inutile Precauzione,' in order

that the public may be fully convinced of the sentinments of respect
and veneration by which the author of the nusic of this drama is
animated with regard to the cel ebrated Paisiello, who has al ready
treated the subject under its primtive title. Hnmself invited to
undertake this difficult task, the naestro G oachino Rossini, in
order to avoid the reproach of entering rashly into rivalry with
the i mortal author who preceded him expressly required that 'The
Barber of Seville' should be entirely versified anew, and al so

that new situations should be added for the nusical pieces which,
nmoreover, are required by the nodern theatrical taste, entirely
changed since the time when the renowned Paisiello wote his work."

I have told the story of the fiasco nade by Rossini's opera on its
first production at the Argentine Theatre on February 5, 1816, in an
ext ended preface to the vocal score of "Il Barbiere," published in
1900 by G Schirnmer, and a quotation fromthat preface will serve
here quite as well as a paraphrase; so | quote (with an avowal of
gratitude for the privilege to the publishers):--

Pai siell o gave his consent to the use of the subject, believing that
the opera of his young rival would assuredly fail. At the same tine
he wote to a friend in Rone, asking himto do all in his power to
conpass a fiasco for the opera. The young conposer's enenies were
not sluggish. Al the whistlers of Italy, says Castil-Blaze, seened
to have nade a rendezvous at the Teatro Argentina on the night set
down for the first production. Their nalicious intentions were

hel ped al ong by accidents at the outset of the performance. Details
of the story have been preserved for us in an account witten

by Signora Gorgi-Righetti, who sang the part of Rosina on the
menor abl e occasion. Garcia had persuaded Rossini to pernmt himto
sing a Spani sh song to his own accompani nent on a guitar under
Rosina's balcony in the first act. It would provide the needed | oca
color, he urged. Wen about to start his song, Garcia found that he
had forgotten to tune his guitar. He began to set the pegs in the
face of the waiting public. A string broke, and a new one was drawn
up amd the titters of the spectators. The song did not please the
audi tors, who nocked at the singer by hummi ng Spanish fiorituri
after him Boisterous |aughter broke out when Figaro came on the
stage also with a guitar, and "Largo al factotum' was lost in the
din. Another how of delighted derision went up when Rosina's

voi ce was heard singing within: "Segui o caro, deh segui cosi"
("Continue, ny dear, continue thus"). The audi ence continued "thus."
The representative of Rosina was popular, but the fact that she

was first heard in a trifling phrase instead of an aria caused

di sappoi ntnent. The duet, between Al maviva and Figaro, was sung amd
hi sses, shrieks, and shouts. The cavatina "Una voce poco fa" got a
triple round of applause, however, and Rossini, interpreting the
fact as a conplinent to the personality of the singer rather than
to the nusic, after bowing to the public, exclainmed: "Ch natura!"
"Thank her," retorted Gorgi-Righetti; "but for her you would not
have had occasion to rise fromyour choir." The turnoil began again
with the next duet, and the finale was nmere dunb show. Wen the
curtain fell, Rossini faced the nob, shrugged his shoul ders, and

cl apped his hands to show his contempt. Only the nusicians and
singers heard the second act, the din being incessant from beginning
to end. Rossini remained inperturbable, and when G orgi-Rhigetti,
Garcia, and Zanboni hastened to his |odgings to offer their

condol ences as soon as they could don street attire, they found him
asl eep. The next day he wote the cavatina "Ecco ridente in cielo"
to take the place of Garcia's unlucky Spanish song, borrow ng the



air fromhis own "Aureliano," conposed two years before, into
which it had been incorporated from"Ciro," a still earlier work.
When night cane, he feigned illness so as to escape the task of
conducting. By that tine his enenies had worn thensel ves out. The
musi ¢ was heard am d | oud plaudits, and in a week the opera had
scored a trenmendous success.

And now for the dramatic and nusical contents of "Il Barbiere." At
the very outset Rossini opens the door for us to take a glinpse at
the changes in rnusical manner which were wought by time. He had
faulted Paisiell o' s opera because in parts it had become anti quat ed,
for which reason he had had new situations introduced to neet the
"nodern theatrical taste"; but he lived fifty years after "I
Bar bi ere" had conquered the world, and never took the trouble to
wite an overture for it, the one originally conposed for the opera
havi ng been | ost soon after the first production. The overture which
| eads us into the opera nowadays is all very well inits way and a
striking exanpl e of how a piece of nusic may benefit fromfortuitous
circunstances. Persons with fantastic imagi nati ons have rhapsodi zed
on its appositeness, and professed to hear in it the whispered
plottings of the lovers and the merry raillery of Rosina, contrasted
with the futile ragings of her grouty guardi an; but when Rossi ni
composed this piece of nmusic, its mssion was to introduce an
adventure of the Enperor Aurelian in Palnyra in the third century of
the Christian era. Having served that purpose, it becane the prelude
to anot her opera which dealt with Queen Elizabeth of England, a
monar ch who reigned sone twelve hundred years after Aurelian. Again,
before the nel ody now known as that of Al nmaviva's cavatina (which
suppl anted Garci a's unlucky Spani sh song) had burst into the

ef fl orescence whi ch now distinguishes it, it came as a chorus from
the mout hs of Cyrus and his Persians in ancient Babylon. Truly,

the verities of time and place sat lightly on the Italian opera
composers of a hundred years ago. But the serenade which follows the
rising of the curtain preserves a customnore general at the time of
Beaumar chai s than now, though it is not yet obsolete. Dr. Bartol o,
who i s guardian of the fascinating Rosina, is in love with her, or
at |l east wishes for reasons not entirely dissociated from her noney
bags to make her his wife, and therefore keeps her nost of the time
behind bolts and bars. The Count Al nmaviva, however, has seen her on
a visit fromhis estates to Seville, becones enanoured of her, and
she has felt her heart warmed toward him though she is ignorant of
his rank and knows hi monly under the name of Lindoro. Hoping that
it may bring himan opportunity for a glance, mayhap a word with his
i nanor ata, Amaviva follows the advice given by Sir Proteus to Thurio
in "The Two Gentlemen of Verona"; he visits his |ady's chanber

wi ndow, not at night, but at early dawn, with a "sweet concert," and
to the instrunents of Fiorello's nusicians tunes "a deploring dunmp."”
It is the cavatina "Ecco ridente in cielo." The nusicians, rewarded
by Al mavi va beyond expectations, are profuse and | ong-w nded

in their expression of gratitude, and are gotten rid of with
difficulty. The Count has not yet had a glinpse of Rosina, who is

in the habit of breathing the norning air fromthe bal cony of her
prison house, and is about to despair when Fi garo, barber and
Seville's factotum appears trolling a song in which he recites his
acconpl i shments, the universality of his enploynments, and the great
demand for his services. ("Largo al factotumdello citta.") The
Count recognizes him tells of his vain vigils in front of Rosina's
bal cony, and, so soon as he learns that Figaro is a sort of man

of all work to Bartol o, enploys himas his go-between. Rosina

now appears on the bal cony. Al maviva is about to engage her in
conversation when Bartol o appears and di scovers a bill et-doux which
Rosi na had intended to drop into the hand of her Lindoro. He demands
to see it, but she explains that it is but a copy of the words of an
aria froman opera entitled "The Futile Precaution,” and drops it
fromthe balcony, as if by accident. She sends Bartolo to recover



it, but Al maviva, who had observed the device, secures it, and
Bartolo is told by his crafty ward that the wi nd nmust have carried
it away. Grow ng suspicious, he comuands her into the house and
goes away to hasten the preparations for his wedding, after giving
orders that no one is to be admtted to the house save Don Basili o,
Rosi na' s singing-master, and Bartol o' s nessenger and genera

m schi ef - maker.

The letter which Rosina had thus slyly conveyed to her unknown | over
begged himto contrive neans to |let her know his nane, condition,
and intentions respecting herself. Figaro, taking the case in hand
at once, suggests that Al maviva publish his answer in a ballad. This
the Count does ("Se il m o none saper"), protesting the honesty and
ardor of his passion, but still concealing his name and station. He
is delighted to hear his | ady-love's voice bidding himto continue
his song. (It is the phrase, "Segui, o caro, deh segui cosi," which
sounded so nonstrously diverting at the first representation of the
opera in Rone.) After the second stanza Rosina essays a | onger
response, but is interrupted by some of the inmates of the house.

Fi garo now confides to the Count a schene by which he is to neet his
fair enslaver face to face: he is to assune the role of a drunken
sol di er who has been billeted upon Dr. Bartolo, a plan that is
favored by the fact that a conpany of soldiers has cone to Seville
that very day which is under the command of the Count's cousin. The
plan is pronptly put into execution. Not long after, Rosina enters
Dr. Bartolo's library singing the fanmobus cavatina, "Una voce poco
fa," in which she tells of her love for Lindoro and proclainms her
determ nation to have her own way in the matter of her heart, in
spite of all that her tyrannical guardian or anybody el se can do.
Thi s cavati na has been the show pi ece of hundreds of singers ever
since it was witten. Signora Gorgi-Ri ghetti, the first Rosina, was
a contralto, and sang the nmusic in the key of E, in which it was
witten. Wien it becane one of Jenny Lind' s display airs, it was
transposed to F and tricked out with a great abundance of fiorituri
Adelina Patti in her youth used so to overburden its already florid
measures with ornament that the story goes that once when she sang
it for Rossini, the old master dryly remarked: "A very pretty air;
who conposed it?" Figaro enters at the conclusion of Rosina s song,
and the two are about to exchange confidences when Bartol o enters
with Basilio, who confides to the old doctor his suspicion that the
unknown | over of Rosina is the Count Al maviva, and suggests that

the latter's presence in Seville be made irksome by a few adroitly
spread i nnuendoes agai nst his character. How a cal umy, ingeniously
publ i shed, may grow from a whi spered zephyr to a crashing,
detonating tenpest, Basilio describes in the buffo air "La

calunni a"--a marvel | ous exanpl e of the device of crescendo which
inthis formis one of Rossini's inventions. Bartolo prefers his
own plan of conpelling his ward to marry himat once. He goes

with Basilio to draw up a marri age agreenent, and Fi garo, who has
overheard their talk, acquaints Rosina with its purport. He al so
tells her that she shall soon see her |over face to face if she wll
but send hima line by his hands. Thus he secures a letter from her,
but learns that the artful mnx had witten it before he entered.
Her ink-stained fingers, the disappearance of a sheet of paper
fromhis witing desk, and the condition of his quill pen convince
Bartolo on his return that he is being deceived, and he resol ves
that henceforth his ward shall be nore closely confined than ever.
And so he infornms her, while she mmcs his angry gestures behind
hi s back. In another nonent there is a boisterous knocking and
shouting at the door, and in comes Al maviva, disguised as a cavalry
sol di er nmost obviously in his cups. He manages to make hinsel f known
to Rosina, and exchanges letters with her under the very nose of her
jailer, affects a fury toward Dr. Bartolo when the latter clains
exenption fromthe billet, and escapes arrest only by secretly
maki ng hi nsel f known to the officer commandi ng the sol di ers who



had been drawn into the house by the disturbance. The sudden and

i nexplicabl e change of conduct on the part of the soldiers petrifies
Bartolo; he is literally "astonied," and Figaro nakes himthe victim
of several |aughable pranks before he recovers his wits.

Dr. Bartol o's suspicions have been aroused about the soldier,
concerni ng whose identity he makes vain inquiries, but he does

not hesitate to admt to his library a seem ng mnusic-master who
announces hinself as Don Al onzo, come to act as substitute for Don
Basilio, who, he says, is ill. O course it is Al maviva. Soon the
ill-natured guardian grows inpatient of his garrulity, and Al maviva,
to allay his suspicions and gain a sight of his inanorata, gives him
a letter witten by Rosina to Lindoro, which he says he had found in
the Count's lodgings. If he can but see the | ady, he hopes by nmeans
of the letter to convince her of Lindoro's faithlessness. This
device, though it disturbs its inventor, is successful, and Bartolo
brings in his ward to receive her music | esson. Here, according to
tradition, there stood in the original score a trio which was | ost
with the overture. Very wel cone has this | oss appeared to the

Rosi nas of a later day, for it has enabled themto introduce into
the "l esson scene" nusic of their own choice, and, of course,

such as showed their voices and art to the best advantage. Very
anusi ng have been the anachroni sns whi ch have resulted fromthese
illustrations of artistic vanity, and diverting are the glinpses

whi ch they give of the tastes and sensibilities of great prinme
donne. Gisi and Al boni, stimulated by the exanmple of Catal an
(though not in this opera), could think of nothing nobler than

to display their skill by singing Rode's Air and Variations, a
violin piece. This grew hackneyed, but, neverthel ess, survived

till a comparatively |late day. Bosio, feeling that variations were
necessary, threw Rode's over in favor of those on "G a della nente
involarm "--a polka tune fromAl ary's "A Tre Nozze." Then Mre.

Gassi er ushered in the day of the vocal waltz--Venzano's, of

am abl e menmory. Her foll owers have not yet died out, though Patti
substituted Arditi's "Il Bacio" for Venzano's; Mre. Senbrich,
Strauss's "Voce di Prinmavera," and Mre. Melba, Arditi's "Se saran
rose." Mre. Viardot, with a finer sense of the fitness of things,
but either forgetful or not apprehensive of the fate which befel

her father at the first performance of the opera in Ronme, introduced
a Spani sh song. Mre. Patti always kept a ready repertory for the
scene, with a song in the vernacul ar of the people for whom she was
singing to bring the enthusiasmto a clinmax and a finish: "Hone,
Sweet Home" in New York and London, "Solovei" in St. Petersburg.
Usual | y she began with the bolero from"Les Vepres Siciliennes," or
t he shadow dance from "Dinorah." Mre. Seinbrich, living in a period
when the style of song of which she and Mre. Melba are still the
brightest exemplars, is not as fanmiliar as it used to be when they
were children, also found it necessary to have an extended |ist of
pi eces ready at hand to satisfy the rapacious public. She was wont
at first to sing Proch's Air and Variations, but that always |ed

to a demand for nore, and whether she supplenmented it with "Ah!

non gi unge," from "La Sonnanbul a,"” the bolero from"The Sicilian
Vespers," "O luce di quest anim," from"Linda," or the vocalized
wal tz by Strauss, the appl ause al ways was riotous, and so remai hed
until she sat down to the pianoforte and sang Chopin's "Miden's
Wsh," in Polish, to her own acconpaniment. As for Mre. Ml ba, not
to be set in the shade sinply because Mre. Senbrich is al nost as
good a pianist as she is a singer, she supplenents Arditi's waltz
or Massenet's "Sevillana" with Tosti's "Mattinata,"” to which she

al so plays an exqui site acconpani nent.

But this is a long digression; | nust back to ny intriguing

| overs, who have made good use of the | esson scene to repeat their
protestations of affection and lay plots for attaining their

happi ness. In this they are hel ped by Figaro, who cones to shave Dr.



Bartolo in spite of his protests, and, contriving to get hold of the
latter's keys, "conveys" the one which opens the bal cony |ock, and
thus makes possible a plan for a midnight el openent. In the m dst

of the | esson the real Basilio comes to neet his appointnment, and
there is a nonent of confusion for the plotters, out of which Figaro
extricates them by persuading Basilio that he is sick of a raging
fever, and nust go instantly honme, Al maviva adding a convincing
argunent in the shape of a generously lined purse. Neverthel ess,
Basilio afterwards betrays the Count to Bartol o, who conmands himto
bring a notary to the house that very night so that he may sign the
marriage contract with Rosina. In the midst of a tenpest Figaro and
the Count |et thenselves into the house at midnight to carry off

Rosi na, but find her in a whinsy, her mind having been poi soned

agai nst her lover by Bartolo with the aid of the unfortunate letter
Qut of this dilemma Al maviva extricates hinself by confessing his
identity, and the pair are about to steal away when the discovery is
made that the | adder to the bal cony has been carried away. As they
are tiptoeing toward the window, the three sing a trio in which
there i s such obvious use of a nelodic phrase which belongs to Haydn
that every witer on "Il Barbiere" seens to have thought it his duty
to point out an instance of "plagiarism on the part of Rossini. It
isatrifling mtter. The trio begins thus:--

[ Musi cal excerpt--"zZiti, ziti, piano, piano, non faccianp
conf usi onne" ]

which is a slightly varied formof four neasures from Sinon's song
inthe first part of "The Seasons": --

[ Musi cal excerpt--"Wth eagerness the husbandman his tilling work
begins. "]

Wth these four neasures the |ikeness begins and ends. A venial
offence, if it be an offence at all. Conposers were not held

to so strict and scrupul ous an accountability touching nel odic
meum and tuum a century ago as they are now, yet there was then

a thousand-fold nore nel odic inventiveness. Another case of
"conveyance" by Rossini has al so been pointed out; the air of the

duenna in the third act beginning "Il vecchiotto cerca noglie" is
said to be that of a song which Rossini heard a Russian | ady sing
in Rome. | have searched nuch in Russian song literature and fail ed

to find the alleged original. To finish the story: the notary
summoned by Bartolo arrives on the scene, but is persuaded by Figaro
to draw up an attestation of a marriage agreenent between Count

Al mavi va and Rosina, and Bartolo, finding at the last that all his
precautions have been in vain, conforted not a little by the gift of
his ward's dower, which the Count relinquishes, gives his blessing
to the | overs.

| have told the story of "Il Barbiere di Siviglia" as it appears

in the book. It has grown to be the customto omt in performance
several of the incidents which are essential to the devel opnent

and understanding of the plot. Some day--soon, it is to be
hoped- - managers, singers, and public will awake to a realization
that, even in the old operas in which beautiful singing is supposed
to be the be-all and end-all, the action ought to be kept coherent.
In that happy day Rossini's effervescent |yrical arrangenent of
Beaumar chai s' s vivaci ous conmedy will be restored to its rights.

CHAPTER 1 |

"LE NOZZE DI FlI GARO'

Beaurmarchais wote a trilogy of Figaro conedies, and if the tastes



and nethods of a century or so ago had been |like those of the
present, we m ght have had also a trilogy of Figaro operas--"Le
Barbier de Seville," "Le Mariage de Figaro," and "La Mere coupable.”
As it is, we have operatic versions of the first two of the
conedi es, Mozart's "Nozze di Figaro" being a sequel to Rossini's
"Il Barbiere," its action beginning at a period not long after the
precautions of Dr. Bartolo had been rendered inutile by Figaro's
cunni ng schenes and Al maviva had installed Rosina as his countess.
"Le Nozze" was conposed a whol e generation before Rossini's opera.
Mozart and his public could keep the sequence of incidents in view,
however, fromthe fact that Paisiello had acquainted themwth the
beginning of the story. Paisiello' s opera is dead, but Rossini's is
very nmuch alive, and it might prove interesting, sone day, to have
the two |iving operas brought together in performance in order to
note the effect produced upon each other by conparison of their
scores. One effect, | fancy, would be to nmake the el der of the
operas sound younger than its conpani on, because of the greater
variety and freshness, as well as dramatic vigor, of its nusic. But
t hough the nanes of many of the characters would be the sane, we
shoul d scarcely recogni ze their nusical physiognom es. W shoul d
find the sprightly Rosina of "Il Barbiere" changed into a mature
lady with a countenance sicklied o'er with the pale cast of a gentle
mel ancholy; the Count's tenor would, in the short interval, have
changed into barytone; Figaro's barytone into a bass, while the

buf f o- bass of Don Basilio woul d have reversed the process with age
and gone upward into the tenor region. W should neet with sone
new characters, of which two at | east would supply the el ement of
dramatic freshness and vivacity which we should mss fromthe
conpany of the first opera--Susanna and Cher ubi no.

We should also, in all likelihood, be struck by the difference in
the noral atnosphere of the two works. It took Beaumarchais three
years to secure a public performance of his "Mriage de Figaro"
because of the opposition of the French court, with Louis XVl at
its head, to its too frank libertinism This opposition spread al so
to other royal and inperial personages, who did not relish the
manner in which the poet had castigated the nobility, exalted the
intellectuality of nenials, and satirized the social and politica
conditions which were generally prevalent a short tinme before the
French Revol ution. Neither of the operas, however, net the obstacles
whi ch bl ocked the progress of the conedi es on which they are
founded, because Da Ponte, who wote the book for Myzart, and
Sterbini, who was Rossini's librettist, judiciously and deftly
elided the objectionable political elenent. "Le Nozze" is by far the
nmor e i ngeniously constructed play of the two (though a trifle too

i nvol ved for popul ar conprehension in the original |anguage), but
"Il Barbiere" has the advantage of freedomfromthe noral grossness
whi ch pollutes its conpanion. For the unspoiled taste of the better
class of opera patrons, there is a livelier as well as a lovelier
charmin the story of Al maviva's adventures while outwitting Dr.
Bartol o and carrying off the winsonme Rosina to be his countess

than in the depiction of his amatory intrigues after marriage.

In fact, there is sonething especially repellent in the Count's
lustful pursuit of the bride of the man to whose intellectua
resour cef ul ness he owed the successful outcome of his own wooi ng.

It is, indeed, a fortunate thing for Mdzart's nusic that so few

oper a-goers understand Italian nowadays. The play is a nora

blister, and the less intelligible it is nade by excisions in its

di al ogue, the better, in one respect, for the virtuous sensibilities
of its auditors. One point which can be sacrificed w thout detrinent
to the nmusic and at only a trifling cost to the conedy (even when it
is | ooked upon fromthe viewpoi nt which prevailed in Europe at the
period of its creation) is that which Beaumarchais relied on chiefly
to add piquancy to the conduct of the Count. Al maviva, we are given



to understand, on his marriage with Rosina had voluntarily abandoned
an anci ent seignorial right, described by Susanna as "certe nezz'
ore che il diritto feudale," but is desirous of reviving the
practice in the case of the Countess's bewitching nmaid on the eve of
her marriage to his valet. It is this discovery which induces Figaro
to invent his schene for expediting the wedding, and | ends a touch
of hunor to the scene in which Figaro asks that he and his bride
enjoy the first-fruits of the reformwhile the villagers lustily
hym the nmerits of their "virtuous" lord; but the too frank

di scussi on of the subject with which the dialogue teens mght easily
be avoi ded. The opera, like all the old works of the lyrical stage,
is in sad need of intelligent revision and thorough study, so that
its dramatic as well as its nusical beauties may be preserved. There
is no lovelier nerit in Mzart's nusic than the depth and tenderness
wi th which the honest | ove of Susanna for Figaro and the Countess
for her lord are published; and it is no denerit that the volatile
passi on of the adol escent Cherubino and the frolicsome, scintillant,
vivacious spirit of the plotters are also given voice. Mzart's
music could not be all that it is if it did not enter fully and
unreservedly into the spirit of the conedy; it is what it is because
whenever the opportunity presented itself, he raised it into the
real mof the ideal. Yet Myzart was no Puritan. He swam al ong gayly
and contentedly on the careless current of life as it was |ived

in Vienna and el sewhere in the closing decades of the eighteenth
century, and was not averse, nerely for the fun of the thing, to go
even a step beyond his librettist when the chance offered. Here is
an instance in point: The plotters have been working a little at
cross- purposes, each seeking his own advantages, and their plans are
about to be put to the test when Figaro tenporarily | oses confidence
in the honesty of Susanna. Wth his trust in her falls to the ground
his faith in all woman-kind. He rails against the whole sex in the
air, beginning: "Aprite un po' quegl' occhi?" in the |ast act.
Enunmerating the noral bl enishes of wonen, he at |ength seens to be
fairly choked by his own spleen, and bursts out at the end with

"I'l resto nol dico, gia ognuno lo sa" ("The rest I'Il not tell
you- - everybody knows it"). The orchestra stops, all but the horns,
which with the phrase

[ Musi cal excerpt]

aided by a traditional gesture (the singer's forefingers pointing
upward from his forehead), conplete his neaning. It is a pity that
the air is often omtted, for it is eloquent in the exposition of
the spirit of the conedy.

The nerriest of opera overtures introduces "Le Nozze di Figaro," and
puts the listener at once into a frolicsone nmood. It seens to be the
nmost careless of little pieces, drawing none of its material from
the nmusic of the play, making |ight of sonme of the formulas which
demanded respect at the tine (there is no free fantasia), |aughing
and singing its innocent life out in less than five nminutes as if it
were breathing an at nosphere of pure oxygen. It ronps; it does not
reflect or feel. Mdtion is its business, not enption. It has no
concern with the deep and gentle feelings of the play, but only with
its frolic. The spirit of playful tornment, the disposition of a
pretty tease, speaks out of its second subject:--

[ Musi cal excerpt]

and one may, if one w shes, hear the voice of only hal f-serious
adnmonition in the phrase of the basses, which the violins echo as
if in nockery:--

[ Musi cal excerpt]

But, on the whole, the overture does not ask for analysis or



interpretation; it is satisfied to express untramelled joy in
exi st ence.

The curtain is withdrawn, and we discover the |overs preparing for
their wedding. Figaro is taking the dimensions of a room and the
first notive of a duet illustrates his measured paces; Susanna is
trinmming a hat, and her happi ness and her conpl acent satisfaction

wi th her handi work are published in the second notive, whose

i nnocent joy explodes in scintillant sem -quavers in the fiddles

at the third measure. H s | abors ended, Figaro joins Susanna in

her utterances of joy. But there is a fly in the ointment, Wy has
Fi garo been so busily measuring the roon? To test its fitness as
their chanmber, for the Count has assigned it to them though it is
one of the best roons in the palace. He points out its convenient

| ocation (duet: "Se a caso madama"); so near the room of the
Countess that her maid can easily answer the "din din" of her bell,
and near enough to the roomof the Count that his "don don" woul d
never sound in vain should he wish to send his valet on an errand.

Al toget her too convenient, explains Susanna; sone fine day the
Count's "don don" might nmean a three-mile journey for the valet,

and then the devil would fetch the dear Count to her side in three
paces. Has he not been nmaking love violently to her for a space,
sendi ng Don Basilio to give her singing | essons and to urge her to
accept his suit? Did Figaro imgine it was because of his own pretty
face that the Count had proni sed her so handsome a dowy? Figaro had
pressed such a flattering unction to his soul, but now recalls, with
not a little jealous perturbation, that the Count had planned to
take himwith himto London, where he was to go on a nission of
state: "He as ambassador, Figaro as a courier, and Susanna as
anbassadress in secret. |Is that your game, ny lord? Then I'll set
the pace for your dancing with nmy guitar" (Cavatina: "Se vuo
bal |l are").

Al mavi va' s obedi ent val et disappears, and presto! in his place

we see our old friend, the cunning, resourceful barber and town
factotum of the earlier days, who shall hatch out a plot to confound
his master and shield his |ove frompersecution. First of all he
must hasten the wedding. He sets about this at once, but al
unconscious of the fact that Dr. Bartol o has never forgiven nor
forgotten the part he played in robbing himof his ward Rosina.

He cones now to let us know that he is seeking revenge agai nst
Figaro and at the sane tinme, as he hopes, rid hinself of his old
housekeeper, Marcellina, to whomhe is bound by an obligation that
is becoming irksone. The ol d duenna has been casting amatory gl ances
in Figaro's direction, and has a hold on himin the shape of a
witten obligation to marry her in default of repaynment of a sum of
nmoney borrowed in a tinme of need. She enlists Bartol o as advi ser,
and he agrees to lay the matter before the Count. Sonewhat early,

but naturally enough in the case of the conceited dotard, he gloats
over his vengeance, which seens as good as acconplished, and

cel ebrates his triunph in an air ("La vendetta!"). As she is about
to |l eave the room Marcellina nmeets Susanna, and the two nake a
forced effort to conceal their nutual hatred and jeal ousy in an
anusi ng duettino ("Via resti servita, nadama brillante!"), full of
satirical conplinments and curtsies. Marcellina is bowed out of the
roomw th extravagant politeness, and Susanna turns her attention to
her m stress's wardrobe, only to be interrupted by the entrance of
Cherubi no, the Count's page. Though a nere stripling, Cherubino is
al ready a buddi ng vol uptuary, animated with a wish, something |ike
that of Byron's hero, that all woman-kind had but a single nmouth and
he the privilege of kissing it. He adores the Countess; but not her
al one. Susanna has a ribbon in her hand with which, she tells him
she binds up her nmistress's tresses at night. Happy Susanna! Happy
ri bbon! Cherubino seizes it, refuses to give it up, and offers in
exchange his latest ballad. "What shall | do with the song?" asks



Susanna. "Sing it to the Countess! Sing it yourself! Sing it to
Barbarina, to Marcellina, to all the ladies in the palace!" He

tells Susanna (Air: "Non so piu cosa son") of the tornents which he
endures. The lad's mind is, indeed, in a parlous state; he feels his
body alternately burning and freezing; the nmere sight of a maiden
sends the blood to his cheeks, and he needs nust sigh whenever he
hears her voice; sleeping and waki ng, by | akeside, in the shadow of
t he woods, on the mountain, by stream and fountain, his thoughts are
only of love and its sweet pains. It is quite inpossible to describe
the el oquence with which Mzart's mnusic expresses the feverish
unrest, the turnoil, and the longing which fill the lad s soul

Oto Jahn has attenpted it, and | shall quote his effort:--

The vibration of sentinent, never anpunting to actual passion,

the m ngl ed angui sh and delight of the |onging which can never be
satisfied, are expressed with a power of beauty raising them out of
the domain of nere sensuality. Very remarkable is the sinplicity of
the means by which this extraordinary effect is attained. A violin
acconpani nent passage, not unusual in itself, keeps up the restless
movenent ; the harnonies make no striking progressions; strong
enphasi s and accents are sparingly used, and yet the soft flow of
the music is made suggestive of the consum ng gl ow of passion. The
instrumentation is here of a very peculiar effect and quite a nove
coloring; the stringed instruments are nuted, and clarinets occur
for the first tine, and very pronminently, both alone and in
conbination with the horns and bassoons.

Cherubino's philandering with Susanna is interrupted by the Count,
who cones with protestations of |ove, which the page hears from

a hiding-place behind a large armchair, where Susanna, in her
enbarrassnent, had hastily conceal ed himon the Count's entrance.
The Count's philandering, in turn, is interrupted by Basilio, whose
voice is heard | ong enough before his entrance to pernit the Count
al so to seek a hiding-place. He, too, gets behind the chair, while
Cherubi no, screened by Susanna's skirts, ensconces hinself in the
seat, and finds cover under one of the Countess's gowns which
Susanna hurriedly throws over him Don Basilio comes in search of
the Count, but pronptly begins his pleas in behalf of his naster
Recei vi ng not hi ng but indignant rejoinders, he twits Susanna with
loving the lad, and nore than intimates that Cherubino is in |ove
with the Countess. Wiy el se does he devour her with his eyes when
serving her at table? And had he not conposed a canzonetta for her?
Far be it fromhim however, to add a word to what "everybody says."
"Everybody says what?" denmands the Count, discovering hinself. A
trio follows ("Cosa sento!") The Count, though in a rage, preserves
a dignified behavior and orders the instant dism ssal of the page
fromthe pal ace. Susanna is overwhelmed with confusion, and plainly
betrays her agitation. She swoons, and her conpanions are about to
pl ace her in the armchair when she realizes a danger and recovers
consci ousness. Don Basilio cringes before the Count, but is

mal i ciously delighted at the turn which affairs have taken

The Count is stern. Cherubino had once before incurred his

di spl easure by poaching in his preserves. He had visited Barbarina,
the pretty daughter of his gardener, and found the door bolted. The
mai d appeared confused, and he, seeking an explanation, drew the
cover fromthe table and found the page hiding under. He illustrates
his action by lifting the gown thrown over the chair, and there

is the page again! This, then, is the reason of Susanna's seenmning
prudery--the page, her lover! He accuses Susannha, who asserts her

i nnocence, and truthfully says that Cherubino had come to ask her
to procure the Countess's intercession in his behalf, when his
entrance had thrown them both into such confusion that Cherubino
had conceal ed hinsel f. Were? Behind the armchair. But the Count

hi nsel f had hidden there. True, but a nonent before the page had



slipped around and into the chair. Then he had heard all that the
Count had said to Susanna? Cherubino says he had tried his best

not to overhear anything. Figaro is sent for and enters with the
villagers, who hym the virtues of their lord. To the Count's
guestion as to the meani ng of the denonstration, Figaro explains
that it is an expression of their gratitude for the Count's
surrender of seignorial rights, and that his subjects wish himto
cel ebrate the occasion by bestow ng the hand of Susanna on Figaro at
once and hinself placing the bridal veil upon her brow. The Count
sees through Figaro's trick, but believing it will be frustrated by
Marcel lina's appeal, he pronises to honor the bride, as requested,

i n due season. Cherubi no has begged for the Count's forgiveness, and
Susanna has urged his youth in extenuation of his fault. Rem nded
that the Iad knows of his pursuit of Susanna, the Count nodifies his
sentence of disnissal fromhis service to banishment to Seville as
an officer in his reginent. Figaro playfully inducts himinto the
new exi st ence.

The air "Non piu andrai,” in which this is done, is in vigorous
march rhythm Benucci, the original Figaro in Vienna, had a superbly
sonorous voi ce, and M chael Kelly, the English tenor (who sang the
two roles of Don Basilio and Don Curzio), tells us howthrillingly
he sang the song at the first rehearsal with the full band. Myzart
was on the stage in a crinmson pelisse and cocked hat trimred with
gold lace, giving the time to the orchestra. Figaro gave the song

with the greatest animation and power of voice. "I was standing
close to Mozart," says Kelly, "who, sotto voce, was repeating:
'Bravo, bravo, Benucci!' and when Benucci came to the fine passage,

" Cherubino, alla vittoria, alla gloria mlitar,' which he gave out
with stentorian lungs, the effect was electricity itself, for the
whol e of the perforners on the stage, and those in the orchestra, as
if actuated by one feeling of delight, vociferated: 'Bravo, bravo,
maestro! Viva, viva, grande Mdzart!' Those in the orchestra

t hought woul d never have ceased appl audi ng by beating the bows of
their violins against the nusic desks. The little nman acknow edged
by repeated obei sances his thanks for the distingui shed mark of

ent husi asti ¢ appl ause best owed upon him"

This ends the first act. At the opening of the second the Countess
asks our synpathy because of the unhappi ness caused by her errant
husband. (Cavatina: "Porgi anor.") She prays the god of love to
restore her to his affections. Susanna entering, the Countess asks
her to continue her tale of the Count's pursuit of her. There is
nothing to add, says the maid; the Count wooed as nobl enen woo wonen
of her class--with noney. Figaro appears to tell that the Count

is aiding Marcellina in her scheme and of the trick which he has
devised to circumvent him He had sent Basilio to his lordship with
a letter warning himthat the Countess had nade an appointnent to
meet a lover at the ball to be given in the evening. This would fan
the fires of his jealousy and so enrage himthat he would forget his
desi gns agai nst Susanna until she was safely married, when he would
di scover that he had been outwitted. In the neantine, while he is
reflecting on the fact that two could play at the game, Susanna is
to apprise the Count that she will nmeet himin the garden in the
eveni ng. Cherubi no, whose departure to Seville had been del ayed for
the purpose, is to neet the Count disguised as Susanna, and the
Count ess, appearing on the scene, is to unmask him The Count is
supposed to have gone a-hunting, and the plotters have two hours for
preparation. Figaro | eaves themto find Cherubino, that he may be
put into petticoats. Wen the page cones, the Countess first insists
on hearing the song which he had given to Susanna, and Cherubi no,
stamering and blushing at first, sings it to Susanna's guitar
(Canzone: "Voi che sapete.") Again | call upon Oto Jahn for a
description of the nusic. "Cherubino is not here directly expressing
his feelings; he is depicting themin a ronance, and he is in the



presence of the Countess, toward whom he glances with all the
bashf ul ness of boyi sh passion. The song is in ballad form to suit
the situation, the voice executing the clear, |ovely nelody, while
the stringed instrunents carry on a sinple acconpani nent pizzicato,
toimtate the guitar: this delicate outline is, however, shaded and
animated in a wonderful degree by solo wind instruments. Wt hout
bei ng absolutely necessary for the progress of the nelodies and the
conpl et eness of the harnonies, they supply the delicate touches of
detail, reading between the Iines of the ronmance, as it were, what
is passing in the heart of the singer. W know not whether to

adm re nost the graceful ness of the nel odies, the delicacy of the
di sposition of the parts, the charmof the tone coloring, or the
tenderness of the expression--the whole is of entrancing beauty."

Susanna finds that she and Cherubino are of the same height, and
begins to array himin garments belonging to her, first |ocking the
door agai nst possible intruders. The Countess views the adventure

with some msgivings at first, but, after all, Cherubino is a nmere
boy, and she rejoices himw th approval of his songs, and sniles
upon himtill he is deliriously happy. Basilio has given himhis

comm ssion in the Count's reginent, and the Countess di scovers that
it lacks a seal to secure which would cause a | onger and desired
del ay. Wiile Susanna is playing the role of dressing-maid to
Cherubino, and instructing himin a | adylike bearing, the Count
raps for admission to the room Figaro' s decoy letter caused him
uneasi ness, and he had abandoned the hunt. Cherubino hurries

into the chanber, and the Countess turns the key upon him before
admtting his lordship, who enters in an ill-hunmor which is soon
turned into jeal ous rage. Cherubino has awkwardly overturned a chair
in the chanber, and though the Countess explains that Susanna is

wi thin, she refuses to open the door, on the plea that her maid is
maki ng her toilet. The Count goes for tools to break open the door,
taking the Countess with him Susanna, who has heard all from an

al cove, hastens to Cherubino's rescue, who escapes by | eaping
fromthe wi ndow of the Countess's apartnent into the garden bel ow.
Susanna takes his place in the chamber. Then begi ns the nost
marvel | ously i ngeni ous and beautiful finale in the whole literature
of opera. Fast upon each other follow no fewer than eight

i ndependent pi eces of nusic, each a perfect delineation of the

qui ckly changi ng nobods and situations of the comedy, yet each built
up on the lines of nusical symmetry, and devel opi ng a nusi cal theme
whi ch, though it passes fromnouth to nmouth, appears each tine to
bel ong peculiarly to the person uttering it. The Countess throws
hersel f upon the mercy of the Count, confesses that Cherubino,

suspi ciously garbed, is in the chanmber, but pleads for his life and
protests her innocence of wong. She gives the key to her enraged
husband, who draws his sword, unlocks the door, and conmmands

the page to stand forth. Susanna confronts the pair with grave
unconsci ousness upon her features. The Countess is no | ess amazed
than her lord.

The Count goes into the chanber to search for the page, giving
Susanna a chance to explain, and the ninble-witted wonen are ready
for himwhen he cones back confused, confounded, and ready to ask
forgi veness of his wife, who becones tearful and accusing, telling
himat length that the story of the page's presence was al

an invention to test him But the letter giving word of the
assignation? Witten by Figaro. He then shall be punished.

Forgi veness is deserved only by those willing to forgive. Al is
wel |, and the Countess gives her hand to be kissed by her |ord.
Enters Figaro with joyous nusic to announce that all's ready for

t he weddi ng; trunpets sounding, pipes tootling, peasants singing
and dancing. The Count throws a danper upon his exuberant spirits.
How about that letter? In spite of the efforts of the Countess and
Susanna to nmake himconfess its authorship, Figaro stoutly insists



that he knows nothing of it. The Count summons Marcellina, but
before she arrives, the drunken gardener Antonio appears to tell the
Count that some one had | eaped out of the sal on wi ndow and danaged
his plants and pots. Confusion overwhel ns the wonen. But Figaro's
wits are at work. He | aughs |loudly and accuses Antoni o of being too
ti psy to know what had happened. The gardener sticks to his story
and is about to describe the man who came like a bolt fromthe

wi ndow, when Figaro says it was he nmade the leap. He was waiting in
the salon to see Susanna, he expl ains, when he heard the Count's
footsteps, and, fearing to neet hi mbecause of the decoy letter, he
had junped fromthe wi ndow and got a sprained ankle, which he offers
in evidence. The orchestra changes key and tenpo, and begi ns a new
inquisition with pitiless reiteration:--

[ Musi cal excerpt]

Antoni o produces Cherubino's commi ssion, "These, then, are your
papers?" The Count takes the comm ssion, opens it, and the Countess
recognizes it. Wth whispers and signs the wonen | et Figaro know
what it is, and he is ready with the explanation that the page had

|l eft the paper with him Wwy? It | acked--the wonmen cone again to his
rescue--it lacked the seal. The Count tears up the paper in his rage
at being foiled again. But his allies are at hand, in the persons

of Marcellina, Bartolo, and Basilio, who appear with the accusing
contract, signed by Figaro. The Count takes the case under

advi senent, and the act ends with Figaro's enenies sure of triunph
and his friends di smayed.

The third act plays in a large hall of the pal ace decorated for the
weddi ng. In a duet ("Crudel! perche finora") the Count renews his
addresses to Susanna. She, to help along the plot to unmask him
consents to nmeet himin the garden. A wonderful grace rests upon the
musi ¢ of the duet, which Mzart's genius nakes nore illumnative
than the words. Is it Susanna's native candor, or goodness, or

m schi evousness, or her enbarrassnent which pronpts her to answer
"yes" when "no" was expected and "no" when the Count had al ready
received an affirmati ve? We can think as we pl ease; the nusica
effect is delicious. Figaro's comng interrupts further conversation,
and as Susanna | eaves the roomw th her, she drops a remark to

Fi garo, which the Count overhears: "Hush! We have won our case

wi thout a lawer." What does it nean? Treachery, of course. Possibly
Marcel lina's silence has been purchased. But whence the noney? The
Count's anmour propre is deeply wounded at the thought that his
meni al s should outwit himand he fail of his conquest. He swears
that he will be avenged upon both. Apparently he has not long to
wait, for Marcellina, Don Curzio, and Bartolo enter, followed by

Fi garo. Don Curzio announces the decision of the court in the
duenna's suit against Figaro. He nust pay or marry, according to the
bond. But Figaro refuses to abide by the decision. He is a gentleman
by birth, as proved by the jewels and costly clothing found upon him
when he was recovered from sone robbers who stol e hi mwhen a babe,
and he must have the consent of his parents. He has diligently
sought themand will prove his identity by a mark upon his arm

"A spatula on the right el bow?" anxiously inquires Marcellina.

"Yes." And now Bartol o and the duenna, who a nonent ago would fain
have nade hi m an CEdi pus, recognize in Figaro their own son, born
out of wedl ock. He rushes to their arms and is found enbracing his
nmot her nost tenderly by Susanna, who comes with a purse to repay the
| oan. She flies into a passion and boxes Figaro's ears before the
situation is explained, and she is nade as happy by the unexpected
denouenent as the Count and Don Curzio are niserable. Bartolo

resol ves that there shall be a double wedding; he will do tardy
justice to Marcellina. Now we see the Countess again in her

| ament abl e nood, nourning the |oss of her husband' s |ove. (Aria:
"Dove sono.") Susanna cones to tell of her appointnent with the



Count. The place, "in the garden," seens to be lacking in clearness,
and the Countess proposes that it be nade nore definite and certain
(as the lawers say), by neans of a letter which shall take the form
of a "Song to the Zephyr." This is the occasion of the exquisite
duet which was surely in the mnd of the conposer's father when,
witing to his daughter from Vienna after the third performance of
the opera, he said: "One little duet had to be sung three tines."
WAas there ever such exquisite dictation and transcription? Can any
one say, after hearing this "Canzonetta sull' aria," that it is
unnatural to mel odi ze conversation? Wth what gracious tact the
orchestra gives tinme to Susanna to set down the words of her

m stress! How perfect is the nusical reproduction of inquiry and
repetition when a phrase escapes the nmenory of the witer!

[ Musi cal excerpt--Susanna: "sotto i pini?" Conte: "Sotto i pini de
boschetto. "]

The letter is witten, read over phrase by phrase, and sealed with
a pin which the Count is to return as proof that he has received
t he note.

The wedding festivities begin with a presentation of flowers to the
Countess by the village nai dens, anong whomin di sguise is the rogue
Cherubino--so fair in hat and gown that the Countess singles himout
of the throng to present his nosegay in person. Antonio, who had
suspected that he was still about the pal ace, exposes himto the
Count, who threatens the nost rigorous punishrment, but is obliged to
grant Barberina's petition that he give his consent to her narriage
to the page. Had he not often told her to ask hi mwhat she pl eased,
when ki ssing her in secret? Under the circunstances he can only
grant the little maid' s wish. During the dance which follows (it

i s a Spanish fandango whi ch seens to have been popul ar in Vienna

at the time, for duck had already made use of the same nelody in
his ballet "Don Juan"), Susanna kneels before the Count to have

hi m pl ace the weath (or veil) upon her head, and slyly slips the
"Canzonetta sull' aria"™ into his hands. He pricks his finger with
the pin, drops it, but, on reading the postscript, picks it up, so
that he may return it to the witer as a sign of understandi ng.

In the evening Barberina, who has been commi ssioned to carry the

pin to her cousin Susanna, |loses it again, and her |anmentation

"L'ho perdita,” with its childish sobs while hunting it, is one

of the little genms of the opera. Fromher Figaro |l earns that the

| etter which he had seen the Count read during the dance was from
Susanna, and becones furiously jealous. In an air (which has already
been described), he rails against man's credulity and woman's

faithl essness. The tine is cone to unmask the Count. The Countess
and Susanna have exchanged dresses, and now cone into the garden
Left al one, Susanna gives voice to her longing and |ove (for Figaro,
though the situation nakes it seemto be for the Count) in the air
whi ch has won great favor in the concert-room "Deh vieni non
tardar." Here sone of OXto Jahn's words are again appropriate:--

Mozart was right to let the feelings of the |oving mai den shine
forth in all their depth and purity, for Susanna has none but her
Figaro in her mind, and the sentinments she expresses are her true
ones. Figaro, in his hiding-place, |listening and suspecting her of
awaiting the Count's arrival, throws a cross-light on the situation,
whi ch, however, only receives its full dramatic signification by
reason of the truth of Susanna's expression of feeling. Susanna,
wi t hout her sensual charm is inconceivable, and a tinge of
sensuality is an essential elenent of her nature; but Myzart has
transfigured it into a noble purity which may fitly be conpared

wi th the grandest achi evenments of G eek scul pture.

Cherubi no, watched fromdifferent places of conceal nent by the
Count, Figaro, and Susanna, appears, and, seeing the Countess, whom



he takes for Susanna, confounds not her al one, but also the Count
and Figaro, by his ardent addresses to her. He attenpts to kiss her,
but the Count steps forward and interposes his cheek. The Count
attenpts to box Cherubino's ears, but Figaro, slipping forward at
the nonent, receives the blow instead. Confusion is at its height.
The Count nmekes love to his wife, thinking she is Susanna, proni ses
her a dowy, and places a ring on her finger. Seeing torches
approaching, they withdraw i nto deeper darkness. Susanna shows
hersel f, and Fi garo, who takes her for the Countess, acquaints her
of the Count's doings which he has just wi tnessed. Susanna betrays
hersel f, and Figaro resolves to punish her for her masqueradi ng.

He makes love to her with extravagant pathos until interrupted by

a slap in the face. Susanna's patience had becone exhausted, and
her tenper got the better of her judgnment. Figaro |aughs at her
ill-hurmor and confesses his trick, but renews his sham | ove-naki ng
when he sees the Count returning. The latter calls for lights, and
seizes Figaro and his retainers. In the presence of all he is put
to shane by the disclosures of the personality of the Countess and
Susanna. He falls on his knees, asks forgiveness, receives it, and
al |l ends happily.

CHAPTER 11 |

"Dl E ZAUBERFLOTE"

Mozart's "Zauberflote"--"The Magic Flute"--is the ol dest Gernan
opera holding a place on the Anerican stage, though not quite 118
years old; but so far as nmy nenory and records go, it has had but
four perfornmances in the original tongue in New York in a whole
generation. There have been a few representations in English within
this tinme and a considerable nunber in Italian, our operatic
institutions being quick, as a rule, to put it upon the stage
whenever they have at conmmand a soprano leggiero with a voice

of sufficient range and flexibility to neet the demands of the
extraordi nary nusic which Mbzart wote for the Queen of Night to
oblige his voluble-throated sister-in-law, Mre. Hofer, who was

the original representative of that character. The sane operatic
conditions having prevailed in New York and London for many years,
it is not strange that English-speaking people have cone to
associate "The Magic Flute" with the Italian rather than the Gernman
repertory. Yet we have the dictum of Beethoven that it is Mzart's
greatest opera, because in it his genius showed itself in so |arge
a variety of nusical forns, ranging fromditties in the fol k-song
style to figurated chorale and fugue, and nore particularly because
init Mzart first disclosed hinself as a German conposer. By this
Beet hoven did not nean that Mzart had not witten nusic before for
a German libretto, but that he had never witten German nusic before
in an opera. The distinction is one nore easily observed by Gernans
and critical historians than by the ordinary frequenters of our
oper a- houses. "Di e Zauberflote" has a special charmfor people of
German bl ood, which is both admrable and am able. Its nagnificent
choruses are sung by nmen, and Germany is the honme of the Mannergesang;
anong the opera's songs are echoes of the Vol kslied--ditties which
seemto have been caught up in the Gernan nurseries or plucked off
the lips of the itinerant German balladist; its enotional nusic is
heartfelt, warm ingenuous, and in formand spirit free fromthe
artificiality of Italian opera as it was in Myzart's day and as it
continued to be for a long tinme thereafter. It was this last virtue
whi ch gave the opera its largest inportance in the eyes of Oto
Jahn, Mzart's biographer. In it, he said, for the first tine al
the resources of cultivated art were brought to bear with the
freedom of genius upon a genuine German opera. In his Italian
operas, Mdzart had adopted the traditions of a |long period of



devel opnment, and by virtue of his original genius had brought them
to a climax and a conclusion; but in "D e Zauberflote" he "stepped
across the threshold of the future and unl ocked the sanctuary of
national art for his countrynen."

In this view every critical historian can concur, no matter what his
tastes or where his home. But it is |less easy for an English,
French, or Italian critic than a Gernman to pardon the incongruities,
i ncoherences, and silly buffooneries which nmar the opera. Some of
the disturbing elenents are dear to the Teutonic heart. Papageno,
for instance, is but a slightly netanorphosed Kasperl, a Jack
Puddi ng (Hanswurst) tw ce renoved; and Kasperl is as intimtely
bound up in the German nature as his cousin Punch in the English
Kasper!l is, indeed, directly responsible for "Die Zauberflote." At
the end of the eighteenth century there was in Vienna a singular

i ndi vi dual named Emmanuel Schikaneder, a Jack-of-all-trades so far
as public anusenments were concerned--nmnusician, singer, actor,

pl aywight, and manager. There can be no doubt but that he was a sad
scal awag and ribald rogue, with as few noral scruples as ever
burdened a purveyor of popul ar amusenents. But he had sone persona
traits which endeared himto Mzart, and a degree of intellectuality
which won hima fairly respectable place anbng the witers for the
stage at the turn of the century. Moreover, when he had becone
prosperous enough to build a new theatre with the proceeds of "D e
Zauberflote," he was wi se enough to give a generous comm ssi on,
unhanpered by his custonary neddl esone restrictions, to Beethoven;
and di screet enough to approve of the highly virtuous book of
"Fidelio." At the beginning of the | ast decade of the eighteenth
century, however, his theatre had fallen on evil days, and in dire
straits he went to Mozart, whose friendship he had enjoyed fromthe
|latter's Sal zburg days, and begged himto undertake the conposition
of an opera for which he had witten the book, in conjunction with
one of his actors and choristers, named G eseke (though this fact
never received public acknow edgnent at his hands). Weland's
"Cberon" had filled the popular mnd with a great fondness for
fantastic and Oriental subjects, and a rival nanager had been
successful with nusical pieces in which the principal character was
the popul ar Kasperl. Casting about for an operatic subject which
shoul d appeal to the general liking for romanticismand buffoonery
at once, Schi kaneder hit upon a tale called "Lulu; oder, D e
Zauberflote," witten by Liebeskind, but published by Weland in a
volume of Orientalia entitled "Dschinnistan.” He had got pretty
deep in his work when a rival nanager brought out an adaptation of
the same story, with nusic by Wenzel Miller. The farcical character
of the piece is indicated by its title, which was "Kasper, der
Fagottist; oder, Die Zauberzither"; but it made so striking a
success that Schi kaneder feared to enter the lists against it with
an opera drawn fromthe sane source. He was either too lazy, too
much in a hurry, or too indifferent to the principles of art to
renodel the conpleted portion, but finished his book on lines far
different fromthose originally contenplated. The transformation
thus acconpl i shed brought about all the blenishes of "Die
Zauberflote," but al so gave occasion for the sublinme nusic with

whi ch Mozart transfigured sonme of the scenes. This will be

under stood better if an outline of Liebeskind' s tale is made to
precede the story of the opera as it came from Mozart's hand.

A wi cked magi ci an, Dl senghuin, has robbed the "radiant fairy"
Perifirime of her daughter, Sidi, and carried off a nagic talisman.
The magi ci an keeps the dansel in confinenent and persecutes her with
amat ory advances which she is able to resist through a power which
is to support her so long as her heart is untouched by | ove.
Perifirime prom ses the hand of her daughter, whose father is the
King of Cashmere, to Prince Lulu, son of the King of Chorassan, if
he regain the stolen talisman for her. To do this, however, is given



only to one who has never felt the divine passion. Lulu undertakes
the adventure, and as aids the fairy gives hima nagic flute and a
ring. The tone of the flute will win the hearts of all who hear it;
by turning the ring, the wearer is enabled to assume any form
desired at will; by throwing it away he nmay summon the fairy herself
to his aid. The Prince assunes the formof an old man, and, like
Orpheus, softens the nature of the wild beasts that he neets in the
forest. He even nelts the heart of the nmgician hinself, who adnits
himto his castle. Once he is within its walls, the inmates al

yield to the charmof his magical nusic, not excepting the |ovely
prisoner. At a banquet he throws the nagician and his conpani ons
into a deep sl eep, and possesses hinself of the talisman. It is a
gold fire-steel, every spark struck from whi ch becomes a powerful
spirit whose service is at the comuand of the possessor. Wth the
hel p of genii, struck fromthe nagical inplenent, and the fairy whom
he summons at the last, Prince Lulu overcones all the obstacles
placed in his way. Disconfited, the magician flies away as an ow .
Perifirinme destroys the castle and carries the lovers in a cloud
chariot to her own palace. Their royal fathers give their bl essings,
and Prince Lulu and Princess Sidi are joined in wedl ock.

Following in a general way the lines of this story, but supplying
the conmic elenent by the creation of Papageno (who is Kasperl in a
habi | i ment of feathers), Schikaneder had already got his hero into
the castle of the wicked magician in quest of the daughter of the
Queen of Night (in whose character there was not yet a trace of

mal ef i cence), when the success of his rival's earlier presentation
of the story gave himpause. Now there came to him(or to his
literary coll eague) a conceit which fired the imagi nati on of Mbzart
and added an el enment to the play which was bound at once to dignify
it and create a popular stir that mght lead to a triunph. Wence
the suggestion came is not known, but its execution, so far as the
libretto was concerned, was left to G eseke. Under the Enperor
Leopold Il the Austrian government had adopted a reactionary policy
toward the order of Freenmasons, which was suspected of making
propaganda for liberal ideas in politics and religion. Both

Schi kaneder and Mbzart bel onged to the order, Mzart, indeed, being
so enthusiastic a devotee that he once confessed to his father his
gratitude to God that through Freemasonry he had | earned to | ook
upon death as the gateway to true happiness. In continuing the book
of the opera, Schikaneder (or G eseke for him abruptly transformnmed
the wi cked magician into a virtuous sage who had carried off the
daughter of a wi cked sorceress, the Queen of N ght, to save the

mai den fromthe bal eful influence of her nother. Instead of seeking
to frustrate the efforts of the prince who cones to rescue her,

the sage initiates himinto the nysteries of Isis, |leads himinto
the paths of virtue and wi sdom tests himby trials, and rewards
himat the | ast by blessing his union with the maiden. The trials
of silence, secrecy, and hardi hood in passing through the dread

el ements of fire and water were ancient literary materials; they may
be found in the account of the initiation of a neophyte into the
mysteries of Isis in Apul eius's "Mtanorphoses; or, The CGol den Ass,"
a romance witten in the second century. By placing the scene of the
opera in Egypt, the belief of Freemasons that their order originated
in that unspeakably ancient [and was hunmored, while the use of some
of its synbolism (such as the conflict between |ight and darkness)
and the proclamation of what were believed to be sone of its ethica
principles could safely be relied upon to delight the knowi ng and
irritate the curiosity of the uninitiated. The change also led to
the shabby treatnent which wonan receives in the opera, while

Schi kaneder's failure to rewite the first part accounts for such

i nconsi stencies as the genii who are sent to guide the prince
appearing first in the service of the evil principle and afterward
as agents of the good.



The overture to "Die Zauberflote," because of its firm establishnent
in our concert-roons, is nore widely known than the opera. Two of its
salient features have also nade it the subject of |arge discussion
anong nusi cal analysts; nanely, the reiterated chords, three tines
three, which introduce the second part of the overture. {1}

[ Musi cal excerpt]

and the fugued allegro, constructed with a skill that will never
cease to be a wonder to the knowing, built up on the follow ng
subj ect: --

[ Musi cal excerpt]

In the chords (which are heard again in the tenple scene, at

which the hero is adnmitted as a novice and permitted to begin his
probation), the analysts who seek to find as nmuch synbolism as
possible in the opera, see an allusion to the signals given by
knocki ng at the door of the | odge-room Sonme such purpose may been
have in the m nd of Mdzart when he chose the device, but it was

not uni que when he applied it. | have found it used in an al npst

i dentical manner in the overture to "Gunther von Schwarzburg," by

I gnaz Hol zbauer, a German opera produced in Mannheimfifteen years
before "Di e Zauberflote" saw the |ight of the stage | anps. Myzart
knew Hol zbauer, who was a really great musician, and admired his
musi c. Connected with the fugue thene there is a nore famliar
story. In 1781 Clenenti, the great pianist and composer, visited

Vi enna. He nade the acquai ntance of Haydn, was introduced at court,
and Enperor Joseph Il brought himand Mzart together in a trial of
skill at playing and inprovising. Anong other things Cenenti played
his own sonata in B-flat, the first novement of which begins thus:--

[ Musi cal excerpt]

The resenbl ance between this thene and Mdzart's fugal subject is
too plain to need pointing out. Such |ikenesses were nbre comoph in
Mozart's day than they were a century ago; they were nore conmon

in Handel's day than in Myzart's; they are al nost as conmon in our
day as they were in Handel's, but now we explain themas being the
products of "unconscious cerebration," whereas in the eighteenth
century they were frank borrow ngs in which there was no noral
obliquity; for originality then lay as much in treatnment as in
thematic invention, if not nore.

Cone we now to a description of the action of the opera. Tam no, --
strange to say, a "Japanese" prince,--hunting far, very far, from
honme, is pursued, after his |last arrow has been sped, by a great
serpent. He flees, cries for help, and seeing hinself already in the
clutch of death, falls in a swoon. At the nmoment of his greatest
danger three veiled | adi es appear on the scene and nel odi ously and
har moni ously unite in slaying the nonster. They are smitten, in

uni son, with the beauty of the unconscious youth whomthey have
saved, and quarrel prettily anong thenmselves for the privilege of
remai ni ng beside himwhile information of the incident is bearing

to the Queen of Night, who lives hard by in a castle. No two being
willing that the third shall stay, all three go to the Queen, who is
their mistress. Tam no's consciousness returning, he discovers that
the serpent has been slain, and hails Papageno, who comes upon the
scene, as his deliverer. Papageno is a bird-catcher by trade and

in the service of the Queen of Night--a happy-go-Ilucky, talkative
fell ow, whose thoughts do not go beyond creature conforts. He

publi shes his nature (and incidentally illustrates what has been
sai d above about the naive character of sone of the nusic of the
opera) by trolling a ditty with an opening strain as follows: --

[ Musi cal excerpt]



Papageno has no scruples about accepting credit and gratitude for
the deed performed by the | adies, and, though he is the veriest

pol troon, he boasts inordinately about the gigantic strength which
had enabled himto strangle the serpent. He is punished for his
mendacity when the |ladies return and place a padl ock upon his nouth,
closing his lips to the things of which he is nmpost fond--speech and
food. To Tamino they give a miniature portrait, which excites himto
rapturous song ("Dies Bildniss ist bezaubernd schon," or "Ch! cara

i mmagi ne," as the case may be). Then he learns that the original of
the portrait is Pam na, daughter of the Queen of N ght, stolen from
her nother by a "w cked denon," Sarastro. In the true spirit of
knight-errantry he vows that he will restore the naid to her

mot her's arnms. There is a burst of thunder, and the Queen appears
in such apparel and manner as the exchequer at the theatre and the
ingenuity of the stage nechanic are able to provide. (Wen |ast |
saw her her robe was bl ack, bespangled with stars and glittering
genms, and she rode upon the crescent noon.) She knows the nerits and
virtues of the youth, and prom ses that he shall have Panmina to wfe
if he succeeds in his adventure. Papageno is commanded to acconpany
him and as aids the ladies give to Tamino a magic flute, whose
tones shall protect himfromevery danger, and to Papageno a
bel | -chime of equal potency. (These talisnmans have hundreds of
prototypes in the folk-lore of all peoples.) Papageno is loath to
acconpany the prince, because the magician had once threatened to
spit and roast himlike the bird he resenbled if ever he was caught
in his domain, but the magical bells give himconfort and assurance.
Meanwhi | e the padl ock has been renmoved fromhis lips, with
admonitions not to lie more. In the quintet which acconpani es these
sayi ngs and doings, there is exquisite nmusic, which, it is said,
Mozart conceived while playing at billiards. Finally the | adies
announce that three boys, "young, beautiful, pure, and w se," shal
guide the pair to the castle of Sarastro

We are next in a roomof the castle before the woul d-be rescuers
arrive. Pamina has tried to escape, and is put in chains by her
keeper, the Moor Mnostatos. She weeps because of her msery, and
repul ses the protestations of |love with which her jailer plagues
her. Papageno enters the room and he and the jailer run in opposite
directions at sight of each other--Papageno frightened by the

conpl exi on of the bl ackanoor, Mnostatos terror-stricken at the
sight of a man in feathers. Returning, Papageno convi nces hinself

of the identity of Pamina with the daughter of the Queen of N ght,
tells her of Tamino, who is comng for her with a heart full of

| ove, and pronptly they sing of the divine dignity of the marita
state. It is the duet, "Bei Mannern weiche Liebe fuhlen," or "La
dove prende, anor ricetto," famliar to concert-roons, and the

mel ody to sone hymals. A story goes that Mdzart had to wite

this duet three or five tines before it would pass nuster in the
censorious eyes of Schikaneder. After the opera had nade good its
success, the duet as we have it to-day alternated at the performance
with a nore ornate version--in all likelihood one of the earlier
forms in which Mdzart cast it.

The three boys--genii they are, and if | were stage-manager they
should fly like Peter Pan--lead Tamino into a grove wherein stand
three tenpl es dedi cated respectively to Wsdom Nature, and Reason
The precinct is sacred; the nusic tells us that--the hal o stream ng
fromsustained notes of flutes and clarinets, the nuted trunpets,
the sol emm tronbones in softest nobnotone, the placid undul ati ons of
the song sung by the violins, the nmuffled, adnonitory beats of the
kettl edrunms. The genii |eave Tam no after admonishing himto be
"steadfast, patient, and silent." Conscious of a noble purpose, the
hero bol dly approaches the Tenpl e of Reason, but before he can enter
its portals, is stopped by an inperative injunction fromw thin:



"Back!" He essays the Tenple of Nature, and is turned away agai n by
the om nous word. Qut of the Tenple of Wsdom steps an aged priest,
fromwhom he learns that Sarastro is master within, and that no

one is privileged to enter whose heart, like his, harbors hatred

and vengeful thoughts. Tamino thinks Sarastro fully deserving of
hatred and revenge, and is inforned that he had been deceived by a
woman--one of the sex "that does little, chatters much." Tam no asks
if Pamna lives, but the priest is bound by an oath to say nothing
on that subject until "the hand of friendship shall lead himto an
eternal union within the sanctuary." Wen shall night vanish and the
i ght appear? Oracul ar voi ces answer, "Soon, youth, or never!" Does
Panmi na |ive? The voices: "Pamina still lives!" Thus conforted, he
sings his happiness, filling the pauses in his song with interludes
on the flute, bringing to his feet the wild beasts and forest
creatures of all sorts. He hears Papageno's syrinx, and at |ength
finds the fower with Mnostatos; but before their joy can have
expressi on Pamina and the slaves appear and capture them Papageno
recollects himof his magic bells; he plays upon them and the
slaves, willy-nilly, dance thenselves out of sight. Scarcely are the
| overs free when a sol enn strain announces the approach of Sarastro.
He comes in a chariot drawn by lions and surrounded by a brave
retinue. Pamina kneels to him confesses her attenpt to escape, but
explains that it was to free herself fromthe odious attentions of
Monostatos. The latter, asking his reward for having thwarted the
pl an of Papageno, receives it from Sarastro in the shape of a

basti nado. Pami na pleads for restoration to her nother, but the sage
refuses to free her, saying that her nother is a haughty wonan,
addi ng the ungallant reflection that woman's heart should be
directed by nman | est she step outside her sphere. He comands t hat
Tam no and Papageno be veiled and led into the Tenple of Probation
The first act is ended.

The initiation of Tam no and Papageno into the nysteries, their
trials, failures, triunph, and reward, formthe contents of the
second act. At a concl ave of the elect, Sarastro announces that

Tam no stands at the door of the Tenple of Wsdom desirous to gaze
upon the "great light" of the sanctuary. He prays Isis and Gsiris
to give strength to the neophytes:--

[ Musi cal excerpt--"O lsis und Gsiris schenket Der Wisheit GCeist
dem neuen Paar."]

To the inpressiveness of this prayer the orchestra contributes as
potent a factor as the stately nmelody or the sol emm harnonies. Al
the bright-voiced instruments are excluded, and the nusic assigned
to three groups of sonbre color, conposed, respectively, (1) of

di vided violas and violoncellos; (2) of three tronbones, and (3) of
two basset horns and two bassoons. The assent of the sacerdotal
assenbly is indicated by the three trunpet blasts which have been
described in connection with the overture, and Tani no and Papageno
are admtted to the Tenple, instructed, and begin their probationary
trials. True to the notion of the order, two priests warn the
neophyt es agai nst the wiles of wonan. Papageno has little inclination
to seek wisdom but enters upon the trials in the hope of winning a
wi fe who shall be like hinself in appearance. In the first trial,
which is that of silence, the value of the priestly warning just
received is at once nade apparent. Tami no and Papageno have scarcely
been I eft alone, when the three fenale attendants of the Queen of

Ni ght appear and attenmpt to terrify themwith tales of the false
nature of the priests, whose recruits, say they, are carried to
hel I, body and breeches (literally "mt Haut und Haar," i.e. "with
skin and hair"). Papageno becones terror-stricken and falls to the
floor, when voices within proclaimthat the sanctity of the tenple
has been profaned by wonan's presence. The | adies flee.



The scene changes. Pamina is seen asleep in a bower of roses,
silvered over by the light of the nobon. Mnostatos, deploring the
fact that |ove should be denied himbecause of his color, though
enj oyed by everything else in nature, attenpts to steal a kiss. A
peal of thunder, and the Queen of N ght rises fromthe ground. She
i nportunes Panina to free herself and avenge her nother's wongs
by killing Sarastro. To this end she hands her a dagger and pours
out the "hellish rage" which "boils" in her heart in a flood of
scintillant staceati in the tonal regions where few soprano voices
nove: - -

[ Musi cal excerpt]

Monost at os has overheard all. He wenches the dagger from Pam na,
urges her again to accept his love, threatens her with death, and
is about to put his threat into execution when Sarastro enters,

di sm sses the slave, and announces that his revenge upon the Queen
of Night shall lie in pronoting the happi ness of the daughter by
securing her union with Tam no.

The probationary trials of Tami no and Papageno are continued. The
two are led into a hall and adnonished to remain silent till they
hear a trunpet-call. Papageno falls to chattering with an old woran,
is terrified beyond neasure by a thunder-clap, and recovers his
conposure only when the genii bring back the flute and bells and a
tabl e of food. Tam no, however, remains steadfast, though Pani na
hersel f cones to himand pleads for a word of |ove. Papageno boasts
of his own hardi hood, but stops to eat, though the trunpet has
called. A lion appears; Tamino plays his flute, and the beast
returns to his cage. The youth is prepared for the final trial; he
is to wander for a space through flood and flane, and Pamina is
brought to say her tearful farewells. The courage and will of the
neophyte remai n unshaken, though the nmi den gives way to despair and
seeks to take her own life. The genii stay her hand, and assure her
that Tani no shall be restored to her. Two men in arnor guard the
gates of a subterranean cavern. They sing of the rewards to be won
by hi mwho shall wal k the path of danger; water, fire, air, and
earth shall purify him and if he withstand death's terrors, heaven
shal |l receive himand he be enlightened and fitted to consecrate

hi msel f wholly to the nysteries of Isis:--

[ Musi cal excerpt--"Der, welcher wandert diese Strasse voll Beschwerde"]

A marvel | ous piece of nmusic is consorted with this oracul ar
utterance. The words are set to an old German church nel ody--"Ach
Gott, vom Hi mrel sieh darein"--around which the orchestra

i nstruments weave a contrapuntal web of wondrous beauty. At the
gates Pamina joins her |over and acconpani es himon his journey,
which is happily achieved with the help of the flute. Meanwhile
Papageno is pardoned his loquacity, but told that he shall never
feel the joy of the elect. He thinks he can make shift with a
pretty wife instead. The old woman of the trial chanber appears and
di scl oses herself as the charm ng, youthful Papageno, but only for
an instant. He calls after her in vain, and is about to hang hinsel f
when the genii remnd himof his magic bells. He rings and sings;
his feathered nmate cones to him Mbonostatos aids the Queen of N ght
and her conpanions in an assault upon the sanctuary; but a storm
confounds them and Sarastro bl esses the union of Tam no and Pam na,
am dst joyful hyming by the elect.

An extraordinary hodgepodge, truly, yet, taken all in all, an

ef fective stage piece. Goethe was so inpressed with the ingenuity
shown by Schi kaneder in treating the device of contrast that he
seriously contenplated witing a second part, the nusic of which was
to be conposed by Wanitzky, who set G eseke's operatic version of
"Cberon." German critics and managers have deplored its absurdities



and contradictions, but have found no way to obviate them which

can be said to be generally acceptabl e. The buffooneries cannot be
separated fromthe sublinities without disrupting the piece, nor can
its doggerel be turned into dignified verse. It were best, | fancy,
that managers should treat the opera, and audiences receive it, as a
sort of Christnas pantoni nme which Mzart has glorified by his nusic.
The tendency of German critics has been to viewit with too rmuch
seriousness. It is difficult to avoid this while one is under the
magi ¢ spell of its nusic, but the only way to becone reconciled to
it onreflectionis totake it as the story of its creation shows
that its creators intended it to be taken; nanely, as a piece
designed to suit the tastes of the uncultivated and carel ess nasses.
This will explain the singular sacrifice of principle which Mzart
made in permtting a nountebank |ike Schi kaneder to pass judgnment on
his rmusic while he was conposing it, to exact that one duet should
be composed over five tinmes before he would accept it, and even to
suggest nel odies for some of the nunbers. Jahn woul d have us believe
that Mbzart was so concerned at the failure of the first act to win
appl ause at the first performance that he came behind the scenes
pal e as death to receive confort and encouragenent from Schi kaneder
| prefer to believe another story, which is to the effect that
Mozart al nost died with | aughi ng when he found that the public went
into ecstasies over his opera. Certain it is that his pleasure in

it was divided. Schikaneder had told himthat he night occasionally
consult the taste of connoisseurs, and he did so, finding profound
satisfaction in the nusic witten for Sarastro and the priests, and
doubtl ess also in the fine ensenbles; but the enthusiasminspired
by what he knew to be concessions to the vulgar only excited his
hilarity. The beautiful in the score is anply explained by Mzart's
geni us and his marvel l ous command of the technique of conposition
The dignity of the sinple idea of a celebration of the mysteries

of Isis would have been enough, wi thout the conposer's reverence
for Freemasonry and its principles, to inspire himfor a great

achi evenment when it cane to providing a setting for the scenes in
which the priests figure. The rest of the music he seens to have
witten with little regard to coherency or unity of character. His
sister-in-law had a voice of extraordinary range and el asticity;
hence the two display airs; Papageno had to have nusic in keeping in
his character, and Mzart doubtless wote it with as little serious
t hought as he did the "Piece for an Organ in a Cock, in F ninor,
4-4," and "Andante to a Waltz for a Little Organ," which can be
found entered in his autograph catal ogue for the |last year of

his life. In the overture, one of the finest of his instrunental
conpositions, he returned to a formthat had not been in use since
the time of Hasse and Graum in the scene with the two nmen in arnor
he made use of a German chorale sung in octaves as a canto firno,
with counterpoint in the orchestra--a recondite idea which it is
difficult to inmagine himinventing for this opera. | fancy (not

wi t hout evidence) that he made the nunber out of material found in
hi s sketch-book. These things indicate that the depth which the
critics with deep-diving and bottom scraping proclivities affect

to see in the work is rather the product of inagination than real

Foot not es:

{1} These chords, played by all the wind instrunments of the band,
are the chords of the introduction raised to a higher power.

CHAPTER | V

"DON G OVANNI "



In the preceding chapter it was remarked that Myzart's "Zauberfl ote"
was the ol dest German opera in the current American repertory.
Accepting the lists of the last two decades as a criterion, "Don
Govanni" is the oldest Italian opera, save one. That one is "Le
Nozze di Figaro," and it may, therefore, be said that Mzart's
operas mark the beginning of the repertory as it exists at the
present tine in Anerica. Twenty-five years ago it was possible to
hear a few performances of Quck's "Orfeo" in English and Italian,
and its nane has continued to figure occasionally ever since in the
lists of works put forth by nanagers when inviting subscriptions for
operatic seasons; but that fact can scarcely be said to have kept
the opera in the repertory.

Qur oldest Italian opera is less than 125 years old, and "Don

G ovanni" only 122--an inconsiderable age for a first-class work of
art conpared with its conpanion pieces in literature, painting, and
scul pture, yet a highly respectable one for an opera. Misic has
undergone a greater revolution within the last century than any
other art in thrice the period, yet "Don G ovanni" is as much
admired now as it was in the | ast decade of the eighteenth century,
and, indeed, has less prejudice to contend with in the mnds of
musi ci ans and critics than it had when it was in its infancy, and

I confidently believe that to its score and that of "Le Nozze d

Fi garo" opera witers will soon be turning to learn the methods of
dramatic characterization. Pure beauty lives in angelic wedl ock with
psychol ogi cal expression in Myzart's dramatic nusic, and these
factors will act as powerful |oadstones in bringing conmposers who
are now | aboriously and vainly seeking devices for characterization
in tricks and devices based on arbitrary formulas back to the gospe
of truth and beauty. WAgner has had no successful inmtator. H's
schene of thematic identification and devel opment, in its union of
cal culation, reflection, and nusical inspiration, is beyond the
capacities of those who have conme after him The bow of U ysses is
still unbent; but he will be a great nusician indeed who shall use
the resources of the new art with such | arge ease, freedom power,
and effectiveness as Mdzart used those of the conparatively

i ngenuous art of his day. And yet the great opera composer who is to
come in great likelihood will be a disciple of @uck, Mzart, and
the Wagner who wote "Tristan und |Isolde" and "D e Mei stersinger"”
rat her than one of the tribe of Debussy.

The great opera conposers of the nineteenth century were of one mnd
touching the greatness of "Don G ovanni." Beethoven was horrified by
its licentious libretto, but tradition says that he kept before him
on his witing-table a transcript of the nusic for the tronbones in
the second finale of the opera. Shortly after M. Viardot-Garcia
canme into possession of the autograph score of the masterpiece,
Rossini call ed upon her and asked for the privilege of |ooking at

it, adding, "I want to bow the knee before this sacred relic."
After poring over a few pages, he placed his hands on the book and
said, solemmly: "He is the greatest, the master of themall; the

only conposer who had as nuch science as he had genius, and as

much genius as he had science.” On another occasion he said to a
questioner: "Vous voulez connaitre celui de nes ouvrages que j'aine
le meux; eh bien, c'est 'Don Govanni.'" Gounod cel ebrated the
centenary of the opera by witing a conmentary on it which he

dedi cated to young conposers and artists called upon to take part
in performances of the opera. In the preface of his book he
characterizes it as "an unequalled and immortal nasterpiece," the
"apogee of the lyrical drama," a "wondrous exanple of truth, beauty
of form appropriateness of characterization, deep insight into the
drama, purity of style, richness and restraint in instrunentation,
charm and tenderness in the | ove passages, and power in pathos"--in
one word, a "finished nodel of dramatic nusic." And then he added:
"The score of 'Don G ovanni' has exercised the influence of a



revel ati on upon the whole of nmy life; it has been and remains for

me a kind of incarnation of dramatic and nusical inpeccability.
regard it as a work wi thout blem sh, of uninterrupted perfection,
and this commentary is but the hunble testinmony of my Veneration and
gratitude for the genius to whom | owe the purest and npbst pernmanent
joys of ny life as a nusician." In his "Autobiographical Sketch"
Wagner confesses that as a lad he cared only for "Di e Zauberflote,"
and that "Don G ovanni" was distasteful to himon account of the
Italian text, which seened to himrubbish. But in "Oper und Drana"
he says: "lIs it possible to find anything nore perfect than every
piece in 'Don Juan'? . . . Ch, how doubly dear and above all honor
is Mzart to me that it was not possible for himto invent nusic

for '"Tito' like that of 'Don G ovanni,' for 'Cosi fan tutte' Iike
that of 'Figaro'! How shanmefully would it have desecrated nusic!"
And again: "Where else has nusic won so infinitely rich an

i ndividuality, been able to characterize so surely, so definitely,
and in such exuberant plenitude, as here?" {1}

Mozart conposed "Don G ovanni" for the Italian Opera at Prague,

whi ch had been saved fromruin in the season 1786-1787 by the
phenonmenal success of "Le Nozze di Figaro." He chose the subject and
commi ssi oned Lorenzo da Ponte, then official poet to the inperia
theatres of Austria, to wite the book of words. In doing so, the
latter nade free use of a version of the sane story made by an
Italian theatrical poet naned Bertati, and Dr. Chrysander (who in
1886 gave ne a copy of this libretto, which Mzart's biographer,
Oto Jahn, had not succeeded in finding, despite diligent search)
has pointed out that Myzart also took as a nodel some of the mnusic
to which the conposer Gazzaniga had set it. The title of the opera
by Bertati and Gazzaniga was "Il Convitato di Pietra." It had been
brought forward with great success in Venice and won w de vogue
inltaly before Mdzart hit upon it. It lived many years after
Mozart brought out his opera, and, indeed, was performed in London
twenty-three years before Myzart's opera got a hearing. It is
doubtful, however, if the London representation did justice to the
work. Da Ponte was poet to the opera there when "Il Convitato" was
chosen for performance, and it fell to himto prepare the book to
suit the taste of the English people. He tried to persuade the
managenment to give Mbzart's opera instead, and, failing in that,
had the malicious satisfaction of helping to turn the work of
Bertati and Gazzaniga into a sort of literary and nusical pasticcio,
inserting portions of his own paraphrase of Bertati's book in place
of the original scenes and preparing occasion for the insertion of
musi cal pieces by Sarti, Frederici, and CGuglielm.

Mozart wote the nmusic to "Don Govanni" in the sumrer of 1787
Judgi ng by the circunstance that there is no entry in his autograph
cat al ogue between June 24 and August 10 in that year, it would seem
that he had devoted the intervening seven weeks chiefly, if not
wholly, to the work. Wen he went to Prague in Septenber he carried
the unfinished score with him and worked on it there largely in the
sumrer house of his friends, the Duscheks, who lived in the suburbs
of the city. Under date of COctober 28 he entered the overture in his
catalogue. As a matter of fact, it was not finished till the early
nmorn of the next day, which was the day of the first production of
the opera. Thereby hangs the familiar tale of howit was conposed.
On the evening of the day before the performance, pen had not been
touched to the overture. Neverthel ess, Myzart sat with a group of
merry friends until a late hour of the night. Then he went to his
hotel and prepared to work. On the table was a glass of punch, and
his wife sat beside him-to keep himawake by telling himstories.
In spite of all, sleep overcane him and he was obliged to interrupt
his work for several hours; yet at 7 o' clock in the norning the
copyi st was sent for and the overture was ready for him The tardy
wor k del ayed the representation in the evening, and the orchestra



had to play the overture at sight; but it was a capital band, and
Mozart, who conducted, conmplimented it before starting into the
introduction to the first air. The perfornance was conpletely
successful, and floated buoyantly on a tide of enthusiasm which set
in when Mozart entered the orchestra, and rose higher and hi gher as
the music went on. On May 7, 1788, the opera was given in Vienna,
where at first it made a fiasco, though Mozart had inserted new

pi eces and nmade other alterations to hunor the singers and add to
its attractiveness. London heard it first on April 12, 1817, at the
King's Theatre, whose finances, which were alnmost in an exhausted
state, it restored to a flourishing condition. In the conpany which
Manuel Garcia brought to New York in 1825 were Carl o Angrisani, who
was the Masetto of the first London representati on, and Doneni co
Crivelli, son of the tenor Gaetano Crivelli, who had been the

Don Gttavio. Garcia was a tenor with a voice sufficiently deep to
enable himto sing the barytone part of Don G ovanni in Paris and
at subsequent performances in London. It does not appear that he
had contenpl ated a performance of the opera in New York, but here
he met Da Ponte, who had been a resident of the city for twenty
years and recently been appointed professor of Italian literature
at Col unbia Coll ege. Da Ponte, as nmay be inmagined, lost no tine in
calling on Garcia and setting on foot a schene for bringing forward
"ny 'Don Govanni,'" as he always called it. Crivelli was a
second-rate tenor, and could not be trusted with the part of Don
Otavio, and a Frenchman naned M1 on, whom | conclude to have been
a violoncello player, afterward identified with the organization of
the Phil harnoni ¢ Society, was engaged for that part. A Mre. Barbieri
was cast for the part of Donna Anna, Mre. Garcia for that of Donna
Elvira, Manuel Garcia, Jr. (who died in 1906 at the age of 101
years) for that of Leporello, Angrisani for his old role of Msetto,
and Maria Garcia, afterward the fanous Malibran, for that of
Zerlina. The first performance took place on May 23, 1826, in the
Park Theatre, and the opera was given eleven tines in the season.
Thi s success, coupled with the speedily acquired popularity of
Garcia's gifted daughter, was probably the reason why an English
version of the opera which dom nated the New York stage for nearly
a quarter of a century soon appeared at the Chatham Theatre. In
this version the part of the dissolute Don was played by H Wall ack,
uncle of the Lester Wallack so long a theatrical favorite in the
Ameri can metropolis. As Malibran the Signorina Garcia took part in
many of the English performances of the work, which kept the Italian
off the local stage till 1850, when it was revived by Max Maretzek
at the Astor Pl ace Opera-house.

I have intimated that Bertati's opera-book was the prototype of Da
Ponte's, but the story is centuries older than either. The Spani sh
tale of Don Juan Tenorio, who killed an enemy in a duel, insulted
his menmory by inviting his statue to dinner, and was sent to hel
because of his refusal to repent himof his sins, was but a literary
formof a |legend of considerable antiquity. It seens likely that

it was noul ded into dramati c shape by nonks in the Mddle Ages; it
certainly occupied industriously the mnds of playwights in the
sevent eenth and eighteenth centuries in Spain, Italy, Germany, and
Engl and. The npbst eminent nen who treated it at various times were
the Spaniard known as Tirza di Mlina, the Frenchman Ml ere,

the Italian Goldoni, and the Englishman Thomas Shadwel |, whose

"Li bertine Destroyed" was brought forward in 1676. Before Myzart,
Le Tellier had used it for a French com c opera, Righini and
Gazzaniga for Italian operas, and G uck for a ballet.

But we are concerned now only with the play as Da Ponte and Myzart
gave it to us. In the dramatic term nology of the eighteenth century
"Don G ovanni" was a dramma gi ocoso; in the better sense of the
phrase, a playful drama--a lyric conedy. Da Ponte conceived it as
such, but Mozart gave it so tragical a turn by the awmful solemity



with which he infused the scene of the libertine' s punishnment that
already in his day it was felt that the |ast scene as witten and
conposed to suit the conventional type of a comic opera was an
intolerable anticlimx. Mzart sounds a deeply tragical note at the
outset of his overture. The introduction is an Andante, which he
drew fromthe scene of the opera in which the ghostly statue of the
mur der ed Conmandant appears to Don G ovanni while he is enjoying
the pleasures of the table. Two groups of solemm chords conmand
attention and "establish at once the majestic and form dable
authority of divine justice, the avenger of crinme." {2} They are
followed by a series of solemm progressions in stern, sinister,
unyi el ding, merciless, inplacable harnonies. They are like the

col ossal strides of approaching Fate, and this awful ness is twi ce
raised to a higher power, first by a searching, syncopated phrase
in the violins which hovers |oweringly over them and next by a
succession of afrighted mnor scal es ascendi ng crescendo and
descendi ng pi ano, the change in dynanics begi nning abruptly as the
crest of each terrifying wave is reached. These wonderful scal es
begin thus:--

[ Musi cal excerpt]

in the | ast scene of the opera. They were an afterthought of the
conposer's. They did not appear in the original score of the scene,
as the autograph shows, but were witten in after the nusic had once
been conpleted. They are crowded into the staves in tiny notes which
sonetines extend fromone neasure into the next. This circunstance
and the other, that they are all fairly witten out in the autograph
of the overture, indicate that they were conceived either at one of
the rehearsals or while Mbzart was witing the overture. They could
not have been suggested at the first performance, as Jahn seens to
imply. {3} The introduction is only thirty neasures |long, and the
Al'legro which follows is nade up of new material. | quote again
from Gounod: "But suddenly, and with feverish audacity, the Allegro
breaks out in the major key, an Allegro full of passion and
delirium deaf to the warnings of Heaven, regardl ess of renorse,
enraptured of pleasure, madly inconstant and daring, rapid and

i npetuous as a torrent, flashing and swift as a sword, overl eaping
all obstacles, scaling balconies, and bewi | dering the alguazils." {4}
Fromthe tragic introduction through the inpetuous main section we
are led to a peaceful night scene in the garden before the house

of Donna Anna. There Leporello, the servant of Don G ovanni, is
awaiting in discontented nood for the return of his master, who has
entered the house in quest of amatory adventure. Leporello is weary
of the service in which he is engaged, and contrasts his state with
that of the Don. (Air: "Notte e giorno faticar.") He will throw off
the yoke and be a gentlenman hinself. He has just inflated hinself
with pride at the thought, when he hears footsteps, and the poltroon
in his nature asserts itself. He hides behind the shrubbery. Don

G ovanni hurries fromthe house, concealing his features with his

cl oak and i npeded by Donna Anna, who clings to him trying to get a
| ook into his face and calling for help. Don G ovanni comands
silence and threatens. The Commandant, Donna Anna's father, appears
with drawn sword and chall enges the intruder. Don G ovanni hesitates
to draw against so old a man, but the Conmandant will not parl ey.
They fight. At first the attacks and defences are deliberate (the
nmusic depicts it all with wonderful vividness), but at the last it
is thrust and parry, thrust and parry, swiftly, mercilessly. The
Conmandant is no match for his powerful young opponent, and falls,
dying. A few broken ejaculations, and all is ended. The orchestra
sings a slow descending chromatic phrase "as if exhausted by the

bl ood whi ch oozes fromthe wound," says Gounod. How sinple the neans
of expression! But |et the nbdern conposer, with all his apparatus
of new harnonies and his nultitude of instruments, point out a scene
to match it in the entire domain of the lyric drama! Don G ovanni



and his lunpish servant, who, with all his coward instincts, cannot
help trying his wit at the outcone of the adventure, though his
master is in little nood for sportiveness, steal away as they see
lights and hear a commotion in the palace. Donna Anna comes back to
the garden, bringing her affianced | over, Don Otavio, whom she had
called to the help of her father. She finds the Conmandant dead,

and breaks into agonizing cries and tears. Only an acconpani ed
recitative, but every ejaculation a cry of nature! Gounod is w ought
up to an ecstasy by Myzart's decl amati on and harnoni es. He suspends
his anal ysis to nake this coment: --

But that which one cannot too often remark nor too often endeavor

to nmake understood, that which renders Mzart an absol utely unique
genius, is the constant and indissol uble union of beauty of form
with truth of expression. By this truth he is human, by this beauty
he is divine. By truth he teaches us, he noves us; we recogni ze each
other in him and we proclaimthereby that he indeed knows hunan
nature thoroughly, not only in its different passions, but also in
the varieties of formand character that those passions may assune.
By beauty the real is transfigured, although at the sane tine it

is left entirely recognizable; he elevates it by the magic of a
superior | anguage and transports it to that region of serenity and
I'ight which constitutes Art, wherein Intelligence repeats with a
tranquillity of vision what the heart has experienced in the trouble
of passion. Now the union of truth with beauty is Art itself.

Don Otavio attenpts to console his |ove, but she is insane with
grief and at first repulses him then pours out her grief and calls
upon himto avenge the death of her father. Together they register
a vow and call on heaven for retribution.

It is norning. Don G ovanni and Leporello are in the hi ghway near
Seville. As usual, Leporello is dissatisfied with his service and
accuses the Don with being a rascal. Threats of puni shnent bring
back his servile manner, and Don G ovanni is about to acquaint him
of a new conquest, when a | ady, Donna Elvira, cones upon the scene.
She utters woful conplaints of unhappi ness and resent nent agai nst
one who had won her |ove, then deceived and deserted her. (Air

"Ah! chi m dice nai.") Don G ovanni ("aflane already," as Leporello
remarks) steps forward to console her. He salutes her with soft

bl andi shnment in his voice, but to his disnmay discovers that she is
a nobl e | ady of Burgos and one of the "thousand and three" Spanish
victinms recorded in the list which Leporello nockingly reads to her
after Don G ovanni, having turned her over to his servant, for

an expl anation of his conduct in |eaving Burgos, has departed

unper ceived. Leporello is worthy of his master in some things.

In danger he is the veriest coward, and his teeth chatter |ike
castanets; but confronted by a nmere wonan in distress he becones

vol ubl e and spares her nothing in a description of the nunber of

his master's anours, their place, the quality and station of his
victims, and his methods of beguil ement. The curious and al so

the emul ous may be pleased to | earn that the nunber is 2065,
geographically distributed as follows: Italy, 240; Gernmany, 231;
France, 100; Turkey, 91; and Spain, 1003. Anong them are | adies from
the city and rustic damsels, countesses, baronesses, narchionesses,
and princesses. |f blond, he praises her dainty beauty; brunette,
her constancy; pale, her sweetness. In cold weather his preferences
go toward the buxom in summer, svelte. Even old | adies serve to
swell his list. Rich or poor, honely or beautiful, all's one to him
so long as the being is inside a petticoat. "But why go on? Lady,

you know his ways." The air, "Madamina," is a marvel of malicious
hunor and nusical delineation. "E | a grande naestoso"--the nusic
rises and inflates itself npbst ponpously; "la piccina"--it sinks in

quick iteration lower and |l ower just as the Italians in describing
smal | things |ower their hands toward the ground. The final words,



"Voi sapete, quel che fa," scarcely to be interpreted for polite
readers, as given by bass singers who have preserved the Italian
traditions (with a final "hm through the nose), go to the extrene
of all owabl e suggestiveness, if not a trifle beyond. The insult
throws Elvira into a rage, and she resolves to forego her |ove

and seek vengeance i nst ead.

Don G ovanni cones upon a party of rustics who are celebrating in
advance the weddi ng of Zerlina and Masetto. The dansel is a somewhat
vain, forward, capricious, flirtatious mss, and cannot |ong

wi t hstand such bl andi shnents as the handsonme nobl eman best ows

upon her. Don G ovanni sends the nerrynakers to his pal ace for
entertai nnent, cajoles and threatens Masetto into | eaving him al one
with Zerlina, and begins his courtship of her. (Duet: "La ci darem
la mano.") He has about succeeded in his conquest, when Elvira

i ntervenes, warns the maiden, |eads her away, and, returning, finds
Donna Anna and Don Qttavio in conversation with Don G ovanni

whose help in the discovery of the Conmandant's mnurderer they are
soliciting. Elvira breaks out wth denunciations, and Don G ovanni
in a whisper to his conpanions, proclains her nad, and | eads her
of f. Departing, he says a word of farewell, and fromthe tone of
hi s voi ce Donna Anna recogni zes her father's murderer. She tells
her | over how the assassin stole into her roomat night, attenpted
her di shonor, and sl ew her father. She demands his puni shnent at
Don Otavio's hands, and he, though doubting that a nobl enan and

a friend could be guilty of such crimes, yet resolves to find out
the truth and deliver the guilty man to justice.

The Don commands a grand entertai nnment for Zerlina's wedding party,
for, though temporarily foiled, he has not given up the chase.
Masetto cones with pretty Zerlina holding on to the sleeve of his
coat. The boor is jealous, and Zerlina knows well that he has cause.
She protests, she cajoles; he is no match for her. She confesses to
havi ng been pleased at ny lord's flattery, but he had not touched
"even the tips of her fingers." If her fault deserves it, he may
beat her if he wants to, but then |l et there be peace between them
The artful mnx! Her wheedling is irresistible. Listento it:--

[ Musi cal excerpt--"Batti, batti, o bel Masetto"]

The nost insinuating of nmelodies floating over an obbligato of the
solo violoncello "like a I ove charm" as Gounod says. Then the

cel ebration of her victory when she captures one of his hands and
knows that he is yielding:--

[ Musi cal excerpt--"Pace, pace o0 vita ma"]

A new nel ody, blither, happier, but always the violoncello murmnuring
in blissful harnony with the seductive voice and rejoicing in the
cunning witcheries which lull Masetto's suspicions to sleep. Now al
go into Don G ovanni's pal ace, fromwhich the sounds of dance nusic
and revelry are floating out. Donna Elvira, Donna Anna, and Don

O tavio, who cone to confront himwho has wonged themall, are
speci al ly bidden, as was the custom because they appeared in nmasks.
Wthin gayety is suprenme. A royal host, this Don G ovanni! Not only
are there refreshments for all, but he has hunored both cl asses of
guests in the arrangenent of the programme of dances. Let there be a
m nuet, a country-dance, and an all emande, he had said to Leporello
in that dizzying song of instruction which whirls past our senses
like a mad wind: "Finch' han dal vino." No one so happy as Myzart
when it came to providing the nusic for these dances. Wuld you
connoi sseurs in nusic |ike counterpoint? We shall give it you;--three
dances shall proceed at once and together, despite their warring
duple and triple rhythns:--

[ Musi cal excerpts]



Louis Viardot, who wote a little book describing the autograph of
"Don G ovanni," says that Myzart wote in the score where the three
bands play thus sinultaneously the word accordano as a direction

to the stage nusicians to imtate the action of tuning their
instruments before falling in with their nusic. O this fact the
reprint of the libretto as used at Prague and Vi enna contai ns no
mention, but a foot-note gives other stage directions which indicate
how desirous Mdzart was that his ingenious and hunorous conceit
shoul d not be overl ooked. At the point where the mnuet, which was
the dance of people of quality, is played, he remarked, "Don Otavio
dances the minuet with Donna Anna"; at the contra-dance in 2-4 tine,
"Don G ovanni begins to dance a contra-dance with Zerlina"; at the
entrance of the waltz, "Leporello dances a 'Teitsch' with Masetto."
The proper execution of Myzart's el aborate scheme puts the resources
of an opera-house to a pretty severe test, but there is anple reward
inthe result. Pity that, as arule, so little intelligence is shown
by the ballet master in arranging the dances! There is a special
significance in Mzart's direction that the cavalier hunor the
peasant girl by stepping a country-dance with her, which is all |ost
when he attenpts to lead her into the aristocratic mnuet, as is
usual Iy done.

At the height of the festivities, Don G ovanni succeeds in |eading
Zerlina into an inner room from which comes a piercing shriek a
monent |ater. Anticipating trouble, Leporello hastens to his master
to warn him Don Gttavio and his friends stormthe door of the

ant eroom out of which now conmes Don G ovanni draggi ng Leporello

and uttering threats of punishnent against him The trick does not
succeed. Don Otavio renmoves his mask and draws his sword; Donna
Anna and Donna El vira confront the villain. The musicians, servants,
and rustics run away in affright. For a nonent Don G ovanni | oses
presence of mnd, but, his wits and courage returning, he beats down
the sword of Don Ottavio, and, with Leporell o, nakes good his escape.

The incidents of the second act nove with less rapidity, and, unti
the fateful denouenment is reached, on a | ower plane of interest than
those of the first, which have been narrated. Don G ovanni turns his
attentions to the handsonme waiting-maid of Donna Elvira. To get the
m stress out of the way he persuades Leporello to exchange cl oaks
and hats with himand station hinself before her bal cony wi ndow,
while he utters words of tenderness and feigned repentance. The | ady
|istens and descends to the garden, where Leporello receives her
with effusive protestations; but Don G ovanni rudely disturbs them
and they run away. Then the libertine, in the habit of his valet,
serenades his new charner. The song, "Deh vieni alla finestra,"

is of nmelting tenderness and gallantry; words and nusic fl oat
graciously on the evening air in conmpany with a delightfully piquant
tune picked out on a nmandolin. The maid is drawn to the w ndow, and
Don G ovanni is in full expectation of another triunph, when Masetto
confronts himw th a rabble of peasants, all armed. They are in
search of the m screant who had attenpted to outrage Zerlina. Don

G ovanni is protected by his disguise. He feigns willingness to help
in the hunt, and rids himself of Masetto's conpani ons by sendi ng
themon a fool's errand to distant parts of the garden. Then he
cunni ngly possesses hinself of Masetto's weapons and bel abors him
stoutly with his own cudgel. He nakes off, and Zerlina, hearing
Masetto's cries, hurries in to heal his hurts with pretty endearnents.
(Air: "Vedrai carino.") Mst unaccountably, as it will seemto those
who seek for consistency and reason in all parts of the play, al

of its actors except Don G ovanni find thenselves together in a
courtyard (or room according to the notions of the stage nanager).
Leporello is trying to escape fromEl vira, who still thinks him Don
G ovanni, and is first confronted by Masetto and Zerlina and then by
Otavio and Anna. He is still in his master's hat and cloak, and is



taken vigorously to task, but discloses his identity when it becones
necessary in order to escape a beating. Convinced at |ast that Don
G ovanni is the nurderer of the Commandant, Don Qttavio commends his
|l ove to the care of her friends and goes to denounce the |ibertine
to the officers of the |aw.

The | ast scene is reached. Don G ovanni, seated at his table, eats,
drinks, indulges in badinage with his servant, and listens to the
musi ¢ of his private band. The nusicians play nel odi es from popul ar
operas of the period in which Mdzart wote--not Spanish nel odi es of
the unfixed time in which the veritable Don Juan may have |ived:--

[ Musi cal excerpts--From Martin's "Una cosa rara.” From"Fra i due

litiganti" by Sarti. From "Nozze di Figaro."]

Mozart feared anachronisns as little as Shakespeare. Hi s Don

G ovanni was contenporary with hinself and famliar with the
repertory of the Vienna Opera. The autograph discloses that the

i ngeni ous conceit was wholly Myzart's. It was he who wote the words
with which Leporello greets the nelodies from"Una cosa rara," "I
due Litiganti," and "Le Nozze di Figaro," and when Leporello hailed
the tune "Non piu andrai" fromthe |ast opera with words "Questo po
| a conosco pur troppo" ("This we know but too well"), he doubtless
scored a point with his first audience in Prague which the Gernan
transl ator of the opera never dreaned of. Even the German critics
of to-day seemdense in their unwillingness to credit Mdzart with a
purely ami abl e purpose in quoting the operas of his rivals, Martin
and Sarti. The latter showed hinself ungrateful for kindnesses
received at Mdzart's hands by publicly denouncing an harnonic
progression in one of the fanbus six quartets dedicated to Haydn as
a barbarism but there was no ill-will in the use of the air from
"I due Litiganti" as supper music for the del ectation of the Don
Mozart |iked the nel ody, and had witten variations on it for the
pi anof orte.

The supper is interrupted by Donna Elvira, who comes to plead on her
knees with Don G ovanni to change his node of |life. He nmocks at her
solicitude and invites her to sit with himat table. She | eaves the
roomin despair, but sends back a piercing shriek fromthe corridor.
Leporello is sent out to report on the cause of the cry, and returns
trenbling as with an ague and munbling that he has seen a ghost--a
ghost of stone, whose footsteps, "Ta, ta, ta," sounded like a mghty
hamrer on the floor. Don G ovanni hinself goes to |l earn the cause of
the di sturbance, and Leporello hides under the table. The intrepid
Don opens the door. There is a clap of thunder, and there enters the
ghost of the Commandant in the formof his statue as seen in the
churchyard. The music which has been described in connection with
the overture accompani es the conversation of the spectre and his
amazed host. Don G ovanni's repeated offer of hospitality is
rejected, but in turn he is asked if he will return the visit. He
will. "Your hand as a pl edge," says the spectre. Al unabashed, the
doormed man places his hand in that of the statue, which closes upon
it like a vise. Then an awful fear shakes the body of Don G ovanni
and a cry of horror is forced out of his lips. "Repent, while there
is yet time," adnoni shes the visitor again and again, and stil

again. Don G ovanni renmains unshaken in his w cked fortitude. At

Il ength he wests his hand out of the stony grasp and at the nmonent
hears his doomfromthe stony lips, "Ah! the tinme for you is past!"”
Dar kness enwraps him the earth trenbles; supernatural voices
procl ai m his puni shmrent in chorus; a pit opens before him from

whi ch denons energe and drag himdown to hell.

Here the opera ends for us; but originally, after the catastrophe
the persons of the play, all but the reprobate whom divine justice
has visited, returned to the scene to hear a description of the
awf ul happeni ngs he had wi tnessed fromthe buffoon who had hi dden



under the table, to dispose their plans for the future (for Otavio
and Anna, nmarriage in a year; for Masetto and Zerlina, a wedding
instanter; for Elvira, a nunnery), and platitudinously to noralize
that, the perfidious wetch having been carried to the real m of

Pl uto and Proserpine, naught renained to do save to sing the old
song, "Thus do the wicked find their end, dying as they had lived."

Foot not es:

{1}
{2}
{3}
{4}

See ny preface to "Don Govanni" in the Schirnmer Collection of Qperas.
Gounod.
"The Life of Mzart," by Oto Jahn, Vol. 111, p. 169

"Mozart's Don G ovanni," by Charles Gounod, p. 3

CHAPTER V

" FI DELI O'

It was the scal awag Schi kaneder who had put together the singular
dramati c phantasmagoria known as Mdyzart's "Magic Flute," and acted
the part of the buffoon in it, who, having donned the garb of
respectability, comm ssioned Beethoven to conpose the only opera

whi ch that suprene naster gave to the world. The opera is "Fidelio,"
and it occupies a unique place in operatic history not only because

it

is the only work of its kind by the greatest tone-poet that ever

|ived, but also because of its subject. The lyric drama has deal t
with the universal passion ever since the art-formwas invented, but
"Fidelio" is the only living opera which occurs to ne now, except
G uck's "Ofeo" and "Al ceste,"” which hymms the pure | ove of nmarried
| overs. The bond between the story of Alcestis, who goes down to
death to save the life of Adnetus, and that of Leonore, who ventures

her

life to save Florestan, is closer than that of the O phic

myth, for though the alloy only serves to heighten the sheen of
Eurydice's virtue, there is yet a grossness in the story of
Aristaeus's unlicensed passion which |ed to her death, that strongly
differentiates it fromthe nodern tale of wifely | ove and devotion
Beet hoven was no ascetic, but he was as sincere and severe a
moralist inlife as he was in art. In that nost nelancholy of human
docunents, witten at Heiligenstadt in October, 1802, conmonly known
as his will, he says to his brothers: "Recommend to your children
virtue; it alone can bring happi ness, not noney. | speak from
experience. It was virtue which bore ne up in tine of trouble; to

her,

next to nmy art, | owe thanks for ny not having laid violent

hands on nysel f."

That Mozart had been able to conpose nmusic to such libretti as those

of

"'Don G ovanni" and "Cosi fan tutte" filed himw th pai ned wonder.

Mor eover, he had serious views of the dignity of nusic and of the
uses to which it mght be put in the dram, and nore advanced
notions than he has generally been credited with as to how nusic and
the drama ought to be consorted. Like all conposers, he |longed to
wite an opera, and it is not at all unlikely that, |ike Mendel ssohn
after him he was deterred by the general tendency of the opera
books of his day. Certain it is that though he received a comm ssion

for

an opera early in the year 1803, it was not until an opera on

the story which is also that of "Fidelio" had been brought out
at Dresden that he made a definitive choice of a subject. The
production whi ch may have infuenced himwas that of Ferdinando

Paer's" Leonora, ossia |'Anore conjugal e,

whi ch was brought forward

at Dresden, where its conposer was conductor of the opera, on



Cctober 3, 1804. This opera was the i medi ate predecessor of

Beet hoven's, but it also had a predecessor in a French opera,
"Leonore, ou |"'Amour conjugal," of which the nusic was conposed by
Pi erre Gaveaux, a nusician of small but graceful gifts, who had been
a tenor singer before he becane a conposer. This opera had its first
performance on February 19, 1798, and nmay al so have been known to
Beet hoven, or have been brought to his notice while he was casting
about for a subject. At any rate, though it was known as early as
June, 1803, that Beethoven intended to conpose an opera for the
Theater an der Wen, and had taken | odgings with his brother Caspar
in the theatre building nore than two nonths before, it was not
until the winter of 1804 that the libretto of "Fidelio" was placed
in his hands. It was a German version of the French book by Bouilly,
whi ch had been nmade by Joseph Sonnleithner, an intimate friend of
Schubert, founder of the Gesellschaft der Muisikfreunde, who had
recently been appointed secretary of the Austrian court theatres as
successor of Kotzebue. Beethoven had gone to live in the theatre
buil ding for the purpose of working on the opera for Schi kaneder,
but early in 1804 the Theater an der Wen passed out of his hands
into those of Baron von Braun. The intervening sunmer had been
passed by the conposer at Baden and Unter Dobling in work upon the
"Eroi ca" synphony. The check upon the operatic project was but
tenmporary. Baron von Braun took Schi kaneder into his service and
renewed the contract with Beethoven. This acconplished, the conposer
resuned his lodgings in the theatre and began energetically to

wor k upon the opera. Let two facts be instanced here to show how
energetically and how pai nstakingly he | abored. Wen he went into
the country in the early sunmer, as was his custom he carried with
hi m 346 pages of sketches for the opera, sixteen staves on a page;
and anong these sketches were sixteen openings of Florestan's great
air, which my be said to mark the begi nning of the dramatic action
in the opera.

For the rest of the history of the opera | shall draw upon the
preface to "Fidelio," which | wote sone years ago for the voca
score in the Schirmer collection. The score was finished, including
the orchestration, in the summer of 1805, and on Beethoven's return
to Vienna, rehearsals were begun. It was the beginning of a series
of trials which made the opera a child of sorrow to the conposer.
The style of the nusic was new to the singers, and they pronounced
it unsingable. They begged himto make changes, but Beethoven was
adamant. The rehearsal s became a grievous |abor to all concerned.
The production was set down for November 20, but when the nomentous
day cane, it found Vienna occupied by the French troops, Bonaparte
at Schonbrunn and the capital deserted by the Enperor, the nobility,
and nost of the wealthy patrons of art. The performance was a
failure. Besides the French occupation, two things were recognized
as mlitating against the opera's success:--the nusic was not to
the taste of the people, and the work was too |ong. Repetitions
foll owned on Novenber 21 and 22, but the first verdict was upheld.

Beet hoven's distress over the failure was scarcely greater than that
of his friends, though he was, perhaps, less willing than they to
recogni ze the causes that lay in the work itself. A neeting was
pronptly held in the house of Prince Lichnowsky and the opera

taken in hand for revision. Nunber by nunber it was played on the

pi anoforte, sung, discussed. Beethoven opposed vehenently nearly
every suggestion nade by his well-nmeaning friends to renedy the
defects of the book and score, but yielded at |ast and consented to
the sacrifice of sone of the nusic and a renodelling of the book for
the sake of condensation, this part of the task being intrusted to
St ephan von Breuni ng, who undertook to reduce the original three
acts to two. {1} Wen once Beet hoven had been brought to give his
consent to the proposed changes, he accepted the result with the
greatest good hunor; it should be noted, however, that when the



opera was put upon the stage again, on March 29, 1806, he was so
dilatory with his nusical corrections that there was time for only
one rehearsal with orchestra. In the curtailed form"Fidelio" (as
the opera was called, though Beethoven had fought strenuously from
the beginning for the retention of the original title, "Leonore")
made a distinctly better inpression than it had four nonths before,
and this grew deeper with the subsequent repetitions; but Beethoven
quarrelled with Baron von Braun, and the opera was w t hdrawn. An
attenpt was nade to secure a production in Berlin, but it failed,
and the fate of "Fidelio" seemed to be sealed. It was left to

sl umber for nore than seven years; then, in the spring of 1814, it
was taken up again. Naturally, another revision was the first thing
thought of, but this time the work was intrusted to a nore practi sed
witer than Beethoven's childhood friend. Georg Friedrich Treitschke
was manager and |ibrettist for Baron von Braun, and he becane

Beet hoven' s col | aborator. The revision of the book was conpl eted by
March, 1814, and Beet hoven wote to Treitschke: "I have read your
revision of the opera with great satisfaction. It has decided ne

to rebuild the desolate ruins of an ancient fortress." Treitschke
rewote much of the libretto, and Beethoven nmade consi derabl e
changes in the music, restoring sone of the pages that had been
elided at the first overhauling. In its new form"Fidelio" was
produced at the Theater am Karnthnerthor on May 23, 1814. It was a
successful reawakening. On July 18 the opera had a perfornance for
Beet hoven's benefit; Mschel es nade a pianoforte score under the
direction of the conposer, who dedicated it to his august pupil, the
Archduke Rudol ph, and it was published in August by Artaria.

The history of "Fidelio," interesting as it is, need not be pursued
here further than to chronicle its first performances in the English
and American nmetropol es. London heard it first from Chelard' s German
company at the King's Theatre on May 18, 1832. It was first given in
English at Covent Garden on June 12, 1835, with Malibran as Leonore,
and in Italian at Her Majesty's on May 20, 1851, when the dial ogue
was sung in recitative witten by Balfe. There has scarcely ever
been a German opera conpany in New York whose repertory did not
include "Fidelio," but the only performances for many years after it
came were in English. A conpany of singers brought from Engl and by
Mss Inverarity to the Park Theatre produced it first on Septenber
19, 1839. The parts were distributed as follows: Leonore, Ms.
Martyn (M ss Inverarity); Marcellina, Mss Poole; Florestan, M.
Manvers; Pizarro, M. Gubilei; and Rocco, M. Martyn. The opera
was performed every night for a fortnight. Such a thing would be

i mpossi bl e now, but |est some one be tenpted to rail against the
decadent taste of to-day, let it quickly be recorded that somewhere
in the opera--1 hope not in the dungeon scene--Mre. G ubilei danced
a pas de deux with Paul Tagli oni

Beet hoven conposed four overtures for "Fidelio," but a description
of themw ||l best follow comment on the drama and its nusic. Some
two years before the incident which marks the beginning of the
action, Don Pizarro, governor of a state prison in Spain, not far
fromSeville, has secretly seized Florestan, a political opponent,
whose fearl ess honesty threatened to frustrate his w cked designs,
and imured himin a subterranean cell in the prison. H's presence
there is known only to Pizarro and the jailer Rocco, who, however,
knows neither the name nor the rank of the man whom under strict
command, he keeps in fetters and chained to a stone in the dimy

| i ghted dungeon, which he alone is permtted to visit. Florestan's
wi fe, Leonore, suspecting the truth, has disguised herself in man's
attire and, under the nane of Fidelio, secured enploynent in the
prison. To win the confidence of Rocco, she has displayed so nmuch
zeal and industry in his interests that the old nan, whose one
weakness is a too great |ove of nobney, gives the supposed youth

a full measure of admration and affection. Fidelio' s beauty and



gent | eness have worked havoc with the heart of Mrcellina, the
jailer's pretty daughter, who is disposed to cast off Jaquino, the
turnkey, upon whose suit she had smled till her love for Fidelio
came between. Rocco | ooks with auspicious eye upon the prospect of
havi ng so industrious and thrifty a son-in-law as Fidelio pronises
to be to confort his old age. The action now begins in the courtyard
of the prison, where, before the jailer's lodge, Marcellina is
perform ng her household duties--ironing the linen, to be specific.
Jaqui no, who has been watching for an opportunity to speak to her

al one (no doubt alarmed at the new posture which his |ove affair is
assuning), resolves to ask her to marry him The duet, quite in the
Mozartian vein, breathes sinplicity throughout; plain people, with
pl ai n manners, these, who express sinple thoughts in sinple

| anguage. Jaqui no begi ns eagerly:--

[ Musi cal excerpt--"Jetzt, Schatzchen, jetzt sind wir allein, wr
konnon vertraulich nun plaudern."]

But Marcellina affects to be annoyed and urges himto cone to the
point at once. Quite delicious is the manner in which Beethoven
delineates Jaquino's timd hesitation:--

[ Musi cal excerpt--"Ich--ich habe"]

Jaquino's wooing is interrupted by a knocking at the door
(realistically reproduced in the nusic)

[ Musi cal excerpt]

and when he goes to open the wi cket, Mrcellina expresses no
synmpathy for his sufferings, but ecstatically proclains her |ove for
Fidelio as the reason why she nust needs say nay. And this she does,
not am ably or synpathetically, but pettishly and with an inpatient
reiteration of "No, no, no, no!" in which the bassoon drolly
supports her. A second knocking at the door, then a third, and
finally she is relieved of her tormentor by Rocco, who calls him
out into the garden. Left alone, Marcellina sings her |onging for

Fi delio and pictures the donmestic bliss which shall follow her union
with him Rocco and Jaquino enter, and close after them Leonore,
weari ed by the wei ght of some chains which she had carried to the
smith for repairs. She renders an account for purchases of supplies,
and her thrift rejoices the heart of Rocco, who praises her zeal in
his behal f and prom ses her a reward. Her reply, that she does not
do her duty nmerely for the sake of wage, he interprets as an allusion
to love for his daughter. The four now give expression to their

t houghts and enotions. Marcellina indul ges her day-dream of | ove;
Leonore refl ects upon the dangerous position in which her disguise
has pl aced her; Jaquino observes with trepidation the disposition of
Rocco to bring about a marriage between his daughter and Fi deli o.
Varied and contrasting enotions, these, yet Beethoven has cast their
expression in the nould of a canon built on the follow ng nel ody,
which is sung in turn by each of the four personages:--

[ Musi cal excerpt]

Froma strictly nusical point of view the fundanental npod of the
four personages has thus the sane expression, and this Beethoven
justifies by naking the original utterance profoundly contenplative,
not only by the beautiful subject of the canon, but by the exalted
i nstrunmental introduction--one of those uplifting, spiritualized

sl ow novenents which are typical of the conposer. This feeling he
enhances by his orchestration--violas and viol oncell os divided, and
basses--in a way copying the solemm color with nore sinple neans
whi ch Mozart uses in his invocation of the Egyptian deities in "The
Magi ¢ Flute." Having thus established this fundanental nood, he
gives liberty of individual utterance in the counterpoint nelodies



wi th whi ch each personage enbroi ders the original thenme when sung
by the others. Neither Rocco nor Marcellina seens to think it
necessary to consult Leonore in the matter, taking her acquiescence
for granted. Between thenselves they arrange that the weddi ng shal
take pl ace when next Pizarro nakes his nonthly visit to Seville to
gi ve an account of his stewardship, and the jailer adnonishes the
yout hful pair to put noney in their purses in a song of little

di stinction, but containing sone delineative nusic in the orchestra
suggesting the rolling and jingling of coins. Having been nade
seemingly to agree to the way of the maid and her father, Leonore
seeks nowto turn it to the advantage of her m ssion. She asks and
obtains the jailer's permssion to visit with himthe cells in which
political prisoners are kept--all but one, in which is confined one
who is either a great crinmnal or a man with powerful enemies ("nuch
the sane thing," comments Rocco). OF himeven the jailer knows
not hi ng, having resolutely declined to hear his story. However, his
sufferings cannot |ast much |onger, for by Pizarro's orders his
rations are being reduced daily; he has been all but deprived of
light, and even the straw which had served as a couch has been taken
fromhim And how | ong has he been inprisoned? Over two years. "Two
years! "Leonore al nost |oses control of her feelings. Now she urges
that she must help the jailer wait upon him "I have strength and
courage." The old nan is won over. He will ask the governor for
permission to take Fidelio with himto the secret cells, for he

is growing old, and death will soon claimhim The dramatic nerve
has been touched with the first allusion to the nmysterious the
matter, taking her acquiescence for granted. Between thensel ves they
arrange that the wedding shall take place when next Pizarro nmakes
his nmonthly visit to Seville to give an account of his stewardship,
and the jailer adnoni shes the youthful pair to put noney in their
purses in a song of little distinction, but containing sone
delineative nusic in the orchestra suggesting the rolling and
jingling of coins. Having been nmade seenmingly to agree to the way
of the maid and her father, Leonore seeks nowto turn it to the
advant age of her mission. She asks and obtains the jailer's

perm ssion to visit with himthe cells in which political prisoners
are kept--all but one, in which is confined one who is either

a great crimnal or a nan with powerful enenies ("nuch the sane
thing," comments Rocco). O himeven the jailer knows nothing,
having resolutely declined to hear his story. However, his
sufferings cannot |ast much |onger, for by Pizarro's orders his
rations are being reduced daily; he has been all but deprived of
light, and even the straw which had served as a couch has been taken
fromhim And how |l ong has he been inprisoned? Over two years. "Two
years!" Leonore al nost |oses control of her feelings. Now she urges
that she must help the jailer wait upon him "I have strength and
courage." The old nan is won over. He will ask the governor for
permi ssion to take Fidelio with himto the secret cells, for he is
growi ng old, and death will soon claimhim The dramatic nerve has
been touched with the first allusion to the mysterious prisoner who
is being slowy tortured to death, and it is thrilling to note how
Beet hoven's genius (so often said to be purely epical) responds. In
the trio which follows, the dialogue which has been outlined first
intones a notif which speaks nerely of conpl acency: --

[ Musi cal excerpt--"Gut, Sohnchen, gut hab' inmmrer"

No sooner does it reach the lips of Leonore, however, than it
becones the utterance of proud resolve:--

[ Musi cal excerpt--"lch habe Muth!"]

and out of it grows a hymm of heroic daring. Marcellina's utterances
are all concerned with herself, with an adm xture of solicitude for
her father, whose |ugubrious reflections on his own inpending



di ssolution are gloonily echoed in the nusic:--
[ Musi cal excerpt--"lch bin ja bald des G abes Beute"]

A march acconpani es the entrance of Pizarro. {2} Pizarro receives
hi s despatches from Rocco, and fromone of the letters |earns that
the M nister of Justice, having been inforned that several victins
of arbitrary power are confined in the prisons of which he is
governor, is about to set out upon a tour of inspection. Such a
visit mght disclose the wong done to Florestan, who is the
Mnister's friend and believed by himto be dead, and Pizarro
resolves to shield hinself against the consequences of such a

di scovery by conpassing his death. He publishes his resolution in
a furious air, "Ha! welch' ein Augenblick!" in which he gloats over
the cul mination of his revenge upon his ancient eneny. It is a
terrible outpouring of bloodthirsty rage, and | have yet to hear
the singer who can cope with its awful accents. Here, surely,

Beet hoven asks nore of the human voice than it is capable of giving.
Quick action is necessary. The officer of the guard is ordered to
post a trunpeter in the watch-tower, with instructions to give a
signal the nonent a carriage with outriders is seen approaching
fromSeville. Rocco is summoned, and Pi zarro, praising his courage
and fidelity to duty, gives hima purse as earnest of riches which
are to foll ow obedi ence. The old man is ready enough until he

| earns that what is expected of himis

[ Musi cal excerpt--"Mrden!"]

wher eupon he revolts, nor is he noved by Pizarro's argunent that the
deed is demanded by the welfare of the state. Foiled in his plan of
hiring an assassin, Pizarro announces that he will deal the bl ow

hi nsel f, and commands that a di sused cistern be opened to receive
the corpse of his victim The duet which is concerned with these
transactions is full of striking effects. The orchestra acconpanies
Rocco' s description of the victimas "one who scarcely lives, but
seens to float like a shadow' with chords which spread a cold,
cadaverous sheen over the words, while the declanmation of "A

bl ow --and he is dunb,” makes illustrative pantom me unnecessary.
Leonore has overheard all, and rushes forward on the departure of
the men to express her horror at the wi cked plot, and proclai mher
trust in the guidance and help of |ove as well as her courageous
resolve to follow its inpul ses and achi eve the rescue of the dooned
man. The scene and air in which she does this ("Abscheulicher! wo
eilst du hin?") is now a favorite concert-piece of all dramatic
singers; but when it was witten its difficulties seenmed appalling
to Fraulein MIder (afterward the fanmous Frau M | der-Haupt nann), who
was the original Leonore. A few years before Haydn had said to her,
"My dear child, you have a voice as big as a house," and a few years
| ater she made sone of her finest successes with the part; but in
the rehearsals she quarrelled violently with Beet hoven because of

t he unsi ngabl eness of passages in the Adagi o, of which, no doubt,
this was one:--

[ Musi cal excerpt--"sie wird's erreichen"]

and when called upon, in 1814, to re-create the part which had been
witten expressly for her, she refused until Beethoven had consented
to nodify it. Everything is marvellous in the scena--the mld

gl ow of orchestral color delineating the bow of promise in the
recitative, the heart-searching, transfigurating, prayerfu

| ovel i ness of the slow nelody, the obbligato horn parts, the sweep
of the final Allegro, all stand apart in operatic literature.

At Leonore's request, and presum ng upon the request which Pizarro
had made of him Rocco pernits the prisoners whose cells are above
ground to enjoy the Iight and air of the garden, defending his



action later, when taken to task by Pizarro, on the plea that he

was obeyi ng established customin allowing the prisoners a bit of
liberty on the nane-day of the king. In an undertone he begs his
master to save his anger for the nan who is dooned to die. Meanwhile
Leonore convinces herself that her husband is not anong the
prisoners who are enjoying the brief respite, and is overjoyed to

| earn that she is to acconpany Rocco that very day to the nysterious
subt erranean dungeon. Wth the return of the prisoners to their
cells, the first act ends.

An instrunental introduction ushers in the second act. It is a

musi cal delineation of Florestan's surroundi ngs, sufferings, and
ment al angui sh. The darkness is rent by shrieks of pain; harsh,
hol | ow, and threatening sound the throbs of the kettle-druns. The
parting of the curtain discloses the prisoner chained to his rocky
couch. He decl aims against the gloom the silence, the deathly void
surrounding him but conforts hinself with the thought that his
sufferings are but the undeserved punishnent inflicted by an eneny
for righteous duty done. The nel ody of the slow part of his air,

whi ch begi ns thus,

[ Musi cal excerpt--"In des Lebens Fruhlingstaten ist das d uck von
mr gefloh' n."]

will find mention again when the overtures cone under discussion

H s sufferings have overheated his fancy, and, borne upon cool and
roseate breezes, he sees a vision of his wife, Leonore, cone to
confort and rescue him H's exaltation reaches a frenzy which

| eaves hi msunk in exhaustion on his couch. Rocco and Leonore cone
to dig his grave. Melodramatic nusic acconpanies their preparation,
and their conversation while at work forns a duet. Sustained
tronbone tones spread a portentous atnosphere, and a contra-bassoon
adds wei ght and solemity to the nmotif which describes the | abor

of digging:--

[ Musi cal excerpt]

They have stopped to rest and refresh thensel ves, when Fl orestan
becones consci ous and addresses Rocco. Leonore recognizes his

voi ce as that of her husband, and when he pleads for a drink of

wat er, she gives him wth Rocco's pernmission, the wine left in

her pitcher, then a bit of bread. A world of pathos inforns his song
of gratitude. Pizarro cones to commit the nurder, but first he
commands that the boy be sent away, and confesses his purpose to
make way with both Fidelio and Rocco when once the deed is done. He
cannot resist the tenptation to disclose his identity to Florestan,
who, though released fromthe stone, is still fettered. The latter
confronts death calmy, but as Pizarro is about to plunge the dagger
into his breast, Leonore (who had conceal ed herself in the darkness)
throws herself as a protecting shield before him Pizarro, taken
aback for a nonent, now attenpts to thrust Leonore aside, but is

again made to pause by her cry, "First kill his wife!" Consternation
and amazenent seize all and speak out of their ejacul ations.
Determned to kill both husband and wi fe, Pizarro rushes forward

again, only to see a pistol thrust into his face, hear a shriek,
"Anot her word, and you are dead!" and i mediately after the trunpet
signal which, by his own command, announces the com ng of the

M ni ster of Justice:--

[ Musi cal excerpt]

Pizarro is escorted out of the dungeon by Rocco and attendants with
torches, and the reunited lovers are left to thenselves and their
frenetic rejoicings. Surrounded by his guard, the popul ace attracted
by his com ng, and the prisoners into whose condition he had cone to
i nquire, Don Fernando metes out punishnent to the wi cked Pizarro,



wel conmes his old friend back to Iiberty and honor, and bids Leonore
renove his fetters as the only person worthy of such a task. The
popul ace hyrmm wifely love and fidelity.

Mention has been made of the fact that Beethoven wote four
overtures for his opera. Three of these are known as Overtures
"Leonore No. 1," "Leonore No. 2," and "Leonore No. 3"--"Leonore"
being the title by which the opera was known at the unfortunate
first performance. The composer was never contented with the change
to "Fidelio" which was made, because of the identity of the story
with the "Leonore" operas, of Gaveaux and Paer. Mich confusion has
exi sted in the books (and still exists, for that matter) touching
the order in which the four overtures were conposed. The early

bi ographers were m staken on that point, and the blunder was

per petuated by the numbering when the scores were published. The
true "Leonore No. 1," is the overture known in the concert-room
where it is occasionally heard, as "Leonore No. 2." This was the
original overture to the opera, and was performed at the three
representations in 1805. The overture called "Leonore No. 3" was the
result of the revision undertaken by Beethoven and his friends after
the failure. In May, 1807, the Gernman opera at Prague was

establi shed and "Fidelio" selected as one of the works to be given
Evi dently Beet hoven was di ssatisfied both with the original overture
and its revision, for he wote a new one, in which he retained the
theme from Florestan's air, but none of the other thenes used in
Nos. 2 and 3. The performances at Prague did not take place, and
nobody knows what becanme of the autograph score of the overture.
When Beethoven's effects were sold at auction after his death,
Tobi as Haslinger bought a parcel of dances and other things in
manuscri pt. Among them were a score and parts of an overture in C
not in Beethoven's handwiting, but containing corrections nade by
him It bore no date, and on a violin part Beethoven had witten
first "Overtura, Violino Inmo." Later he had added words in red
crayon to make it read, "Overtura in C, charakteristische Overture,
Violino Imb." On February 7, 1828, the conposition was played at a
concert in Vienna, but notw thstanding the rem ni scence of
Florestan's air, it does not seemto have been associated with the
opera, either by Haslinger or the critics. Before 1832, when
Hasl i nger published the overture as Op. 138, however, it had been
identified, and, not unnaturally, the conclusion was junped at that
it was the original overture. That known as "Leonore No. 2" having
been wit hdrawn for revision by Beethoven hinself, was not heard of
till 1840, when it was perforned at a Gewandhaus concert in Leipsic.
For the revival of the opera in 1814 Beet hoven conposed the overture
in Emjor, now called the "Fidelio" overture, and generally played
as an introduction to the opera, the nmuch greater "Leonore No. 3"
bei ng pl ayed either between the acts, or, as by Mahler in New York
and Vi enna, between the two scenes of the second act, where it may
be said it distinctly has the effect of an anticlimax. The thematic
mat eri al of the "Leonore" overtures Nos. 2 and 3 being practically
the sane, careless listeners may easily confound one with the other.
Nevert hel ess, the differences between the two works are many and
great, and a deep insight into the workings of Beethoven's nind
woul d be vouchsafed students if they were brought into juxtaposition
in the concert-room The reason commonly given for the revision of
No. 2 (the real No. 1) is that at the performance it was found that
some of the passages for wind instruments troubled the players; but
anong the changes made by Beet hoven, all of which tend to heighten
the intensity of the overture which presents the drama in nuce

may be nentioned the elision of a recurrence to material drawn
fromhis principal theme between the two trunpet-calls, and the
abridgnent of the devel opnent or free fantasia portion. Finally, it
may be stated that though the "Fidelio" overture was witten for the
revival of 1814, it was not heard at the first performance in that
year. It was not ready, and the overture to "The Ruins of Athens"



was played in its stead.

Foot not es:

{1} As the opera is performed nowadays it is in three acts, but this
division is the work of stage nanagers or directors who treat each
of the three scenes as an act. At the Metropolitan Opera House, in
New York, M. Mahler introduced a division of the first scene into
two for what can be said to be nerely picturesque effect, since the
division is not demanded by the dramatic situation

{2} I'n M. Mahler's arrangenent this march becones entr'acte nusic
to pernit of a change of scene fromthe interior of the jailer's
| odge to the courtyard of the prison prescribed in the book

CHAPTER VI

" FAUST"

MM M chel Carre and Jul es Barbier, who nade the book for Gounod's
opera "Faust," went for their subject to CGoethe's dramatic poem CQut
of that great work, which had occupied the m nd of the German poet
for an ordinary lifetime, the French librettists extracted the
romance which sufficed them-the story of Gretchen's |love for the
rej uvenat ed phil osopher, her seduction and death. This romance is
wholly the creation of Goethe; it has no place in any of the old

| egends which are at the bottomof the history of Dr. Faust, or
Faustus. Those | egends deal with the doings of a magician who has
sold his soul to the devil for the acconplishnent of sonme end

on which his anbition is set. There are many such | egends in

medi aeval literature, and their fundamental thought is ol der than
Christianity. In a sense, the idea is a product of ignorance

and superstition conbined. In all ages men whose |earning and

achi evenments were beyond the conprehension of sinple folk were
thought to have derived their powers fromthe practice of
necromancy. The list is a |long one, and includes sone of the great
nanes of antiquity. The inagination of the Mddl e Ages made bondsnen
of the infernal powers out of such nen as Zoroaster, Denocritus,
Enpedocl es, Apollonius, Virgil, Al bertus Magnhus, Merlin, and

Paracel sus. In the sixth century Theophilus of Syracuse was said to
have sold hinself to the devil and to have been saved from dammati on
only by the miraculous intervention of the Virgin Mary, who visited
hel | and bore away the damabl e conpact. So far as his bond was
concerned, Theophilus was said to have had ei ght successors anong

t he Popes of Rorme.

Architects of cathedrals and engi neers of bridges were wont, if we
bel i eve popular tales, to barter their souls in order to realize
their great conceptions. How do such notions get into the m nds

of the people? | attenpted not an answer but an explanation in a
preface to Gounod's opera published by Schirmer sone years ago,
which is serving ne a good turn now. For the inconprehensible the
Supernatural is the only accounting. These things are products of
man' s nyt h-nmaki ng capacity and desire. Wth the advancenent of

know edge this capacity and desire beconme atrophied, but spring into
life again in the presence of a popular stinulant. The superstitious
peasantry of Bavaria beheld a man in |l eague with the devil in the
engi neer who ran the first |oconotive engine through that country,
More recently, | amtold, the same people conceived the notion that
the Prussi an needl e-gun, which had wought destruction anong their
soldiery a the war of 1866, was an infernal machine for which

Bi smarck had given the immortal part of hinself.



When printing was invented, it was | ooked upon in a double sense as
a black art, and it was |long and wi dely believed that Johann Fust,
or Faust, of Myence, the partner of Cutenberg, was the origina

Dr. Johann Faustus (the prototype of Goethe's Faust), who practised
magi ¢ toward the end of the fifteenth and at the begi nning of the

si xteenth century, nade a conpact w th Mephistophel es, perforned
many mniracul ous feats, and died horribly at the last. But Fust, or
Faust, was a rich and reputabl e nmerchant of Mayence who provi ded
capital to pronote the art of Qutenberg and Schoffer, and M. H

Sut her | and Edwards, who gossips pleasantly and at great |ength about
the Faust legends in Volunme | of his book, "The Lyrical Dramg,"

i ndul ges a rather wild fancy when he considers it probable that he
was the father of the real nediaeval in carnation of the ancient
superstition. The real Faust had been a poor |ad, but nopbney
inherited froma rich uncle enabled himto attend |l ectures at the
University of Cracow, where he seens to have devoted hinself with
particular assiduity to the study of nmagic, which had at that period
a respectable place in the curriculum Having obtained his doctoria
hat, he travelled through Europe practising necromancy and acquiring
a thoroughly bad reputation. To the fact that this nman actually
lived, and lived such a life as has been descri bed, we have the
testimony of a physician, Philip Begardi; a theol ogi an, Johann Gast,
and no less a witness than Philip Melanchthon, the refornmer. Martin
Luther refers to Faust in his "Table Talk" as a nan | ost beyond all
hope of redenption; Ml anchthon, who says that he talked with him
adds: "This sorcerer Faust, an abom nabl e beast, a comon sewer of
many devils (turpissim bestia et cloaca mnultorum di abol oruny,
boasted that he had enabled the inperial armies to win their
victories in Italy."

The literary history of Faust is much too long to be even outlined
here; a few points must suffice us. In a book published in Frankfort
in 1587 by a German witer named Spiess, the legend received its
first printed form An English ballad on the subject appeared wthin
a year. In 1590 there cane a translation of the entire story, which
was the source fromwhich Marl owe drew his "Tragi cal History of

the Life and Death of Dr. Faustus," brought forward on the stage

in 1593 and printed in 1604. New versions of the |egend foll owed
each other rapidly, and Faust became a favorite character with

pl ayw i ghts, romancers, and poets. Toward the end of the eighteenth
century, when Goet he conceived the idea of utilizing the subject for
publ i shing his conprehensive phil osophy of human life, it seenms to
have hel d possession of a large portion of literary Germany. Al
together, it was in the mnd of the great poet from his adol escence
till his death; but while he was working on his original plan
literary versions of the | egend were published by twenty-eight
German aut hors, including Lessing, whose nmanuscript, unhappily, was
| ost. Coethe had known the | egend from chil dhood, when he had seen
puppet - pl ays based on it--these plays being the vul gar progeny of

Mar |l owe' s powerful tragedy, which is still an ornament of English
literature. Music was a part of these puppet-plays. In the first one
that fell into nmy hands | find the influence of opera manifest in

recitatives and airs put into the mouth of Mephi stophel es, and conic
songs sung by Kasperle, the Punch of the German narionette
fraternity.

The love tale which furnished forth the entire opera book of MM
Carre and Barbier is, as | have said, wholly the invention of

Goethe. There is the shadow formof a maiden in sone of the
versions of the | egend, but not a hint of the romantic sentinent

so powerfully and pathetically set forth by the poet. Nor did the
passion either for good or evil play a part in the agreenent between
Faust and the devil. That agreenent covered five points only: Faust
pl edged hinself to deny God, hate the human race, despise the
clergy, never set foot in a church, and never get married. So



far frombeing a | ove episode in the story, when Faustus, in the
ol d book by Spiess, once expressed a wish to abrogate the | ast

condi tion, Mephistophel es refused himpermn ssion on the ground

that marriage is sonething pleasing to God, and for that reason in
contravention of the contract. "Hast thou," quoth Mephi stophel es,
"sworn thyself an eneny to God and to all creatures? To this

answer thee, thou canst not narry; thou canst not serve two nmsters,
God and thy prince. For wedlock is a chief institution ordained of
CGod, and that thou hast promised to defy as we do all, and that thou
hast not only done, but, mnoreover, thou hast confirned it with thy
bl ood. Persuade thyself that what thou hast done in contenpt of

wedl ock, it is all to thine own delight. Therefore, Faustus, |ook
wel | about thee and bethink thyself better, and | wish thee to
change thy mind, for if thou keep not what thou hast pronised in thy
witing, we will tear thee in pieces, |like the dust under thy feet.
Therefore, sweet Faustus, think with what unquiet |ife, anger,
strife, and debate thou shalt live in when thou takest a wife.
Therefore, change thy m nd." Faustus abandons his purpose for

the time being, but within two hours sunmons his spirit again

and denmands his consent to narriage; whereupon up there cones a
whirlwi nd, which fills the house with fire and snoke and hurls
Faustus about until he is unable to stir hand or foot. Also there
appears an ugly devil, so dreadful and nonstrous to behold that
Faustus dares not | ook upon him This devil is in a nood for
jesting. "How likest thou thy weddi ng?" he asks of Faustus, who
promi ses not to nmention nmarriage nore, and is well content when
Mephi st ophel es engages to bring himany wonman, dead or alive, whom
he may desire to possess. It is in obedience to this prom se that
Hel en of Troy is brought back fromthe world of shades to be
Faustus's paranmour. By her he has a son, whom he calls Justus
Faustus, but in the end, when Faustus |loses his life, nother and
child vani sh. Goethe uses the scene of the anour between Faust and
the ancient beauty in the second part of his poem as does Boito in
his "Mefistofele," charging it with the beautiful synbolism which
was in the German poet's mind. In the Polish tale of Pan Twardowsky,
built on the lines of the old | egend, there is a nore anusing fling
at marriage. In return for the help which he is to receive, the
Pol i sh wi zard has the privil ege of denmanding three duties of the
devil. After enjoying to the full the benefits conferred by two, he
commands the devil to marry Mre. Twardowska. This is nore than the
devil had bargained for, or is willing to perform He refuses; the
contract is broken, and Twardowsky is saved. The story may have

i nspired Thackeray's anusing tale in "The Paris Sketch-book, "
entitled "The Painter's Bargain."

For the facts in the story of the conposition and production of
Gounod' s opera, we have the authority of the composer in his

aut obi ography. In 1856 he made the acquai ntance of Jul es Barbier and
M chel Carre, and asked themto collaborate with himin an opera.
They assenting, he proposed CGoethe's "Faust" as a subject, and it
met with their approval. Together they went to see M Carval ho, who
was then director of the Theatre Lyrique. He, too, |liked the idea

of the opera, and the librettists went to work. The conposer had
witten nearly half of the score, when M Carvai ho brought the

di sconcerting intelligence that a grand nel odrama treating the
subject was in preparation at the Theatre de |a Porte Saint-Martin.
Carval ho said that it would be inpossible to get the opera ready

bef ore the appearance of the mel odrama, and unwi se to enter into
competition with a theatre the luxury of whose stage nounting

woul d have attracted all Paris before the opera could be produced.
Carval ho therefore advised a change of subject, which was such a

bl ow t o Gounod that he was incapabl e of applying hinself to work

for a week. Finally, Carvalho cane to the rescue with a request for
a lyric comedy based on one of Mdliere' s plays. Gounod chose "Le
Medecin malgre lui," and the opera had its production at the Theatre



Lyrique on the anniversary of Mliere's birth, January 15, 1858. The
mel odrana at the Porte Saint-Martin turned out to be a failure in
spite of its beautiful pictures, and Carval ho recurred to the opera,
whi ch had been laid aside, and Gounod had it ready by July. He read
it to the director in the greenroomof the theatre in that nonth,
and Mre. Carval ho, wife of the director, who was present, was so
deeply inpressed with the role of Marguerite that M Carval ho asked
the conposer's permission to assign it to her. "This was agreed
upon," says Gounod, "and the future proved the choice to be a
veritable inspiration."”

Rehear sal s began in Septenber, 1858, and soon devel oped
difficulties. Gounod had set his heart upon a handsonme young tenor
naned CGuardi for the titular role, but he was found to be unequa

to its demands. This caused such enmbarrassnent that, it is said,
Gounod, who had a pretty voice and was rather fond of showing it,
seriously pondered the feasibility of singing it hinself. He does
not tell us this in his autobiography, but neither does he tell us
that he had chosen Mre. Ugal de for the part of Marguerite, and

that he yielded to M Carvalho in giving it to the director's wife
because Mre. Ugal de had quarrelled with him (as prinma donnas will),
about Masse's opera, "La Fee Carabosse,” which preceded "Faust" at
the Lyrique. The difficulty about the tenor role was overcone by
the enlistment of M Barbot, an artist who had been a conpani on of
Carval ho's when he sang small parts at the Opera Com que. He was now
far past his prine, and a pensioned teacher at the Conservatoire,
but Gounod bears witness that he "showed hinmsel f a great nusician
in the part of Faust." O Bel anque, who created the part of
Mephi st ophel es, Gounod says that "he was an intelligent comedi an
whose play, physique, and voice lent thensel ves wonderfully to this
fantastic and Satanic personage." As for Mre. Carval ho, it was the
opi ni on of the conposer that, though her masterly qualities of
execution and style had already placed her in the front rank of
contenporary singers, no role, till Marguerite fell to her lot, had
af forded her opportunity to show in such neasure "the superior
phases of her talent, so sure, so refined, so steady, so
tranquil--its lyric and pathetic qualities."

It was a distinguished audience that |istened to the first
performance of "Faust" on March 19, 1859. Auber, Berlioz, Reyer,

Jul es Janin, Perrin, Emle Alivier, and many other nen who had nade
their mark in literature, art, or politics sat in the boxes, and
full as many nore of equal distinction in the stalls. Anbng these
|atter were Del acroi x, Vernet, Eugene G raud, Pasdel oup, Scudo,
Heugel , and Jules Levy. The criticismof the journals which foll owed
was, as usual, a blending of censure and praise. Berlioz was
favorably inclined toward the work, and, with real discrimnation,
put his finger on the nonol ogue at the close of the third act ("Il

m ai me! Quel trouble en non coeur") as the best thing in the score.
Scudo gave expression to what was |ong the burden of the critica
song in Germany; nanely, the failure of the authors to grasp

the | arge conception of Goethe's poem but, with true Gallic

i nconsi stency, he set down the soldiers' chorus as a nmsterpi ece.
The garden scene, with its sublimted nood, its ecstasy of feeling,
does not seemto have noved him he thought the third act nonotonous
and too long. There was no demand for the score on the part of the
French publishers, but at |ength Choudens was persuaded to adventure
10, 000 francs, one-half of an inheritance, in it. He was at that
time an editeur on a small scale, as well as a postal official,

and the venture put himon the road to fortune. For the English
rights Gounod is said to have received only forty pounds sterling,
and this only after the energetic chanpi onship of Chorley, who nmade
the English translation. The opera was given thirty-seven tines at
the Theatre Lyrique. Ten years after its first perfornance it was
revised to fit the schemes of the Grand Opera, and brought forward



under the new auspices on March 3, 1869. Mle. Christine Nilsson was
the new Marguerite. No opera has since equalled the popularity of
"Faust" in Paris. Twenty-eight years after its first perfornance,
Gounod was privileged to join his friends in a celebration of its
500t h representation. That was in 1887. Eight years after, the 1000
mar k was reached, and the 1250th Parisian representati on took place
in 1902.

Two years before "Faust" reached London, it was given in Germany,
where it still enjoys great popularity, though it is called
"Margarethe," in deference to the manes of Goethe. Wthin a few
weeks in 1863 the opera had possession of two rival establishnents
in London. At Her Majesty's Theatre it was given for the first time
on June 11, and at the Royal Italian Opera on July 2. On January 23,
1864, it was brought forward in M. Chorley's English version at
Her Mpjesty's. The first Anerican representation took place at the
Acadeny of Misic, New York, on Novenmber 25, 1863, the parts being
distributed as follows: Margherita, Mss Cara Louise Kell ogg;
Siebel, Mss Henrietta Sul zer; Martha, M ss Fanny Stockton; Faust,
Francesco Mazzol eni; Mephi st ophel es, Hani bal Biachi; Valentine, G
Yppolito; Wagner, D. Coletti. It was sung in Italian, won inmedi ate
popul arity, and made money for Max Maretzek, who was at once the
manager and the conductor of the conpany. Forty years before an
English version of CGoethe's tragedy (the first part, of course) had
been produced at the Bowery Theatre, with the younger \Wall ack as
Faust and Charles H Il as Mephistophel es.

The opera begins, like Goethe's dramatic poem after the prol ogue,
with the scene in Faust's study. The aged phil osopher has grown
weary of fruitless inquiry into the nystery of nature and its
Creator, and longs for death. He has just passed a night in study,
and as the norning breaks he salutes it as his last on earth and

pl edges it in a cup of poison. As he is about to put the cup to his
lips, the song of a conpany of mmidens floats in at the wi ndow. It
tells of the joy of living and |l oving and the beauty of nature and
its inspirations. Faust's hand trenbles, strangely, unaccountably;
again he lifts the cup, but only to pause again to listen to a song
sung by a conpany of reapers repairing to the fields, chanting their
gratitude to God for the loveliness surrounding them and invoking
Hi s bl essing. The sounds madden the despairing phil osopher. Wat
woul d prayer avail hin? Whuld it bring back youth and | ove and
faith? No. Accursed, therefore, be all things good--earth's

pl easures, riches, allurenents of every sort; the dreans of |ove;
the wild joy of conbat; happiness itself; science, religion,

prayers, belief; above all, a curse upon the patience with which he
had so | ong endured! He sunmobns Satan to his aid. Mephistopheles
answers the call, in the garb of a cavalier. Hi s tone and bearing

irritate Faust, who bids himbegone. The fiend would know his wll,
his desires. Gold, glory, power?--all shall be his for the asking.
But these things are not the heart's desire of Faust. He craves
yout hful ness, with its desires and delights, its passions and

pui ssance. Mephi stophel es promi ses all, and, when he hesitates,
inflames his ardor with a vision of the lovely Marguerite seated at
her spi nni ng-wheel. Eagerly Faust signs the conpact--the devil wll
serve Faust here, but below the relations shall be reversed. Faust
drinks a pledge to the vision, which fades away. In a tw nkling the
life-weary sage is transfornmed into a young man, full of eager and
i npati ent strength.

Mephi st ophel es 1 oses no tinme in |aunching Faust upon his career of
adventures. First, he leads himto a fair in a nediaeval town.
Students are there who sing the pleasures of drinking; soldiers,
too, bent on conquest--of nmaidens or fortresses, all's one to them
ol d burghers, who find delight in creature conforts; maids and
matrons, flirtatious and envious. Al join in the nerriest of



musi cal hubbubs. Valentin, a soldier who is about to go to the
wars, commends his sister Marguerite to the care of Siebel,

a gentle youth who | oves her. Wagner, a student, begins a song,

but is interrupted by Mephi stophel es, who has entered the circle of
merry-makers with Faust, and who now volunteers to sing a better
song than the one just begun. He sings of the Calf of Gold ("Le veau
d' or est toujours debout"), and the crowd delightedly shouts the
refrain. The singer accepts a cup of wine, but, finding it not at
all to his taste, he causes vintages to the taste of every one to
flow fromthe cask which serves as a tavern sign. He offers the
conpany a toast, "To Marguerite!" and when Valentin attenpts to
resent the insult to his sister with his sword, it breaks in his
hand as he tries to penetrate a magic circle which Mephistophel es
draws around hinsel f. The nmen now suspect the true character of
their singular visitor, and turn the cruciformhilts of their swords
against him to his intense disconfort. Wth the return of the
wonmen the merrymaking is resuned. All join in a dance, tripping it
gayly to one waltz sung by the spectators and another which rises
si mul taneously fromthe instrunents. Marguerite crosses the

mar ket - pl ace on her way home from church. Faust offers her his arm
but she declines his escort--not quite so rudely as Goethe's
Gretchen does in the correspondi ng situation. Faust becones nore
than ever enanoured of the nmaiden, whom he had seen in the vision
conjured up in the philosopher's study.

Mephi st ophel es is a bit amused at Faust's first attenpt at wooing,
and undertakes to point the way for him He leads himinto the
garden surrounding the cottage in which Marguerite dwells. Siebe
had just been there and had plucked a nosegay for the maiden of his
heart, first dipping his fingers in holy water, to protect them
fromthe curse which Mephi st ophel es had pronounced agai nst them
whil e parading as a fortune-teller at the fair. Faust is lost in
admration at sight of the hunbl e abode of |oveliness and innocence,
and lauds it in a romance ("Salut! deneure chaste et pure"), but is
taken asi de by Mephi stophel es, who gi ves warning of the approach

of Marguerite, and places a casket of jewels beside the nopdest
bouquet left by Siebel. Marguerite, seated at her spinning-wheel,
alternately sings a stanza of a ballad ("Il etait un Roi de Thule")
and speaks her amazed curiosity concerning the handsone stranger
who had addressed her in the marketplace. She finds the jewels,
ornanents herself with them carolling her delight the while, and
admring the regal appearance which the gens | end her.

Here | should like to be pardoned a brief digression. Years ago,
while the German critics were resenting the spoliation of the
mast er pi ece of their greatest poet by the French librettists, they
fell upon this so-called Jewel Song ("Air des bijoux," the French
call it), and condemed its brilliant and ingratiating waltz
measures as being out of keeping with the character of Gretchen. In
this they forgot that Marguerite and Gretchen are very different
characters indeed. There is much of the tender grace of the
unfortunate German naiden in the creation of the French authors, but
none of her sinple, alnobst rude, rusticity. As created by, let ne
say, Mre. Carval ho and perpetuated by Christine Nilsson and the

pai nter Ary Scheffer, Marguerite is a good deal of a grande dane,
and against the German critics it mght appositely be pleaded that
there are nore traces of childish ingenuousness in her rejoicing
over the casket of jewels than in any of her other utterances. The
epi sode is poetically justified, of course, by the eighth scene of
Goethe's drama, and there was not wanting one Gernan witer who
boldly cane to the defence of Marguerite on the ground that she
nmoved on a higher noral plane than Gretchen. The French librettists,
while they enptied the character of much of its poetical contents,
neverthel ess made it in a sense nore gentle, and Gounod refined it
still nore by breathing an ecstasy into all of its nmusic. Goethe's



G etchen, though she rejects Faust's first advances curtly enough to
be called inpolite, nevertheless ardently returns Faust's ki ss on
her first neeting with himin the garden, and already at the second
(presumably) offers to | eave her wi ndow open, and accepts the

sl eeping potion for her nother. It is a sudden, uncontrollable rush
of passion to which Marguerite succunbs. Gretchen remains in sinple
amaze that such a fine gentleman as Faust should find anything to
admre in her, even after she has received and returned his first

ki ss; but Marguerite is exalted, transfigured by the new feelings
surging within her.

Il mainme! quel trouble en non coeur!
L' oi seau chante! Le vent nurnure!
Toutes les voix de |la nature
Senbl ent me repeter en choeur:

Il t'aine!

I resune the story. Martha, the nei ghborhood gossip, cones to
encourage Marguerite in a belief which she scarcely dares cheri sh,
that the jewels had been left for her by some noble admrer, and

her innocent pleasure is interrupted by the entrance of Faust and
Mephi st ophel es. The latter draws Martha away, and Faust wooes the
mai den wi th successful ardor. They have indulged in their first
enbrace, and said their farewells till to-norrow Faust is about

to depart, when Mephi stophel es detains himand points to Marguerite,
who is burdening the perfuned air with her new ecstasy. He rushes to
her, and, with a cry of delight, she falls into his arns.

Goethe's scene at the fountain becones, in the hands of the French
librettists, a scene in the chanber of Marguerite. The deceived

mai den is cast down by the jeers and nockings of her erstwhile
conpani ons, and conforted by Siebel. It is now generally omitted.
Mar guerite has becone the talk of the town, and evil reports reach
the ear of her brother Valentin on his return fromthe wars with the
victorious soldiery. Valentin confronts Faust and Mephi st ophel es
while the latter is singing a ribald serenade at Marguerite's door.
The nmen fight, and, through the machi nati ons of Mephi st ophel es,
Valentin is nortally wounded. He di es denouncing the conduct of
Marguerite, and cursing her for having brought death upon him
Marguerite seeks consolation in religious worship; but the fiend is
at her el bow even in the holy fane, and his taunts and the accusing
chant of a choir of denobns interrupt her prayers. The devil reveals
hinself in his proper (or inproper) person at the end, and
Marguerite falls in a swoon.

The Wal purgi s night scene of CGoethe furnished the suggestion for

the ballet which fills the first three scenes of the fifth act, and
whi ch was added to the opera when it was renpodelled for the G and
Opera in 1869. The scene holds its place in Paris, but is seldom
performed el sewhere. A wild scene in the Harz Muntains gives way

to an enchanted hail in which are seen the npbst fanpus courtesans

of ancient history--Phryne, Lais, Aspasia, Ceopatra, and Hel en of
Troy. The apparition of Marguerite appears to Faust, a red |line
encircling her neck, like the mark of a headsman's axe. W reach

the end. The distraught naiden has slain her child, and nowlies in
prison upon her pallet of straw, awaiting death. Faust enters and
tries to persuade her to fly with him Her poor nind is all awy and
occupies itself only with the scenes of her first nmeeting and the

| ove-making in the garden. She turns with horror from her |over when
she sees his companion, and in an agony of supplication, which rises
hi gher and hi gher with each reiteration, she inplores Heaven for
pardon. She sinks lifeless to the floor. Mephistophel es pronounces
her dammed, but a voice from on high proclains her saved. Celestial
voi ces chant the Easter hym, "Christ is risen!" while a band of
angel s bear her soul heavenward.



CHAPTER VI |

" MEFI STOFELE"

There is no reason to question Gounod's statenent that it was he

who conceived the idea of witing a Faust opera in collaboration
with MM Barbier and Carre. There was nothing novel in the notion.
Musi ¢ was an integral part of the old puppet-plays which dealt with
the | egend of Dr. Faustus, and Coethe's tragedy calls for nusica

aid inperatively. A nusical pantonm ne, "Harlequin Faustus," was
performed in London as early as 1715, and there were Faust operas

| ong before even the first part of Goethe's poem was printed, which
was a hundred and one years ago. A conposer nanmed Phanty brought out
an opera entitled "Dr. Faust's Zaubergurtel" in 1790; C Hanke used
the sane material and title at Flushing in 1794, and |Ignhaz Wil ter
produced a "Faust" in Hanover in 1797. Goethe's First Part had been
five years in print when Spohr conposed his "Faust," but it is based
not on the great Gernan poet's version of the | egend, but on the old
sources. This opera has still life, though it is fitful and feeble,
in Germany, and was produced in London by a German conpany in 1840
and by an Italian in 1852, when the conposer conducted it; but I
have never heard of a representation in Anerica. Between Spohr's
"Faust," written in 1813 and perforned in 1818, and Boito's
"Mefistofele," produced in 1868, many French, German, English
Italian, Russian, and Polish Faust operas have cone into existence,
lived their little lives, and died. Ri etz produced a Gernan "Faust,"
founded on Goethe, at Dusseldorf, in 1836; Lindpainter in Berlin, in
1854; Henry Row ey Bi shop's English "Faustus" was heard in London,
in 1827; French versions were Mle. Angelique Bertin's "Faust"
(Paris, 1831), and M de Pellaert's (Brussels, 1834); Italian

versi ons were "Fausta," by Donizetti (Mrme. Pasta and Signor Donzel |
sang in it in Naples in 1832), "Fausto," by Cordigiano (Fl orence,
1837), and "Il Fausto arrivo," by Rainondi (Naples, 1837); the
Pol i sh Faust, Twardowsky, is the hero of a Russian opera by
Ver st owsky (Moscow, 1831), and of a Polish opera by J. von Zaitz
(Agram 1880). How often the subject has served for operettas,
cantatas, overtures, synphonies, etc., need not be discussed here.
Berlioz's "Dramatic Legend," entitled "La Dammation de Faust,"
tricked out with stage pictures by Raoul Gunsbourg, was perfornmed as
an opera at Monte Carlo in 1903, and in New York at the Metropolitan
and Manhattan opera-houses in the seasons 1906-1907 and 1907- 1908,
respectively; but the experinent was unsuccessful, both artistically
and financially.

I have said that there is no reason to question Gounod's statenent
that it was he who conceived the idea of witing the opera whose
popul arity is without parallel in the nusical history of the Faust

| egend; but, if | could do so without reflecting upon his character,
I should like to believe a story which says that it was Barbier who
proposed the subject to Gounod after Meyerbeer, to whom he first
suggested it, had declined the collaboration. | should like to
believe this, because it is highly honorable to Meyerbeer's artistic
character, which has been nmuch maligned by critics and historians

of music since Wagner set an exanple in that direction. "'Faust,'"
Meyerbeer is reported to have replied to Barbier's invitation, "is
the ark of the covenant, a sanctuary not to be approached wth
profane music." For the conmposer who did not hesitate to nake an
opera out of the massacre of St. Barthol omew, this answer is nore
than creditable. The Gernmans, who have either felt or affected great
i ndignation at the want of reverence for their great poet shown by
the authors of "Faust" and "M gnon," ought to admire Meyerbeer in

a special degree for the noral |oftiness of his determ nation and



the dignified beauty of its expression. Conposers |ike Kreutzer,

Rei ssi ger, Pierson, Lassen, and Prince Radziwi |l have witten
incidental nusic for CGoethe's tragedy without reflecting that

possi bly they were profaning the sanctuary; but Meyerbeer, conpared
with whomthey were pygnies, wi thheld his hand, and thereby brought
himsel f into synpathetic association with the only mnusician that
ever lived who was conpl etely equi pped for so nmagnificent a task
That musici an was Beet hoven, to whom Rochlitz bore a comm ssion for
music to "Faust" from Breitkopf and Hartel in 1822. The Titan read
the proposition and cried out: "Ha! that would be a piece of work!
Sonet hi ng nmight come of that!" but declined the task because he had
the choral synphony and other | arge plans on his nind.

Boito is not a Beethoven nor yet a Meyerbeer; but, though he did
what neither of them would venture upon when he wrote a Faust opera,
he did it with conplete and lovely reverence for the creation of the
German poet. It is likely that had he had | ess reverence for his
model and nore of the stagecraft of his French predecessors his
opera woul d have had a quicker and greater success than fell to

its lot. OF necessity it has suffered by conparison with the opera
of Barbier, Carre, and Gounod, though it was far fromBoito's
intentions that it should ever be subjected to such a conparison
Boito is rather nore poet and dramati st than he is nusician. He
made t he book not only of "Mefistofele," but also of "Qtell 0"

and "Fal staff," which Verdi conposed, "La G oconda," for which
Ponchielli wote the nmusic, and "Ero e Leandro,"” which he turned
over to Bottesini, who set it with no success, and to Mancinelli,
who set it with little. One of the musical pieces which the poet
composed for this last opera found its way into "Mefistofele," for
whi ch work "Ero e Leandro" seenms to have been abandoned. He al so
transl ated Wagner's "Tristan und |Isolde" into Italian. Being a

poet in the first instance, and having the blood of the Northern
barbarians as well as the Southern Romans in his veins, he was
unwilling to treat Goethe's tragedy as the Frenchman had treated it.
The tearful tale of the love of the rejuvenated phil osopher, and the
village maiden, with its woful outcome, did not suffice him Though
he called his opera "Mefistofele,” not "Faust," he drew its scenes,
of which only two have to do with Marguerite (or Getchen), from
both parts of Coethe's allegorical and phil osophi cal phantasmagori a.
Because he did this, he failed fromone point of view Attenpting
too much, he accomplished too little. H's opera is not a well-knit
and consistently devel oped dranma, but a series of episodes, which do
not hol d together and have significance only for those who know
Coethe's dramatic poemin its entirety. It is very likely that, as
originally produced, "Mefistofele" was not such a thing of shreds
and patches as it nowis. No doubt, it held together better in 1868,
when it was ridicul ed, whistled, how ed, and hissed off the stage
of the Teatro la Scala, than it did when it won the adnmiration of
the Italians in Bologna twelve years later. In the interval it had
been subjected to a revision, and, the first version never having
been printed, the critical fraternity became exceedingly vol ubl e
after the success in Bol ogna, one of the debated questions being
whet her Boito had bettered his work by his vol um nous exci sions,

i nterpol ati ons, and changes (Faust, now a tenor, was originally a
barytone), or had weakly surrendered his better judgment to the
taste of the hoi polloi, for the sake of a popul ar success. It was
pretty fighting ground; it is yet, and will remain such so |ong as
the means of conparison remain hidden and sentinental hero-worship
is fed by the notion that Boito has refused to permt the opera

or operas which he has witten since to be either published or
performed because the world once refused to recogni ze his geni us.
This notion, equally convenient to an indolent man or a col ossa

egoi st--1 do not believe that Boito is either--has been nurtured by
many pretty stories; but, unhappily, we have had nothing to hel p us
to forman opinion of Boito as a creative artist since "Mefistofele"



appear ed, except the opera books witten for Verdi and Ponchiell
and the libretto of "Ero e Leandro."

Boito's father was an Italian, his nother a Pole. From either one
or both he m ght have inherited the intensity of expression which
mar ks his works, both poetical and nusical; but the tendency to

phi | osophi cal contenpl ati on which characterizes "Mefistofele," even
in the stunted formin which it is now presented, is surely the
fruit of his maternal heritage and his studies in Gernany. After
completing the routine of the conservatory in M| an, he spent a
great deal of time in Paris and the larger German cities, engrossed
quite as nuch in the study of literature as of nusic. Had he
followed his inclinations and the advice of Victor Hugo, who gave
hima letter of introduction to Emile de Grardin, he would have
becone a journalist in Paris instead of the conposer of "Mefistofele"
and the poet of "OQtello,” "Falstaff,"” "La G oconda," and "Ero e
Leandro." But Grardin was too nuch occupied with his own affairs
to attend to himwhen Boito presented hinself, and after waiting
wearily, vainly, and |ong, he went to Poland, where, for want of
somet hing el se to do, he sketched the opera "Mefistofele," which
made its nenorable fiasco at Mlan in March, 1868.

To show that it is inpossible to think of "Mfistofele" except as a
series of disconnected episodes, it suffices to point out that its
prol ogue, epil ogue, and four acts enbrace a fantastic parody or
perversion of Goethe's Prologue in Heaven, a fragnent of his Easter
scene, a snaller fragment of the scene in Faust's study, a bit

of the garden scene, the scene of the witches' gathering on the
Brocken, the prison scene, the classical Sabbath in which Faust

is discovered in an amobur with Helen of Troy, and the death and

sal vation of Faust as an old man. Can any one who knows that nusic,
even of the nodern dramatic type, in which strictly nusical forns
have given way to as persistent an onward flow as the text itself,
must of necessity act as a clog on dramatic action, inagine that
such a nunber and variety of scenes could be conmbined into a

| ogi cal, consistent whole, conpassed by four hours in performance?
Certainly not. But Boito is not content to enmulate Goethe in his
effort to carry his listeners "from heaven through the earth to
hell"; he nmust needs ask themto follow himin his exposition of
Goet he' s phil osophy and synbolism O course, that is inpossible
during a stage representation, and therefore he exposes the worKkings
of his mnd in an essay and notes to his score. Fromthese we may

| earn, anong ot her things, that the poet-conposer conceives Faust
as the type of man athirst for know edge, of whom Sol onon was

the Biblical prototype, Pronmetheus the nythol ogical, Manfred and
Don Qui xote the predecessors in nodern literature. Al so that
Mephi st ophel es is as inexhaustible as a type of evil as Faust is as
a type of virtue, and therefore that this picturesque stage devil,
with all his conventionality, is akin to the serpent which tenpted
Eve, the Thersites of Honer, and--nmirabile dictu!--the Falstaff of
Shakespear e!

The device with which Boito tried to link the scenes of his opera
together is nusical as well as philosophical. In the book which
Barbier and Carre wote for Gounod, Faust sells his soul to the
devil for a period of sensual pleasure of indefinite duration, and,
so far as the hero is concerned, the story is left unfinished. A
that has been acconplished is the physical ruin of Marguerite.
Mephi st ophel es exults for a nmonent in contenplation of the
destruction, also, of the imortal part of her, but the angelic
choir proclainms her salvation. Faust departs hurriedly with
Mephi st ophel es, but whether to his death or in search of new
adventures, we do not know. The Gernans are, therefore, not so
wong, after all, in calling the opera after the nanme of the heroine
instead of that of the hero. In Boito's book the Iove story is but



an incident. Faust's conpact with Mefistofele, as in Goethe's
dramatic poem is the outcone of a wager between Mefistofele and
God, under the terms of which the Spirit of Evil is to be pernitted
to seduce Faust fromrighteousness, if he can. Faust's demand of
Mefistofele is rest fromhis unquiet, inquisitive mind; a solution
of the dark problemof his own existence and that of the world;
finally, one nonent of which he can say, "Stay, for thou art |ovely!
"The anour with Margherita does not acconplish this, and so Boito
foll ows Goethe into the conclusion of the second part of his dramg,
and shows Faust, at the end, an old man about to die. He recalls the
| oves of Margherita and Helen, but they were insufficient to give

hi mt he desired nonent of happiness. He sees a vision of a people
governed by himand nmade happy by wise laws of his creation. He
goes into an ecstasy. Mfistofele sumpns sirens to tenpt him and
spreads his cloak for another flight. But the chant of celestia
beings falls into Faust's ear, and he speaks the words which
terminate the conpact. He dies. Mefistofele attenpts to seize upon
him but is driven back by a shower of roses dropped by cherubi m
The celestial choir chants redeening | ove.

Thus rmuch for the dramatic exposition. Boito's mnusical exposition
rests on the enpl oynent of typical phrases, not in the manner

of WAgner, indeed, but with the fundanental purpose of WAgner.

A thene: --

[ Musi cal excerpt]

whi ch begi ns the prol ogue, ends the epilogue. The reader may | abe
it as he pleases. Its significance is obvious fromthe circunstances
of its enployment. It rings out fortissino when the nystic chorus,
whi ch stands for the Divine Voice, puts the question, "Knowest thou
Faust?" An angelic ascription of praise to the Creator of the

Uni verse and to Divine Love is the first vocal utterance and the
last. In his notes Boito observes: "Goethe was a great admirer of
form and his poemends as it begins,--the first and | ast words of
'"Faust' are uttered in Heaven." Then he quotes a remark from Bl aze
de Bury's essay on Goethe, which is apropos, though not strictly
accurate: "The glorious notive which the inmortal phal anxes sing in
the introduction to the first part of 'Faust' recurs at the close,
garbed with harmonies and nystical clouds. In this Goethe has acted
Iike the nusicians,--1ike Mdzart, who recurs in the finale of 'Don
G ovanni' to the inposing phrase of the overture."

M de Bury refers, of course, to the supernatural nusic, which
serves as an introduction to the overture to "Don G ovanni," and
acconpani es the visitation of the ghostly statue and the death of
the libertine. But this is not the end of Myzart's opera as he
wote it, as readers of this book have been told.

Thi s prol ogue of "Mefistofele" plays in heaven. "In the heavens,"
says Theodore Marzials, the English translator of Boito's opera, out
of deference to the religious sensibilities of the English people,
to spare which he also changes "God" into "sprites,"” "spirits,"
"powers of good," and "angels." The effect is vastly diverting,
especially when Boito's paraphrase of Goethe's

Von Zeit zu Zeit seh' ich den Alten gern

Und hute mich nit ihmzu brechen

Es ist gar hubsch von ei nem grossen Herrn,

So nenschlich mit dem Teufel selbst zu sprechen. {1}

is turned into: "Now and again 'tis really pleasant thus to chat
with the angels, and I'lIl take good care not to quarrel with them
"Tis beautiful to hear Good and Evil speak together with such
humanity." The picture disclosed by the opening of the curtain is a
mass of clouds, with Mefistofele, |like a dark blot, standing on a



corner of his cloak in the shadow. The denizens of the cel estial
regions are heard but never seen. A trunpet sounds the fundanental
thene, which is repeated in full harnony after instrunents of
gentler voice have sung a hymm-1i ke phrase, as follows:--

[ Musi cal excerpt]

It is the first period of the "Sal ve Regi na" sung by Earthly
Penitents in the finale of the prologue. The canticle is chanted
through, its periods separated by reiterations of the fundanenta
thene. A double chorus acclains the Lord of Angels and Saints. A

pl an, evidently derived fromthe synphonic form underlies the

prol ogue as a whole. Prelude and chorus are rounded out by the
significant trunpet phrase. One novenent is conpleted. There foll ows
a second novenent, an Instrunmental Scherzo, with a first section
begi nni ng thus: --

[ Musi cal excerpt]

and a trio. Over this nusic Mefistofele carries on converse with
CGod. He begs to disagree with the sentinents of the angelic hym.
Wanderi ng about the earth, he had observed man and found himin all
things contenptible, especially in his vanity begotten by what he
called "reason"; he, the nmiserable little cricket, vaingloriously
junping out of the grass in an effort to poke his nose anong the
stars, then falling back to chirp, had al nost taken away fromthe
devil all desire to tenpt himto evil doings. "Knowest thou Faust?"
asks the Divine Voice; and Mefistofele tells of the phil osopher's
insatiable thirst for wisdom Then he offers the wager. The scene,
though brief, follows Goethe as closely as CGoethe follows the author
of the Book of Job:--

Now, there was a day when the sons of God cane to present
t hensel ves before the Lord, and Satan canme al so anpong them

And the Lord said unto Satan, Wence conest thou? Then Satan
answered the Lord and said, Fromgoing to and fro in the earth
and fromwal king up and down in it.

And the Lord said unto Satan, Hast thou considered nmy servant
Job, that there is none like himin the earth, a perfect and
an upright man, one that feareth God and escheweth evil ?

Then Satan answered the Lord, and said, Doth Job fear God for
nought ? .

And the Lord said unto Satan, Behold, all that he hath is in
thy power; only upon hinmself put not forth thine hand. So
Satan went forth fromthe presence of the Lord.

Boito treats the interviewin what he calls a Dramatic Interlude,
whi ch gives way to the third novenent, a Vocal Scherzo, starting off
with a chorus of Cherubim who sing in fugacious thirds and droning
dactyls: --

[ Musi cal excerpt--"siamninbi volanti dai linbi, nei santi"]

It is well to note particularly Boito's netrical device. He

seem ngly counted nmuch on the effect of incessantly reiterated
dactyls. Not only do his Cherubimadhere to the form wi thout

devi ation, but Helen and Pantalis use it also in the scene initated
from Goethe's Classical Walpurgis Night,--use it for an especi al
purpose, as we shall see presently. Rapid syllabication is also

a characteristic of the song of the witches in the scene on the
Brocken; but the witches sing in octaves and fifths except when

they kneel to do homage to Mefistofele; then their chant sounds like
the responses to John of Leyden's prayer by the nutinous soldiers



brought to their knees in "Le Prophete.” Not at all ineptly,
Mefi st of el e, who does not admire the Cherubs, l|ikens their nonotonous
cantillation to the hum of bees. A fourth novenent consists of a
concl udi ng psal nody, in which the Cherubs twitter, Earthly Penitents
supplicate the Virgin, and the conbined choirs, celestial and
terrestrial, hym the Creator.

The tragedy now begins. Boito changes the order of the scenes which
he borrows from Goethe, presenting first the merrymaki ng of the
popul ace outside the walls of Frankfort-on-the-Min, and then the

i nterview between Faust and Mefistofele, in which, as in the opening
scene of Gounod's opera, the infernal conpact is agreed upon. There
is some medi aeval pageantry in the first scene,--a caval cade headed
by the El ector, and including dignitaries, pages, falconers, the
court fool, and |l adies of the court. Students, townspeople,

hunt snen, | ads, and | asses pursue their pleasures, and up and down,
through the notley groups, there wanders a gray friar, whose strange
conduct repels sone of the people, and whose pious garb attracts

ot hers. Faust and Wagner, his pupil, come upon the scene, conversing
seriously, and stop to comrent on the actions of the friar, who is
approachi ng them supposedly in narrow ng circles. Wagner sees

not hing in himexcept a nmendicant friar, but Faust calls attention
to the fact that to his eye, flanes blaze up fromhis footprints
This friar is the "poodl e" of Goethe's poem and Mefistofele in
disguise. It is thus that the devil presented hinself to Faustus

in the old versions of the legend, and as a friar he is a nore
practicable dramatic figure than he woul d have been as a dog; but

it cannot but provoke a smle fromthose famliar with Goethe's poem
to hear (as we do in the opera a few nonents |later) the famliar
l'ines:--

Das al so war des Pudels Kern
Ei n fahrender Scol ast?

turned into: "This, then, was the kernel of the friar! A cavalier?"
The nusic of the score is characterized by frequent changes from
triple to double tine, as illustrated in the openi ng neasures:

[ Musi cal excerpt]

The rhythm cal energy and propul siveness thus inparted to the nusic
of the merrymaki ng i s hei ghtened by the dance. Peasants rush upon
the scene with shouts of "Juhe!" and nake preparations to trip it
while singing what, at first, promses to be a waltz-song:--

[ Musi cal excerpt]

The dance, however, is not a waltz, but an obertass--the nost
popul ar of the rustic dances of Pol and. Wy shoul d Boito have nade
hi s Rhi nel anders dance a step which is characteristically that of
the Poles? Sticklers for historical verity could easily convict him
of a nost unpardonabl e anachronism if they were so di sposed, by
poi nting out that even if German peasants were in the habit of
danci ng the obertass now (which they are not), they could not have
done it in the sixteenth century, which is the period of the drama
for the sufficient reason that the Polish dance was not introduced
in North Germany till near the nmiddl e of the eighteenth century.
But we need not inquire too curiously into details like this when
it comes to so arbitrary an art-formas the opera. Yet Boito was
his own poet, master of the situation so far as all parts of his
wor k were concerned, and mi ght have consul ted historical accuracy
in a departnment in which duck once found that he was the sl ave

of his ballet master. duck refused to introduce a chaconne into
"I phigenie en Aulide." "A chaconne?" cried the conposer. "Wen did
the Greeks ever dance a chaconne?" "Didn't they?" replied Vestris;
"then so nuch the worse for the G eeks!" A quarrel ensued, and



A uck, becom ng incensed, withdrew his opera and woul d have | eft
Paris had not Marie Antoinette come to the rescue. But Vestris

got his chaconne. In all likelihood Boito put the obertass into
"Mefistofele" because he knew that mnusically and as a spectacle

the Polish dance would be particularly effective in the joyous
hurly-burly of the scene. A secondary neaning of the Polish word is
said to be "confusion," and Boito doubtless had this in mnd when
he made his peasants sing with an orderly disorder which is
delightful:--

Tutti vanno alla rinfusa
Sul | a rmusi ca conf usa,

or, as one English translation has it:--

Al'l is going to dire confusion
Wth the nusic in collusion

[ Musi cal excerpt--"Juhe, Juhe! Tutti vanno alla rinfusa"]

Per haps, too, Boito had inherited a |ove for the vigorous dance from
hi s Polish nother.

Night falls, and Faust is returned to his |aboratory. The gray friar
has followed him (li ke Goethe's poodle) and slips into an al cove
unobserved. The phil osopher turns to the Bible, which |ies upon a
lectern, and falls into a meditation, which is interrupted by a
shriek. He turns and sees the friar standing notionless and wordl ess
before him He conjures the apparition with the seal of Sol onon, and
the friar, doffing cow and gown, steps forward as a cavalier (an
itinerant scholar in Goethe). He introduces hinself as a part of

the power that, always thinking evil, as persistently acconplishes
good--the spirit of negation. The speech ("Son lo Spirito che nega
senpre") is one of the striking nunbers of Boito's score, and the
grimhumor of its "No! "seems to have inspired the sinilar effect

in Falstaff's discourse on honor in Verdi's opera. The pair quickly
come to an understanding on the terns already set forth.

Act Il carries us first into the garden of Dane Martha, where we
find Margherita strolling armin armw th Faust, and Martha with
Mefistofele. The gossip is trying to seduce the devil into an avowal

of love; Margherita and Faust are discussing their first meeting
and t he passion which they already feel for each other. Boito's
Margherita has nore of Goethe's Gretchen than Gounod's Marguerite.
Li ke the forner, she wonders what a cavalier can find to admire
in her sinple self, and protests in enbarrassment when Faust (or
Enrico, as he calls hinself) kisses her rough hand. Like Goethe's
mai den, too, she is concerned about the religious beliefs of

her lover, and Boito's Faust answers, |ike Coethe's Faust, that

a sincere man dares protest neither belief nor unbelief in

CGod. Nature, Love, Mystery, Life, God--all are one, all to be
experienced, not labelled with a nane. Then he turns the talk on
hersel f and her donestic surroundi ngs, and presses the sl eeping
potion for her nother upon her. The scene ends with the four people
scurrying about in a double chase anbng the flowers, for which
Boito found exquisitely dainty nusic.

There is a change fromthe pretty garden of the first scene, with
its idyllic nusic, to the gathering place of w tches and warl ocks,
high up in the Brocken, in the second. W witness the vile orgies of
the bestial crew into whose circles Faust is introduced, and see how
Mefistofele is acclained king and receives the homage. Here Boito
borrows a poetical conceit from Goethe's scene in the witches
kitchen, and makes it a vehicle for a further exposition of the
character and phil osophy of the devil. Mfistofele has seated

hi nsel f upon a rocky throne and been vested with the robe and



synbols of state by the witches. Now they bring to hima crysta
gl obe, which he takes and di scourses upon to the foll ow ng effect
(the translation is Theodore T. Barker's):--

Lo, here is the world!
A bright sphere rising,
Setting, whirling, glancing,
Round the sun in circles dancing;
Trenbling, toiling,
Yi el di ng, spoiling,
want and plenty by turn enfold it--
This world, behold it!
On its surface, by time abraded,
Dnelleth a vile race, defiled, degraded,;
Abj ect, haughty,
Cunni ng, naughty,
Carrying war and desol ation
Fromthe top to the foundation
O creation.
For them Satan has no bei ng;
They scorn with | aughter
A hell hereafter,
And heavenly glory
As idle story.
Powers eternal! 1'll join their |augh inferna
Thi nking o' er their deeds diurnal. Ha! Ha!
Behol d t he worl d!

He dashes the gl obe to pieces on the ground and thereby sets the

wi tches to dancing. To the antics of the vile crew Faust gives no
heed; his eyes are fixed upon a vision of Margherita, her feet in
fetters, her body enaciated, and a crinson |ine encircling her
throat. His |ove has cone under the headsnman's axe! In the Ride to
Hel |, which concludes Berlioz's "Damation de Faust," the inferna
horsenen are greeted with shouts in a | anguage which the nystica
Swedenborg says is the speech of the |lower regions. Boito al so uses
an infernal vocabulary. His wtches screech "Saboe har Sabbah!" on
the authority of Le Loyer's "Les Spectres."

Fromthe bestiality of the Brocken we are plunged at the beginning
of the third act into the pathos of Margherita's death. The epi sode
follows the lines laid dowmn by Barbier and Carre in their paraphrase
of Coethe, except that for the sake of the beautiful nusic of the
duet (which Boito borrowed fromhis unfinished "Ero e Leandro"), we
| earn that Margherita had drowned her child. Faust urges her to fly,
but her poor mind is all awy. She recalls the scene of their first
meeting and of the |love-nmaking in Dane Martha's garden, and the
earlier nusic returns, as it does in Gounod's score, and as it was
bound to do. At the end she draws back in horror from Faust, after
uttering a prayer above the nusic of the celestial choir, just as
the executioner appears. Mefistofele pronounces her damed, but

voi ces fromon high proclai mher salvation

The story of Faust and Margherita is ended, but, in pursuance of his
| arger plan, already outlined here, Boito nmakes use of two scenes
fromthe second part of Goethe's drama to fill a fourth act and
epi l ogue. They tell of the adventure of Faust with Hel en of Troy,
and of his death and the denon's defeat. The "N ght of the C assica
Sabbat h" serves a dramatic purpose even |less than the scene on the
Brocken, but as an intermezzo it has many el ements of beauty, and
its scheme is profoundly poetical. Unfortunately we can only attain
to a know edge of the mission of the scene in the study with
Coethe's poemin hand and conmentaries and Boito's prefatory notes
within reach. The picture is full of serene loveliness. W are on
the shore of Peneus, in the Vale of Tenmpe. The noon at its zenith



sheds its light over the thicket of laurel and ol eanders, and fl oods
a Doric tenple on the left. Helen of Troy and Pantalis, surrounded
by a group of sirens, praise the beauty of nature in an exquisite
duet, which flows on as placidly as the burni shed stream Faust
Iies sleeping upon a flowery bank, and in his dreanms calls upon
Helen in the intervals of her song. Helen and Pantalis depart, and
Faust is ushered in by Mefistofele. He is clad in his proper

medi aeval garb, in strong contrast to the classic robes of the

deni zens of the valley in Thessaly. Mefistofele suggests to Faust
that they now separate; the |land of antique fable has no charm for
him Faust is breathing in the idiomof Helen's song |like a delicate
perfume which inspires himwith |ove; Mfistofele longs for the
strong, resinous odors of the Harz Muntai ns, where dom ni on over
the Northern hags belongs to him Faust is already gone, and he is
about to depart when there approaches a band of Choretids. Wth
gentle grace they nove through a G ecian dance, and Mefistofele
retires in disgust. Helen returns profoundly disquieted by a

vi sion of the destruction of Troy, of which she was the cause. The
Choretids seek to cal mher in vain, but the tortures of conscience
cease when she sees Faust before her. He kneels and praises her
beauty, and she confesses herself enanoured of his speech, in which
sound answers sound |ike a soft echo. "Wat," she asks, "nust | do
to learn so sweet and gentle an idion?" "Love nme, as | |ove you,"
replies Faust, in effect, as they di sappear through the bowers. Now
let us turn to Goethe, his commentators, and Boito's expl anatory
notes to learn the deeper significance of the episode, which, with
all its gracious charm nust still appear dramatically inpertinent
and di sturbi ng. Rhyme was unknown to the G eeks, the nusic of whose
verse cane from syl labic quantity. Hel en and her conpanions sing in
classic strain, as witness the opening duet:--

La luna imobile innonda |"'etere d' un raggi o pallido.
Callido balsamp stillan |l e ramora dai cespi roridi
Doridi e silfidi, cigni e nereidi vagan sul |"alighi

Faust addresses Helen in rhyne, the discovery of the Ronmantic
poets: - -

Forma i deal purissinma
Dell a bell ezza eterna!l
Un uomti si prosterna
I nnanorato al suolo
Vol gi ver me la cruna
D tua pupilla bruna,
Vaga cone |l a | una,
Ardente cone il sole.

"Here," says Boito, "is a nyth both beautiful and deep. Hel en and
Faust represent Cl assic and Romantic art gloriously wedded, G eek
beauty and Germani ¢ beauty gl eani ng under the same aureol e,
glorified in one enbrace, and generating an ideal poesy, eclectic,
new, and powerful."

The contents of the last act, which shows us Faust's death and

sal vation, have been set forth in the explanation of Boito's

phi | osophi cal purpose. An expository note may, however, profitably
be added in the poet-conposer's own words: "Goethe places around
Faust at the begi nning of the scene four ghostly figures, who utter
strange and obscure words. Wat Goet he has placed on the stage we
place in the orchestra, submitting sounds instead of words, in order
to render nore incorporeal and inpal pable the hallucinations that
troubl e Faust on the brink of death." The ghostly figures referred
to by Boito are the four "Gray Wnen" of Goethe--Want, Quilt, Care,
and Necessity. Boito thinks |ike a synphonist, and his purpose is
profoundly poetical, but its appreciation asks nore than the
ordinary opera-goer is willing or able to give. {2}



Foot not es:

{1} | like, at times, to hear the Ancient's word,
And have a care to be nost civil
It's really kind of such a noble Lord
So humanly to gossip with the Devil.
--Bayard Taylor's Transl ati on.

{2} "Mefistofele" had its first performance in New York at the
Acadeny of Music on Novenber 24, 1880. Mle. Valleria was the
Margherita and El ena, M ss Annie Louise Cary the Marta and Pantalis,
Si gnor Canpani ni Faust, and Signor Novara Mefistofele. Signor Arditi
conducted. The first representation of the opera at the Metropolitan
Oper a- house took place on Decenber 5, 1883, when, with one exception,
the cast was the sane as at the first performance in London, at Her
Maj esty's Theatre, on July 6, 1880--nanely, N lsson as Margherita
and El ena, Trebelli as Marta and Pantalis, Canpanini as Faust and

M rabella as Mefistofele. (In London Nannetti enacted the denon.)

Cl eof onte Campani ni, then maestro di cenbalo at the Metropolitan
Oper a- house, conducted the perfornance.

CHAPTER VI |

"LA DAWNATI ON DE FAUST"

In an operatic formBerlioz's "Damation de Faust" had its first
representation in New York at the Metropolitan Qpera-house on
Decenber 7, 1906. Despite its high imgination, its nelodic charm
its vivid and varied colors, its frequent flights toward idea
realns, its accents of passion, its splendid picturesqueness, it
presented itself as a "thing of shreds and patches." It was, indeed,
concei ved as such, and though Berlioz tried by various devices to
give it entity, he failed. When he gave it to the world, he called
it a "Dramatic Legend," a termwhich may nmean much or little as

one chooses to consider it; but | can recall no word of his which

i ndi cates that he ever thought that it was fit for the stage. It was
Raoul Gunsbourg, director of the opera at Monte Carlo, who, in 1903,
concei ved the notion of a theatrical representation of the |egend
and tricked it out with pictures and a few attenpts at action. Mst
of these attenpts are futile and work injury to the nmusic, as wll
presently appear, but in a few instances they were successful,

i ndeed very successful. O course, if Berlioz had wanted to make an
opera out of Coethe's drama, he could have done so. He would then
have anti ci pated Gounod and Boito and, possibly, have achi eved one
of those popul ar successes for which he hungered. But he was in his
soul a poet, in his heart a synphonist, and intellectually (as many
futile efforts proved) incapable of producing a piece for the
boards. Wen the Faust subject first seized upon his inagination, he
knew it only in a prose translation of Goethe's poem nade by Gerald
de Nerval. In his "Menmoirs" he tells us how it fascinated him He
carried it about with him reading it incessantly and eagerly at
dinner, in the streets, in the theatre. In the prose translation
there were a few fragnents of songs. These he set to music and

publi shed under the title "Huit Scenes de Faust," at his own expense.
Marx, the Berlin critic, saw the nusic and wote the conposer a
letter full of encouragement. But Berlioz soon saw grave defects in
his work and withdrew it fromcirculation, destroying all the copies
whi ch he could lay hands on. Wat was good in it, however, he laid
away for future use. The opportunity came twenty years |ater, when
he was fired anew with a desire to wite nusic for Goethe's poem



Though he had pl anned the work before starting out on his nenorable
artistic travels, he seens to have found inspiration in the
circunstance that he was anongst a people who were nore
appreciative of his genius than his own countrynen, and whose

| anguage was that enpl oyed by the poet. Not nore than one-sixth of
his "Ei ght Scenes" had consisted of settings of the translations of
M de Nerval. A few scenes had been prepared by M Gaudonni ere from
notes provided by the conposer. The rest of the book Berlioz wote
hi nsel f, now paraphrasing the original poet, now going to himonly
for a suggestion. As was the case with Wagner, words and nusic
frequently presented thenselves to himsinmultaneously. Travelling
fromtown to town, conducting rehearsals and concerts, he wote
whenever and wherever he coul d--one nunber in an inn at Passau, the
El be scene and the Dance of the Syl phs at Vienna, the peasants' song
by gaslight in a shop one night when he had |ost his way in Pesth,
the angels' chorus in Marguerite's apotheosis at Prague (getting

up in the niddle of the night to wite it down), the song of the
students, "Jamnox stellata vel am na pandit" (of which the words
are also Berlioz's), at Breslau. He finished the work in Rouen and
Paris, at home, at his cafe, in the gardens of the Tuilleries, even
on a stone in the Boulevard du Tenple. Wile in Vienna he made an
orchestral transcription of the fanobus Rakoczy march (in one night,
he says, though this is scarcely credible, since the tine would
hardly suffice to wite down the notes alone). The march made an
extraordinary stir at the concert in Pesth when he produced it,

and this led himto incorporate it, with an introduction, into his
Legend--a proceedi ng which he justified as a piece of poetica
|icense; he thought that he was entitled to put his hero in any part
of the world and in any situation that he pl eased.

This incident serves to indicate how lightly all dramatic fetters
sat upon Berlioz while "La Damation" was in his mnd, and how
little it occurred to himthat any one woul d ever nmake the attenpt
to place his scenes upon the stage. In the case of the Hungarian
march, this has been done only at the sacrifice of Berlioz's
poetical conceit to which the introductory text and music were
fitted; but of this nore presently. As Berlioz constructed the
"Dramatic Legend," it belonged to no nusical category. It was

nei ther a synphony with vocal parts like his "Romeo et Juliette"
(whi ch has symphonic elenments in some of its sections), nor a
cantata, nor an oratorio. It is possible that this fact was |ong
an obstacle to its production. Even in New York where, on its
introduction, it created the profoundest sensation ever wtnessed
in a local concert-room it was perforned fourteen tinmes with the
choral parts sung by the Oratorio Society before that organization
admtted it intoits lists.

And now to tell how the work was fitted to the uses of the lyric
theatre. Nothing can be plainer to persons famliar with the work in
its original formthan that no anmount of ingenuity can ever give the
scenes of the "Dramatic Legend" continuity or coherency. Boito, in
his opera, was unwilling to content hinmself with the episode of the
anmour between Faust and Marguerite; he wanted to bring out the
fundanental ethical idea of the poet, and he went so far as to
attenpt the Prol ogue in Heaven, the O assical Sabbath, and the death
of Faust with the contest for his soul. Berlioz had no scruples of
any kind. He chose his scenes from Goethe's poem changed them at
will, and interpolated an incident sinply to account for the
Hungari an march. Connection with each other the scenes have not, and
sonme of the best nusic belongs wholly in the real mof the ideal. At
the outset Berlioz conceived Faust alone on a vast field in Hungary
in spring. He comments on the beauties of nature and praises the
beni son of solitude. Hs ruminations are interrupted by a dance of
peasants and the passage of an arny to the nusic of the Rakoczy
march. This scene M @unsbourg changes to a picture of a nedi aeva



interior in which Faust soliloquizes, and a view through the w ndow
of a castle with a sally-port. Under the wi ndows the peasants dance,
and out of the huge gateway cone the soldiery and nmarch off to
battle. At the climax of the nusic which drove the people of Pesth
wild at its first performance, so that Berlioz confessed that he

hi nsel f shuddered and felt the hair bristling on his head--when in a
| ong crescendo fugued fragments of the march thene keep reappearing,
interrupted by drumbeats |ike distant cannonadi ng, Gunsbourg's
battalions halt, and there is a sol emm benediction of the standards.
Then, to the peroration, the soldiers run, not as if eager to get
into battle, but as if in inglorious retreat.

The second scene reproduces the correspondi ng i ncident in Gounod's
opera--Faust in his study, life-weary and despondent. He is about
to drink a cup of poison when the rear wall of the study rolls up
and discloses the interior of a church with a kneeling congregation
whi ch chants the Easter canticle, "Christ is risen!" Here is one of
the fine choral numbers of the work for which concert, not operatic,
conditions are essential. The next scene, however, is of the opera
operatic, and fromthat point of view the nost perfect in the work.
It discloses the revel of students, citizens, and soldiers in

Auer bach's cellar. Brander sings the song of the rat which by good
l'iving had devel oped a paunch "like Dr. Luther's," but died of

poi son | aid by the cook. The drinkers shout a boisterous refrain
after each stanza, and supplenent the last with a nock-sol em
"Requi escat in pace, Anen." The phrase suggests new nmerrinment to
Brander, who calls for a fugue on the "Amen," and the roisterers

i mprovi se one on the theme of the rat song, which calls out hearty
comrendati on from Mephi stophel es, and a reward in the shape of

the song of the flea--a delightful piece of grotesquerie with its
acconpani nent suggestive of the skipping of the pestiferous little
i nsect which is the subject of the song.

The next scene is the triunmph of M Gunsbourg, though for it he is
indebted to Mss Loie Fuller and the inventor of the aerial ballet.
In the conceit of Berlioz, Faust lies asleep on the bushy banks of
the El be. Mephi st ophel es sunmons gnones and syl phs to fill his mnd
with lovely fancies. They do their work so well as to entrance,

not only Faust, but all who hear their strains, The instrunenta
ballet is a fairy waltz, a filny nusical fabric, seenm ngly woven

of nmoonbeans and dewy cobwebs, over a pedal -point on the nuted

vi ol oncell os, ending with drumtaps and harnonics fromthe harp--one
of the daintiest and nost original orchestral effects inmaginable.
So dainty is the device, indeed, that one would think that nothing
could conme between it and the ears of the transported |isteners

wi thout ruining the ethereal creation. But M GQunsbourg's fancy has
acconpl i shed the miracul ous. Qut of the river bank he constructs a
floral bower rich as the magical garden of Klingsor. Sylphs circle
around the sleeper and throw thensel ves into graceful attitudes
while the song is sounding. Then to the nusic of the elfin waltz,
others enter who have, seemngly, cast off the gross wei ght which
holds nortals in contact with the earth. Wth robes a-flutter |ike
wi ngs, they dart upwards and remain suspended in md-air at will or
float in and out of the transporting picture. To Faust is also
presented a vision of Marguerite.

The next five scenes in Berlioz's score are connected by M
Gunsbourg and forced to act in sequence for the sake of the stage
set, in which a picture of Marguerite's chanber is presented in the
conventional fashion made necessary by the exigency of showi ng an
exterior and interior at the sane tinme, as in the |last act of
"Rigoletto." For a reason at which | cannot even guess, M @unsbourg
goes farther and transforns the chanber of Marguerite into a sort of
sem -encl osed arbor, and places a lantern in her hand instead of

the lanp, so that she may enter in safety fromthe street. In this



street there wal k soldiers, followed by students, singing their
songs. Through them Faust finds his way and into the trellised

encl osure. The strains of the songs are heard at the |ast bl ended

in a single harnony. Marguerite enters through the street with her

I antern and sings the romance of the King of Thule, which Berlioz
call s a Chanson Cot hi que, one of the nobst original of his creations
and, like the song in the next scene, "L'amour |'ardente flame,"

whi ch takes the place of Goethe's "Meine Ruh' ist hin," is

steeped in a nood of nystical tenderness quite beyond description
Mephi st ophetes sumons will-0'-the-wisps to aid in the bew | der nent
of the troubled mind of Marguerite. Here realismsadly disturbs the
scene as Berlioz asks that the fancy shall create it. The customary
dancing lights of the stage are supplenented with electrical effects
which are beautiful, if not new. They do not nmar if they do not help
the grotesque ninuet. But when M Qunsbourg materializes the ghostly
flanes and presents themas a nmob of hopping figures, he throws
douches of cold water on the inagination of the |isteners. Later he
spoi |l s enjoynment of the nusic utterly by making it the acconpani nent
of sonme utterly irrelevant pantom ne by Marguerite, who goes into
the street and is seen withing between the conflicting enotions of

| ove and duty, synbolized by a vision of Faust and the gl owing of a
cross on the facade of a church. To | earn the neaning of this, one
must go to the libretto, where he may read that it is all a dream
dreaned by Marguerite after she had fallen asleep in her armchair.
But we see her awake, not asleep, and it is all foolish and

di sturbing stuff put into fill tinme and connect two of Berlioz's
scenes. Marguerite returns to the room which she had left only in
her dream Faust discovers himself, and there follows the inevitable
| ove-duet whi ch Mephi stophetes changes into a trio when he enters to
urge Faust to depart. Meanwhile, Marguerite's nei ghbors gather in
the street and warn Dame Martha of the nisdeeds of Marguerite. The
next scene seens to have been devised only to give an environment to
Berlioz's paraphrase of Goethe's imortal song at the spinni ng-wheel
Fromthe distance is heard the fading song of the students and the

| ast echo of drunms and trunpets sounding the retreat. Marguerite
rushes to the window, and, overcone, rather unaccountably, with
renorse and grief, falls in a swoon.

The | ast scene. A nountain gorge, a rock in the foreground
surmounted by a cross. Faust's soliloquy, "Nature, imense,

i npenetrable et fiere," was inspired by Goethe's exalted invocation
to nature. Faust signs the conpact, Mephistophetes sunmons the

i nfernal steeds, Vortex and G aour, and the ride to hell begins.
Worren and children at the foot of the cross supplicate the prayers
of Mary, Magdal en, and Margaret. The cross disappears in a fearful
crash of sound, the supplicants flee, and a nmovi ng panorama shows
the visions which are supposed to neet the gaze of the riders--birds
of night, dangling skel etons, a hideous and bestial phantasmagoria
at the end of which Faust is delivered to the flames. The picture
changes, and above the roofs of the sleeping town appears a vision
of angel s wel com ng Marguerite.

CHAPTER | X

"LA TRAVI ATA"

In nmusic the saying that "famliarity breeds contenpt,” is true only
of conpositions of a low order. In the case of compositions of the
hi ghest order, famliarity generally breeds ever growi ng admiration
In this category new conpositions are slowy received; they nake
their way to popul ar appreciation only by repeated performances.

It is true that the people like best the songs as well as the
synmphoni es which they know best; but even this rule has its



exceptions. It is possible to grow indifferent to even high
excel | ence because of constant association with it. Especially

is this true when the form-that is, the nanner of expression--has
grown antiquated; then, not expecting to find the kind of quality to
whi ch our tastes are inclined, we do not |look for it, and though it
may be present, it frequently passes unnoticed. The neritorious old
is, therefore, just as nmuch subject to non-appreciation as the
meritorious new. Let nme cite an instance.

Once upon a time duty called me to the two opera-houses of New

York on the sane evening. At the first | listened to some of the

hot - bl ooded rnusic of an Italian conposer of the so-called schoo

of verisno. Thence | went to the second. Verdi's "Traviata" was
performng. | entered the roomjust as the orchestra began the
prelude to the last act. As one can see w thout observing, so one
can hear without listening--a wi se provision which nature has made
for the critic, and a kind one; | had heard that nusic so often
during a generation of tinme devoted to rnusical journalismthat | had
long since quit listening to it. But now ny jaded faculties were

arrested by a new quality in the prelude. | had al ways admired the
composer of "Rigoletto,"” "Il Trovatore," and "Traviata," and | |oved
and revered the author of "Aida," "Qello,” and "Falstaff.” | had

toddl ed al ong breathlessly in the trail made by his seven-I|eague
boots during the last thirty-five years of his career; but as
listened | found nyself wondering that | had not noticed before that
hi s nodernity had begun before | had conmenced to realize even what
maternity neant--nore than half a century ago, for "La Travi ata" was
composed in 1853. The quivering atnosphere of Violetta' s sick-room
seenmed al nost visible as the pathetic bit of hymlike music rose
upward fromthe divided viols of the orchestra |ike a cloud of

i ncense which gathered itself together and floated along with the
pat hetic song of the solo violin. The work of palliating the
character of the courtesan had begun, and on it went with

each recurrence of the sad, sweet phrase as it punctuated the
conversation between Violetta and her maid, until nenory of her

moral grossness was swallowed up in pity for her suffering.

Conventi onal song-forms returned when poet and conposer gave voice
to the dying womman's | ament for the happi ness that was past and her
agony of fear when she felt the touch of Death's icy hand; but where
is melody nore truthfully el oquent than in "Addi o, del passato,"” and
"Gran Dio! norir so giovane"? Is it within the power of instrunents,
no matter how great their nunber, or harmony with all the poi gnancy
which it has acquired through the ingenious use of dissonance, or

of broken phrase floating on an instrunmental flood, to be nore
dramatically expressive than are these songs? Yet they are, in

a way, unconprom singly formal, architectural, strophic, and
conventionally Verdian in their repetition of rhythm cal notives

and their nelodic fornularies. This introduction to the third act
recalls the introduction to the first, which also begins with the
hyml i ke phrase, and sets the key-note of pathos which is sounded

at every dramatic climax, though pages of hurdy-gurdy tune and
unneani ng nmusi c intervene. Recall "Ah, fors' e lui che |"anim,"
with its passionate second section, "A quell' anor," and that nost
movi ng song of resignation, "Dite all' giovine." These things
outweigh a thousand tines the glittering tinsel of the opera and
give "Traviata" a nerited place, not only beside the |ater creations
of the conposer, but anobng those latter-day works which we cal

lyric dramas to distinguish themfromthose which we still cal
operas, with comm serating enmphasis on the word.

That evening | realized the appositeness of Dr. von Bulow s remark
to Mascagni when the world seened inclined to hail that young man

as the continuator of Verdi's operatic evangel: "I have found your
successor in your predecessor, Verdi," but it did not seem necessary
to think of "Qtello" and "Falstaff" in connection with the



utterance; "La Traviata" alone justifies it. Also it was nmade plain
what Verdi neant, when after the first performance of his opera,

and its nonunental fiasco, he reproached his singers with want of
under standi ng of his nmusic. The story of that fiasco and the origin
of the opera deserve a place here. "La Traviata," as all the world
knows, is based upon the book and dranm, "La Danme aux Canelias," by
t he younger Dumas, known to Anericans and Englishnmen as "Canille.”
The original book appeared in 1848, the play in 1852. Verd

wi tnessed a performance of the play when it was new. He was witing
"Il Trovatore" at the tine, but the drama took so strong a hold upon
hi mthat he nade up his mnd at once to turn it into an opera. As
was his custom he drafted a plan of the work, and this he sent

to Piave, who for a long tinme had been his librettist in ordinary.
Francesco Maria Piave was little nmore than a hack-witer of verse,
but he knew how to put Verdi's ideas into practicable shape, and

he deserves to be renmenbered with kindly interest as the great
conposer's col |l aborator in the creation of "I due Foscari,"
"Ernani," "Mcbetto," "Il Corsaro," "Stiffclio," "Sinon Boccanegra,"
"Arol do" (a version of "Stiffelio"), and "La Forza del Destino."

H s artistic relations with Verdi |lasted from 1844 to 1862, but the
friendship of the men endured till the distressful end of Piave's
life, which came in 1876. He was born three years earlier than Verd
(in 1810), in Durano, of which town his father had been the | ast
podesta under the Venetian republic. He went nmad sone years

before he died, and thenceforward |lived off Verdi's bounty, the

war m hearted conposer not only giving hima pension, but also caring
for his daughter after his death. In 1853 Verdi's creative genius
was at flood-tide. Four nonths was the tinme which he usually devoted
to the conposition of an opera, but he wote "La Traviata" within
four weeks, and much of the music was conmposed concurrently with
that of "Il Trovatore." This is proved by the autograph, owned

by his publishers, the Ricordis, and there is evidence of the
association in fraternity of phrase in some of the uninteresting
pages of the score. (See "Morro! la ma nenoria" for instance, and

the dance measures with their trills.) "Il Trovatore" was produced
at Ronme on January 19, 1853, and "La Traviata" on March 6 of the
sanme year at the Fenice Theatre in Venice. "Il Trovatore" was
stupendously successful; "La Traviata" nade a woful failure. Verd

seens to have been fully cogni zant of the causes whi ch worked
together to produce the fiasco, though he was disinclined at the
time to discuss them Inmmediately after the first representation

he wote to Mizio: "'La Traviata' last night a failure. Was the
fault nmine or the singers'? Time will tell." To Vincenzo Luccardi,
scul ptor, professor at the Acadeny of San Luca in Ronme, one of his
nmost intimate friends, he wote after, the second performance: "The
success was a fiasco--a conplete fiasco! | do not know whose fault
it was; it is best not to talk about it. | shall tell you nothing
about the nusic, and permit me to say nothing about the perforners."
Plainly, he did not hold the singers guiltless. Varesi, the
barytone, who was intrusted with the part of the elder Gernont,

had been disaffected, because he thought it beneath his dignity.
Nevert hel ess, he went to the conposer and offered his condol ences
at the fiasco. Verdi wanted none of his synpathy. "Condole with
yoursel f and your conpani ons who have not understood my nusic," was
hi s somewhat ungraci ous rejoinder. No doubt the singers felt sone
enbarrassnent in the presence of music which to them seened new and
strange in a degree which we cannot appreciate now. Abranp Basevi,
an Italian critic, who wote a book of studies on Verdi's operas,
followi ng the fashion set by Lenz in his book on Beethoven, divides
the operas which he had witten up to the critic's tine into
exanpl es of three styles, the early operas nmarking his first nmanner
and "Luisa MIler" the beginning of his second. In "La Traviata" he
says Verdi discovered a third manner, resenbling in sone things

the style of French oeera comique. "This style of nusic," he says,
"although it has not been tried on the stage in Italy, is, however,



not unknown in private circles. In these latter years we have

seen Luigi Gordigiani and Fabi o Canpana mneki ng thensel ves known
principally in this style of nusic, called da camera. Verdi, with
his 'Traviata,' has transported this chanber-nusic on to the stage,
to which the subject he has chosen still lends itself, and with
happy success. We neet with nore sinplicity in this work than in the
others of the same conposer, especially as regards the orchestra,
where the quartet of stringed instrunents is al nost al ways

predom nant; the parlanti occupy a great part of the score; we neet
with several of those airs which repeat under the form of verses;
and, finally, the principal vocal subjects are for the nost part
devel oped in short binary and ternary novenents, and have not, in
general, the extension which the Italian style demands." Canpana
and CGordigiani were prolific conposers of romanzas and canzonettas
of a popul ar type. Their works are draw ng-room nusic, very

i nnocuous, very sentinmental, very insignificant, and very far from
the conception of chanber-nusic generally preval ent now. How they
coul d have been thought to have influenced so virile a conposer as
Verdi, it is difficult to see. But nusical critics enjoy a w de

| atitude of observation. In all likelihood there was nothing nore in
Dr. Basevi's nind than the strophic structure of "Di Provenza," the
song style of sonme of the other arias to which attention has been
called and the circunstance that these, the npbst striking nunbers
in the score, mark the points of deepest feeling. In this respect,

i ndeed, there is sone relationship between "La Traviata" and "Der
Frei schutz"--though this is an observation which will probably
appear as far-fetched to some of ny critics as Dr. Basevi's does

to ne.

There were other reasons of a nore obvious and external nature for
the failure of "La Traviata" on its first production. Lodovico
Graziani, the tenor, who filled the role of Al fredo, was hoarse, and

could not do justice to the music; Signora Salvini-Donatelli, the
Violetta of the occasion, was afflicted with an anplitude of person
whi ch destroyed the illusion of the death scene and turned its

pat hos into absurdity. The spectacle of a lady of mature years and
nmor e than generous integunental uphol stery dying of consunption was
more than the Venetian sense of humor could endure with equaninity.
The opera ended with shrieks of |aughter instead of the | achryma
flood which the nmusic and the dramatic situation called for. This
spirit of irreverence had been pronoted, noreover, by the fact that
the people of the play wore conventional nodern clothes. The lure
of realismwas not strong in the Iyric theatres half a century ago,
when | aces and frills, top-boots and pluned hats, hel ped to confine
the fancy to the realmof idealismin which it was believed opera
ought to nove. The first result of the fiasco was a revision of the
costunmes and stage furniture, by which sinple expedient M. Dumas's
Marguerite Gauthier was changed froma courtesan of the tine of
Louis Philippe to one of the period of Louis XIV. It is an anusing
illustration of howthe whirligig of time brings its revenges that
the spirit of verisnp, masquerading as a desire for historica
accuracy, has restored the period of the Dumas book,--that is,
restored it in name, but not in fact,--with the result, in New York
and London at |east, of making the dress of the opera nore absurd
than ever. Violetta, exercising the right which was conquered by
the prima donna generations ago, appears always garbed in the very
| atest style, whether she be wearing one of her two ball dresses or
her sinmple afternoon gown. For aught that | know, the latest fad in
worman' s dress may al so be hidden in the dainty folds of the robe

de chanbre in which she dies. The elder Gernont has for two years
appeared before the New York public as a well-to-do country

gentl eman of Provence night have appeared sixty years ago, but his
son has thrown all sartorial scruples to the wind, and wears the
white wai stcoat and swal |l owtail of to-day.



The Venetians were allowed a year to get over the effects of the
first representations of "La Traviata," and then the opera was
brought forward again with the new costunes. Now it succeeded and
set out upon the conquest of the world. It reached London on My 24,
St. Petersburg on Novenber 1, New York on Decenber 3, and Paris on
Decenber 6--all in the same year, 1856. The first Violetta in New
York was Mre. Anna La Grange, the first A fredo Signor Brignoli, and
the first Gernont pere Signor Anpdio. There had been a destructive
conpetition between Max Maretzek's ltalian conpany at the Acadeny of
Musi ¢ and a Gernman conpany at Niblo's Garden. The regular Italian
season had conme to an end with a quarrel between Maretzek and the
directors of the Acadeny. The troupe prepared to enbark for Havana,
but before doing so gave a brief season under the style of the La
Grange Opera Conpany, and brought forward the new opera on Decenber
3, three days before the Parisians were privileged to hear it. The
musi cal critic of the Tribune at the time wvas M. W H Fry, who was
not only a witer on political and nusical subjects, but a conposer,
who wote an opera, "Leonora," in which Mme. La G ange sang at the
Acadeny about a year and a half later. H s review of the first
performance of "La Traviata," which appeared in the Tribune of
Decenber 5, 1856, is worth reading for nore reasons than one:--

The plot of "La Traviata" we have already given to our readers. It
is simply "Camille." The first scene affords us sonme waltzing nusic,
appropriate in its place, on which a (nusical) dial ogue takes pl ace.
The waltz is not specially good, nor is there any masterly
outworki ng of detail. A fair drinking song is afforded, which

pl eased, but was not encored. A pretty duet by Mre. de |la G ange and
Signor Brignoli may be noticed also in this act; and the final air,
by Madane de |a Grange, "Ah! fors' e lui che |'anim," contained a
brilliant, florid close which brought down the house, and the
curtain had to be reraised to admt of a repetition. Act Il admts
of more intensified nmusic than Act |I. A brief air by Alfred
(Brignoli) is followed by an air by Germont (Anobdio), and by a duet,
Violetta (La Gange) and Gernont. The duet is well worked up and is
rousi ng, passionate nusic. Verdi's mastery of dramatic accent--of
the nodern school of declamation--is here evident. Sone dramatic
wor k, the orchestra |eading, follows--bringing an air by Gernont,
"D Provenza il mar." This is a 2-4 travesty of a waltz known as
Weber's Last Waltz (which, however, \Wber never wote); and is too
uniformin the length of its notes to have dramatic breadth or

el oquence. A good hit is the sudden exit of Alfred thereupon, not
stopping to make an andi ano duet as is so often done. The next scene
i ntroduces us to a masquerade where are choruses of quasi-gypsies,
mat adors, and picadors,--sufficiently characteristic. The scene
after the card-playing, which is so fine in the play, is inefficient
in music. Act |1l in the book (though it was made Act 1V on this
occasi on by subdividing the second) reveal s the sick-room of
Traviata. A sweet air, mnor and major by turns, with sone haut boy
wai l i ng, paints the sufferer's sorrows. A duet by the |overs,
"Parigi, Ocara," is especially original in its peroration. The
closing trio has due cul mi nation and angui sh, though we woul d have
preferred a quiet ending to a hectic shriek and a doubly | oud force
in the orchestra.

Goldsmth's rule in "The Vicar" for criticising a painting was

al ways to say that "the picture would have been better if the

pai nter had taken nore pains." Perhaps the sane m ght be said about
"La Traviata"; but whether it would have pleased the public nore is
anot her question. Some of the airs certainly would bear substitution
by others in the author's happier vein. The opera was well received.
Three times the singers were called before the curtain. The piece
was well put on the stage. Madane La Grange never | ooked so well

Her toilet was charnmng.



The principal incidents of Dumas's play are reproduced with genera
fidelity in the opera. In the first act there are scenes of gayety
in the house of Violetta--dancing, feasting, and | ove-naki ng. Anong
the devotees of the courtesan is Alfredo Gernont, a young man of
respectabl e Provencal fanmily. He joins in the nerrinent, singing a
drinking song with Violetta, but his devotion to her is unlike that
of his conpanions. He |oves her sincerely, passionately, and his
protestati ons awaken in her sensations never felt before. For

a nmonent, she indulges in a day-dream of honest affection, but

bani shes it with the reflection that the only life for which she is
fitted is one devoted to the pleasures of the nonment, the nad revels
roundi ng out each day, and asking no care of the nonent. But at the
| ast the voice of Alfredo floats in at the w ndow, burdening the air
and her heart with an echo of the longing to which she had given
expression in her brief nonment of thoughtful ness. She yields to

Al fredo's solicitations and a strangely new enotion, and abandons
her dissolute life to live with him al one.

In the second act the pair are found housed in a country villa

not far fromParis. Fromthe maid AlIfredo | earns that Violetta

has sold her property in the city--house, horses, carriages, and
all--in order to neet the expenses of the rural establishnent.
Consci ence-smtten, he hurries to Paris to prevent the sacrifice,
but in his absence Violetta is called upon to nake a rmuch greater.
Gorgio Gernmont, the father of her lover, visits her, and, by
appealing to her love for his son and picturing the ruin which is
threatening himand the barrier which his illicit association with
her is placing in the way of the happy nmarriage of his sister,
persuades her to give himup. She abandons honme and | over, and
returns to her old life in the gay city, nmaking a favored comnpani on
of the Baron Duphol. In Paris, at a masked ball in the house of

Fl ora, one of her associates, A fredo finds her again, overwhel ns
her with reproaches, and ends a scene of excitenent by denouncing
her publicly and throwing his ganmbling gains at her feet.

Baron Duphol challenges Alfredo to fight a duel. The baron is
wounded. The el der Gernont sends intelligence of Alfredo's safety
to Violetta, and inforns her that he has told his son of the great
sacrifice which she had made for love of him Violetta dies in the
arns of her lover, who had hurried to her on learning the truth,
only to find her suffering the |l ast agonies of disease.

In the preface to his novel, Dunmas says that the principal incidents
of the story are true. It has al so been said that Di ckens was
famliar with them and at one tinme purposed to nmake a novel on the
subj ect; but this statenment scarcely seens credi ble. Such a nove
woul d have been un-English in spirit and not at all in harnmony with
the ideals of the author of "David Copperfield" and "Donbey and
Son." Play and opera at the tine of their first production raised
guestions of taste and noral s which have remai ned open ever since.
Whet her the anathema periodically pronounced agai nst them by private
and official censorship helps or hinders the growth of such works

in popularity, there is no need of discussing here. There can
scarcely be a doubt, however, but that nmany theatrical managers

of to-day would hail with pleasure and expectation of profit such

a controversy over one of their new productions as greeted "La
Traviata" in London. The Lord Chanberlain had refused to sanction
the English adaptations of "La Dane aux Canelias," and when the
opera was brought forward (performance being allowed because it

was sung in a foreign | anguage), pulpit and press thundered in
denunciation of it. M. Lum ey, the manager of Her Mjesty's
Theatre, came to the defence of the work in a letter to the Tines,
but it was nore his purpose to encourage popul ar excitenment and
irritate curiosity than to shield the opera from condemation. He
had every reason to be satisfied with the outconme. "La Traviata" had



made a conplete fiasco, on its production in Italy, where no one
dreaned of objecting to the subject-matter of its story; in London
there was a | oud outcry against the "foul and hideous horrors of the
book," and the critics found little to praise in the nusic; yet the
opera scored a trenmendous popul ar success, and hel ped to rescue Her
Maj esty's from i npendi ng ruin.

CHAPTER X

" Al DA"

Two erroneous inpressions concerning Verdi's "Aida" may as well as
not be corrected at the beginning of a study of that opera: it was
not witten to celebrate the conpletion of the Suez Canal, nor to
open the Italian Opera-house at Cairo, though the conpletion of

the canal and the inauguration of the theatre were practically

cont enpor aneous with the conception of the plan which gave the world
one of Verdi's finest and al so nost popul ar operas. It is nore
difficult to recall a season in any of the great lyric theatres of
the world within the last thirty-five years in which "Aida" was not
given than to enunerate a score of productions with particularly
fine singers and inposing mse en scene. Wth it Verdi ought to

have won a | arge neasure of gratitude from singers and inpresarios
as well as the fortune which it brought him for though, like al
really fine works, it rewards effort and noney bestowed upon it with
correspondi ng and proportionate generosity, it does not depend for
its effectiveness on extraordinary vocal outfit or scenic apparel
Fairly well sung and acted and respectably dressed, it always w ns
the synpathies and warns the enthusi asm of an audi ence the world
over. It is seldomthought of as a conventional opera, and yet it

is full of conventionalities which do not obtrude thensel ves sinply
because there is so much that is individual about its rmusic and its
pictures--particularly its pictures. Save for the features of its
score which differentiate it fromthe nusic of Verdi's other operas
and the works of his predecessors and contenporaries, "Aida" is a
conpani on of all the operas for which Meyerbeer set a nodel when

he wote his works for the Acadenmi e Nationale in Paris--the great
pageant operas |like "Le Prophete," "Lohengrin," and Gol dmark's
"Queen of Sheba." Wth the last it shares one el ement which brings
it into relationship also with a nunber of nuch younger and |ess
significant works--operas |ike Mascagni's "lris," Puccini's "Mudam
Butterfly," and G ordano's "Siberia." In the score of "Aida" there
is a slight infusion of that local color which is lavishly enployed
in decorating its externals. The ponp and pageantry of the drama are
Egypti an and ancient; the play's natural and artificial environnent
is Egyptian and ancient; two bits of its nusic are Oriental,

possi bly Egyptian, and not inpossibly ancient. But in everything
else "Aida" is an Italian opera. The story plays in ancient Egypt,
and its inventor was an archaeol ogi st deeply versed in Egyptian
antiquities, but | have yet to hear that Mariette Bey, who wote the
scenario of the drama, ever clainmed an historical foundation for

it or pretended that anything in its story was characteristically
Egyptian. G rcunstances wholly fortuitous give a strong tinge of
antiquity and nationalismto the |ast scene; but, if the ancient
Egypti ans were nore addicted than any other people to burying

mal efactors alive, the fact is not of record; and the picture as we
have it in the opera was not conceived by Mariette Bey, but by Verd
whil e working hand in hand with the original author of the libretto,
whi ch, though designed for an Italian performance, was first witten
in French prose.

The Italian Theatre in Cairo was built by the khedive, |Ismail Pacha,
and opened in November, 1869. It is extrenely likely that the



t hought of the advantage which woul d accrue to the house, could it
be opened with a new piece by the greatest of living Italian opera
conposers, had entered the m nd of the khedive or his advisers; but
it does not seemto have occurred to themin tine to insure such a
work for the opening. Neverthel ess, long before the inauguration of
the theatre a letter was sent to Verdi asking himif he would wite
an opera on an Egyptian subject, and if so, on what terms. The
opportunity was a rare one, and appealed to the conposer, who had
witten "Les Vepres Siciliennes" and "Don Carlos" for Paris, "La
Forza del Destino" for St. Petersburg, and had not honored an
Italian stage with a new work for ten years. But the suggestion that
he state his terns enbarrassed him So he wote to his friend Mizio
and asked hi mwhat to do. Mizio had acquired much nore worldly

wi sdom t han ever cane to the share of the great genius, and he
replied sententiously: "Demand 4000 pounds sterling for your score.
If they ask you to go and nount the piece and direct the rehearsals,
fix the sumat 6000 pounds."

Verdi followed his friend s advice, and the khedi ve accepted the
terns. At first the opera people in Cairo thought they wanted only
the score which carried with it the right of performance, but soon
they concluded that they wanted al so the presence of the conposer,
and made him in vain, munificent offers of noney, distinctions,

and titles. His real reason for not going to prepare the opera and
direct the first performance was a dread of the voyage. To a friend
he wote that he feared that if he went to Cairo they would nake a
munmry of him Under the terms of the agreenment the khedive sent him
50,000 francs at once, and deposited the bal ance of 50,000 francs in
a bank, to be paid over to the conposer on delivery of the score

The story of "Aida" cane from Mariette Bey, who was then director
of the Egyptian Miseum at Boul ak. Auguste Edouard Mariette was a
Frenchman who, while an attache of the Louvre, in 1850, had gone on
a scientific expedition to Egypt for the French governnent and had
di scovered the tenple of Serapis at Menphis. It was an "enornous
structure of granite and al abaster, containing within its encl osure
the sarcophagi of the bulls of Apis, fromthe nineteenth dynasty to
the time of the Roman supremacy." After his return to Paris, he was
appoi nted in 1855 assistant conservator of the Egyptian Miseumin
the Louvre, and after sone further years of service, he went to
Egypt again, where he received the title of Bey and an appoi nt nent
as director of the nuseum at Boul ak. Bayard Taylor visited himin
1851 and 1874, and wote an account of his explorations and the
marvel | ous collection of antiquities which he had in his care.

Mariette wote the plot of "Aida," which was sent to Verdi, and at
once excited his liveliest interest. Canille du Locle, who had had
a hand in nmaking the books of "Les Vepres Siciliennes" and "Don
Carlos" (and who is also the librettist of Reyer's "Sal ammbo"), went
to Verdi's hone in Italy, and under the eye of the conposer wote
out the drama in French prose. It was he who gave the world the
informati on that the idea of the double scene in the last act was
conceived by Verdi, who, he says, "took a large share in the work."
The drama, thus conpleted, was translated into Italian verse by
Antoni o Ghi sl anzoni, who, at the time, was editor of the Gazetta
Musi cal e, a journal published in Mlan. In his early life

Ghi sl anzoni was a barytone singer. He was a devoted friend and
admirer of Verdi's, to whomhe paid a glowing tribute in his book
entitled "Rem ni scenze Artistiche." He died some fifteen or sixteen
years ago, and some of his last verses were translations of
Tennyson's poens.

The khedi ve expected to hear his opera by the end of 1870, but there
came an extraordi nary di sturbance of the plan, the cause being
not hing | ess than the war between France and Germany. The scenery



and costunes, which had been made after designs by French artists,
were shut up in Paris. At length, on Decenber 24, 1871, the opera
had its first performance at Cairo. Considering the sensation which
the work created, it seens strange that it renmained the exclusive
possession of Cairo and a few Italian cities so long as it did, but
a personal equation stood in the way of a performance at the G and
pera, where it properly bel onged. The conduct of the conductor and
musi ci ans at the production of "Les Vepres Siciliennes" had angered
Verdi; and when M Hal anzier, the director of the Acadenie

Nati onal e, asked for the opera in 1873, his request was refused.
Thus it happened that the Theatre Italien secured the right of first
performance in Paris. It was brought out there on April 22, 1876,
and had sixty-eight representations within three years. The origina
King in the French performance was Edouard de Reszke. It was not
until March 22, 1880, that "Aida" reached the Grand Qpera. M
Vaucorbeil, the successor of Halanzier, visited Verdi at his hone
and succeeded in persuading himnot only to give the performng
rights to the national institution, but also to assist inits
production. Maurel was the Ampnasro of the occasion. The conposer
was greatly feted, and at a dinner given in his honor by President
G evy was made a Grand Oficer of the National Order of the Legion
of Honor.

The opening scene of the opera is laid at Menphis, a fact which
justifies the utnmost grandeur in the stage furniture, and is

expl ained by Mariette's interest in that place. It was he who hel ped
moderns to realize the ancient magnificence of the city described by
Di odorus. It was the first capital of the united ki ngdom of upper
and | ower Egypt, the chief seat of religion and |earning, the site
of the tenples of Ptah, Isis, Serapis, Phra, and the sacred bul

Apis. Mariette here, on his first visit to Egypt, unearthed an
entire avenue of sphinxes |leading to the Serapeum over four
thousand statues, reliefs, and inscriptions, eight gigantic

scul ptures, and many ot her evidences of a suprenely great city.

He chose his scenes with a view to an exhibition of the ancient
grandeur. In a hall of the Royal Pal ace, flanked by a col onnade with
statues and fl owering shrubs, and commanding a view of the city's
pal aces and tenples and the pyram ds, Radanmes, an Egyptian sol dier,
and Ranfis, a high priest, discuss a report that the Ethiopians are
inrevolt in the valley of the Nile, and that Thebes is threatened.
The high priest has consulted Isis, and the goddess has designated
who shall be the | eader of Egypt's arny against the rebels. An
inspiring thought cones into the m nd of Radames. What if he should
be the | eader singled out to crush the rebellion, and be received in
triunmph on his return? A consummati on devoutly to be w shed, not for
his own glory alone, but for the sake of his |ove, Aida, whose
beauty he sings in a romance ("Cel este Aida") of exquisite

| ovel i ness and exaltation. Ameris, the daughter of the King of

Egypt (Mariette gives himno nane, and so avoi ds possible historica
complications), enters. She is in |love with Radanes, and eager to
know what it is that has so illumned his visage with joy. He tells
her of his anbition, but hesitates when she asks himif no gentler
dream had tenanted his heart. Aida approaches, and the perturbation
of her lover is observed by Ameris, who affects | ove for her slave
(for such Aida is), welcones her as a sister, and bids her tell the
cause of her grief. Aida is the daughter of Ethiopia' s king; but she
woul d have the princess believe that her tears are caused by anxiety
for Egypt's safety. The King appears with Ranfis and a roya

retinue, and |l earns froma nmessenger that the Ethiopians have

i nvaded Egypt and, under their king, Anonasro, are marching on
Thebes. The Ki ng announces that |Isis has chosen Radames to be

the | eader of Egypt's hosts. Ameris places the royal banner in

hi s eager hand, and to the sounds of a patriotic march he is |led
away to the tenple of Ptah (the Egyptian Vulcan), there to receive
his consecrated arnor and arns. "Return a victor!" shout the hosts,



and Aida, carried away by her love, joins in the cry; but, left

al one, she reproaches herself for inpiousness in uttering words
which inply a wish for the destruction of her country, her father,
and her kinsmen. (Scena: "Ritorna vincitor.") Yet could she w sh for
the defeat and the death of the nan she | oves? She prays the gods to
pity her sufferings ("Numi, pieta"). Before a colossal figure of the
god in the tenple of Ptah, while the sacred fires rise upward from
the tripods, and priestesses nove through the figures of the sacred
dance or chant a hymm to the Creator, Preserver, Gver, of Life and
Li ght, the consecrated sword is placed in the hands of Radanes.

It is in this scene that the local color is not confined to
external s al one, but infuses the music as well. Very skilfully Verd
makes use of two nel odi es which are saturated with the |anguorous
spirit of the East. The first is the invocation of Ptah, chanted by
an invisible priestess to the acconpani nent of a harp:--

[ Musi cal excerpt--"Possente, possente Ftha, del nondo spirito ani mator
ah! noi t'in vo chianp."]

The second is the nel ody of the sacred dance: --
[ Musi cal excerpt]

The tunes are said to be veritable Oiental strains which sone
antiquary (perhaps Mariette hinself) put into the hands of Verdi
The fact that their characteristic el enents were nowhere el se

enpl oyed by the conposer, though he had numerous opportunities

for doing so, would seemto indicate that Verdi was chary about
venturing far into the territory of nusical nationalism Perhaps

he felt that his powers were Iimted in this direction, or that he
m ght better trust to native expression of the nmood into which the
book had wought him The Iinmtation of local color in his nusic is
not nentioned as a defect in the opera, for it is replaced at the
suprene nonents, especially that at the opening of the third act,
with qualities far nore entrancing than were likely to have cone
fromthe use of popular idions. Yet, the two Oiental nel odies
havi ng been nmentioned, it is well to ook at their structure to

di scover the source of their singular charm There is no nystery as
to the cause in the mnds of students of fol k-song. The tunes are
evol ved froma scale so preval ent anbng peopl es of Eastern origin
that it has cone to be called the Oriental scale. Its distinguishing
characteristic is an interval, which contains three senitones:--

[ Musi cal excerpt]

The interval occurring twice in this scale is enclosed in brackets.
Its characteristic effect is nmobst obvious when the scale is

pl ayed downward. A beautiful instance of its artistic use is in
Rubi nstein's song "Der Asra." The ancient synagogal songs of the
Jews are full of it, and it is one of the distinguishing marks of
the fol k-songs of Hungary (the other being rhythnical), as w tness
the "Rakoczy March." In sone of the Eastern songs it occurs once,
in some twice (as in the case of the nmelodies printed above), and
there are instances of a triple use in the fol k-songs of the nodern
G eeks.

Act 1l. News of the success of the Egyptian expedition against the
Et hi opi ans has reached Ameris, whose slaves attire her for the
scene of Radanes's triunph. The slaves sing of Egypt's victory and
of love, the princess of her |onging, and Morish slaves dance
before her to dispel her nelancholy. Aida cones, weighed down by
grief. Ameris |avishes words of synpathy upon her, and succeeds in
maki ng her betray her |ove for Radanmes by saying that he had been
killed in battle. Then she confesses the fal sehood and procl ai ns her
own passion and purpose to crush her rival, who shall appear at the



triumph of Radanmes as her slave. Aida's pride rebels for the noment,
and she al nost betrays her own exalted station as the daughter of a
king. As a slave she acconpanies the princess to the entrance gate
of Thebes, where the King, the priests, and a vast concourse of
peopl e are to wel cone Radanes and witness his triunphal entry.
Radanmes, with his troops and a horde of Ethiopian prisoners, cones
into the city in a gorgeous pageant. The procession is headed by two
groups of trunpeters, who play a nmarch nelody, the stirring effect
of which is greatly enhanced by the characteristic tone quality of
the long, straight instrunments which they use:--

[ Musi cal excerpt]

A word about these trunpets. In shape, they recall antique
instruments, and the brilliancy of their tone is due partly to the
calibre of their straight tubes and partly to the fact that nearly
all the tones used are open--that is, natural harnonics of the
fundanental tones of the tubes. There is an anachronismin the
circunstance that they are provided with valves (which were not
invented until sone thousands of years after the period of the
drama), but only one of the valves is used. The first trunpets are
in the key of A-flat and the second B-natural, a peculiarly stirring
ef fect being produced by the sudden shifting of the key of the march
when the second group of trunpeters enters on the scene.

The King greets Radanes with an enbrace, bids himreceive the weath
of victory fromthe hands of his daughter and ask whatever boon

he will as a reward for his services. He asks, first, that the
prisoners be brought before the King. Anrong them Ai da recogni zes
her father, who is disguised as an officer of the Ethiopian arny.
The two are in each other's arns in a nonent, but only | ong enough
for Ampbnasro to caution his daughter not to betray him He bravely
confesses that he had fought for king and country, and pleads for
clemency for the prisoners. They join in the petition, as does

Ai da, and though the priests warn and protest, Radanmes asks the
boon of their lives and freedom and the King grants it. Al so,

wi t hout the asking, he bestows the hand of his daughter upon the
vi ctorious general, who receives the undesired honor wth

const ernati on.

Transporting beauty rests upon the scene which opens the third act.
The noon shines brightly on the rippling surface of the Nile and
illumnes a tenple of Isis, perched anongst the tropical foliage
whi ch crowns a rocky height. The silvery sheen is spread al so over
the music, which arises fromthe orchestra like a |light nist
burdened with sweet odors. Ammeris enters the tenple to ask the

bl essi ng of the goddess upon her narriage, and the pious canticle
of the servitors within floats out on the windless air. A tone of
tender pathos breathes through the nusic which comes with Aida,

who is to hold secret converse with her lover. WII he cone? And if
so, will he speak a cruel farewell and doom her to death within the
waters of the river? A vision of her native land, its azure skies,
verdant val es, perfumed breezes, rises before her. Shall she never
see them nore? Her father comes upon her. He knows of her passion
for Radanes, but al so of her |ove for honme and kindred. He puts
added hues into the picture with which her heavy fancy had dallied,
and then beclouds it all with an account of homes and tenples

pr of aned, mai dens ravi shed, grandsires, nmothers, children, slain by
the oppressor. WIIl she aid in the deliverance? She can by | earning
fromher |over by which path the Egyptians will against the

Et hi opi ans, who are still in the field, though their king is taken
That she will not do. But Ampnasro breaks down her resol ution
Hers will be the responsibility for torrents of blood, the

destruction of cities, the devastation of her country. No |onger his
daughter she, but a slave of the Pharaohs! Her |over conmes. She



affects to repul se hi mbecause of his betrothal to Ameris, but he
protests his fidelity and discloses his plan. The Ethiopians are in
revolt again. Again he will defeat them and, returning again in
triunmph, he will tell the King of his |love for her and thereafter
live in the wal ks of peace. But Aida tells himthat the vengeance of
Ameris will pursue her, and urges himto fly with her. Reluctantly
he consents, and she, with apparent innocence, asks by which path
they shall escape the soldiery. Through the gorge of Napata; 'twll

be unpeopled till to-norrow, for it has been chosen as the route by
whi ch the Egyptian advance shall be nmade. Exulting, Anpbnasro rushes
fromhis place of conceal nent. At the gorge of Napata will he place

his troops--he the King of Ethiopia' Radanmes has betrayed his
country. Ammeris cones out of the tenple, and Anonasro i s about
to poi gnard her when Radanes throws hinself between. To the high
priest, Ranfis, he yields hinmself and his sword. Amonasro drags
Aida away with him

W reach the last act of the drana. Radanes is to be tried for
treason in having betrayed a secret of war to his country's eneny.
Ameris fain would save himwere he to renounce Aida and accept her
| ove. She offers on such ternms to intercede for himw th her father
the king. From her Radanmes |earns that Ai da escaped the guards who
slew her father. He is resolute to die rather than prove faithless
to her, and is led away to the subterranean trial chanber. Ameris,
crouched wi thout, hears the accusing voices of the priests and the
awful silence which foll ows each accusation; for Radanes refuses to
answer the charges. The priests pronounce sentence:--Burial alive!
Ameris hurls curses after them but they depart, nuttering, "Death
to the traitor!"

Radanmes is imured in a vault beneath the tenple of Vul can, whose
sacred priestesses nove in solem steps above, while he gropes in
the darkness bel ow. Never again shall |ight greet his eyes, nor
sight of Aida. A groan. A phantomrises before him and Aida is at
his side. She had foreseen the doom of her |over, and entered the
tomb before himto die in his arns. Together they say their farewell
to the vale of tears, and their stream ng eyes have a prevision of
heaven. Above in the tenple a figure, shrouded in black, kneels
upon the stone which seals the vault and inplores Isis to cease her
resentnment and gi ve her adored one peace. It is Ameris.

CHAPTER Xl

"DER FREI SCHUTZ"

A description of Carl Maria von Wber's opera, "Der Freischutz,"”
ought to begin with a study of the overture, since that marvell ous
conposition has lived on and on in the concert-roons of the world

wi thout | oss of popularity for nearly a century, while the opera
which it introduces has periodically come and gone according to
popul ar whimor the artistic convictions or caprices of managers in
all the countries which cultivate opera, except Germany. Wiy Ger nmany
forns an exception to the rule will find an expl anati on when the
character of the opera and its history come under investigation

The overture, notwithstanding its extraordinary charm is only an
exal ted exanple of the pot-pourri class of introductions (though

in the classic sonata forn), which conposers were in the habit of
witing when this opera cane into existence, and which is stil
imtated in an ignoble way by conposers of epheneral operettas. It
is constructed on a conventional nodel, and its thematic material is
drawn fromthe nmusic of the opera; but, like the prelude to Wagner's
lyric conedy, "Die Meistersinger von Nurnberg," it presents the
contents of the play in the formof what many years after its



conposition cane to be called a synphonic poem and illustrates the
i deal which was in Guck's mind when, in the preface to "Al ceste,"
he said, "I inagined that the overture ought to prepare the audi ence
for the action of the piece, and serve as a kind of argunment to it."
The atnosphere of the opera is that which pervades the sylvan life
of Germany--its actualities and its mysteries, the two el enents
havi ng equal potency. Into the peaceful ness of the woods the French
horns ("Forest horns," the Germans call them usher us at once with
the hymm which they sing after a few introductory neasures.

[ Musi cal excerpt]

But no sooner do we yield to the caress of this nood than there
enters the supernatural elenent which invests the tragical portion
of the story. Om nous drum beats under a dissonant trenplo of the
strings and deep tones of the clarinets, a plangent declamatory
phrase of the violoncellos:--

[ Musi cal excerpt]

tell us of the enotions of the hero when he feels hinmself deserted
by Heaven; the agitated principal subject of the main body of the
overture (Mdlto vivace):--

[ Musi cal excerpt]

proclains his terror at the thought that he has fallen into the
power of the Evil One, while the jubilant second thene:--

[ Musi cal excerpt]

gi ves voice to the happi ness of the heroine and the triunph of |ove
and virtue which is the outcone of the drama.

The first glinpse of the opera reveals an open space in a forest and
init an inn and a target-shooting range. Max, a young assistant to
the Chief Forester of a Bohemian principality, is seated at a table
with a nug of beer before him his face and attitude the picture of
despondency. Hard by, huntsnen and others are grouped around Kili an,
a young peasant who fires the last shot in a contest of nmarksnmanship
as the scene is disclosed. He hits off the last remaining star on
the target, and is noisily acclained as Schutzenkonig (King of the
Mar ksnen), and celebrated in a lusty song by the spectators, who
decorate the victor, and fornming a procession bearing the trophies
of the match, march around the gl ade. As they pass Max they point
their fingers and jeer at him Kilian joins in the sport until Mx's
fuming ill-hunor can brook the hunmiliation no |onger; he |eaps up,
seizes the lapel of Kilian's coat, and draws his hunting-knife. A
deadly quarrel seens inmmnent, but is averted by the coning of Cuno,

Chi ef Forester, and Caspar, who, like Max, is one of his assistants.
To the reproaches of Cuno, who sees the npb surging around Max,
Kilian explains that there was no ill-will in the nockery of him

the cromd only following an old customwhich pernitted the people to
make sport of a contestant who failed to hit the target, and thus
forfeited the right to make trial for the kingship. Cuno is anazed
that a nmere peasant shoul d have defeated one of his foresters, and
that one the affianced |over of his daughter, Agathe, and who, as
his son-in-law, would inherit his office, provided he could prove
his fitness for it by a trial shot on the weddi ng day. That day had
been set for the norrow. How the custom of thus providing for the
successorship originated, Cuno now relates in answer to the
questions of one of the party. Hi s great-grandfather, also bearer of
the nane Cuno, had been one of the rangers of the prince who rul ed
the doninion in his day. Once upon a tine, in the course of a hunt,
the dogs started a stag who bounded toward the party with a man tied
to his back. It was thus that poachers were sonetines puni shed. The



Prince's pity was stirred, and he pronised that whoever shoul d shoot
the stag without harming the man should receive the office of Chief
Forester, to be hereditary in the famly, and the tenancy of a
hunting | odge near by. Cuno, noved nore by pity than hope of reward,
attenpted the feat and succeeded. The Prince kept his prom se, but
on a suggestion that the old hunter rmay have used a charmed bull et,
he made the hereditary succession contingent upon the success of a
trial shot. Before telling the tale, Cuno had warned Max to have a

care, for should he fail in the trial shot on the norrow, his
consent to the marriage between himand Agat he woul d be wi t hdr awn.
Max had suspected that his ill luck for a nmonth past, during which

time he had brought home not a single trophy of bird or beast, was
due to sone nalign influence, the cause of which he was unable to
fathom He sings of the prowess and joys that once were his (Aria:
"Durch die Wal der, durch die Auen"), but falls into a noody dread at
t he thought that Heaven has forsaken himand given himover to the
powers of darkness. It is here that the sinister nusic, nentioned in
the outline of the overture, enters the drama. It acconpani es the
appearance of Samiel (the WId Huntsman, or Black Hunter,--in short,
the Devil), and we have thus in Von Wber's opera a pre-Wagneri an
exanpl e of the Leitnotif of the WAagnerian commentators. Caspar
returns to the scene, which all the other personages have left to
join in a dance, and finds his associate in the depths of despair.
He plies Max with wine, and, affecting synmpathy with himin his

m sfortunes, gradually insinuates that there is a nmeans of insuring
success on the morrow. Max remmins sceptical until Caspar hands
himhis rifle and bids himshoot at an eagle flying overhead. The
bird is plainly out of rifle range, a nere black dot against the
twilight sky; but Max, scarcely aimng, touches the trigger and an
eagl e of gigantic size cones hurtling through the air and falls at
his feet. Max is convinced that there is a sure way to win his

bride on the nmorrow. He asks Caspar if he has nore bullets |ike the
one just spent. No; that was the hunter's last; but nore night be
obt ai ned, provided the effort be nade that very night. The nonent
was propitious. It was the second of three days in which the sun was
in the constellation of the Archer; at mdnight there would occur an
eclipse of the moon. What a fortunate coincidence that all the onens
should be fair at so nonmentous a juncture of Max's affairs! The fear
of losing his bride overcones Max's scruples; he agrees to neet the
tenpter in the Wlf's @en, a spot of evil repute, at midnight, and
at least witness the casting of nore of the charned bullets.

At the noment when Max's shot brought down the eagle, a portrait of
the original Cuno fell fromthe wall of the cottage occupied by his
descendant; and when the second act begins, we see Aennchen, a
cousin of Agathe's, putting it back in its place. Aennchen is
inclined to be playful and roguish, and serves as a pretty foil to
the sentimental Agathe. She playfully scolds the nail which she is
hamrering into the wall again for so rudely dropping the old ranger
to the floor, and seeks to dispel the melancholy whi ch has obsessed
her cousin by singing songs about the bad conpani onshi p of the bl ues
and the humors of courtship. She succeeds, in a neasure, and Agathe
confesses that she had felt a prenonition of danger ever since a

pi ous Hermt, to whom she had gone for counsel in the course of the
day, had warned her of the immnency of a calanity which he could
not describe. The prediction seemed to have been fulfilled in the
falling of the picture, which had slightly hurt her, but m ght
easily have killed her. Aennchen urges her to go to bed, but she
ref uses, saying she shall not retire for sleep until Max has cone.
Agat he sings the scena which has clung to our concert-roons as
persistently as the overture. The slow portion of the aria ("Leise,
| eise, fromme Weise"), like the horn nmusic at the beginning of the
overture, has found its way into the Protestant hym-books of

Engl and and Anerica, and its Allegro furnishes forth the jubilant
musi ¢ of the instrumental introduction to the opera. Berlioz in his



book "A Travers Chants" wites in a fine burst of enthusiasmof this
scena: "It is inpossible for any listener to fail to hear the sighs
of the orchestra during the prayer of the virtuous nmai den who awaits
the coming of her affianced |over; or the strange humin which the
alert ear imagines it hears the rustling of the tree-tops. It even
seens as if the darkness grew deeper and col der at that nagica

modul ation to C major. What a synpat hetic shudder conmes over one at
the cry: '""'Tis he! '"tis hel" No, no. It must be confessed, there

is no other aria as beautiful as this. No naster, whether German,
Italian, or French, was ever able to delineate, as is done here in

a single scene, holy prayer, nelancholy, disquiet, pensiveness, the
sl unmber of nature, the mysterious harnmony of the starry skies, the
torture of expectation, hope, uncertainty, joy, frenzy, delight,

| ove delirious! And what an orchestra to acconpany these noble song
mel odi es! What inventiveness! What ingenious discoveries! Wat
treasures of sudden inspiration! These flutes in the depths; this
quartet of violins; these passages in sixths between violas and
‘cellos; this crescendo bursting into reful gence at the close; these
pauses during which the passions seemto be gathering thensel ves
together in order to launch their forces anew with greater
vehemence! No, this piece has not its fellow Here is an art that

is divine! This is poetry; this is love itself!"

Max comes at last, but he is preoccupied, and his words and acts do
little to reassure Agathe. She wants to know what |uck he had at
the shooting-match, and he replies that he did not participate in
the target-shooting, but had neverthel ess been marvel |l ously | ucky,
pointing to the eagle's feather in his hat as proof. At the sane
monent he notices the blood upon his sweetheart's hair, and her

expl anation of the falling of the portrait of her ancestor just as
the clock struck seven greatly disturbs him Agathe, too, |apses
into gl oony brooding; she has fears for the norrow, and the thought
of the nmonstrous eagle terrifies her. And now Max, scarcely comne,
announces that he nmust go; he had shot, he says, a stag deep in the
woods near the Wlf's Gen, indeed, and nust bring it in lest the
peasants steal it. In a trio Aennchen recalls the uncanny nature of
the spot, Agathe warns against the sin of tenpting Providence and
begs himto stay; but Max protests his fearlessness and the call of
duty, and hurries away to neet Caspar, at the appointed time in the
appoi nted place. W see himagain in the Wlf's den, but Caspar is
there before him The glen lies deep in the nountains. A cascade
tunmbl es down the side of a mighty crag on the one hand; on the other
sits a monstrous ow on the branch of a blasted tree, blinking
evilly. A path | eads steeply down to a great cave. The noon throws
a lurid light on the scene and shows us Caspar in his shirt-sleeves
preparing for his infernal work. He arranges black stones in

a circle around a skull. His tools lie beside him a |adle,

bull et-nould, and eagle's-wing fan. The high voices of an invisible
chorus utter the cry of the ow, which the orchestra m xes with
gruesone sounds, while bass voices nonotonously chant: --

Poi soned dew t he npbon hath shed,
Spider's web is dyed with red;

Ere to-norrow s sun hath died
Death will wed anot her bride.

Ere the npon her course has run
Deeds of darkness will be done. {1}

On the last stroke of a distant bell which rings midnight, Caspar
thrusts his hunting-knife into the skull, raises it on high, turns
around three times, and sunmons his famliar:--

By th' enchanter's skull, oh, hear,
Sami el, Saniel, appear!

The denon answers in person, and the reason of Caspar's tenptation



of Max is nmade plain. He has sold hinself to the devil for the
charned bullets, the last of which had brought down the eagle, and
the tinme for the delivery of his soul is to cone on the norrow. He
asks a respite on the promse to deliver another victiminto the
denon' s hands, --his conpani on Max. \Wat, asks the Bl ack Huntsnan,
is the proffered victims desire? The magical bullets.

Sechse treffen
Si eben af fen!

warns Sam el, and Caspar suggests that the seventh bullet be
directed to the heart of the bride; her death would drive both |over
and father to despair. But Sam el says that as yet he has no power
over the maiden; he will claimhis victimon the norrow, Max or him
who is already his bondsman. Caspar prepares for the noul ding. The
skul | di sappears, and in its place rises a small furnace in which
fagots are aglow. Chostly birds, perched on the trees round about in
the unhal | owed spot, fan the fire with their wi ngs. Max appears on a
crag on one side of the glen and gazes down. The sights and sounds
bel ow af fright him but he summons up his courage and descends part
way. Suddenly his steps are arrested by a vision of his dead nother,
who appears on the opposite side of the gulch and rai ses her hand
war ni ngly. Caspar nmutters a prayer for help to the fiend and bids
Max | ook again. Now the figure is that of Agathe, who seens about to
throw herself into the nmountain torrent. The sight nerves himand he
hurries down. The noon enters into an eclipse, and Caspar begins his
infernal work after cautioning Max not to enter the circle nor utter
a word, no matter what he sees or who cones to join them Into the
mel ti ng- pot Caspar now puts the ingredients of the charm some |ead,
bits of broken glass froma church window, a bit of nercury, three
bullets that have already hit their mark, the right eye of a

| apwi ng, the left of a Iynx; then speaks the conjuration formula:--

Thou who roanst at m dni ght hour,
Samel, Samel, thy pow r!

Spirit dread, be near this night
And conpl ete the nystic rite.

By the shade of nurderer's dead,
Do thou bl ess the charned | ead.
Seven the nunmber we revere;

Sami el, Sam el, appear

The contents of the |ladle commence to hiss and burn with a greenish
flanme; a cloud obscures the noon wholly, and the scene is |ighted
only by the fire under the nelting-pot, the ow's eyes, and the
phosphorescent gl ow of the decaying oaks. As he casts the bullets,
Caspar calls out their nunber, which the echoes repeat. Strange
phenonmena acconpany each noul ding; night-birds come flying fromthe
dark woods and gather around the fire; a black boar crashes through
the bushes and rushes through the glen; a hurricane hurtles through
the trees, breaking their tops and scattering the sparks fromthe
furnace; four fiery wheels roll by; the Wld Hunt dashes through the
air; thunder, lightning, and hail fill the air, flames dart fromthe
earth, and neteors fall fromthe sky; at the last the Black Hunter

hi nsel f appears and grasps at Max's hand; the forester crosses
hinself and falls to the earth, where Caspar already lies stretched
out unconscious. Sam el disappears, and the tenpest abates. Max

rai ses hinmself convul sively and finds his conpanion still lying on
the ground face downward.

At the beginning of the third act the weddi ng day has dawned. It
finds Agathe kneeling in prayer robed for the weddi ng. She sings
a cavatina ("Und ob die Wl ken sie verhulle") which procl ai ns
her trust in Providence. Aennchen twits her for having wept; but
"bride's tears and norning rain--neither does for long remain."



Agat he has been tortured by a dream and Aennehen volunteers to
interpret it. The bride had dreant that she had been transfornmed
into a white dove and was flying fromtree to tree when Max

di scharged his gun at her. She fell stricken, but inmediately
afterward was her own proper self again and saw a nonstrous bl ack
bird of prey wallowing in its blood. Aennchen explains all as
refl exes of the incidents of the previous night--the work on the
white bridal dress, the terrible black feather on Max's hat; and
merrily tells a ghostly tale of a nocturnal visitor to her sainted
aunt which turned out to be the watch-dog. Enter the bridesnaids
with their song:--

[ Musi cal excerpt--"Wr w nden dir den Jungfernkranz mt
vei | chenbl auer Sei de"]

Nearly three generations of Gernmans have sung this song; it has
acconpanied themliterally fromthe cradle to the grave. Wen Ludw g
Geyer, Richard Wagner's stepfather, lay dying, the |ad, then seven
years old, was told to play the little piece in a room adjoining the
si ck chanmber. The dyi ng man had been concerned about the future of
his stepson. He listened. "Wat if he should have talent for nusic?"
Long years after the nother told this story, and the son, when

he becane fanpus as a conposer, repeated it in one of his

aut obi ographical witings, and told with what awe his childish eyes
had | ooked on the conposer as he passed by the door on the way to
and fromthe theatre

Evil onmens pursue Agathe even on her bridal norn. The bridesnaids
are still singing to her when Aennchen brings a box which she thinks
contains the bridal weath. Al fall back in dismay when out cones a
funeral weath of black. Even Aennchen's high spirits are checked
for a nonent; but she finds an explanation. A d Cuno has tunbl ed
fromthe wall a second tine; but she herself assunes the blanme: the
nail was rusty and she not an adept with the hanmmer. The action now
hastens to its close. Prince Ottokar, with his retainers, is present
at the festival at which Max is to justify Cuno's choice of himas a
son-in-law. The choice neets with the Prince's approval. The nonent
approaches for the trial shot, and Max stands | ooking at the |ast of
his charned bullets, which seens to weigh with oninous heaviness in
his hand. He had taken four of the seven and Caspar three. O the
four he had spent three in unnecessary shots; but he hopes that
Caspar has kept his. O course Caspar has done not hing of the kind.
It is suggested that Max shoot at once, not awaiting the arrival of
his betrothed, |lest the sight of her nake hi mnervous. The Prince
points to a white dove as the mark, and Max lifts his gun. At the
monent Agat he rushes forward, crying, "Do not shoot; | amthe dove!"
The bird flies toward a tree which Caspar, inpatient for the com ng
of his purposed victim had clinbed. Max follows it with his gun and
pull s the trigger. Agathe and Caspar both fall to the ground. The
holy man of the woods rai ses Agathe, who is unhurt; but Caspar dies
with curses for everything upon his lips. The devil has cared for
his own and claimed his forfeit. Qtokar orders his corpse thrown
amongst the carrion in the Wlf's den and turns to Max for an

expl anation. He confesses his wong and is ordered out of the
Prince's dom nion; but on the intercession of Cuno, Agathe, and the
Hermt the sentence is commuted to a year of probation, at the end
of which time he shall marry his love. But the traditional trial

shot is abolished.

* * *

Though there are a dozen different points of view fromwhich Wber's
opera "Der Freischutz" is of fascinating interest, it is al nost

i npossi bl e for any one except a German to understand fully what the
opera neans now to the people fromwhose | oins the conposer sprung,

and quite inpossible to realize what it neant to themat the tine of



its production. "Der Freischutz" is spoken of in all the handbooks
as a "national" opera. There are others to which the term m ght
correctly and appropriately be applied--Gernan, French, Italian,
Bohem an, Hungarian, Russian; but there never was an opera, and
there is no likelihood that there ever will be one, so intimately
bound up with the I oves, feelings, sentinments, enotions,
superstitions, social custons, and racial characteristics of a
people as this is with the |oves, feelings, sentinents, envotions,
superstitions, social custons, and racial characteristics of the
Germans. In all its elenents as well as inits history it is
inextricably intertwined with the fibres of German nationality. It
coul d not have been witten at another time than it was; it could
not have been witten by any other conposer living at that ting;

it could not have been conceived by any artist not saturated with
Germanism It is possible to argue one's self into a belief of
these things, but only the German can feel them Yet there is no

i nvestigator of conparative nythology and religi on who ought not to
go to the story of the opera to find an illustration of one of the
pervasive laws of his science; there is no fol klorist who ought not
to be drawn to its subject; no student of politics and sociol ogy who
cannot find valuable teachings in its history; no critic who can
afford to ignore its significance in connection with the evolution
of nusical styles and schools; no biographer who can fail to observe
the ki nship which the opera establishes between the first operatic
romantici st and hi mwho brought the romantic novenent to its

cul mnation; that is, between Carl Maria von Wber and Richard
Wagner. It is even a fair subject for the study of the scientific
psychol ogi st, for, though the story of the opera is generally
supposed to be a fanciful structure reared on a | egendary
foundation, it was a veritable happening which gave it currency a
century ago and brought it to the notice of the conposer; and this
happeni ng may have an explanation in sone of the psychical phenonena
to which nodern science is again directing attention, such as
hypnoti sm ani mal nmagnetism and the |ike.

I amhere not at all fanciful. Some thirty years ago | cane across

a panphl et published by Dr. J. G Th. Grasse, a Saxon Court
Councillor, in which he traced the origin of the story at the base
of "Der Freischutz" to a confession nmade in open court in a Bohenian
town in 1710. Grasse found the story in a book entitled "Monathliche
Unt err edungen aus dem Reich der Geister," published in Leipsic in
1730, the author of which stated that he had drawn the follow ng
statenment of facts fromjudicial records: In 1710 in a town in
Bohem a, George Schmid, a clerk, eighteen years old, who was a

passi onate | over of target-shooting, was persuaded by a hunter to
join in an enterprise for noulding charned bullets on July 30, the
same being St. Abdon's Day. The hunter promised to aid the young

man in casting sixty-three bullets, of which sixty were to hit
infallibly and three to nmiss just as certainly. The two nen provided
thensel ves with coals, nmoulds, etc., and betook thensel ves at
nightfall to a cross-roads. There the hunter drew a circle with his
kni fe and placed nysterious characters, the nmeaning of which his
conpani on did not know, around the edge. This done, he told the
clerk to step within the ring, take off his clothing, and nake
denial of God and the Holy Trinity. The bullets, said the hunter,
must all be cast between el even o' clock and nidnight, or the clerk
would fall into the clutches of the devil. At eleven o'clock the
dead coal s began to glow of their own accord, and the two nen began
the nmoul di ng, although all manner of ghostly apparitions tried to

hi nder them At last there came a horsenman in bl ack, who denanded
the bullets which had been cast. The hunter refused to yield them
up, and in revenge the horsenan threw sonmething into the fire which
sent out so noi some an odor that the two venturesone nmen fell half
dead within the circle. The hunter escaped, and, as it turned out
subsequently, betook hinself to the Sal zkammergut, near Sal zburg;



but the clerk was found lying at the crossroads and carried into
town. There he nmade a conpl ete confession in court, and because he
had had intercourse with the Evil One, doubtless, was condemed to
be burned to death. In consideration of his youth, however, the
sentence was commuted to inprisonment at hard | abor for six years.

In the |l egend of the WIld Huntsnan, who under the nane of Sani el
purchases the souls of men with his magic bullets, the fol klori st
and student of the evolution of religions sees one of many evi dences
of ancient nythol ogy perverted to bring it into the service of
Christianity. Originally the WId Huntsman was Qdin (or Whtan). The
m ssionaries to the Germans, finding it difficult to root out belief
in the ancient deities, gave their attributes to saints in a few
cases, but for the greater part transfornmed theminto creatures of
evil. It was thus that Frau Holle (or Hol da) became a w cked Venus,
as we shall see in the next chapter. The little spotted beetle which
English and Anerican children call |adybug or lady-bird (that is,
the bug or bird of our Lady), the Gernans Marienkaferchen, and the
French La bete du bon Dieu, was sacred to Hol da; and though t he name
of the Virgin Mary was bestowed upon it in the long ago, it stil
remains a love oracle, as the little ones know who bid it--

Fly to the East,
And fly to the West,
And fly to the one that | |ove best!

It was the noise of Wtan's hunting train which the ancient Gernans
heard when the stornms of winter how ed and whistled through the deep
woods of the Northland; but intinme it came to be the noise of the
WIld Hunt. In Thuringia the rout headed by Frau Hol da and the WId
Hunt sman issues in the Yuletide fromthe cave in the Horsel berg,
which is the scene of Tannhauser's adventure with Venus in WAgner's
opera, and Holda is the nother of many of the uncanny creatures
which strike terror to the souls of the unlucky huntsnen who chance
to espy them

Fromthe story drawn fromthe records of the Bohem an | aw court, it
is plain that to make a conmpact with the Wl d Huntsman was a much
nmore gruesome and cerenoni ous proceedi ng than that which took place
bet ween Faust and the Evil One in the operas of Gounod and Boito.

In both these instances a scratch of the pen sufficed, and the

del i berations which preceded the agreenent were conducted in a
decorous and businessli ke manner. But to invoke Sami el and obtain
his gifts was a body, mind, and nerve-racking business. In some
particulars the details differed a little fromthose testified to by
the Bohem an clerk. In the first place, the Devil's customer had to
repair to a crossroads of a Friday between m dni ght and one o' cl ock
when the moon was in an eclipse and the sun in Sagittarius. If in
such a place and at such a time he drew a circle around hinself wth
hi s hunting-spear and called "Samel!" three tines, that worthy
woul d appear, and a bargain mght be driven with himfor his wares,
whi ch consisted of seven magical bullets ("free bullets,” they were
call ed), which were then cast under the eye of the Evil One and
received his "blessing." The course of six of themrested with the
"free shooter," but the seventh belonged to Sam el, who night direct
it wheresoever he wi shed. The price of these bullets was the soul of
the man who noul ded them at the end of three years; but it was the
privil ege of the bondsman to purchase a respite before the
expiration of the period by delivering another soul into the

cl utches of the denon

Weber used all these details in his opera, and added to themthe
fantastic terrors of the Wld Hunt and the WIf's Gen. O this
favored abode of the Evil One, \WAgner gave a vivid description in an
essay on "Der Freischutz" which he wote for the Gazette nusicale in
May, 1841, when the opera was preparing, under the hand of Berli oz,



for representation at the Gand Opera in Paris. Wagner's purpose in
witing the essay was to acquaint the Parisians with the contents
and spirit of the piece, nake them understand its naive Teutonism
and also to save it fromthe maltreatnment and nutil ati on which he
knew it would have to suffer if it were to be nade to conformto
the conventions of the Academi e. He wanted to preserve the spoken
di al ogue and keep out the regulation ballet, for the sake of which
he had to nmake changes in his "Tannhauser" twenty years later. He
failed in both efforts, and afterward wote an account of the
performance for a Gernman newspaper, which is one of the best

speci nens of the feuilleton style which his sojourn in Paris
provoked. There was no need of telling his countrynen what the
Wlf's Aen was, for it had been the npst fanm liar of all scenes in
the lyric theatres of Germany for a score of years, but for the
Pari sians he pictured the place in which Wber's hero neets Sami el
very graphically indeed:--

"In the heart of the Bohenian Forest, old as the world, lies the
WIif's Gen. Its legend lingered till the Thirty Years' War, which
destroyed the | ast traces of Gernman grandeur; but now, |ike many

anot her bodi ng nmenory, it has died out fromthe folk. Even at that
time nost men only knew the gul ch by hearsay. They would rel ate how
sonme ganekeeper, straying on indeterninable paths through wild,

unt rodden t hi ckets, scarce knowi ng how, had cone to the brink of the
Wl f's @il ch. Returning, he had told of gruesone sights he had there
seen, at which the hearer crossed hinself and prayed the saints to
shield himfromever wandering to that region. Even on his approach
the keeper had heard an eerie sound; though the wind was still, a
muf f| ed moaning filled the branches of the ancient pines, which
bowed their dark heads to and fro unbi dden. Arrived at the verge,

he had | ooked down into an abyss whose depths his eye coul d never

pl unb. Jagged reefs of rock stood high in shape of human |inbs and
terribly distorted faces. Beside them heaps of pitch-black stones in
formof giant toads and |izards; they noved and crept and rolled

i n heavy ragged masses; but under themthe ground could no nore be
di stingui shed. Fromthence foul vapors rose incessantly and spread

a pestilential stench around. Here and there they would divide and
range thenselves in ranks that took the form of hunman beings with
faces all convulsed. Upon a rotting tree-trunk in the midst of all
these horrors sat an enornmous ow, torpid in its daytinme roost;
behind it a frowning cavern, guarded by two nonsters direly blent of
snake and toad and |lizard. These, with all the other seening life
the chasm harbored, lay in deathlike slunber, and any novenent

vi sible was that of one plunged in deep dreanms; so that the forester
had dismal fears of what this odious crew night wake into at

nm dni ght .

"But still more horrible than what he saw, was what he heard. A
stormthat stirred nothing, and whose gusts he hinmself could not
feel, how ed over the glen, paused suddenly, as if listening to
itself, and then broke out again with added fury. Atrocious cries
thronged fromthe pit; then a flock of countless birds of prey
ascended fromits bowels, spread like a pitch-black pall across the
gul f, and fell back again into night. The screeches sounded to the
hunt sman |i ke the groans of souls condemmed, and tore his heart with
angui sh never felt before. Never had he heard such cries, conpared
to which the croak of ravens was as the song of nightingales. And
now agai n deep silence; all notion ceased; only in the depths there
seenmed a sluggish withing, and the ow flapped its wi ngs as though
in a dream The nost undaunted huntsnman, the best acquainted with
the wood's nocturnal terrors, fled like a timd roe in speechless
agony, and, heedl ess where his footsteps bore him ran breathless to
the nearest hut, the nearest cabin, to nmeet some human soul to whom
to tell his horrible adventure, yet ne'er could find words in which
to franme it." {2}



So much for the fol klore and nyt hol ogy of "Der Freischutz," the

el ement which nakes it not only a national but also the chiefest of
romantic operas. W are grown careless in our use of nusical terns,
or else it would not be necessary to devote words to an expl anati on
of what is neant by romantic in this case. W hear a great dea
about romantici smas contradi stingui shed fromclassicism but it

is seldomthat we have the line of demarcation between the two
tendenci es or schools drawn for us. O assical conposers, | am
inclined to think, are conposers of the first rank who have

devel oped nmusic to its highest perfection on its formal side in
obedi ence to long and wi dely accepted | aws, preferring aesthetic
beauty over emotional content, or, at any rate, refusing to
sacrifice formto characteristic expression. Romantic conposers
woul d then be those who have sought their ideals in other directions
and striven to give them expression irrespective of the restrictions
and limtations of form-conposers who, in short, prefer content

to manner. In the sense of these definitions, Wber's operais a
classic work, for init the old forns which Wagner's influence
destroyed are preserved. Neverthel ess, "Der Freischutz" is romantic
in a very particular sense, and it is in this romanticismthat its
political significance to which | have referred lies. It is romantic
in subject and the source of its inspiration. This source is the
sane to which the creators of the romantic school of literature
went for its subjects--the fantastical stories of chivalry and

kni ght hood, of which the principal elenents were the marvell ous

and supernatural. The literary romanticists did a great deal to
encourage patrioti smanong the Germans in the begi nning of the

ni neteenth century by disclosing to the German people the wealth

of their legendary |lore and the beauty of their fol k-songs. The

ci rcunst ances whi ch established the artistic kinship between Von
Weber and WAgner, to which | have alluded, was a direct fruit of
this patriotism In 1813 Von Wber went to Prague to organize a
German opera. A part of the follow ng sutmmer he spent in Berlin.
Prussia was | eading Europe in the effort to throw off the yoke of
Bonaparte, and the youths of the Prussian capital, especially the
students, were drunken with the wine of Korner's "Lyre and Sword."
VWil e returning to Prague Von Weber stopped for a while at the
castl e G afen-Tonna, where he conposed some of Korner's poemns, anong
them "Lutzow s wilde Jagd" and the "Schwertlied." These songs were
soon in everybody's mouth and acted like sparks flung into the
powder - magazi ne of national feeling. Naturally they reacted upon the
composer hinsel f, and under their influence and the spirit which
they did so much to foster Weber's Germani sm devel oped from an
enotion into a religion. He worked with redoubl ed zeal in behalf of
German opera at Prague, and when he was called to be Court Misic
Director in Dresden in 1817, he entered upon his duties as if
consecrated to a holy task. He had found the conditions nore
favorable to German opera in the Bohem an capital than in the Saxon.
In Prague he had sloth and indifference to overcone; in Dresden the
obstacl es were hatred of Prussia, the tastes of a court and people

| ong accustoned to Italian traditions, and the intrigues of his

coll eagues in the Italian opera and the church. What | wote sone

ei ghteen years ago {3} of Wber's labors in Dresden may serve again
to nmake plain how the mlitant Germani smof the conposer achieved
its great triunph.

The Italian regime was nmintained in Dresden through the efforts of
the conductor of the Italian opera, Morlacchi; the concert naster,
Pol edro; the church conposer, Schubert, and Count von Ei nsiedel,
Cabinet Mnister. The efforts of these nmen placed i nnunerabl e
obstacles in Wber's path, and their influence heaped huniliations
upon him Confidence alone in the ultinmte success of his efforts to
regenerate the lyric drama sustained himin his trials. Against the
merely sensuous charm of suave nel ody and | ovely singing he opposed



trut hful ness of feeling and conscientious endeavor for the

attai nnent of a perfect ensenble. Here his powers of organization,
trained by his experiences in Prague, his perfect know edge of the
stage, inbibed with his nother's mlk, and his unquenchabl e zeal,
gave hi m amazi ng pui ssance. Thoroughness was his watchword. He put
aside the old custom of conducting while seated at the pianoforte,
and appeared before his players with a baton. He was an inspiration,
not a figurehead. His mind and his enmotions donminated theirs, and
were published in the performance. He raised the standard of the
chorus, stinulated the actors, inspected the stage furnishings and
costunes, and stanped harnony of feeling, harnmony of understandi ng,
and harnmony of effort upon the first work undertaken--a performance
of Mehul's "Joseph in Egypt." Nor did he confine his educationa
efforts to the people of the theatre. He continued in Dresden the
plan first put into practice by himin Prague of printing articles
about new operas in the newspapers to stinulate public appreciation
of their characteristics and beauties. For a while the work of
organi zati on checked his creative energies, but when his duties
touching new nusic for court or church functions gave himthe
opportunity, he wote with undi mnished energy.

In 1810 Apel's "Gespensterbuch” had fallen into his hands and he had
mar ked the story of "Der Freischutz" for treatnent. H s m nd
reverted to it again in the spring of 1817. Friedrich Kind agreed to
wite the book, and placed it conplete in his hands on March 1, nine
days after he had undertaken the conm ssion. Wber's enthusi asm was
great, but circumstances prevented himfromdevoting nuch time to
the conposition of the opera. He wote the first of its music in
July, 1817, but did not conplete it till May 13, 1820. It was in his
m nd during all this period, however, and woul d doubtl ess have been
finished much earlier had he received an order to wite an opera
fromthe Saxon court. In this expectati on he was di sappoi nted, and
the honor of having encouraged the production of the npbst nationa
opera ever witten went to Berlin, where the patriotismwhich had
been warmed by Weber's setting of Korner's songs was still ablaze,
and where Count Bruhl's plans were discussing to bring himto the
Prussian capital as Capellneister. The opera was given on June 18,
1821, under circunstances that produced intense excitement in the

m nds of Weber's friends. The synpathies of the nusical areopagus of
Berlin were not with Weber or his work--neither before nor after the
first performance; but \Wber spoke to the popular heart, and its

qui ck, responsive throb lifted himat once to the crest of the wave
whi ch soon deluged all Germany. The overture had to be repeated to
still the applause that followed its first performance, and when the
curtain fell on the | ast scene, a new chapter in German art had been
opened. {4}

Foot not es:
{1} Natalia Macfarren's translation

{2} "Richard Wagner's Prose Works," translated by WIIiam Ashton
Ellis, Vol. VI, p. 169

{3} "Fanous Conposers and their Wrks," Vol. I, p. 396

{4} As | wite it is nearly eighty-five years since "Der Freischutz"
was first heard in New York. The place was the Park Theatre and

the date March 2, 1825. The opera was only four years old at the
time, and, in conformty with the customof the period, the
representation, which was in English, no doubt was a very different
affair fromthat to which the public has becone accustomed since

But it is interesting to know that there is at |east one opera in
the Metropolitan list which antedates the first Italian performance
ever given in America. Even at that early day the scene in the



WIf's G en created a sensation. The world over "Der Freischutz" is
| ooked upon as peculiarly the property of the Gernmans, but a Gernan
performance of it was not heard in New York till 1856, when the
opera was brought out under the direction of Carl Bergmann, at the
ol d Broadway Theatre.

CHAPTER XI |

" TANNHAUSER"

Not hi ng coul d have denonstrated nore perfectly the righteousness of
Wagner's claimto the title of poet than his acceptance of the G eek
theory that a people's | egends and nmyths are the fittest subjects
for dramatic treatment, unless it be the nmanner in which he has
reshaped his material in order to infuse it with that deep ethica
principle to which reference has several tines been made. In "The
Flyi ng Dutchman," "The Ni belung's Ring," and "Tannhauser" the idea
is practically his creation. In the last of these dramas it is

evol ved out of the sinple episode in the parent-legend of the death
of Lisaura, whose heart broke when her knight went to kiss the Queen
of Love and Beauty. The dissolute knight of the old story Wagner in
turn nmetanor phoses into a type of manhood "in its passionate desires
and ideal aspirations"--the Faust of CGoethe. Al the nagnificent
energy of our ideal man is brought forward in the poet's conception,
but it is an energy which is shattered in its fluctuation between
sensual delights and ideal aspirations, respectively typified in the
Venus and Elizabeth of the play. Here is the contradiction agai nst
whi ch he was shattered as the heroes of Greek tragedy were shattered
on the rock of inplacable Fate. But the transcendent beauty of the
nmodern drama is lent by the ethical idea of salvation through the

| ove of pure wonman--a sal vation touching which no one can be in
doubt when Tannhauser sinks lifeless beside the bier of the atoning
saint, and Venus's cries of woe are swall owed up by the pious
canticle of the returning pilgrinms. {1}

It will be necessary in the expositions of the lyric dramas of
Wagner, which | shall attenpt in these chapters, to choose only such
material as will serve directly to help to an understandi ng of them

as they nove by the senses in the theatre, leaving the reader to
consult the comrentaries, which are plentiful, for deeper study of
the conposer's methods and phil osophi cal purposes. Such study is not
to be despised; but, unless it be wisely conducted, it is likely to
be a hindrance rather than a help to enjoynent. It is a too common
error of nusical amateurs to devote their attention to the fornms and
nanes of the phrases out of which Wagner constructs his nusica
fabric, especially that of his later dramas. This tendency has been
hunored, even in the case of the earlier operas, by pedants, who
have gi ven nanes to the themes which the conmposer used, though he
had not yet begun to apply the system of synbolization which marks
hi s works beginning with "Tristan und Isolde."” It has been done with
"Tannhauser," though it is, to all intents and purposes, an opera of
the conventional type, and not what is called a "nusic-drama." The
rem ni scent use of themes is much ol der than Wagner. It is well to
famliarize one's self with the characteristic elenments of a score,
but, as | have urged in the book quoted above, if we confine our
study of Wagner to the fornms of the musical motives and the nanes
whi ch have arbitrarily been given to them we shall at the |ast have
enriched our mnds with a thematic catal ogue, and nothing else. It
is better to know not hi ng about these names, and content ourselves
with sinple, sensuous enjoynent, than to spend our tine at the
theatre answering the bal dest of all the riddles of Wagner's
orchestra: "Wat am | playing now?" In the studies of Wagner's works
I shall point to some of the npbst significant phrases in the mnusic



in connection with significant occurrences in the play, but | shal
seldom if ever, analyze the notival construction in the style of
t he Wl zogen handbooks.

* * *

There are texts in the prefatory excerpt for a discussion of
"Tannhauser" fromall the points of view which mght make such a

di scussion interesting and profitable. There is no doubt in nmy mnd
that it is the poet-conposer's noblest tragedy and, froma literary
point of view, his nost artistic. It is laid out on such a broad,
sinmple, and symmetrical plan that its dramatic contents can be set
forth in a few paragraphs, and we can easily forego a detailed
description of its scenes. A knightly minstrel, who has taken part
in one of the tournanents of song which tradition says used to be
held at the court of the Landgrave of Thuringia in the early part of
the thirteenth century, has, by his song and bearing, won the heart
of Elizabeth, niece of the Landgrave. Unm ndful of his great good
fortune, he has found his way to the court held by the Goddess of
Love within the holl ow of the Horsel berg, which lies across the
val | ey and over agai nst the Wartburg. Dane Venus herself becones
enamour ed of the knight, who calls hinmself Tannhauser, and for a
year and a day he renmains at her side and in her arns. At |ength,

m nd and senses surfeited, a longing seizes himfor the world which
he has abandoned, for the refreshing sights and sounds of earth,

and even for its pains. Dane Venus seeks to detain him but he is
resolute to | eave her and her realm Like a true knight, however, he
promi ses to sing her praises wherever he nmay go; but when she offers
to welcone himagain if he should weary and sicken of the world and
seek redenption fromits hypocrisies, he replies that for him
redenption rests only in the Virgin Mary. The invocation breaks the
bonds of enchantment which have held him The scenes of allurenent
whi ch have so | ong surrounded himnelt away, and he finds hinmself in
an attitude of prayer in a bloonmng valley below the Wartburg. It

is spring, and a shepherd | ad, seated on a rock, trolls a lay to
spring's goddess. A troop of pilgrins passing by on their way to
Rone suggest by their canticle the need of absolution fromthe
burden of sin which rests upon him but before he can join them the
Landgrave and a hunting party come upon him He is recognized by his
erstwhil e conpanions in song, and consents to return to the castle
on being told by one of the mnstrels, Wl framvon Esehenbach, that
hi s song had vanqui shed not only them but the heart of the saintly
El i zabeth as wel I .

In the Wartburg Tannhauser neets the mmi den whose heart he has won
just after she has apostrophized the walls which had echoed his

voi ce; and from himshe | earns the nmeaning of the strange enotion
which fills her in his presence. Again minstrels gather before a
conpany of great nobles for a contest in the Hall of Song. Love is
to be the thene, and the hand of Elizabeth the reward of the victor
Spiritual love is hymed by Tannhauser's conpani ons. Wl fram von
Eschenbach likens it to a pure fountain fromwhich only high and
sacred feelings can flow. Tannhauser questions the right of those
who have not experienced the passion as he has felt it to define the
nature of |ove. Goaded by the taunts and threats of rude Biterolf,
he bursts forth in a praise of Venus. The assenbly is in commoti on.
Swords are drawn. Sacril ege nust be punished. Death confronts the

i npiously daring nminstrel. But Elizabeth, whose heart has been
mortally pierced by his words, interposes to save him She has been
stricken, but what is that to his danger of everlasting dammation?
Wuld they rob his soul of its eternal welfare? The knight,
indifferent to a score of swords, is crushed by such unselfish
devotion, and hunbly accepts the Landgrave's cl enency, which spares
his life that he may join a younger band of pilgrins and seek
absolution at Ronme. He goes to the Holy City, nortifying his flesh



at every step, and hunbles hinself in self-abasenent and accusation
before the Pope; but only to hear fromthe hard |ips of the Keeper
of the Keys that for such sin as his there is as little hope of
deliverance as for the rebudding of the papal staff.

The elder pilgrims return in the fall of the year, and Elizabeth
eagerly seeks among them for the face of the knight whose soul and
body she had tried to save. He is not among them Gently she puts
aside the proffered help of Wolfram whose unselfish |ove is ever
with her, clinbs the hill to the castle, and dies. Fanmi shed and

f oot sore, Tannhauser staggers after the band of pilgrinms who

have returned to their homes with sins forgiven. H's greeting of

Wl framis harsh, but the good minstrel's synpathy constrains himto
tell the story of his vain pilgrimge. Salvation forfeited, naught
is left for himbut to seek surcease of suffering in the arns of
Venus. Again he sees her grotto streanming with roseate |ight and
hears her alluring voice. He rushes forward toward the scene of
enchantment, but Wbl framutters again the name of her who is now

pl eadi ng for himbefore the judgnment seat, of God H nself; and he
reels back. A funeral cortege descends fromthe castle. Wth an
agoni zed cry: "Holy Elizabeth, pray for ne!" Tannhauser sinks

lifel ess beside the bier just as the band of younger pilgrins cones
from Rome bearing the crozier of the Pope clothed in fresh verdure.
They hymn the miracle of redenption

* * *

Wagner has hinself told us what fancies he is willing shall flit
through the minds of listeners to the overture to his opera. It was
performed at a concert under his direction while he was a politica
refugee at Zurich, and for the programme of the concert he wote a
synopsis of its nusical and poetical contents which | shall give
here in the translation made by WIlliam Ashton Ellis, but with the
begi nnings of the thenmes which are referred to reproduced in nusica
not es: - -

To begin with, the orchestra | eads before us the pilgrinms' chant
al one: - -

[ Musi cal excerpt]

it draws near, then swells into a mighty outpour and passes,
finally, away. Evenfall; last echo of the chant. As night breaks,
magi ¢ sights and sounds appear, the whirlings of a fearsonely
vol upt uous dance are seen:--

[ Musi cal excerpt]

These are the Venusberg's seductive spells that show thensel ves at
dead of night to those whose breasts are fired by daring of the
senses. Attracted by the tenpting show, a shapely human form draws
nigh; '"tis Tannhauser, love's mnstrel. He sounds his jubilant song
of |ove

[ Musi cal excerpt]

in joyous challenge, as though to force the wanton witchery to do
his bidding. Wld cries of riot answer him the rosy cloud grows
denser round him entrancing perfumes hemhimin and steal away his
senses. In the nmost seductive of half-lights his wonder-seeing eye
behol ds a female formindicible; he hears a voice that sweetly
murmurs out the siren call, which prom ses contentrment of the
darer's w | dest w shes:--

[ Musi cal excerpt]

Venus herself it is, this woman who appears to him Then the heart



and senses burn within him a fierce, devouring passion fires the
blood in all his veins; with irresistible constraint it thrusts him
nearer; before the goddess's self he steps with that canticle of

| ove triunphant, and now he sings it in ecstatic praise of her. As
though at wizard spell of his, the wonders of the Venusberg unrol
their brightest fill before him tunultuous shouts and savage cries
of joy mount up on every hand; in drunken gl ee bacchantes drive
their raging dance and drag Tanhauser to the warm caresses of |ove's
goddess, who throws her glowi ng arnms around the nortal, drowned with
bliss, and bears himwhere no step dare tread, to the real m of

Bei ng- no- nor e.

A scurry, like the sound of the wild hunt, and speedily the storm
is laid. Merely a wanton whir still pulses in the breeze, a wave
of weird vol uptuousness, |ike the sensuous breath of unbl est | ove,
still soughs above the spot where inpious charnms had shed their

raptures and over which the ni ght now broods once nore. But dawn
begins to break; already fromafar is heard again the pilgrins'
chant. As this chant draws cl oser and cl oser, as the day drives
farther back the night, that whir and soughing of the air--which had
erewhil e sounded |like the eerie cry of souls condemed--now rises to
ever gl adder waves, so that when the sun ascends at |ast in splendor
and the pilgrins' chant proclainms in ecstasy to all the world, to
all that live and nove thereon, salvation won, this wave itself
swells out the tidings of sublinmest joy. 'Tis the carol of the
Venusberg itself redeemed from curse of inpiousness, this cry we
hear amid the hymm of God. So wells and | eaps each pulse of life in
chorus of redenption, and both di ssevered el enents, both soul and
senses, CGod and nature, unite in the atoning kiss of hallowed |ove.

Thi s description of the poetical contents of the overture to
"Tannhauser" applies to the ordinary formof the introduction to
the opera which was used (and still is in many cases) until Wagner
revised the opera for perfornance in Paris in 1861. The traditions
of French opera called for a ballet in the third act. Wagner was
willing to yield to the desire for a ballet, but he could not place
it where the habits of the opera-going public demanded it. Instead,
he renopdel | ed the overture and, sacrificing the coda which brought
back a return of the canticle of the pilgrins, he | engthened the

m ddl e portion to fit an extended choreographic scene, and with it
led into the opera without a break. The neglect to provide a ballet
in the usual place led to a tremendous di sturbance in which the
Jockey Club took the | ead. Wagner's purpose in the extended portion
of the overture now called the "Bacchanale" nmay be read in his
stage-directions for the scene.

The scene represents the interior of the Venusberg (Horsel berg), in
t he nei ghborhood of Ei senach. A |large cave seens to extend to an
invisible distance at a turn to the right. Froma cleft through
which the pale light of day penetrates, a green waterfall tunbles
foam ng over rocks the entire length of the cave. Fromthe basin

whi ch receives the water, a brook flows toward the background, where
it spreads out into a |ake, in which naiads are seen bathing and on
the banks of which sirens are reclining. On both sides of the grotto
are rocky projections of irregular form overgrown w th singular,
coral -li ke trophical plants. Before an openi ng extendi ng upward on
the left, fromwhich a rosy twilight enters, Venus lies upon a rich
couch; before her, his head upon her lap, his harp by his side, half
kneel i ng, reclines Tannhauser. Surrounding the couch in fascinating
enbrace are the Three G aces; beside and behind the couch

i nnunerabl e sl eeping anorettes, in attitudes of wild disorder, like
children who had fallen asleep wearied with the exertions of a
struggle. The entire foreground is illunmined by a magical, ruddy

I'ight shining upward from bel ow, through which the emeral d green
of the waterfall, with its white foam penetrates. The distant



background, with the shores of the | ake, seenms transfigured by a
sort of noonlight. When the curtain rises, youths, reclining on the
rocky projections, answering the beckonings of the nynphs, hurry
down to them beside the basin of the waterfall the nynphs have
begun the dance designed to lure the youths to them They pair off;
flight and chase enliven the dance.

From t he di stant background a procession of bacchantes approach,
rushing through the rows of the |oving couples and stinulating them
to wilder pleasures. Wth gestures of enthusiastic intoxication they
tenpt the lovers to grow ng reckl essness. Satyrs and fauns have
appeared fromthe cleft of the rocks and, dancing the while, force
their way between the bacchantes and | overs, increasing the disorder
by chasing the nynphs. The tumult reaches its height, whereupon the
Graces rise in horror and seek to put a stop to the wild conduct

of the dancing rout and drive the mad roisterers fromthe scene.
Fearful that they thenselves nmight be drawn into the whirlpool, they
turn to the sleeping amorettes and drive themaloft. They flutter
about, then gather into ranks on high, filling the upper spaces

of the cave, whence they send down a hail of arrows upon the wld
revell ers. These, wounded by the arrows, filled with a mghty

| ove-1ongi ng, cease their dance and si nk down exhausted. The G aces
capture the wounded and seek, while separating the intoxicated ones
into pairs, to scatter themin the background. Then, still pursued
by the flying anorettes, the bacchantes, fauns, satyrs, nynphs, and
yout hs depart in various directions. A rosy mst, growing nore and
mor e dense, sinks down, hiding first the anorettes and then the
entire background, so that finally only Venus, Tannhauser, and

the Graces remain visible. The Graces now turn their faces to the
foreground; gracefully intertw ned, they approach Venus, seem ngly
inform ng her of the victory they have won over the mad passi ons of
her subj ects.

The dense mist in the background is dissipated, and a tabl eau, a
cloud picture, shows the rape of Europa, who, sitting on the back of
a bull decorated with flowers and led by tritons and nereids, sails
across the blue | ake.

Song of the Sirens:--
[ Musi cal excerpt]

The rosy mi st shuts down, the picture disappears, and the G aces
suggest by an ingratiating dance the secret significance that it

was an achi evenent of |ove. Again the mists nove about. In the pale
nmoonl i ght Leda is discovered reclining by the side of the forest

| ake; the swan swins toward her and caressingly |lays his head upon
her breast. Gradually this picture also disappears and, the m st

bl owmn away, discloses the grotto deserted and silent. The G aces
courtesy mschievously to Venus and slowy |eave the grotto of |ove.
Deepest silence. (The duet between Venus and Tannhauser begins.)

The work whi ch Wagner acconplished in behalf of the |egend of
Tannhauser is fairly comparable with the tal es which have been woven
around the figure of King Arthur. The stories of the Knights of the
Round Table are in the nouths of all English-speaking peopl es
because of the "ldylls of the King"; the | egend of Tannhauser was
saved from becom ng the exclusive property of German literary
students by Wagner's opera. Like many folk-tales, the story touches
hi storical circunstance in part, and for the rest reaches far into
the shadowy real m of |egendary lore. The historical elenent is
conpassed by the fact that the principal human characters invol ved
in it once had existence. There was a Landgrave Hermann of Thuringi a
whose court was held in the Wartburg--that noble castle which in a

| ater century gave shelter to Martin Luther while he endowed the
German people with a refornmed religion, their version of the Bible



and a literary | anguage. The ninstrel knights, which in the opera
meet in a contest of song, also belong to history. Wl framvon
Eschenbach wote the version of the Quest of the Holy Grail which

i nspired Wagner's "Parsifal" and which is norally the nost exalted
epi cal formwhich that | egend ever received. Hi s conpanions also

exi sted. Tannhauser is not an invention, though it is to Wagner

al one that we owe his association with the fanpus contest of
mnstrelsy which is the niddle picture in Wagner's drana. O the
veritabl e Tannhauser, we know extrenely little. He was a kni ght and
mnstrel at the court of Duke Frederick Il of Austria in the first
decades of the thirteenth century, who, it is said, led a dissolute
life, squandered his fortune, and wecked his health, but did timely
penance at the end and failed not of the consol ations of Holy
Church. After he had |l ost his estate near Vienna he found protection
with Gto Il of Bavaria, who was Stadtholder of Austria from A D.
1246 till his death in 1253. He sang the praises of Qtto's
son-in-law, Conrad IV, who was father of Conradin, the last heir of
t he Hohenst aufens. Tannhauser was therefore a Gribelline, as was
plainly the fol k-poet who made hi mthe hero of the ballad which
tells of his adventure with Venus. Tannhauser's extant poens, when
not in praise of princes, are gay in character, with the exception
of a penitential hym--a circunstance whi ch may have had some wei ght
with the ballad-nakers. There is a picture labelled with his nane in
a fanous collection of mnnesongs called the Manessi an Manuscri pt,
whi ch shows himwi th the Crusaders' cross upon his cloak. This nmay
be | ooked upon as evidence that he took part in one of the crusades,
probably that of A . D. 1228. There is no evidence that the contest of
m nstrel sy at the Wartburg ever took place. It seens to have been
an invention of nediaeval poets. The Manessian Manuscript is

enbel lished with a picture of the principal personages connected
with the story. They are Landgrave Hermann, the Landgravi ne Sophi a,
Wl f ram von Eschenbach, Reinmar der Alte, Heinrich von Rispach,
Biterolf, Heinrich von Ofterdi ngen, and Klingesor. The subject

di scussed by the ninstrels was scholastic, and Oterdi ngen, to save
his life, sought help of Klingesor, who was a magi ci an and t he
reput ed nephew of Virgilius of Naples; and the Landgravi ne threw her
cl oak around hi mwhen he was hardest pressed. This incident, its

et hical significance nmarvellously enhanced, is the cul mnation of
Wagner's second act. Instead of the historical Sophia, however, we
have in the opera Hermann's niece, Elizabeth, a creation of the
poet's, though nodell ed apparently after the sainted Elizabeth of
Hungary, who, however, had scarcely opened her eyes upon the world
in the Wartburg at the date ascribed to the contest, i.e. A D 1206
Wagner has given the role played by Heinrich von Oterdi ngen (al so
Ef ft erdi ngen) to Tannhauser apparently on the strength of an essay
whi ch appeared about the tine that he took up the study of the

medi aeval | egends of Germany, which identified the two nen.

O terdingen hinmself is now thought to be a creation of sonme poet's
fancy; but the large part devoted to his adventure in the old poem
which tells of the contest of minstrelsy led the nedi aeval poets to
attribute nmany great literary deeds to him one of themnothing |ess
than the authorship of the "N belungenlied."

Wagner seens to have been under the inpression that there was an old
book of folk-tales (a so-called Vol ksbuch) devoted to the story of
Tannhauser and his adventure with Dame Venus. This is a mstake. The
| egend cane down to nodern times by way of popul ar ballads. One of
these, which was printed by Uhl and, consists largely of the dial ogue
bet ween Tannhauser and his ensl aver, as does al so the carnival play
whi ch Hans Sachs wote on the subject. The witer of the ballad was
so energetic an eneny of the Papal power that he condemms Urban |V
to eternal tornment because of his severe judgnent of the penitent
sinner: - -

Do was er widrunmb in den berg



und het sein |ieb erkoren,
des nmuoss der vierde babst Urban
auch ewi g sein verloren.

A bal l ad which was sung in one Swiss district as late as the third
decade of the nineteenth century gives the story of the knight and
his temptress in fuller detail, though it knows as little of the

epi sode of Elizabeth's love as it does of the tournament of song. In
this ballad Tannhauser (or "Tanhuser") is a goodly knight who goes
out into the forest to seek adventures, or "see wonders." He finds

a party of maidens engaged in a bew | dering dance, and tarries to
enj oy the spectacle. Frau Frene, or, as we would wite it now, Freya
(the Norse Venus whose nenory we perpetuate in our Friday), seeks to
persuade himto remain with her, pronmising to give him her youngest
daughter to wife. The knight remains, but will not mate with the

mai den, for he has seen the devil lurking in her brown eyes and

| earned that once in her toils he will be | ost forever. Lying under
Frau Frene's fig tree, at length, he dreans that he nust quit his
sinful life. He tears hinself |oose fromthe enchantnment and
journeys to Rome, where he falls at the feet of the Pope and asks
absol uti on. The Pope holds in his hand a staff so dry that it has
split. "Your sins are as little likely to be forgiven as this staff
is to green,” is his harsh judgnent. Tannhauser kneels before the
altar, extends his arms, and asks mercy of Christ; then | eaves the
church in despair and is lost to view On the third day after this
the Pope's staff is found to be covered with fresh | eaves. He sends
out nessengers to find Tannhauser, but he has returned to Frau
Frene. Then comes the noral of the tale expressed with a naive
forceful ness to which a translation cannot do justice:--

Drum soil kein Pfaff, kein Kardinal,
Kei n Sunder nie verdamren;
Der Sunder mag sein so gross er wll,
Kann Gottes Gnad erl angen.

Two ot her sources supplied Wagner with nmaterial for as many
effective scenes in his drama. FromE. T. A Hofrmann's "Der Kanpf
der Sanger" he got the second scene of the first act, the hunt and
the gathering in the valley bel ow Wartburg; from Ludwi g Ti eck's "Der
getreue Eckhart und der Tannhauser" the narrative of the nminstrel's
pil gri mage to Rone.

Students of conparative nythol ogy and folklore will have no
difficulty in seeing in the | egend of Tannhauser one of the many
tales of the association during a period of enchantment of men and
el ves. Parallels between the theatre and apparatus of these tales
extend back into renote antiquity. The grotto of Venus, in which
Tannhauser steeps hinself with sensuality, is but a German vari ant
of the Garden of Delight, in which the heroes of antiquity net their
fair enslavers. It is Ogygia, the Delightful Island, where U ysses
met Calypso. It is that Avalon in which King Arthur was heal ed of
his wounds by his fairy sister Mrgain. The crozier which bursts
into green in token of Tannhauser's forgiveness has prototypes

in the | ances which, when planted in the ground by Charl emagne's
warriors, were transformed overnight into a leafy forest; in the
javelins of Polydore, of which Virgil tells us in the "AEneid"; in
the staff of St. Christopher, which grewinto a tree after he had
carried the Christ Child across the river; in the staff which put on
| eaves in the hands of Joseph, wherefore the Virgin Mary gave him
her hand in marriage; in the rod of Aaron, which, when laid up anong
others in the tabernacle, "brought forth buds and bl oomed bl ossons
and yi el ded al nonds. "

There are many parallels in classic story and fol klore of the
i nci dent of Tannhauser's sojourn with Venus. | nention but a few.
There are the episodes of U ysses and Cal ypso, U ysses and Circe,



Numa and Egeria, Rinaldo and Armida, Prince Ahned and Peri Banou
Less fam liar are the folk-tales which M. Baring-Gould has
collected of Helgi's life with the troll Ingibjorg, a Norse story;
of Janes Soi deman of Serraade, "who was kept by the spirits in a
mount ai n during the space of seven years, and at |ength cane out,
but lived afterwards in great distress and fear |est they should
agai n take himaway"; of the young Swede lured away by an elfin
woman fromthe side of his bride into a nountain, where he abode
with the siren forty years and thought it but an hour

There are many Caves of Venus in Europe, but none around which

there clusters such a wealth of |egend as around the grotto in the
Hor sel berg. Nineteen years ago the witer of this book visited the
scene and explored the cave. He found it a decidedly conmonpl ace
hole in the ground, but was richly rewarded by the results of

the literary explorations to which the visit led him Before
Christianity cane to reconstruct the folk-tales of the Thuringian
peasants, the Horsel berg was the hone of Dane Hol da, or Holle, and
the horde of weird creatures which used to go tearing through the
German forests on a wild rout in the Yuletide. Danme Holle, |ike many
anot her character in Teutonic nythol ogy, was a beni gnant creature,
whose bl essing brought forth fruitfulness to fields and vi neyards,
before the Christian priests nmetanorphosed her into a thing wholly
of evil. She was the nother of all the fays and fairies that
followed in the train of the WIld Huntsman, and t hough she appeared
at tinmes as a seductive siren and tenpted nmen to their destruction,
she appeared oftener as an ol d woman who rewarded acts of Kkindness
with endl ess generosity. It was she who had in keeping the soul s of
unborn children, and babes who di ed before they could be christened
were carried by her to the Jordan and baptized in its waters.

Even after priestly sernmons had transforned her into a beauteous
she-devil, she still kept up her residence in the cave, which now,
in turn, took on a new character. Venturesone persons who got near
its nouth, either purposely or by accident, told of strange noises
which issued fromit, like the rushing of nmany waters or the voice
of a subterranean storm The priests supplied explanation and
etymology to fit the new state of things. The noise was the

| anentation of souls in the fires of purgatory, to which place of
tornent the cave was an opening. This was said to account for

the old German nane of the nountain--"Hor-Seel-Berg"--that is,

"Hear - Soul s-Muntain." To this Latin witers added another, viz.
"Mons Horrisonus"--"the Muntain of Horrible Sounds." The forbidding
appearance of the exterior--in which sone fantastic witers avowed
they saw a resenblance to a coffin--was no check on the fancy of

the nedi aeval storyteller, however, who pictured the interior of

the mountain as a marvel l ous palace, and filled it with glittering
jewels and treasures incal culable. The story of Tannhauser's sojourn
within this magical cavern is only one of many, nor do they all end
like that of the minstrel knight. Undeterred by the awful tales told
by nonks and priests, poets and romancers sang the glories and the
pl easures of the cave as well as its gruesone punishments. From them
we know many things concerning the appearance of the interior, the
cave's inhabitants, and their nerrynakings. | cannot resist the
tenptation to retell one of these old tales

Adel bert, Knight of Thuringia, was one of those who experienced

the delights of the Cave of Venus, yet, unlike Tannhauser in the
original |egend, was saved at the last. He net Faithful Eckhart at
the mouth of the cave, who warned himnot to enter, but entrancing
musi ¢ sounded within and he was powerless to resist. He entered.
Three nai dens canme forward to neet him They were airily clad,
flowers were twisted in their brown |ocks, and they waved branches
before themas they smled and beckoned and sang a song of spring's
awakeni ng. What could Sir Adel bert do but foll ow when they gl anced
coyly over their white shoulders and | ed the way through a narrow



passage into a garden surrounded with rose-bushes in bloom and
filled with gol den-haired maidens, |ovelier than the flowers, who
wander ed about hand in hand and sang with sirens' voices? In the
m ddl e of the rose-hedged garden stood a red gate, which bore in
bold letters this | egend:--

HERE DAME VENUS HOLDS COURT

The gat e-keeper was the fairest of the nmidens, and her fingers
were busy weaving a garland of roses, but she stopped her work | ong
enough to smle a welcone to Sir Adel bert. He thanked her gallantly
and queried: Was the pretty sight a May Day cel ebration? Replied
the wi nsonme gate-keeper: "Here Dane' Venus holds court in honor

of the noble knight Sir Tannhauser"; and she opened the gate and
Adel bert entered. Wthin he beheld a gay tent pitched in a grove of
flowering shrubs, and out of it energed a beauteous creature and
advanced toward him Her robe was rose col or, adorned with strings
of pearls and festooned with fragrant bl ossons. A crown which
glistened with gens rested lightly on her head. In her right hand--a
dai nty hand--she carried a tiny kerchief of filnmy white stuff
enbroidered with gold, and in her left a lute. She sate herself down
on a golden chair, bent her head over her |eft shoulder. A dreany,
tender light canme into her eyes, and her rosy fingers sought the
strings of her lute--strings of gold. Wuld she sing? Just then one
of the mai dens approached her, lisped nusically into her ear, and
poi nted to the approaching kni ght. Al nost inperceptibly, but oh,

so graciously, the lips of the vision noved. As if in obedience to
a conmand, the mmiden approached, and said in rhythm cal cadence:
"Greetings, Sir Knight, from Dane Venus, who sends you nessage that
all who love gam ng and fair wonen are wel cone at her court." She
gave himher hand to escort him and when the knight pressed her
fingers in gratitude he felt a gentle pressure in return. The kni ght
approached the dazzling queen of the palace and fell upon his knee;
but she gave hi mher hand and she bade himarise, which he did after
he had kissed her fingers. And she called to a naiden, who fetched
a golden horn filled to the brimwith wine and handed it to the
knight. "Enpty the goblet, like a true knight, to the health of all
fair wonen who | ove and are bel oved," said the queen. Sir Adel bert
sm | ed obedi ence: "To love, fair lady," he said and drank the w ne
at a draught. And thus he becane a captive and a sl ave.

Long did he sojourn within the magic realm in loving dalliance with
Venus and her nmmidens, until one day a hermt entered the cave in
the absence of the queen and bore himback to the outer world, where
penance and deeds of piety restored himto noral health and saved
himfromthe fate of Tannhauser

Foot not es:

{1} "Studies in the Wagnerian Drama," by H E. Krehbiel, pp. 35, 36

CHAPTER XI |

"TRI STAN UND | SOLDE"

A vassal is sent to woo a beauteous princess for his lord. Wile he
is bringing her home the two, by accident, drink a | ove potion, and
ever thereafter their hearts are fettered together. In the m dday of
delirious joy, in the mdnight of deepest woe, their thoughts are
only of each other, for each other. Meanwhile the princess has
become the vassal's queen. Then the wi cked love of the pair is

di scovered, and the knight is obliged to seek safety in a foreign

| and. There (strange note this to our ears) he marries another



princess whose nane is like that of his |ove, save for the addition
Wth the Wiite Hand; but when wounded unto death he sends across the
water for her who is still his true love, that she cone and be his
heal er. The ship which is sent to bring her is to bear white sails
on its return if successful in the nmission; black, if not. Day after
day the knight waits for the conming of his |ove while the |lanp of
his life burns lower and lower. At length the sails of the ship
appear on the distant horizon. The knight is now hinself too weak to
| ook. "VWhite or black?" he asks of his wife. "Black," replies she,

j eal ousy pronpting the fal sehood; and the knight's heart-strings
shap in twain just as his love steps over the threshold of his
chanmber. GCh, the pity of it! for with the lady is her |ord, who,
havi ng | earned the story of the fateful potion, has cone to unite
the lovers. Then the queen, too, dies, and the renorseful king
buries the lovers in a common grave, from whose caressing sod spring
a rose-bush and a vine and intertwine so curiously that none may
separate them {1}

Upon the ancient | egend which has thus been outlined Wagner reared
his great tragedy entitled "Tristan und |solde." Wence the story
came nobody can tell. It is a part of the great treasure preserved
fromrenotest antiquity by itinerant singers and story-tellers, and
committed to witing by poets of the Mddl e Ages. The first of
these, so far as unquestioned evidence goes, were French trouveres.
Fromthemthe tale passed into the hands of the German ninnesi nger.
The greatest of these who treated it was CGottfried von Strasburg
(circa A.D. 1210), who, however, left the tale unfinished. Hs
continuators were U rich von Turnhei mand Heinrich von Freiberg,
whose denouement (not, however, original with them) was foll owed by
Her mann Kurtz when he published a version of CGottfried s poemin
modern German in 1844. This, unquestionably, was the version which
fell into Wagner's hands when, in the Dresden period (1843-1849)

he devoted hinself assiduously to the study of Teutonic |egend and
myt hol ogy. In English the romance has an equally honorable literary
record. In 1804 Sir Valter Scott edited a netrical version which he
fondly believed to be the work of the somewhat nythical Thomas the
Rhymer and to afford evidence that the oldest literary formof the
| egend was British. The adventures of Tristram of Lyonesse (who is
the Tristan of WAgner's tragedy) forma large portion of Sir Thomas
Mal ory's thrice glorious "Morte d' Arthur.” O nodern poets Tennyson,
Matt hew Arnol d, and Swi nburne have sung the passion of the
ill-starred | overs.

El ements of the | egend can be traced back to the ancient literatures
of the Aryan peoples. The courtship by proxy has a prototype in
Norse mythology in Skirnir's wooing of Gerd for Van Frey. The
incident of the sails belongs to Greek story--the | egend of AEgeus
and Theseus; the nmagic potion may be found in ancient Persian
romance; the interlocked rose-tree and vine over the grave of the

| overs is an exanple of those floral auguries and testinoni es which
I have nentioned in connection with the | egend of Tannhauser and

the bl ossoming staff: in token of their innocence flowers spring

m racul ously fromthe graves of persons wongly done to death.

A legend which lives to be retold often is like a mirror which
reflects not only the original picture, but also the social and
nmoral surroundi ngs of different relators. So this ancient tale has
been varied by the poets who have told it; and of these variants the
nmost significant are those made by Wagner. |f the ethical schene of
the poet-conposer is to be observed, the chief of these nust be kept
in mnd. In the poens of Gottfried, Arnold, and Sw nburne the |ove
potion is drunk accidentally and the passion which | eads to the
destruction of the lovers is a thing for which they are in now se
responsi bl e. Wagner puts antecedent and conscious guilt at the door
of both of his heroic characters; they |ove each other before the



dreadful drinking and do not pay the deference to the passion which
in the highest conception it denmands. Tristan is carried away by

| ove of power and glory before man and Isolde is at heart a nurderer
and suicide. The potion is |ess the creator of an uncontroll able
passion than it is an agency which makes the | overs forget honor,
duty, and respect for the laws of society. Tennyson onmts al

mention of the potion and permits us to inagine Tristramand |seult
as a couple of ordinary sinners. Sw nburne and Arnold follow the old
story touching the hero's life in Brittany with the second Iseult
(she of the Wiite Hand); but while Swi nburne preserves her a "naiden
wife," Arnold gives her a famly of children. Wagner ennobles his
hero by onmitting the second Isolde, thus bringing the story into
greater synpathy with nodern ideas of |ove and exalting the passion
of the | overs.

The purpose to wite a Tristan drama was in Wagner's mnd three
years before he began its execution. Wile living in Zurich, in
1854, he had advanced as far as the second act of his "Siegfried"
when, in a nonent of discouragenment, he wote to Liszt: "As | have
never in ny life enjoyed the true felicity of love, | shall erect
to this nost beautiful of ny dreans"” (i.e. the drama on which he
was wor ki ng) "a nonunment in which, frombeginning to end, this

| ove shall find fullest gratification. | have sketched in my head

a 'Tristan und Isolde,' the sinplest of nusical conceptions, but
full-blooded; with the 'black flag' which waves at the end | shal
then cover nyself--to die." Three years later he took up the
project, but under an inspiration vastly different fromthat
notified to Liszt. The tragedy was not to be a monunent to a nere
dream of felicity or to his artistic despair, but a tribute to a
consum ng passion for Mathil de Wesendonck, w fe of a benefactor

who had given himan idyllic home at Triebschen, on the shore of
Lake Lucerne. Mre. Wesendonck was the author of the two poens

"I'm Trei bhaus" and "Traune," which, with three others fromthe sane
pen, Wagner set to nusic. The first four were published in the w nter
of 1857-1858; the last, "Im Trei bhaus," on May 1, 1858. The nusica
thene of "Traume" was the germof the |love-music in the second act
of "Tristan und Isolde"; out of "Im Trei bhaus" grew some of the
introduction to the third act. The tragedy was outlined in prose in
August, 1857, and the versification was finished by Septenber 18.
The nusic was conplete by July 16, 1859. Wagner gave the penci
sketches of the score to Mre. Wesendonck, who piously went over them
with ink so that they m ght be preserved for posterity.

In 1857 Wagner had been eight years an exile fromhis native |and.
Years had passed since he began work on "Der Ring des N bel ungen,"”
and there seenmed to himlittle prospect of that work receiving
either publication or performance. In May of that year he received
an invitation from Dom Pedro, Enperor of Brazil, to wite an opera
for Rro de Janeiro and direct its production. Two and a half years
before he had seriously considered the project of comng to Amrerica
for a concert tour; so the invitation did not strike himas so
strange and extraordinary as it m ght have appeared to a nusician of
less worldly wisdom It is not likely that he took it seriously into
consideration, but at any rate it turned his thoughts again to the
opera which he had nentioned to Liszt. Wth it he saw an opportunity
for again establishing a connection with the theatre. Dom Pedro

want ed, of course, an Italian opera. Wagner's plan contenplated the
witing of "Tristan und Isolde" in German, its translation into
Italian, the dedication of its score to the Enperor of Brazil, wth
the privilege of its perfornmance there and a utilization of the
opportunity, if possible, to secure a production beforehand of
"Tannhauser." Meanwhile, he woul d have the drama produced in its
original tongue at Strasburg, then a French city conveniently near
the German border, with Albert Nemann in the titular role and an
orchestra from Karl sruhe, or sone other Gernan city which had an



oper a- house. He conmuni cated the plan to Liszt, who approved of the
project heartily, though he was greatly anazed at the intelligence
whi ch he had from another source that Wagner intended to wite the
music with an eye to a performance in Italian. "How in the nane

of all the gods are you going to nmake of it an opera for Italian
singers, as B. tells nme you are? Well, since the incredible and

i mpossi bl e have becone your el enments, perhaps you will achieve this,
too," Liszt wote to him and promised to go to Strasburg with

a Wagnerian coterie to act as a guard of honor for the conposer.
Not hi ng canme of either plan. Inspired by his love for Mathilde
Wesendonck, Wagner wrote the opera and succeeded in selling the
score to Breitkopf & Hartel for the equival ent of $800. Then began
the hunt for a theatre in which to give the first representation
Eduard Devrient urged Karlsruhe, where he was director, but Wagner
want ed to supervise the production, and this was inpossible in

a theatre of Germany so | ong as the decree of bani shnent for
participation in the Saxon rebellion hung over his head. The G and
Duke of Baden appealed to the King of Saxony to recall the decree,
but in vain. Wagner went to Paris and Brussels, but had to content
himself with giving concerts. Weimar, Prague, and Hanover were
considered in order, and at |ength Wagner turned to Vienna. There
the opera was accepted for representation at the Court Opera, but
after fifty-four rehearsals between Novenber, 1862, and March, 1863,
it was abandoned as "inpossible."

The next year saw the turning-point in Wagner's career. Ludw g

of Bavaria invited himto come to Miunich, the political ban was
renoved, and "Tristan und Isolde" had its first performance, to the
joy of the conposer and a host of his friends, on June 10, 1865, at
the Royal Court Theatre of the Bavarian capital, under the direction
of Hans von Bolow. The roles of Tristan and |solde were in the hands
of Ludwi g Schnorr von Carolsfeld and his wife. Al bert N emann was
prevented by the failure of the Strasburg plan frombeing the first
representative of the hero, but to himfell the honor of setting the
model for all Anerican representations. The first performance in the
United States took place in the Metropolitan Qpera-house on Decenber
1, 1886, under the direction of Anton Seidl. The cast was as
follows: Isolde, Lilli Lehmann; Brangane, Marianne Brandt; Tristan,
Al bert N emann; Kurwenal, Adolf Robinson; Konig Marke, Em| Fischer;
Mel ot, Rudol ph von Mlde; ein Hirt, Oto Kemitz; ein Steuernann,
Em | Saenger; ein Seemann, Max Al vary.

Two circunstances bid us look a little carefully into the
instrumental prelude with which Wagner has prefaced his drama. One
is that it has taken so prominent a place in the concert-roomthat
even those whose love for pure nusic has made themindifferent to
the mxed art-formcalled the opera ought to desire acquai ntance
with its poetical and nusical contents; the other is that the
prelude, like the overture to "Fidelio" known as "Leonore No. 3,"
presents the spiritual progress of the tragedy from beginning to
end to the quickened heart and mind of the |istener freed from al
material integunent. To do this it nmakes use of the thenes which are
nost significant in the devel opnment of the psychol ogy of the dranm,
which is far and away its nost inportant elenent, for the pictures
are not many, and the visible action is slight. Listening to the
musi ¢ wi thout thought of the dramm, and, therefore, with no purpose
of associating it with the specific conceptions which | ater have
exposition in the text, we can hear in this prelude an expression
of an ardent |onging, a consum ng hunger,

whi ch doth nmke
The neat it feeds on,

a desire that cannot be quenched, yet will not despair. Then, at the
| onest ebb of the sweet agony, an ecstasy of hope, a wildly blissfu



contenpl ation of a promse of reward. If | depart here for a brief
space from ny announced purpose not to analyze the nmusic in the
manner of the Wagnerian commentators, it will be only because the
thenes of the prelude are the npbst pregnant of those enployed in the
wor ki ng out of the dramm, because their specific significance in the
pur pose of the conposer is plainly set forth by their association
with scenes and words, and because they are nost adnmirably fitted

by structure and enotional content to express the things attributed
to them The nost inportant of the thenmes is that with which the
prel ude begins: --

[ Musi cal excerpt]

Note that it is two-voiced and that one voice ascends chromatically
(that is, in half steps), and the other descends in the sane manner
In the aspiring voice there is an expression of longing; in the
descendi ng, of suffering and dejection. We therefore may | ook upon
it as a synbol of the lovers and their passion in a dual aspect.
After an exposition of this thene there enters another:--

[ Musi cal excerpt]
foll owed i medi ately by: --
[ Musi cal excerpt]

In the play the first of these two is associated with the character
of the hero; the second with the glance which Tristan cast upon

| sol de when she was about to kill him-the glance which inspired
the I ove of the princess. Two nodifications of the principal thene
provide nearly all the rest of the material used in the building up
of the prelude. The first is a dimnution of the notif conpassed by
the second and third neasures, which by reiterati on devel ops the
climx of the piece:--

[ Musi cal excerpt]

The second is a harnoni zed inversion of the same short figure,
preceded by a jubilantly ascendi ng scale: --

[ Musi cal excerpt]

This is the expression of the ecstasy of hope, the wildly blissfu
contenpl ati on of a prom se of reward of which | have spoken

Wagner tells us what the thing hoped for, the joy contenplated in
expectation, is, not only in the drama, but also in an exposition of
the contents of the prelude nmade for concert purposes. He deserves
that it shall be known, and | reproduce it in the transl ation of
WIlliam Ashton Ellis. After rehearsing the | egend down to the
drinking of the fateful philtre, he says:--

The nusi ci an who chose this thene for the prelude to his | ove dramg,
as he felt that he was now in the boundl ess real mof the very

el ement of nusic, could only have one care: how he should set

bounds to his fancy, for the exhaustion of the thene was inpossible.
Thus he took, once for all, this insatiable desire. In |ong-drawn
accents it surges up, fromits first timd confession, its softest
attraction, through sobbing sighs, hope and pain, |anments and

wi shes, delight and torment, up to the m ghtiest onsl aught, the nost
power ful endeavor to find the breach which shall open to the heart
the path to the ocean of the endless joy of love. In vain! Its power
spent, the heart sinks back to thirst with desire, with desire
unfulfilled, as each fruition only brings forth seeds of fresh
desire, till, at last, in the depths of its exhaustion, the starting
eye sees the glimering of the highest bliss of attainnent. It is
the ecstasy of dying, of the surrender of being, of the fina
redenption into that wondrous real mfrom which we wander farthest



when we strive to take it by force. Shall we call this Death? Is it
not rather the wonder world of night, out of which, so says the
story, the ivy and the vine sprang forth in tight enbrace o' er the
tonmb of Tristan and |sol de?

If we place ourselves in spirit anmong the personages of WAgner's
play, we shall find ourselves at the parting of the curtain which
hangs between the real and the mimc world, on board a nedi aeva
ship, within a few hours' sail of Cornwall, whither Tristan is
bearing Isolde to be the wife of his king Marke. The cheery song of
a sail or who, unseen, at the masthead, sings to the wi nds which are
bl owi ng himaway fromhis wild Irish sweetheart, floats down to us.
It has a refreshing and buoyant lilt, this song, w th sonething of
the sea breeze in it, and yet something, as it is sung, which
enphasi zes the | oneliness of the singer:--

[ Musi cal excerpt--"Frisch weht der Wnd der Heimat zu: Mein irisch
Kind, wo weilest du?"]

An innocent song, the strain of which, nore decorous than any nodern
chantey, inspires the sailors as they pull at the ropes, and gives
voice to the delights of the peaceful voyage:--

[ Musi cal excerpt]

Yet it stirs up a tenpest in the soul of Isolde. She is the daughter
of an Irish queen, a sorceress, and she now depl ores the degeneracy
of her race and its former potency. Once her ancestors could comrmand
wi nd and wave, but now they can brew only bal sam c potions. Wldly
she invokes the elenents to dash the ship to pieces, and when her
mai d, Brangane, seeks to know the cause of her tumnul tuous disquiet,
she tells the story of her love for Tristan and of its disgracefu
requital. He had conme to Ireland s queen to be heal ed of a wound
received in battle. He had killed his eneny, and that enemny

was Morold, |solde's betrothed. The princess, ignorant of that
fact,--ignorant, too, of his name, for he had called hinself
Tantris,--had herself nursed himback al nbst to health, when one day
she found that a splinter of steel, taken fromthe head of Mrold,
where he had received the adol orous stroke, fitted into a nick in
the sword of the wounded knight. At her nercy lay the slayer of her
af fi anced husband. She raised the sword to take revenge, when his

| ook fell upon her. In a tw nkling her heart was enpty of hate

and filled instead with |l ove. Now, instead of requiting her |ove,
Tristan is taking her to Cornwall to deliver her to a | ovel ess
marriage to Cornwall's "weary king." It will be well to note in this
narrative how the description of Tristan's sufferings are set to a
descendi ng chromati c passage, |ike the second voice of the principa
thene al ready descri bed: - -

[ Musi cal excerpt--"Von ei nem Kahn, der klein und arni]

The thought of her humiliation maddens the high-spirited woman,

and she sends her nmmid, Brangane, to sumon the knight into her
presence. The knight parleys diplomatically with the nmessenger. Duty
keeps himat the helm but once in port he will suffer no one but
hinself to escort the exalted lady into the presence of the king. At
the last the maid is forced to deliver the conmand in the inperious
words used by her mistress. This touches the pride of Tristan's
squire, Kurwenal, who asks pernission to frame an answer, and,
receiving it, shouts a ballad of his master's method of paying
tribute to Ireland with the head of his eneny; for the battle

bet ween Tristan and Morold had grown out of the effort nade by the
latter to collect tribute-nmoney fromEngland. It is a stiff stave,
rugged, forceful, and direct, in which the spirit of the politica
ballad of all tinmes is capitally preserved



I sol de resolves to wi pe out what she conceives to be her disgrace by
slaying Tristan and herself. Brangane tries to persuade her that the
crown of Cornwall wll bring her honor, and when |sol de answers

that it would be intolerable to live in the presence of Tristan and
not have his love, she hints that her nother had not sent her into

a strange land without providing for all contingencies. |solde
understands the allusion to her nother's nagical |ore, and comuands
that a casket be brought to her. Brangane obeys with alacrity and
exhibits its contents: lotions for wounds, antidotes for poisons,

and, best of all,--she holds a phial aloft. Isolde will not have it
so; she herself had marked the phial whose contents were to renedy
her ills. "The death draught!" exclains Brangane, and imedi ately

the "Yo, heave ho!" of the sailors is heard and the shout of "Land!"
Thr oughout this scene a significant phrase is heard--the synbol
of death: --

[ Musi cal excerpt]

Al so the synbol of fate--a downward | eap of a seventh, as in the
| ast two notes of the brief figure illustrative of the glance which
had inspired Isolde's fatal |ove

At sight of land Tristan | eaves the hel mand presents hinmself before
I sol de. She upbraids himfor having avoided her during the voyage;
he replies that he had obeyed the conmands of honor and custom She
remi nds himthat a debt of blood is due her--he owes her revenge for
the death of Myrold. Tristan offers her his sword and his breast;

but she declines to kill the best of all Marke's knights, and

offers to drink with hima cup of forgiveness. He divines her
purpose and takes the cup from her hand and gives this pledge:
Fidelity to his honor, defiance to anguish. To his heart's illusion,
his scarcely apprehended dream will he drink the draught which
shal |l bring oblivion. Before he has enptied the cup, |solde snatches
it fromhis hands and drains it to the bottom Thus they neet

their doom which is not death and surcease of sorrow, as both had
believed, but life and nmisery; for Brangane, who had been conmmanded
to pour the poison in the cup, had followed an am able pronpting and
presented the | ove-potion instead. A nonent of bew | dernent, and

the fated ones are in each other's arns, pouring out an ecstasy of
passi on. Then her maids robe |Isolde to receive the king, who is

com ng on board the ship to greet his bride

In the introduction to the second act, based upon this restless
phr ase, - -

[ Musi cal excerpt]

we have a picture of the longing and inpatience of the |overs before
a nmeeting. When the curtains part, we discover a garden before the
chamber of Isolde, who is now Cornwall's queen. It is a |lovely night
in sumrer. Atorch burns in a ring beside the door opening into

the chanber at the top of a stone staircase. The king has gone
a-hunting, and the tones of the hunting-horns, dying away in the

di stance, blend entrancingly with an instrunental song fromthe
orchestra which seenms a nusical sublimtion of night and nature in
their tenderest npods. |solde appears with Brangane and pleads with
her to extinguish the torch and thus give the appointed signhal to
Tristan, who is waiting in conceal nent. But Brangane suspects
treachery on the part of Melot, a knight who is jeal ous of Tristan
and hinsel f enanmpbured of Isolde. It was he who had pl anned the
nocturnal hunt. She warns her mstress, and begs her to wait. Beauty
rests upon the scene |like a benediction. To Isolde the horns are but
the rustling of the forest |eaves as they are caressed by the w nd,
or the purling and | aughi ng of the brook. Longing has eaten up al
patience, all discretion, all fear. In spite of Brangane's pl eadi ngs
she extinguishes the torch, and with wildly waving scarf beckons on



her hurrying lover. Beneath the foliage they sing their |ove through
all the ganmut of hope and despair, of bliss and wetchedness. The
duet consists largely of detached ejacul ations and verbal plays,
each paraphrasing or varying or giving a new turn to the outpouring
of the other, the whole perneated with the synbolism of pessinistic
phi | osophy in which night, death, and oblivion are glorified, and
day, life, and menory contemmed. In this dialogue lies the key

to the phil osophy which Wagner has proclained in the tragedy. In
Wagner's exposition of the prelude we saw that he wi shes us to
observe "the one glimrering of the highest bliss of attainment" in
the "surrender of being," the "final redenption into that wondrous
real m fromwhi ch we wander farthest when we try to take it by
force." For this realmhe chooses death and night as synbols, but
what he neans to inply is the nirvana of Buddhistic phil osophy, the
final deliverance of the soul fromtransnigration. Such | ove as
that of Tristan and |Isolde presented itself to WAgher as ceasel ess
struggl e and endl ess contradiction, and for this problemnirvana

al one offers a happy outcone; it nmeans qui etude and identity.

In vain does Brangane sing her song of warning fromthe tower;

the | overs have been transported beyond all realization of their
surroundi ngs; they sing on, dreamon in each other's arms, unti

at the nmonent of suprenest ecstasy there cones a rude interruption
Kurwenal dashes in with a sword and a shout: "Save thyself,
Tristan!" the king, Melot, and courtiers at his heels. Day, symnbo

of all that is fatal to their love, has dawned. Tristan is silent,
though Marke bewails the treachery of his nephew and his friend.
Fromthe words of the heart-torn king we learn that he had been
forced into the marriage with Isolde by the disturbed state of his
ki ngdom and had not consented to it until Tristan, whose purpose

it was thus to quiet the jeal ous anger of the barons, had threatened
to depart from Cornwall unless the king revoked his purpose to nake
hi m hi s successor, and took unto hinself a wife. Tristan's answer to
the sorrowful upbraidings of his royal uncle is to obtain a prom se
fromlsolde to follow himinto the "wondrous real mof night." Then,
seeing that Marke does not wield the sword of retribution, he makes
a feint of attacking Melot, but permts the treacherous knight to
reach himwith his sword. He falls wounded unto deat h.

The | ast act has been reached. The dignified, reserved knight

of the first act, the inpassioned |over of the second, is now a
dream haunt ed, | onging, despairing, dying man, lying under a |ine
tree in the yard of his ancestral castle in Brittany, wasting his
|last bit of strength in feverish fancies and ardent yearnings
touchi ng Isolde. Kurwenal has sent for her. WIIl she cone? A
shepherd tells of vain watches for the sight of a sail by playing
a nmournful nelody on his pipe:--

[ Musi cal excerpt]

Oh, the heart-hunger of the hero! The longing! WIIl she never cone?
The fever is consuming him and his heated brain breeds fancies

whi ch one nmoment |ift him above all menories of pain and the next
bring himto the verge of madness. Cooling breezes waft him again
toward Ireland, whose princess heal ed the wound struck by Mrold,
then ripped it up again with the avenging sword with its telltale
ni ck. From her hands he took the drink whose poi son sears his heart.
Accursed the cup and accursed the hand that brewed it! WIIl the
shepherd never change his dol eful strain? Ah, Isolde, how beautifu
you are! The ship, the ship! It nust be in sight. Kurwenal, have
you no eyes? Isolde's ship! A merry tune bursts fromthe shepherd's

pi pe: - -
[ Musi cal excerpt]

It is the ship! Wat flag flies at the peak? The flag of "All's



wel 11" Now the ship disappears behind a cliff. There the breakers
are treacherous. Wio is at the heln? Friend or foe? Melot's
acconplice? Are you, too, a traitor, Kurwenal? Tristan's strength is
unequal to the excitenent of the nonent. H s nind becones dazed. He
hears |solde's voice, and his wandering fancy transforns it into the
torch whose extinction once summoned himto her side: "Do | hear

the light?" He staggers to his feet and tears the bandages from his
wound. "Ha! ny blood! flow nmerrily now She who opened the wound is
here to heal it!" Life endures but for one enbrace, one gl ance, one
word: "lsolde!™ Wiile Isolde lies nortally stricken upon Tristan's
corpse, Marke and his train arrive upon a second ship. Brangane

has told the secret of the | ove-draught, and the king has cone

to unite the lovers. But his purpose is not known, and faithfu
Kurwenal receives his death-blow while trying to hold the castle
agai nst Marke's nmen. He dies at Tristan's side. |solde, unconscious
of all these happenings, sings out her broken heart, and expires.

And ere her ear m ght hear, her heart had heard,

Nor sought she sign for w tness of the word;

But came and stood above him newy dead,

And felt his death upon her: and her head

Bowed, as to reach the spring that slakes all drouth;
And their four |ips becane one silent mouth. {2}

Foot not es:
{1} "Studies in the Wagnerian Drama," by H E. Krehbiel

{2} Swi nburne, "Tristramof Lyonesse."

CHAPTER XI'V

" PARSI FAL"

A lad, hotfoot in pursuit of a wild swan which one of his arrows has
pierced, finds hinself in a forest glade on the side of a nountain.
There he neets a body of knights and esquires in attendance on a
king who is suffering froma wound. The knights are a body of nen
whose nmission it is to succor suffering i nnocence wherever they may
find it. They dwell in a magnificent castle on the summt of the
mountain, within whose walls they assenble every day to contenplate
and adore a mracul ous vessel from which they obtain both physica
and spiritual sustenance. In order to enjoy the benefits which flow
fromthis talisman, they are required to preserve their bodies in
ascetic purity. Their king has fallen fromthis estate and been

gri evously wounded in an encounter with a magician, who, having
failed in his anbition to enter the order of knighthood, had built
a castle over against that of the king, where, by practice of the
black art and with the help of sirens and a sorceress, he seeks the
ruin of the pure and celestial soldiery. In his hands is a | ance
whi ch once bel onged to the knights, but which he had wested from
their king and with which he had given the dol orous stroke from
which the king is suffering.

The healing of the king can be wought only by a touch of the | ance
whi ch struck the wound; and this lance can be regained only by one
able to withstand the sensual tenptations with which the evil-ninded
sorcerer has surrounded hinself in his nmagical castle. An oracle,
that had spoken from a vision, which one day shone about the
talisman, had said that this deliverer fool, an innocent sinpleton,
pity had made knowi ng: - -

[ Musi cal excerpt--"Durch mitleid wi ssend, der reine Thor, harre sein



den ich erkor." THE ORACLE]

For this hero king and knights are waiting and | ongi ng, since
neither lotions nor baths nor ointments can bring relief, though
they be of the rarest potency and brought fromall the ends of the
earth. The lad who thus finds hinself in this worshipful but woful
company is hinmself of noble and knightly lineage. This we |l earn from
the recital of his history, but also fromthe bright, incisive,
mlitant, chivalresque nusic associated with him--

[ Musi cal excerpt--THE SYMBOL OF PARSI FAL]

But he has been reared in a wilderness, far fromcourts and the
institutions of chivalry and in ignorance of the world |ying beyond
his forest boundaries. Hi s father died before he was born, and his
nmot her wi thhel d fromhimall know edge of kni ghthood, hoping thus

to keep himfor herself. One day, however, he saw a caval cade of
horsemen in brilliant trappings. The spectacle stirred the chivalric
spirit slunbering within him he deserted his nother, followed after
the kni ghts, and set out in quest of adventure. The nother died:--

[ Musi cal excerpt--THE SYMBOL OF HERZELEI DE]

In the domain whither his quarry had led the lad, all aninals were
hel d sacred. A knight (Gurnemanz) rebukes himfor his msdeed in
shooting the swan, and rue |eads himto break his bow and arrows.
From a strange creature (Kundry), --

[ Musi cal excerpt--THE PEN TENT KUNDRY]

in the service of the knights, he |learns of the death of his nother,
who had perished for |ove of himand grief over his desertion. He is
questioned about hinself, but is singularly ignorant of everything,
even of his own name. Hoping that the |ad may prove to be the
gui l el ess fool to whom know edge was to cone through pity, the

kni ght escorts himto the tenple, which is the sanctuary of the

tali sman whose adoration is the daily occupation of the brotherhood.
They wal k out of the forest and find thenselves in a rocky defile

of the mountain. A natural gateway opens in the face of a cliff,

t hrough which they pass, and are lost to sight for a space. Then
they are seen ascending a sloping passage, and little by little the
rocks |l ose their ruggedness and begin to take on rude architectura
contours. They are wal king to nusic which, while nmerely suggesting
their progress and the changing natural scene in the main, ever and
anon breaks into an expression of the nbst poignant and | acerating
suffering and | anentation: --

[ Musi cal excer pt--SUFFERI NG AND LAVENTATI ON|
Soon the pealing of bells is heard:--
[ Musi cal excerpt]

and the tones bl end synchronously and harnonously with the nusic of
their march: --

[ Musi cal excer pt - - FUNDAMENTAL PHRASE OF THE MARCH]

At last they arrive in a mghty Byzantine hail, which |oses itself
upward in a lofty, vaulted dome, fromwhich Iight streans downward
and illumines the interior. Under the donme, within a col onnade, are

two tables, each a segment of a circle. Into the hall there cone
in procession knights wearing red mantl es on which the i mage of a
white dove is enbroidered. They chant a pious hymm as they take
their places at the refectory tables:--

[ Musi cal excerpt--"Zum | etzten Li ebesmahl e Gerustet Tag fur Tag."



THE EUCHARI STI C HYM\|

The king, whomthe |ad had seen in the glade, is borne in on a
litter, before hima veiled shrine containing the nystical cup which
is the object of the cerenonious worship. It is the duty of the

king to unveil the talisman and hold it up to the adoration of the
knights. He is conveyed to a raised couch and the shrine is placed
before him H's sufferings of mnd and body are so poignant that

he woul d liever die than performhis office; but the voice of his
father (Titurel), who had built the sanctuary, established the order
of kni ghthood, and now lives on in his grave sustained by the sight
of the talisman, adnonishes the king of his duty. At |length he
consents to performthe function inposed upon himby his office. He
rai ses hinmself painfully upon his couch. The attendants renove the
covering fromthe shrine and disclose an antique crystal vesse

whi ch they reverently place before the | amentabl e king. Boys' voices
come wafted down fromthe highest height of the dome, singing a
formul a of consecration: "Take ye ny body, take my blood in token

of our |ove":--

[ Musi cal excerpt--THE LOVE- FEAST FORMULA]

A dazzling ray of light flashes down fromabove and falls into the
cup, which now glows with a reddi sh purple lustre and sheds a soft
radi ance around. The knights have sunk upon their knees. The king
lifts the Ium nous chalice, noves it gently fromside to side, and
thus bl esses the bread and wi ne provided for the refection of the
kni ghts. Meanwhil e, celestial voices proclaimthe words of the
oracle to nusical strains that are pregnant with nysterious
suggesti on.

Anot her choir sturdily, firmy, ecstatically hyms the power
of faith:--

[ Musi cal excerpt--THE SYMBOL OF FAI TH]

and, at the end, an inpressive antiphon, starting with the knights,
ascends hi gher and higher, and, calling in gradually the voices of
invisible singers in the mddl e height, becones netanorphosed into
an angelic canticle as it takes its flight to the summit. It is
the voice of aspiration, the nusical synbol of the talisman which
directs the thoughts and desires of its worshi ppers ever upward: --

[ Musi cal excerpt--THE SYMBOL OF THE HOLY GRAI L]

The | ad di sappoints his guide. He understands nothing of the solem
happeni ngs whi ch he has wi tnessed, nor does he ask their neaning,
though his own heart had been | acerated with pain at sight of the
king's sufferings. He is driven fromthe sanctuary with contunely.

He wanders forth in quest of further adventures and enters the

magi cal garden surroundi ng the castle of the sorcerer. A nunber of
kni ghts who are sent against himhe puts to rout. Now t he magician
sunmmons | ovely wonen, clad in the habilinents of flowers, to seduce
himwi th their charns:--

[ Musi cal excerpt--KLINGSOR S | NCANTATI ON|

They sing and play about himw th wi nsone wheedlings and cajol eries,
wi th insinuating blandi shnents and dainty flatteries, with pretty
pet ul anci es and del ectabl e quarrellings:--

[ Musi cal excerpt--"Konm Komm hol der Knabe," THE SEDUCTI VE SONG OF
THE FLONER MAI DENS]

But they fail of their purpose, as does also an unwilling siren whom
the magici an i nvokes with powerful conjurations. It is Kundry, who



is half Magdal en, half wi cked sorceress, a nessenger in the service
of the pious knights, and as such hi deous of aspect; a tool in the
hands of the nmgician, and as such supernaturally beautiful. It was
to her charns that the suffering king had yielded. To win the youth
she tells himthe story of his mother's death and gives to himher

| ast nmessage and--a kiss! At the touch of her inpure lips a flood of
passion, hitherto unfelt, pours through the veins of the lad, and in
its surge cones understandi ng of the suffering and woe whi ch he had
witnessed in the castle on the nmountain. Al so a sense of his own
renmi ssness. Conpassionate pity brings enlightenment; and he thrusts
back the woman who is seeking to destroy him Finding that the wiles
of his tool have avail ed hi mnaught, the wi cked magici an hinsel f
appears to give battle, for he, too, knows the oracle and fears the
com ng of the king's deliverer and the | oss of the weapon which he
hopes will yet enable himto achieve the nystical talisnman. He hurls
the lance at the youth, but it remains suspended in midair. The | ad
seizes it, makes the sign of the cross, speaks sonme words of exorcism
and garden, castle, dansels--all the works of enchantnent di sappear

Now t he young hero is conscious of a mssion. He nust find again

the abode of the knights and their ailing king, and bring to them
surcease of suffering. After long and grievous wanderings he is
again directed to the castle. Gief and despair have overwhel ned the
kni ghts, whose king, unable |onger to endure the torture in which he
has lived, has definitively refused to performhis holy office. In
consequence, his father, no | onger the recipient of supernatura

sust enance, has died, and the king longs to follow him The hero
touches the wound in the side of the king with the sacred spear,
ends his dolors, and is hailed as king in his place. The tenptress,
who has followed himas a penitent, freed froma curse which had
rested upon her for ages, goes to a blissful and eternal rest.

* * *

Such is the story of Wagner's "Parsifal." It is the purpose of this
book to help the nusical |aynan who loves lyric drama to enjoynent.
Criticismmnight do this, but a purpose of sinple exposition has

al ready been proclai med, and shall be adhered to | est sone reader
think that he is being led too far afield. In this case the
exposition shall take the formof a marshalling of the el enents of
the story in two aspects--religious and | egendary. Careful readers
of English literature will have had no difficulty in recognizing in
it a story of the quest of the Holy Grail. Tennyson will have taught
themthat the hero is that

Sir Percivale
VWhom Art hur and hi s kni ghthood call ed the Pure;

that the talismanic vessel is

the cup itself fromwhich our Lord
Drank at the | ast sad supper with H's own;

that the | ance which struck and heal ed the grievous wound in the
side of the king is the spear with which the side of the Christ was
pierced on Calvary. It is also obvious that the king, whose nane

is Anfortas, that is, "the powerless one," is a synbol of humanity
suffering fromthe wounds of slavery to desire; that the heroic act
of Parsifal, as Wagner calls him which brings release to the king
and his knights, is renunciation of desire, pronpted by pity,
compassion, fellowsuffering; and that this gentle emption it was
that had inspired know edge simultaneously of a great need and a
means of deliverance. The ethical idea of the drama, as | set forth
in a book entitled "Studies in the Wagnerian Drama" many years ago,
is that it is the enlightenment which comes through pity which
brings salvation. The allusion is to the redenption of mankind



by the sufferings and conpassi onate death of Christ; and that
stupendous tragedy is the prefiguration of the mmnic drana which
Wagner has constructed. The spectacle to which he invites us, and

wi th which he hoped to inpress us and nove us to an acceptance of
the | esson underlying his play, is the adoration of the Holy Gail
cast in the formof a mnicry of the Last Supper, bedizened with
sonme of the glittering pageantry of nedi aeval kni ghthood and romance.

In the minds of many persons it is a profanation to nake a stage
spectacle out of religious things; and it has been urged that

"Parsifal" is not only religious but specifically Christian; not
only Christian but filled with parodies of elements which are partly
liturgical, partly Biblical. In narrating the incidents of the play

| have purposely avoided all allusions to the things which have been
matters of controversy. It is possible to | ook upon "Parsifal" as a
sort of glorified fairy tale, and to this end | purpose to subject
its elenents to inquiry, and shall therefore go a bit nore into
detail. Throughout the play Parsifal is referred to as a redeener,
and in the third act scenes in which he plays as the central figure
are borrowed fromthe life of Christ. Kundry, the sorceress, who
attenpts his destruction at one tinme and is in the service of the
knights of the Grail at another, anoints his feet and dries them
with her hair, as the Magdalen did the feet of Christ in the house
of Sinmon the Pharisee. Parsifal baptizes Kundry and adnoni shes her
to believe in the Redeener:--

D e Taufe ninm
Und gl aub' an den Erl oser!

Kundry weeps. Unto the woman who was a sinner and wept at His feet
Christ said: "Thy sins are forgiven. . . . Thy faith hath saved
thee. Go in peace.”" At the elevation of the grail by Parsifal after
the healing of Anfortas a dove descends fromthe dome and hovers
over the new king's head. What saith the Scripture? "And Jesus,
when he was baptized, went up straightway out of the water; and

| o, the heavens were opened unto him and he saw the Spirit of God
descending like a dove, and lighting upon him" (St. Matthew iii
16.) It would be idle to argue that these things are not Biblical,
t hough the reported allusions to Parsifal as a redeemer do not of
necessity belong in the category. W shall see presently that the
drama is perneated with Buddhism and there were a multitude of
redeeners and saviours in India besides the Buddha.

Let us look at the liturgical elements. The Holy Gail is a chalice.
It is brought into the tenple in solem procession in a veiled
shrine and deposited on a table. Thus, also, the chalice, withinits
pall, is brought in at the sacrament of the mass and pl aced on the
altar before the celebrant. In the drama boys' voices sing in the

i nvisi bl e heights:--

Nehnmet hin nein Bl ut

Um unserer Liebe willen!
Nehnmet hin neinem Leib
Auf dass ihr nein gedenkt!

Is there a purposed resenbl ance here to the words of consecration in
the mass? Accipite, et manducate ex hoc ommes. Hoc est eni m Corpus
meum Accipite, et bibite ex eo ormes. Hic est enim Calix sanguinis

mei! In a nonent nade wonderful ly inpressive by WAagner's nusi c,
whil e Anfortas bends over the grail and the knights are on their
knees, a ray of light illumnes the cup and it glows red. Anfortas

lifts it high, gently sways it fromside to side, and bl esses the
bread and w ne which youthful servitors have placed besi de each
knight on the table. In the book of the play, as the hall gradually
grows |ight the cups before the knights appear filled with red w ne,
and beside each lies a snmall |oaf of bread. Now the celestial



choristers sing: "The wi ne and bread of the Last Supper, once the
Lord of the Grail, through pity's | ove-power, changed into the bl ood
whi ch he shed, into the body which he of fered. To-day the Redeener
whom ye | aud changes the bl ood and body of the sacrificial offering
into the wine poured out for you, and the bread that you eat!" And
the kni ghts respond antiphonally: "Take of the bread; bravely change
it anew into strength and power. Faithful unto death, staunch in
effort to do the works of the Lord. Take of the bl ood; change

it anewto life's fiery flood. dadly in conmunion, faithful as
brothers, to fight with bl essed courage." Are these words, or are
they not, a paraphrase of those which in the canon of the mass
follow the first and second ablutions of the cel ebrant: Quod ore
sunpsi nus Doni ne, etc., and: Corpus tuum Donine, etc.? He would

be but little critical who would deny it.

Neverthel ess, it does not necessarily follow that Wagner wi shed only
to parody the eucharistic rite. He wanted to create a cerenonia

whi ch shoul d be beautiful, solemm, and noving; which should be an
appropri ate acconpani ment to the adoration of a nystical relic;

whi ch should, in a large sense, be neither Catholic, Protestant,

nor Buddhi stic; which should synbolize a conception of atonenent

ol der than Christianity, older than Buddhism older than all records
of the human inmagination. O this nore anon. As was his custom
Wagner drew from what ever source seemed to himgood and fruitful

and t hough he doubtl ess thought hinself at liberty to receive
suggestions fromthe Roman Catholic ritual, as well as the German
Lutheran, it is even possible that he had al so before his nnd
scenes from Christian Masonry. This possibility was once suggested
by M. F. C Burnand, who took the idea fromthe | ast scene of the
first act only, and does not seemto have known how many connecti ons
the Grail |egend had with nedi aeval Freemasonry or Tenplarism There
are nore el enents associated with the old Knights Tenplars and their
rites in Wagner's drama than | amable to discuss. To do so | should
have to be an initiate and have nore space at ny disposal than |

have here. | can only nmake a few suggestions: In the old Wlsh tale
of Peredur, which is a tale of the quest of a magical talisman, the
substitute for the grail is a dish containing a bl oody head. That

head in tine, as the | egend passed through the imagi nati ons of poets
and ronmances, becane the head of John the Baptist, and there was a
belief in the Mddle Ages that the Knights Tenplars worshi pped a

bl oody head. The head of John the Baptist enters dimy into Wagner's
drama in the conceit that Kundry is a reincarnation of Herodias,

who i s doonmed to make atonenent, not for having danced the head off
the prophet's shoul ders, but for having reviled Christ as he was
staggering up Calvary under the |load of the cross. But this is
pursui ng specul ations into regions that are shadowy and vague. Let
it suffice for this branch of our study that M. Burnand has given
expression to the theory that the scene of the adoration of the
grail and the Love Feast may al so have a relationship with the
cerenony of installation in the Masonic orders of chivalry, in

which a cup of brotherly love is presented to the Grand Conmander,
who drinks and asks the Sir Knights to pledge himin the cup "in
comrenor ati on of the Last Supper of our Grand Heavenly Captain, wth
his twel ve di sciples, whom he commanded thus to remenber him" Here,
says M. Burnand, there is no pretence to sacrifice. Participation
in the wine is a synbol of a particular and peculiarly close

i nt er conmuni on of brot herhood.

To get the least offence from"Parsifal" it ought to be accepted in
the spirit of the tinme in which Christian synbolismwas grafted on
the old tales of the quest of a talisman which lie at the bottom of
it. The time was the last quarter of the twelfth century and the
first quarter of the thirteenth. It is the period of the third

and fourth crusades. Relic worship was at its height. Less than a
hundred years before (in 1101) the Genoese crusaders had brought



back fromthe Holy Land as a part of the spoils of Caesarea, which
they were hel pful in capturing under Baldwin, a three-cornered dish,
which was said to be the veritable dish used at the Last Supper of
Christ and his Apostles. The belief that it was cut out of a solid
eneral d drew Bonaparte's attention to it, and he carried it away

to Paris in 1806 and had it examined. It proved to be nothing but

gl ass, and he graciously gave it back to Genoa in 1814. There it
still reposes in the Church of St. John, but it is no [onger an

obj ect of worship, though it might fairly excite a feeling of
vener ati on.

For 372 years Nurenberg possessed what the devout believed to be the
| ance of Longinus, with which the side of Christ was opened. The
relic, like nost objects of its kind (the holy coat, for instance),
had a rival which, after inspiring victory at the siege of Antioch,
found its way to Paris with the nost sacred relics, for which Louis
I X built the lovely Sainte Chapelle; nowit is in the basilica of
the Vatican, at Rome. The Nurenberg relic, however, enjoyed the
advant age of historical priority. It is doubly interesting, or

rat her was so, because it was one of WAgner's historical characters
who added it to the inperial treasure of the Holy Roman Enpire. This
was none ot her than Henry the Fowl er, the king who is righteous in
judgrment and tuneful of speech in the opera "Lohengrin." Henry, so
runs the story, wested the | ance fromthe Burgundi an ki ng, Rudol ph
I, some time about A D. 929. After many vicissitudes the relic was
given for safe keeping to the inperial city of Nurenberg, in 1424,
by the Emperor Sigisnmund. It was placed in a casket, which was
fastened with heavy chains to the walls of the Spital kirche. There
it remained until 1796. One may read about the cerenonies attending
its annual exposition, along with other relics, in the old history
of Nuremnberg, by Wagenseil, which was the source of WAgner's

know edge of the mastersingers. The disruption of the Holy Roman
Enmpi re caused a scattering of the jewels and relics in the inperial
treasury, and the present whereabouts of this sacred | ance is
unknown. The casket and chai ns, however, are preserved in the
Germani ¢ Museum at Nurenberg to this day, and there have been seen,
doubt | ess, by nmany who are reading these lines.

There is nothing in "Parsifal," neither personage nor incident nor
thing, no principle of conduct, which did not live in | egendary

tal es and phil osophical systens |ong before Christianity existed as
a universal religion. The hero in his first estate was born, bred,
went out in search of adventure, rescued the suffering, and righted
wong, just as Krishna, Perseus, Theseus, OEdi pus, Ronul us,

Renus, Siegfried, and Wl f-Dietrich did before him He is an Aryan

| egendary and nythical hero-type that has existed for ages. The
talismanic cup and spear are equally ancient; they have figured

in legend fromtine i menorial. The incidents of their quest,

the agoni es wought by their sight, their mssion as inviters of
synpathetic interest, and the failure of a hero to achieve a work of
succor because of failure to show pity, are all elements in Keltic
Quester and Quest stories, which antedate Christianity. Kundry, the
| oathly dansel and siren, has her prototypes in classic fable and
romantic tale. Read the old English ballad of "The Marriage of Sir
Gawai n." So has the magic castle of Klingsor, surrounded by its
beautiful garden. It is all the things which | enunerated in the
chapter devoted to "Tannhauser." It is also the Underworld, where
prevails the | aw of taboo--"Thou nust," or "Thou shalt not;" whither
Psyche went on her errand for Venus and came back scot-free; where
Peritheus and Theseus remmined grown to a rocky seat till Hercul es
came to release themwi th mghty wench and a loss of their bodily
integrity. The sacred | ance which shines red with blood after it

has by its touch heal ed the wound of Anfortas is the bl eedi ng spear
whi ch was a synbol of righteous vengeance unperforned in the old
Bardic day of Britain; it becane the | ance of Longi nus which pierced



the side of Christ when Christian synbolismwas applied to the
ancient Arthurian | egends; and you nay read in Malory's "Mrte

d" Arthur" how a dol orous stroke dealt with it by Balin opened a
wound in the side of King Pellamfrom which he suffered many years,
till Galahad healed himin the quest of the Sangreal by touching
the wound with the bl ood which flowed fromthe spear

These are the folklore elenments in Wagner's "Parsifal.” It is plain
that they m ght have been wought into a drama substantially |ike
that which was the poet-conposer's last gift to art wi thout |oss

of either dignity or beauty. Then his drama woul d have been like

a glorified fairy play, inposing and of gracious |oveliness, and
there woul d have been nothing to quarrel about. But \WAgner was a

phi | osopher of a sort, and a sincere believer in the idea that the
theatre m ght be made to occupy the same place in the nodern world
that it did in the classic. It was to replace the Church and teach
by direct preachments as well as allegory the philosophical notions
whi ch he thought essential to the salvation of humanity. For the
chief of these he went to that system of phil osophy which rests on
the idea that the world is to be redeemed by negation of the will to
live, the conquering of all desire--that the highest happiness is
the achi evenent of nirvana, nothingness. This conception finds its
hi ghest expression in the quietismand indifferentismof the old
Brahmanic religion (if such it can be called), in which holiness

was to be obtained by specul ative contenplation, which seens to nme
the qui ntessence of selfishness. In the reforned Brahmani sm cal |l ed
Buddhi sm there appeared along with the old principle of self-erasure
a conpassionate synpathy for others. Asceticismwas not put aside,
but regul ated and ordered, wought into a comrunal system It was
purged of sone of its selfishness by appreciation of the |oveliness
of conpassionate |ove as exenplified in the life of Cakya-Mni and
those | abors which nade hi mone of the many redeeners and saviours
of which Hndu literature is full. Something of this was evidently
in the m nd of Wagner as |ong ago as 1857, when, working on "Tristan
und Isolde,"” he for a while harbored the idea of bringing Parziva
(as he would have called himthen) into the presence of the

dying Tristan to confort himwith a sernon on the happi ness of
renunci ati on. Long before Wagner had sketched a tragedy entitled
"Jesus of Nazareth," the hero of which was to be a human phil osopher
who preached the saving grace of |ove and sought to redeemhis tine
and people fromthe dom nation of conventional |aw, the offspring

of selfishness. Hi s phil osophy was socialisminbued by |ove. Before
Wagner finished "Tristan und Isolde" he had outlined a Hindu play in
whi ch hero and heroine were to accept the doctrines of the Buddha,
take the vow of chastity, renounce the union toward which | ove
impell ed them and enter into the holy conmunity. Bl ending these two
schenes, Wagner created "Parsifal." For this drama he coul d draw
the principle of conpassionate pity and fell owsuffering fromthe
stories of both Cakya-Mini and Jesus of Nazareth. But for the sake
of a spectacle, | think, he accepted the Christian doctrine of the
Atonenment with all its nystical elements; for they al one put the
necessary synbolical significance into the principal apparatus of
the play--the Holy Grail and the Sacred Lance. {1}

Foot not es:

{1} "Parsifal" was performed for the first tine at the Wagner
Festival Theatre in Bayreuth on July 28, 1882. The prescription

that it should bel ong exclusively to Bayreuth was respected till
Decenber 24, 1903, when Heinrich Conried, taking advantage of the
circunstance that there was no copyright on the stage representation
of the work in America, brought it out with sensational success at
the Metropolitan Opera-house in New York. The principal artists
concerned in this and subsequent performances were M| ka Ternina



(Kundry), Alois Burgstaller (Paraifal), Anton Van Rooy (Anfortas),
Robert Bl ass (Gurnemanz), OQto Gorlitz (Klingsor) and Loui se Honer
(a voice).

CHAPTER XV

"Dl E MElI STERSI NGER VON NURNBERG'

The best definition of the true purpose of comedy which I know is
that it is to "chastise nanners with a snmle" (R dendo casti gat
nmores); and it has no better exenplification in the literature

of opera than Wagner's "Di e Meistersinger von Nurnberg." Wagner's

m nd dwelt rmuch on Greek things, and as he followed a cl assica
principle in choosing nythol ogi cal and | egendary subjects for his
tragedies, so also he followed classical precedent in draw ng the
Iine between tragedy and conedy. "Tannhauser," "Tristan und |solde,"
"Der Ring des N belungen," "Parsifal,"” and, in a | esser degree,
"Lohengrin," are exanples of the old tragedy type. To themthe
restrictions of time and space do not apply. They deal with | arge
passi ons, and their heroes are gods or godlike nmen who are shattered
agai nst the rock of imutable Iaw-the "Fate" of the ancient
tragedians. His only significant essay in the field of conmedy was
made in "Die Meistersinger," and this is as faithful to the old
conception of conmedy as the dranmas nentioned are to that of tragedy.
It deals with the nanners, vices, and follies of the comon peopl €;
and, therefore, it has local environment and illustrates a period
in history. It was conceived as a satyr-play follow ng a tragedy

(" Tannhauser"), and though there can be no doubt that it was
designed to teach a lesson in art, it nevertheless ainms primarily
to amuse, and only secondarily to instruct and correct. Moreover,
even the nost cutting of its satirical |ashes are administered with
a smle.

As a picture of the social life of a quaint German city three and a
hal f centuries ago, its vividness and truthful ness are beyond al
praise; it is worthy to stand beside the best dranmas of the world,
and has no equal in operatic literature. The food for its satire,
too, is nost admirably chosen, for no feature of the social life of
that place and period is nore am ably absurd than the efforts of the
handi craftsmen and tradespeople, with their prosaic surroundings,

to keep alive by dint of pedantic fornularies the spirit of

m nstrel sy, which had a natural stinmulus in the chivalric life of
the troubadours and m nnesi ngers of whom the nastersingers thought
thenselves the direct and legitimate successors. In its delineation
of the ponpous doings of the mastersingers, Wagner is true to

the letter. He has vitalized the dry record to be found in old
Wagenseil's book on Nurenberg, {1} and intensified the vivid
description of a mastersingers' neeting which the curious may read

i n August Hagen's novel "Norica." H's studies have been marvel |l ously
exact and careful, and he has put \Wagenseil's book under literal and
liberal contribution, as will appear after a while. Now it seens
best to tell the story of the comedy before discussing it further.

Veit Pogner, a rich silversmth, desiring to honor the craft of the
mast er si ngers, to whose guild he belongs, offers his daughter Eva
in marriage to the successful conpetitor at the annual neeting of
the mastersingers on the feast of St. John. Eva is in |l ove (she
declares it in the inpetuous manner peculiar to Wagner's heroi nes)
with Walther von Stol zing, a young Franconi an kni ght; and the kni ght
with her. After a flirtation in church during divine service,
Wal t her neets her before she | eaves the building, and asks if she
be betrothed. She answers in the affirmative, but it is to the
unknown victor at the contest of singing on the norrow. He resol ves



to enter the guild so as to be qualified for the conpetition. A
trial of candidates takes place in the church of St. Catherine in
the afternoon, and Walther, know ng nothing of the rules of the
mast er si ngers, sonme of which have hurriedly been outlined to him
by David, a youngster who is an apprentice at shoenmaki ng and al so
songmeki ng, fails, though Hans Sachs, a master in both crafts,
recogni zes evi dences of genius in the knight's song, and espouses
hi s cause as agai nst Becknesser, the town clerk, who ains at

acqui ring Pogner's fortune by wi nning his daughter. The young
people, in despair at Walther's failure, are about to el ope when
they are prevented by the arrival on the scene of Becknesser. It is
ni ght, and he wi shes to serenade Eva; Sachs sits cobbling at his
bench, while Eva's nurse, Magdal ena, disguised, sits at a w ndow
to hear the serenade in her mistress's stead. Sachs interrupts

the serenader, who is an ill-natured clown, by lustily shouting

a song in which he seeks also to give warning of know edge of

her intentions to Eva, whose departure with the knight had been
interrupted by the cobbler when he cane out of his shop to work

in the cool of the evening; but he finally agrees to listen to
Becknmesser on condition that he be permitted to mark each error in
the conposition by striking his | ap-stone. The hunprous consequences
can be i magi ned. Becknesser becones enraged at Sachs, sings nore
and nore falsely, until Sachs is occupied in beating a veritable
tattoo on his lap-stone. To add to Becknesser's disconfiture,

Davi d, Sachs's apprentice and Magdal ena's sweet heart, thinking

the serenade intended for his | ove, begins to bel abor the singer
with a chub; neighbors join in the brawl, which proceeds right
merrily until interrupted by the horn of a night watchnman. The
dignity and vigor of WAgner's poetical fancy are attested by the
mar vel | ous chose of the act. The tremendous hubbub of the street
braw is at its height and the business of the act is at an end.
The com ng of the Watchman, who has evidently been aroused by the
noise, is foretold by his horn. The crowd is seized with a panic.
Al the braw ers di sappear behind doors. The sl eepy Watchnman stares
about himin amazenent, rubs his eyes, sings the nonotonous chant
whi ch publishes the hour of the night, continues on his round, and
the nmoon shines on a quiet street in Nurenberg as the curtain falls.

In the third act Walther, who had been taken into his house by Sachs
and spent the night there, sings a recital of a dream and Sachs,
struck by its beauty, transcribes it, punctuating it with bits of
comrents and advi ce. Becknesser, entering Sachs's shop when the
cobbl er-poet is out for a nmoment, finds the song, concludes that it
is Sachs's own conposition, and appropriates it. Sachs, discovering
the theft, gives the song to Becknmesser, who secures a prom se from
Sachs not to betray him and resolves to sing it at the conpetition
The festival is celebrated in a neadow on the banks of the Pegnitz
Ri ver, between Furth and Nurenberg. It begins with a gathering

of all the guilds of Nurenberg, each division in the procession
entering to characteristic nusic--a real masterpiece, whether

vi ewed as spectacle, poetry, or nusic. The conpetition begins, and
Beckmesser makes a monstrously stupid parody of Walther's song.

He is hooted at and ridicul ed, and, becom ng enraged, charges the
aut horship of the song on Sachs, who coolly retorts that it is

a good song when correctly sung. To prove his words he calls on
Walther to sing it. The knight conplies, the nastersingers are
del i ghted, and Pogner rewards the singer with Eva's hand. Sachs,

at the request of the presiding officer of the guild, also offers

hi mthe nedal as the insignia of menbership in the guild of
mast er si ngers. Walther's experience with the pedantry whi ch had
condemed hi mthe day before, when he had sung as inpul se, |ove, and
yout hful ardor had pronpted, |eads himto decline the distinction;
but the ol d poet discourses on the respect due to the nmasters and
their, work as the guaranty of the permanence of German art, and
persuades himto enter the guild of nastersingers.



"Die Meistersinger" is photographic in many of its scenes,
personages, and incidents; but so far as the stage pictures which
we are accustonmed to see in the opera-houses of New York and the
European capitals are concerned, this statement nust be taken with
a great deal of allowance, owing to the fact that opera directors,
st age nmanagers, scene painters, and costunmers are blithely
indifferent to the verities of history. | have never seen a mnic
reproduction of the church of St. Catherine on any stage; yet the
church stands to-day with its walls intact as they were at the time
in which the conedy is supposed to play. This time is fixed by the
fact that its principal character, Hans Sachs, is represented as

a wi dower who mght hinself be a suitor for Eva's hand. Now t he
veritable Sachs was a wi dower in the sumrer of the year 1560. I
visited Nuremberg in 1886 in search of relics of the nastersingers
and had no little difficulty in finding the church. It had not been
put to its original purposes for nore than a hundred years, and
there seemed to be but few people in Nurenmberg who knew of its

exi stence. It has been many things since it becane secul arized: a
pai nter's acadeny, draw ng-school, mlitary hospital, warehouse,
concert-hall, and, no doubt, a score of other things. Wen | found
it with the aid of the police it was the paint-shop and scenic
storeroom of the nunicipal theatre. It is a snmall building, utterly
unpretentious of exterior and interior, innocent of architectura
beauty, hidden away in the mddle of a block of lowy buildings
used as dwel lings, carpenter shops, and the |ike. That Wagner never
visited it is plain fromthe fact that though he nmakes it the
scene of one act of his comedy (as he had to do to be historically
accurate), his stage directions could not possibly be accomvbdat ed
to its architecture. In 1891 M. Louis Loeb, the American artist,
whose early death in the summer of 1909 is w dely nourned, visited
the spot and made drawi ngs for me of the exterior and interior of
the church as it |ooked then. The church was built in the last half
decade of the thirteenth century, and on its water-stained walls,
when | visited it, there were still to be seen faint traces of the
frescoes which once adorned it and were painted in the fourteenth,
fifteenth, and sixteenth centuries; but they were ruined beyond
hope of restoration. In the Germanic Museum | found a wooden tabl et
dating back to 1581, painted by one Franz Hein. It preserves
portraits of four distinguished nmenmbers of the mastersingers' guild.
There is a mddl e panel occupied by two pictures, the upper

showi ng King David, the patron saint of the guild, so forgetful of
chronol ogy as to be praying before a crucifix, the |ower a neeting
of the mastersingers. Over the heads of the assenblage is a
representative of the nmedallion with which the victor in a contest
used to be decorated, as we see in the | ast scene of Wagner's
comedy. One of these decorations was given to the guild by Sachs
and was in use for a whole century. At the end of that time it had
becone so worn that Wagenseil replaced it wth another.

Church and tablet are the only relics of the nmastersingers |eft

in Nurenberg which may be call ed personal. | had expected to find
aut obi ographi ¢ manuscripts of Sachs, but in this was disappointed.
There is a volume of mastersongs in the poet-cobbler's handwiting
in the Royal Library of Berlin, and one of these is the conposition
of the veritable Sixtus Becknmesser; but nost of the Sachs
manuscripts are in Zwickau. In the Bibliotheca Norica WIIiana,
incorporated with the Minicipal Library of Nurenberg, there are
several volumes of nastersingers' songs purchased froman old
mast er si nger sone 135 years ago, and fromthese the students may

| earn the structure and spirit of the nastersongs of the period of
the opera as well as earlier and |l ater periods, though he will find
all the instruction he needs in any dozen or twenty of the 4275
mast ersongs witten by Hans Sachs. The manuscript books known serve
to prove one thing which needed not to have called up a doubt. In



them are poens fromall of the mastersingers who nake up the neeting
whi ch condemms Walther in St. Catherine's church. Wagner has adhered
to the record. {2} The nobst interesting of Sixtus Becknesser's
conpositions is "A New Year's Song," preserved in the handwiting

of Sachs in the Royal Library at Berlin. This | have translated in
order to show the formof the old mastersongs as described by the
apprentice, David, in Wagner's conmedy, and also to prove (so far

as a somewhat free translation can) that the veritable Becknesser
was not the stupid dunce that Wagner, for purposes of his own,

and tenpted, doubtless, by the hunor which he found in the nane,
represented himto be. In fact, | amstrongly tenpted to believe
that with the exception of Sachs hinself, Becknesser was the best

of the mastersingers of the Nurenberg school: --

A NEW YEAR S SONG
By Si xtus Becknesser

(First "Stoll™")

Joy

Christian thoughts enpl oy
Thi s day
Dot h say

The Book of old

That we shoul d hold

The faith foretold;
For naught doth doubt afford.
The patriarchs with one accord
Li ved hoping that the Lord
Wul d rout the w cked horde.

Thus saith the word

To all believers given.

(Second "Stol ")

God
Counci| held, triune,
When soon
The boon

The son foresaw

Fulfilled the |aw

That we m ght draw
Salvation's prize. CGod then
An angel sent cross noor and fen,
(' Twas Gabriel, heaven's denizen,)
To Mary, purest maid 'nongst men.

He greeted her

Wth bl essings sent from heaven.

(The "Abgesang")
Thus spake the angel graciously:
"The Lord with thee,
Thou bl essed she;
The Lord's voice saith,
Wi ch breathes thy breath,
That men have earned eternal death.
Faith
Saves al one fromsin's subjection;
For while weak Eve God's anger waked,
"Twas, Ave, thine the blest election
To give the world peace and protection,
Most bl essed gift
To nortals ever given!"

In Nurenmberg the veritable Hans Sachs wote plays on Tannhauser,
Tristan, and Siegfried between three and four hundred years before



t he poet-conposer who put the old cobbler-poet into his conedy. Very
nai ve and very archaic indeed are Hans Sachs's dramas conpared with
Wagner's; but it is, perhaps, not an exaggeration to say that Sachs
was as influential a factor in the dramatic life of his tine as
Wagner in ours. He was anong the earliest of the Gernman poets

who took up the miracle plays and nysteries after they had been
abandoned by the church and devel oped themon the lines which ran
out into the classic German drama. Hi s i mredi ate predecessors were
the witers of the so-called "Fastnacht" (Mardi-gras) plays, who
flourished in Nuremberg in the fifteenth century. Qut of these

pl ays German conedy arose, and anong those who rocked its cradle
was anot her of the nmastersingers who plays a part in Wagner's
opera, --Hans Folz. It was doubtless largely due to the influence of
Hans Sachs that the guild of mastersingers built the first Gernman
theatre in Nurenberg in 1550. Before then plays with religious

subj ects were performed in St. Catherine's church, as we have seen,
the neeting place of the guild. Secular plays were represented in
private houses.

Hans Sachs wote no | ess than 208 dramas, which he divided into
"Carnival Plays," "Plays," "Conedies," and "Tragedi es." He dropped
the first designation in his later years, but his first dramatic
effort was a Fastnachtspiel, and treated the subject of Tannhauser
and Venus. It bears the date February 21, 1517, and was therefore
witten 296 years before Wagner was born. OF what is now dramatic
formand structure, there is not a signin this play. It is nerely
a di al ogue between Venus and various persons who stand for as many
cl asses of society. The title is: "Das Hoffgesindt Veneris," or,

as it mght be rendered in English, "The Court of Venus." The
characters are a Herald, Faithful Eckhardt, Danheuser (sic),

Dane Venus, a Knight, Physician, Ctizen, Peasant, Soldier, Ganbler,
Drunkard, Maid, and Wfe. The Knight, Citizen, and the others appear
in turn before Venus and express contenpt for her powers,--the

Kni ght because of his bravery, the Physician because of his |earning,
the Mai d because of her virtue, the Wfe because of her honor.

Fait hful Eckhardt, a character that figures in nmany Thuringi an

| egends, especially in tales of the Wld Hunt, warns each person in
turn to beware of Venus. The latter listens to each boast and lets

| oose an arrow. Each boaster succunbs with a short [anentation. Wen
the play opens, Danheuser is already a prisoner of the goddess.
After all the rest have fallen victims, he begs for his rel ease,

and they join in his petition. Venus rejects the prayer, speaks in
prai se of her powers, and calls on a piper for music. A genera
dance foll ows, whereupon the conpany go with the enchantress into
the Venusberg. The | ast speech of Venus ends with the line:--

So says Hans Sachs of Nurenberg

There is but a single scene in "The Court of Venus." In other plays
witten in after years, no matter how often the action demanded it,
there is neither change of scenes nor division into acts; and the
personages, whether Biblical or classical, talk in the manner of

the sinple folk of the sixteenth century. Sachs's tragedy, "Von der
strengen Lieb' Herrn Tristrant mit der schonen Konigin |salden" ("CO
the strong love of Lord Tristramand the beautiful Queen Iseult"),
contains seven acts, as is specified in the continuation of the
title "und hat sieben Akte." It was witten thirty-six years |ater
than the carnival play and three years after the establishnent of

a theatre in Nurenberg by the nastersingers. Each act ends with a
triple rhyme. Though Sachs uses stage directions sonmewhat freely
conpared with the other dramatists of the period, the personages

all speak in the sane nanner, and tinme and space are annihilated in
the action nost bewilderingly. Thus, no sooner does Herr Tristrant
vol unteer to neet Mdrhold der Held to settle the question of
"Curnewel shl and' s" tribute to "lIrland" than the two are at it hanmer



and tongs on an island in the ocean. All the other incidents of the
old legends follow as fast as they are mentioned. Tristrant saves
his head in Ireland when discovered as the slayer of Morhold by
ridding the country of a dragon, and is repeatedly convicted of
treachery and taken back into confidence by Konig Marx, as one nay
read in Sir Thonas Malory's "Mirte d Arthur." Sachs follows an old
conclusion of the story and gives Tristrant a second Iseult to wfe,
and she tells the lie about the sails. The first Iseult dies of a
broken heart at the sight of her lover's bier, and the Herald in a
speech draws the noral of the tale:--

Aus dem so lass dich treulich warnen

O Mensch, vor sol cher Liebe Garnen,

Und spar dein Lieb' bis in die Eh',

Dann hab' Ein lieb" und kei ne neh.

Di esselb' Lieb' ist mt Gott und Ehren,

Die Wlt damt fruchtbar zu nehren.

Dazu gi ebt CGott sel bst all ewegen

Sein' Gnhad' Gedei hen und m | den Segen

Dass stete Lieb' und Treu' aufwachs'
Imehlich'n Stand', das wunscht Hans Sachs.

One of the nost thrilling scenes in "Die Mistersinger" is the
greeting of Hans Sachs by the popul ace when the hero enters with the
mast ersingers' guild at the festival of St. John (the chorus, "Wch'
auf! es nahet gen den Tag"). Here there is another illustration of
Wagner's adherence to the verities of history, or rather, of his
enpl oynent of them The words of the uplifting choral song are not
Wagner's, but were written by the ol d cobbl er-poet hinself. Wagner's
stage people apply themto their idol, but Sachs uttered themin
prai se of Martin Luther; they formthe beginning of his poem
entitled "The Wttenberg Nightingale," which was printed in 1523.

To the old history of Nurenberg witten by Wagenseil, Wagner went
for other things besides the theatre and personages of his play.
Fromit he got the rules which governed the neeting of the

mast ersingers, like that which follows the religious service in the
church of St. Catherine in the first act, and the singular nanes

of the nel odies to which, according to David, the candi dates for
mast er si ngers' honors were in the habit of inprovising their songs.
In one instance he made a draft on an authentic mastersinger nel ody.
The march which is used throughout the conmedy to synbolize the guild
begins as follows:--

[ Musi cal excerpt]

Here we have an exact quotation fromthe beginning of the first
Gesetz in the "Long Tone" of Heinrich Muglin, which was a tune

that every candidate for nenbership in the guild had to be able to
sing. The old song is given in full in Wagenseil's book, and on the
next page | have reproduced a portion of this song in fac-sinmle, so
that ny readers can observe the accuracy of \Wagner's quotation and
forman idea of the nature of the poetic frenzy which used to fil
the mastersingers, as well as enjoy the ornanmental passages (called
"Blunen" in the old regulations) and conpare themwith the fiorituri
of Beckmesser's serenade.

There is no doubt in ny nmind but that Wagner's purpose in "Die

Mei stersinger" was to celebrate the triunph of the natural, poetica
i mpul se, stinulated by healthy enotion and communi on with nature,
over pedantry and hi de-bound conservatism In the |arger study of
the opera made in another place, | have attenpted to show that the
contest is in reality the one which is always wagi ng between the
principles of romanticismand classicism a contest which is
essentially friendly and necessary to progress. The hero of the
conmedy is not Walther, but Sachs, who represents in hinself both



principles, who stands between the conbatants and checks the
extravagances of both parties. {3}

Li ke Beethoven in his "Leonore" overtures witten for the opera
"Fidelio," Wagner constructs the synphonic introduction to his
comedy so as to indicate the elenents of his dramatic story, their
progress in the devel opnent of the play, and, finally, the outcone.
The nel odies are of two sorts conforming to the two parties into
whi ch the personages of the play can be divided; and, |ike those
parties, the melodies are broadly distingui shed by external

physi ognony and enoti onal essence. Mst easily recognized are the
two broad march tunes typical of the nastersingers and their
pageantry. One of them has al ready been presented. Like its
compani on, - -

[ Musi cal excerpt]

whi ch opens the prelude, it is a strong, sinple nelody, nmade on the
intervals of the diatonic scale, square-cut in rhythm firm and
dignified, and, like the mastersingers, conplacent and a trifle
ponpous in stride. The three nel odies which are presented in
opposition to the spirit represented by the mastersingers and their
typical nusic, are disclosed by a study of the conedy to be
associated with the passion of the young | overs, Walther and Eva.
They differ in every respect--nelodic, rhythnmic, and harnonic,--from
those which stand for the old guildsnmen and their rule-of-thunb
notions. They are chromatic, as see this:--

[ Musi cal excerpt]

and this (which is the nelody which in a broadened form becones that
of Walther's prize song):--

[ Musi cal excerpt]
and this, which is peculiarly the synmbol of youthful ardor:--
[ Musi cal excerpt]

Their rhythns are |l ess regular and nore eager (note the influence of
syncopation upon them; they are harnonized with greater warmh and
infused with greater passion. In the devel opnment of the prelude
these mel odi es are presented at first consecutively, then as in
conflict (first one, then another pushing forward for expression),
finally in harmonious and contented union. The niddle part of the
prelude, in which the opening march tune is heard in short, quick
notes (in dimnution, as the theoreticians say) maybe | ooked upon as
caricaturing the nastersingers, not in their fair estate, but as
they are satirized in the conedy in the person of Becknesser.

Foot not es:

{1} "Joh. Christophori Wagenseilii De Sacri Rom Inperii Libera
Cvitate Noribergensi Commentatio. Accedit, De Gernmani ae
Phonascorum Von Der Meister-Singer Origine, Praestantia, Uilitate,
et Institutis, Sernone Vernaculo Liber. Atdorf Noricorum Typis

I npensi sque Jodoci W/ helm Kohlesii. CIDICD XCVII."

{2} | quote from Wagenseil's book--he is witing about the history
of the mastersingers: "Nach der Stadt Mayntz, hat in den Statten
Nurnberg und Strassburg / di e Meister-Singer-Kunst sonderlich
floriret / wie dann auchXl|I. Alte Nurnbergi sche Meister annoch im
Beruff sind; so mt Nanmen geheissen / 1. Veit Pogner. 2. Cuntz
Vogel gesang. 3. Hermann Otel. 4. Conrad Nachtigal. 5. Fritz

Zorn. 6. Sixtus Beckmesser. 7. Fritz Kohtner. 8. N claus Vogel

9. Augustin Mser. 10. Hannss Schwartz. 11. U rich Ei sslinger.



12. Hannss Foltz."

{3} "In the musical contest it is only the perverted idea of
Classicismwhich is treated with contunely and routed; the
glorification of the triunph of Romanticismis found in the
stupendously pompous and brilliant setting given to the
mast er singers' nusic at the end. You see already in this prelude
that Wagner is a true conedian. He adm nisters chastisenent with a
smle and chooses for its subject only things which are tenporary
aberrations fromthe good. Wat is strong, and true, and pure, and
whol esonme in the art of the mastersingers he pernits to pass through
his satirical fires unscathed. Cassicism in its original sense as
the conservator of that which is highest and best in art, he | eaves
unharmed, presenting her after her trial, as Tennyson presents his
Princess at the close of his corrective poem when

Al
Her falser self slipt fromher |ike a robe,
And | eft her woman, |ovelier in her nood
Than in her nould that other, when she cane
From barren deeps to conquer all with |love."

--"Studies in the Wagnerian Drama," by H E. Krehbiel, p. 95.

CHAPTER XVI

" LOHENGRI N'

In the last hundred lines of the |ast book of his epic poemto which
Wagner went for the fundanental incidents, not principles, of his
"Parsifal,"” Wl framvon Eschenbach tells the story of one of the
Gail King's sons whom he calls Loherangrin. This son was a | ad when
Parzival (thus Wl framspells the nane) becane King of the Holy

G ail and the knights who were in its service. Wen he had grown

to manhood, there lived in Brabant a queen who was equally gifted

in beauty, wealth, and gentleness. Many princes sought her hand in
marriage, but she refused themall, and waited for the coming of one
whom God had disclosed to her in a vision. One day a knight of great
beauty and nobley, as Sir Thomas Mallory woul d have said, came to
Antwerp in a boat drawn by a swan. To himthe queen at once gave
greeting as lord of her dominions; but in the presence of the
assenbled folk he said to her: "If | amto become ruler of this

| and, know that it will be at great sacrifice to nyself. Should you
neverthel ess wish me to remain with you, you nust never ask who

I am otherwise | nust |eave you forever." The queen nade sol em
protestation that she woul d never do aught against his will. Then
her marriage with the stranger knight was cel ebrated, and they abode
together long in happiness and honor. But at the |last the queen was
led to put the fatal question. Then the swan appeared with the boat,
and Loherangrin, for it was he, was drawn back to Mntsalvat, whence
he had conme. But to those whom he | eft behind he gave his sword,
horn, and ring.

There are other nedi aeval poens which deal with the story of
Lohengrin, mnore, indeed, than can or need be di scussed here. Some,
however, deserve consi derati on because they supply el enents which
Wagner used in his opera but did not find in Wl fram s poem Wagner
went, very naturally, to a poemof the thirteenth century, entitled
"Lohengrin," for the majority of the incidents of the drama. Thence
he may have drawn the notive for the curiosity of Elsa touching the
personality of her husband. O course, it lies in human nature, as
stories which are hundreds if not thousands of years ol der attest;
but I amtrying, as | have been in preceding chapters in this book,



to account for the presence of certain inmportant elements in
Wagner's opera, and so this poem nust al so be considered. In it
Lohengrin rescues El sa, the Duchess of Brabant, fromthe fal se
accusations of Telranund, the knight having been sumoned from
Mont sal vat (or "Mnsal vasch," to be accurate) by the ringing of a
bell which Elsa had taken froma falcon's leg. The knight marries
her, but first exacts a pronise that she will never seek of him
know edge of his race or country. After the happy domestic life of
the pair has been described, it is told how Lohengrin overthrew the
Duke of Cleves at a tournanent in Col ogne and broke his arm The
Duchess of Cleves felt hunmiliated at the overthrow of her husband by
a kni ght of whom not hi ng was known, and w ckedly insinuated that it
was a pity that so puissant a jouster should not be of noble birth,
thereby instilling a fatal curiosity into the nind of the Lady of
Brabant, which led to questions which Lohengrin answered before the
enperor's court and then di sappeared fromview. From"Der jungere
Titurel," another nedi aeval poem cane the suggestion that the
mysterious knight's prowess was due to sorcery and m ght be set at
naught if his bodily integrity were destroyed even in the slightest
degree. In the French tale of "Le Chevalier au Cygne," as told in
the "Chansons de geste," you nay read the story of Helyas, who was
one of seven children of King Oriant and Queen Beatrix, who were
born with silver chains around their necks. The chains being renoved
with evil purpose, the children turned into swans and flew away- - al
but one, Helyas, who was absent at the tine. But Hel yas got
possession of all the chains but one, which had been wought into a
cup, and one day, when he heard the sound of wi ngs, and six swans

| et thensel ves down into the water, he threw the chains around their
necks, and they at once assuned the fornms of his brothers. Al so how,
one day, Helyas, fromthe w ndow of his palace, saw a swan drawi ng a
boat, and how he donned his arnor, took a golden horn, and was drawn
away to Ni mwegen, where Enperor Otto was hol ding court. There he
found that the Count of Bl ankenbourg had accused his sister-in-I|aw,
the Duchess of Bouillon, of having poisoned her husband, and had
laid claimto the duchy. There was to be a trial by ordeal of

battl e, and while the duchess waited for the com ng of a chanpion,

| o! there was the sound of a horn, and Hel yas came down the river in
a boat drawn by a swan, undertook the cause of the innocent |ady,

sl ew her accuser, and narried her daughter. For |ong she was a good
and faithful wife, and bore hima child who becane the nother of
CGodfrey de Bouillon, Baldwi n de Sebourg, and Eustace de Boul ogne.

But one day she asked of her lord his nane and race. Then he bade
her repair to N nwmegen, and conmendi ng her and her daughter to the
care of the enperor, he departed thence in a swan-drawn boat and was
never seen nore.

Here we have the essentials of the story which Wagner w ought into
his opera "Lohengrin" Only a few details need be added to make the
pl ot conplete. The neeting of Lohengrin and El sa takes place on the
banks of the river Scheldt in Brabant. The King has cone to ask

the hel p of the Brabantians agai nst the Huns, who are invadi ng
Germany. He finds Brabant in a disturbed state. The throne is
vacant; Count Frederick of Telranund, who has his eyes upon it,

had offered his hand in marriage to El sa, who, with her brother,
CGottfried, had been left in his care on the death of their father,
but had met with a refusal. He had then married Otrud, a Frisian
princess. She is the last of a royal line, but a pagan, and

practi ses sorcery. To pronote the anbition of herself and her
husband, she has changed Cottfried into a swan by throwi ng a magi ca
chai n about his neck, and persuaded Tel ramund to accuse El sa of
havi ng murdered the boy in the hope of enjoying the throne together
with a secret lover. The King sunmons Elsa to answer the charge and
decrees trial by ordeal of battle. Commanded to name her chanpi on
she tells of a knight seen in a dream upon himalone will she
rely. Not until the second call of the Herald has gone out and



El sa has fallen to her knees in prayer does the chanpi on appear. He
is a knight in shining white arnmor who cones in a boat drawn by a
swan. He accepts the gage of battle, after asking El sa whether or
not she wants himto be her husband if victorious in the conbat, and
exacting a prom se never to ask of hi mwhence he cane or what his
nane or race. He overcones Telramund, but gives himhis life; the

Ki ng, however, banishes the false accuser and sets the stranger over
the people of Brabant with the title of Protector. Telranund is
overwhel med by his msfortunes, but Otrud urges himto nake anot her
trial to regain what he has |ost. The knight, she says, had won by
witchcraft, and if but the snmallest joint of his body could be taken
fromhim he would be inpotent. Together they instil disquiet and
suspicion into the nmind of Elsa as she is about to enter the

mnster to be married. After the weddi ng guests have departed, her
new y found happi ness is disturbed by doubt, and a painful curiosity
mani fests itself in her speech. Lohengrin adnoni shes, reproves,

and warns in words of tenderest |ove. He had given up greater
glories than his newlife had to offer out of love for her. A
horri bl e fear seizes her: he who had so nysteriously cone woul d as
mysteriously depart. Cost what it may, she nust know who he is. She
asks the question, but before he can reply Telranund rushes into

the roomw th drawn weapon. Elsa has but tinme to hand Lohengrin his
sword, with which he stretches the woul d-be assassin dead on the
chamber floor. Then he conmands that the body be carried before the
King, whither he also directs her maids to escort his wife. There is
anot her concl ave of King and nobl es. Lohengrin asks if he had acted
within his right in slaying Telramund, and his deed is approved by
all. Then he gives public answer to Elsa's question

In distant | ands, where ye can never enter,

A castle stands and Montsal vat its nane;

A radiant tenple rises fromits center

More glorious far than aught of earthly fame.

And there a vessel of mpbst wondrous spl endor,

A shrine, nmost holy, guarded well doth rest,

To which but nortals purest service render--

" Twas brought to earth by hosts of angels blest!
Once every year a dove from heaven descendeth

To strengthen then its wondrous powers anew.

"Tis called the Grail --and purest faith it |lendeth
To those good knights who are its chosen few

To serve the Grail whoe'er is once elected
Receives fromit a supernatural mght;

From baneful harm and fraud is he protected,

Away from himflees death and gl oom of ni ght!
Yea, whomby it to distant |ands is bidden

As chanpion to some virtuous cause maintain,

Vel |l knows its powers are from himnever hidden,
If, as its knight, he unreveal ed remnain.

Such wondrous nature is the Grail's great bl essing,
Reveal ' d nmust then the knight fromnortals flee:
Let not rest in your hearts a doubt oppressing,--
If known to you he saileth o' er the sea.

Now |ist what he to you in troth declareth:

The Grail obeying here to you | cane.

My father Parzival, a crown he weareth,

Hi s knight am | and Lohengrin ny nanme! {1}

A prohibition which rests upon all who are served by a Knight of the
Grail having been violated, he nust depart fromthence; but before
going he gives his sword, horn, and ring to Elsa, and tells her that
had he been permtted to live but one year at her side, her brother
woul d have returned in conduct of the Grail. The swan appears to
convey himback to his resplendent hone. Otrud recogni zes the chain
around its neck and gloats over her triunph; but Lohengrin hears her



shout. He sinks on his knees in silent prayer. As he rises, a white
dove floats downward toward the boat. Lohengrin detaches the chain
fromthe neck of the swan. The bird disappears, and in its place
stands CGottfried, released fromthe spell put upon himby the
sorceress. The dove draws the boat with its cel estial passenger
away, and Elsa sinks lifeless into the arns of her brother.

In this story of Lohengrin there is an adm xture of several elenents
whi ch once had no association. It is the story of an adventure of a
Kni ght of the Holy Grail; also a story involving the old principle
of taboo; and one of many stories of the transformati on of a human
being into a swan, or a swan into a human being. This swan nyth is
one of the nost widely spread of all transformation tales; it may
even be found in the fol k-stories of the Anerican Indians. To

di scuss this feature would carry one too far afield, and | have

a different purpose in view.

* * *

The two Figaro operas, the discussion of which opened this book,
were conposed by different nen, and a generation of tinme separated
their production. The opera which deals with the second chapter of
the adventures of Seville's factotum was conposed first, and is the
greater work of the two; yet we have seen how pleasantly they can be
associated with each other, and, no doubt, nany who adnire them have
felt with me the wish that sone nusician with sufficient skill and
the needful reverence would try the experinent of renodelling the
two and knitting their bonds closer by giving identity of voice

to the personages who figure in both. The Wagnerian list presents
sonething like a parallel, and it would be a pleasant thing if two
of the nodern poet-conposer's dramas whi ch have community of subject
coul d be brought into sinilar association, so that one might be
performed as a sequel to the other. The operas are "Lohengrin" and
"Parsifal." A generation also |lies between them and they ought

to bear a relationship to each other sonmething |like that existing
between "Le Nozze di Figaro" and "Il Barbiere di Siviglia." |ndeed,
the bond ought to be closer, for one nan wote books and nusic

as well of the Gail dramas, whereas different librettists and
different conposers created the Figaro conmedies. But it will

never be possible to bring Wagner's npst popul ar opera and his
"stage-consecrating play" into |ogical union, notwthstanding that
both deal with the legend of the Holy Grail and that the hero of one
proclains himself to be the son of the hero of the other. Wagner
cast a loving glance at the older child of his brain when he quoted
sonme of the "swan nusic" of "Lohengrin "in "Parsifal"; but he built
an insurnountabl e wall between them when he forsook the sane and
sinple ideas which inspired himin witing "Lohengrin" for the
conplicated fabric of nediaeval Christianity and Buddhi sm which

he strove to set forth in "Parsifal." In 1847 Wagner was willing

to l ook at the hero of the quest of the Holy Gail whom we

call Percival through the eyes of his later guide, Wl framvon
Eschenbach. To Wl fram Parzival was a nmarried man; nore than that--a
married |l over, clinging with devotion to the nmenory of the wife from
whose arms he had torn hinself to undertake the quest, and | osing
hinsel f in tender brooding for days when the sight of blood-spots

on the snow suggested to his fancy the red and white of fair

Konwi ramur's cheeks. Thirty years | ater Wagner could only conceive
of his Gail hero as a celibate and an ascetic. Lohengrin glories in
the fact that he is the son of himwho wears the crown of the Gail
but Parsifal disowns his son

This is one instance of the incoherency of the two Grail dranas.
There is another, and by this second departure fromthe old | egends
whi ch furnished forth his subject, Wagner nade "Lohengrin" and
"Parsifal" forever irreconcilable. The whole fabric of the ol der



opera rests on the forbidden question:--

Ni e solist du mich befragen, noch
W ssen's Sorge tragen

woher ich kam der Fahrt,

noch wie mein Nami und Art. {2}

So i npressed was Wagner with the significance of this dramatic

nmotive sixty years ago, that he gave it a nusical setting which
still stands as the finest of all his many illustrations of the
principle of fundamental or typical phrases in dramatic nusic:--

[ Musi cal excerpt--"N e sollst du mch befragen"]

And no wonder. No matter where he turned in his studies of the
Grail |legend, he was confronted by the fact that it was by asking a
question that the seeker after the Gail was to release the ailing
ki ng, whom he found in the castle in which the talismans were
preserved, fromhis sufferings. In the Wl sh tale of Peredur and
the French romances the question went only to the neaning of the
talismans; but this did not suffice Wlframvon Eschenbach, who

in many ways raised the ethical standard of the Gail |egend. He
changed the question so as to nake it a sign of affectionate and
compassi onate interest on the part of the questioner; it was no

| onger, "What mean the bl oody head and t he bl eedi ng | ance?" but
"What ails thee, uncle?"

Wagner was fond, a little overfond, indeed, of appealing to the
public over the heads of the critics, of going to the jury rather
than the judge, when asking for appreciation of his dranmas; but
nothing is plainer to the close student than that he was never
wholly willing to credit the public with possession of that high

i magi nati veness to which his dramas nore than those of any other
conposer nake appeal. His first conception of the finale of
"Tannhauser," for instance, was beautiful, poetical, and reasonabl ¢;
for the sake of a spectacle he reconstructed it after the origina
production and plunged it into indefensible confusion and absurdity.

A desire to abstain as nuch as possible fromcriticism(that not
bei ng the purpose of this book) led ne to avoid nention of this
circunstance in the exposition of "Tannhauser"; but | find that |
must now set it forth, though briefly. In the original formof the
opera there was no funeral procession and no death of the hero

besi de the bier of the atoning saint. The scene between Tannhauser
and Wl framwas interrupted by the tolling of a bell in the castle
to indicate the death of Elizabeth and the appearance of a gl ow of
rose-colored light across the valley to suggest the presence of
Venus. By bringing the corpse of Elizabeth on the stage so that
Tannhauser might die by its side, Wagner was guilty of worse than an
anachronism The tine which elapses in the drama between Elizabeth's
departure fromthe scene and her return as a corpse is just as |long
as the song which Wbl fram sings in which he apostrophizes her as his
"hol der Abendstern"--just as long and not a nonent |onger. There

is no question here of poetical license, for Wl framsings the

apost rophe after her retreating figure, and the | ast chord of

his postlude is interrupted by Tannhauser's words, "lIch horte
Harfenschl ag!" Yet we are asked to assune that in the brief interim
El i zabet h has ascended the nmountain to the Wartburg, died, been
prepared for burial, and brought back to the valley as the centra
object of a stately funeral

It would have been nuch wi ser to have |left the death of Elizabeth

to the imagination of the public than to have nmade the scene

ridicul ous. But Wagner was afraid to do that, |est his purpose be
overl ooked. He was a master of theatrical craft, and though he could
wite a tragedy like "Tristan und Isolde,” with little regard for



external action, he was quite unwilling to nmss so effective a
theatrical effect as the death of Tannhauser beside Elizabeth's
bier. After all, he did not trust the public, whose judgnent he
affected to place above that of his critics, and for this reason,
while he was willing to call up nenories of his earlier opera by
quoting sone of its nusic in "Parsifal,"” he ignored the question

whi ch plays so inportant a role in "Lohengrin," and made the healing
of Anfortas depend upon a touch of the talismanic spear--a device
which cane into the Grail story from pagan sources, as | have

al ready pointed out.

Now, why was the questioning of Lohengrin forbidden? Wl framvon
Eschenbach tells us, and his explanation sufficed Wagner when he
made his first studies of the Gail |egends as a preparation for
"Lohengrin.” It was the Holy Gail itself which pronounced the
taboo. An inscription appeared on the talisman one day commandi ng
that whenever a Knight of the Gail went into foreign lands to
assune rul e over a people, he was to adnoni sh them not to question
hi m concerni ng his nane and race; should the question be put, he
was to | eave them at once. And the reason?

Weil der gute Anfortas

So lang in bittern Schrerzen | ag,
Und i hn die Frage | ange m ed,

Ist ihnen alles Fragen |eid;

Al'l des Gal es Dienstgesellen

Wl | en sich nicht nehr fragen | assen

The sane explanation is nmade in the nedi aeval poem "Lohengrin." W
are not called upon to adnmire the logic of Wl framand the Knights
of the Grail, but nothing could be plainer than this: The sufferings
of Anfortas having been wofully prolonged by Parzival's failure to
ask the healing question, the Knights of the Gail were thereafter
required by their oracular guide to prohibit all questioning of

t hensel ves under penalty of forfeiture of their puissant help.

When WAgner wote his |ast drama, he was presented with a dil emma:
shoul d he remain consistent and adhere to the question as a dramatic
motive, or dare the charge of inconsistency for the sake of that bit
of spectacul ar apparatus, the sacred | ance? He chose inconsistency
and the show, and enphasized the element of relic worship to such

a degree as to nmake his dranma foreign to the intellectual and
religious habits of the time in which he wote. But this did not
disturb him for he knew that beauty addresses itself to the
enotions rather than the intellect, and that his phil osophica
message of the redeem ng power of |oving compassion would find
entrance to the hearts of the people over all the obstacles that
reason mght interpose. Yet he destroyed all the poetical bonds

whi ch ought or might have existed between "Parsifal" and "Lohengrin.

It was Wagnher who created the contradiction which puts his operas
in opposition by his substitution of the sacred |lance as a dramatic
motive for the question. But poets had | ong before taken the
privilege of juggling with two el ements of ancient nyths and

fol k-tales which are blended in the story of Lohengrin. Oiginally
there was no rel ationship between the Knight of the Holy Grail and
the Swan Knight, and there is no telling when the fusion of the
tales was made. But the el ement of the forbi dden question is of
unspeakabl e antiquity and survives in the |law of taboo which

exi sts anong savages to-day. \When WAgner discussed his opera in

his "Comruni cation to My Friends" he pointed out the resenbl ance
between the story of Lohengrin and the myth of Zeus and Senele. Its
phi | osophi cal essence he proclainmed to be humanity's feeling of

the necessity of |ove. Elsa was "the woman who drew Lohengrin from
the sunny heights to the depths of earth's warmheart. . . . Thus
yearned he for woman--for the human heart. And thus did he step down



fromout his loneliness of sterile bliss when he heard this woman's
cry for succor, this heart cry fromhunmanity below." This is al

very well, and it would be churlish to say that it is not beautifully
reflected in Wagner's dranmm; but it does not explain the need of the
prohi bition. A worman who | oves nust have unquestioning faith in her
husband--that is all. But there are two ancient nyths which show

that the taboo was conceived as a necessary ingredient of the

associ ation of divine nen with human wonen. Let both be recall ed,

for both have plainly gone over into the nedi aeval story.

The first is the one to which Wagner made allusion: Jupiter has
given his love to Senele. Wckedly pronpted by the jeal ous Juno,
Senel e asks her august lover to grant her a wish. He prom ses

that she shall have her desire, and confirms his words with the
irrevocabl e oath, swearing by the Stygian flood. Senele asks him
then to appear to her in all his celestial splendor. The god woul d
have stopped her when he realized her purpose, but it was too |ate.
Sorrowmfully he returned to the celestial abode and fearfully he put
on his lesser panoply. Arrayed in this he entered the chamber of
Senel e, but though he had | eft behind himthe greater splendors,
the immortal radi ance consunmed her to ashes.

That is one story; the other is the beautiful fable, freighted with
ethical synbolism which Apulcius gave to literature in the second
century of the Christian era, though, no doubt, his exquisite

story is only the elaboration of a nmuch ol der conceit. Psyche, the
daughter of a king, arouses the envy of Venus because of her beauty,
and t he goddess's anger because of the feeling which that beauty

i nspires anong nen. She resolves to punish her presunptuous norta
rival, and sends Cupid as her nessenger of vengeance. But the God

of Love falls hinmself a victimto the naiden's charns. The spel

whi ch he puts upon her he cannot wholly dissipate. Hosts of admirers
still follow Psyche, but no worthy nan offers her marriage. Her
parents consult the oracle of Apollo, who tells himthat she is
dooned to becone the wife of a nonster who |ives upon a high

mount ain. The mai den sees in this a punishnent neted out by Venus
and offers herself as a propitiatory sacrifice. Left al one by
parents and friends, she clinbs the rocky steeps and falls asleep
in the wilderness. Thither cone the Zephyrs and carry her to a
beauti ful garden, where unseen hands serve her sunptuously in a
magni fi cent pal ace and the voices of invisible singers ravish her
cars with nusic. Every night she is visited by a nmysterious being
who | avishes loving gifts upon her, but forbids her to | ook upon
his face, and di sappears before dawn. Psyche's sisters, envious

of her good fortune and great happiness, fill her mnd with w cked
doubt and distrust. A fatal curiosity seizes upon her, and one night
she uncovers her lanp to | ook upon the formof her doting conpanion
I nstead of the nonster spoken of by the oracle, she sees the

| oveliest of the immortals. It is Cupid who |ies sleeping before
her, with snowy w ngs fol ded, and golden ringlets clustering about
his shoul ders. Anxious for a closer view, Psyche | eans over him

but a drop of hot oil falls fromthe |Ianp upon his shining skin.

The god awakes, and without a word flies out of the w ndow. Pal ace
and garden di sappear, and Psyche is left alone to suffer the
consequences of her foolish curiosity. After wandering long in
search of the |ost one, she wins the synpathy of Ceres, who advi ses
her to seek out Venus and offer reparation. She becones the slave of
t he goddess, who inposes cruel tasks upon her. But at |ength Cupid
can no | onger endure to be separated fromher, and goes to Jupiter,
who intercedes with Venus and wi ns her forgiveness for Psyche. Then
the suprenme god gives her imortality, and she becones forever the
wi fe of Cupid.

There are two other points, one | egendary, one historical, which
ought to be nentioned for the sake of those who |ike to know the



sources of stories like that of Lohengrin. The ancient Angles had

a saga which told of the arrival in their country of a boat,
evidently sailless, oarless, and rudderless, containing only a
child surrounded by arns and treasure. They brought himup and
call ed him Skeaf (from which word our "sheaf"), because he | ay upon
a bundl e of grain. He becane king of the people, and, when he felt
death upon him comanded to be carried back to the shore where he
had been found. There lay the boat in which he had cone, and when
his dead body was placed init, it noved away of its own accord
From hi m descended a race of kings. Here, | aminclined to see a
survival of the story of Danae and her child Perseus found floating
on the sea in a chest, as sung by Sinonides. The historical elenent
in "Lohengrin" is conpassed by the figure of the king, who netes out
justice nelodiously in the opening and closing scenes. It is King
Henry | of Germany, called the Fow er, who reigned fromA D. 918 to
936. He was a wise, brave, and righteous king, who fought the savage
Huns, and for his sake the managenment of the festival perfornances
at Bayreuth, in 1894, introduced costunes of the tenth century.

Foot not es:
{1} John P. Jackson's translation
{2} I'n M. John P. Jackson's translation:--

Ne'er with thy fears shalt task ne,
Nor questions idly ask ne:

The land and from whence | cane,
Nor yet ny race and nane.

CHAPTER XVI

"HANSEL UND GRETEL"

In many respects "Hansel und Getel"” is the nost interesting opera
conposed since "Parsifal," and, by being an exception, proves

the rule to which | directed sone remarks in the chapter on "Don

G ovanni." For a quarter of a century the minds of nusical critics
and historians have been occupied at intervals with the question
whet her or not progress in operatic conposition is possible on the
lines laid dowmn by Wagner. O his influence upon all the works
conposed within a period twice as |long there never was a doubt;

but this influence manifested itself for the greater part in

nmodi fications of old nmethods rather than the invention of new

In Germany attenpts have been nmade over and over again to follow
Wagner's system but though a few operas thus produced have had a
tenmporary success, in the end it has been found that the experinents
have all ended in failures. It was but natural that the fact should
provoke di scussion. If no one could wite successfully in Wagner's
manner, was there a future for the lyric drama outside of a return
to the style which he had striven to overthrow? If there was no
such future, was the fact not proof of the failure of the Wagnerian
nmovenent as a creative force? The question was frequently answered
in a spirit antagonistic to Wagner; but many of the answers were
overhasty and short-sighted. It needed only that one should cone
who had thoroughly assimlated Wagner's nethods and had t he geni us
to apply themin a spirit of individuality, to denpnstrate that

it was possible to continue the production of lyric dramas wi thout
returning to the hackneyed manner of the opposing school. The
conposer who did this was Engel bert Hunperdinck, and it is
particularly noteworthy that his denonstration acquired its nost
convincing force fromthe circunstance that instead of seeking his
material in the nmyths of antiquity, as Wagner did, he found them



in the nursery.

Wi | e enphasi zing this fact, however, it is well not to forget that
inturning to the literature of folklore for an operatic subject
Hunperdi nck was only carrying out one of the principles for which
Wagner contended. The Mahrchen of a people are quite as much a
reflex of their intellectual, noral, and enotional life as their
heroic | egends and myths. In fact, they are frequently only the
fragments of stories which, when they were created, were enbodi ments
of the npbst profound and inpressive religious conceptions of which
the peopl e were capable. The degenerati on of the sun god of our
Teutonic forefathers into the Hans of Ginmms tale, who coul d not

| earn to shiver and shake, through the Sinfiotle of the "Vol sunga
Saga" and the Siegfried of the "Nibelungenlied," is so obvious that
it needs no comentary. Neither should the translation of Brynhild
into Dornroschen, the Sleeping Beauty of our children's tales.

The progress illustrated in these exanples is that fromnyth to

Mahr chen, and Humperdinck in witing his fairy opera, or nursery
opera if you will, paid tribute to Gernan nationality in the same
coin that Wagner did when he created his "Ring of the N belung."
Everyt hi ng about "Hansel und Getel" is charmng to those who can
feel their hearts warmtoward the famly life and fol kl ore of
Germany, of which we are, or ought to be, inheritors. The opera
originated, |ike Thackeray's delightful fireside pantom ne for great
and snmall children, "The Rose and the Ring." The conposer has a
sister, Frau Adel heid Wette, wife of a physician in Col ogne. She,

wi t hout any particular thought of literary activity, had been in
the habit of witing little plays for production within the famly
circle. For these plays her brother provided the nusic. In this way
grew the first dramatic version of the story of Hansel and Getel,
whi ch, everybody who has had a German nurse or has read Gimis
fairy tales knows, tells the adventures of two children, a brother
and sister, who, driven into the woods, fell into the toils of the
Crust Wtch (Knusperhexe), who enticed little boys and girls into
her house, built of gingerbread and sweetneats, and there ate them
up. The original perforners of the principal characters in the play
were the daughters of Frau Wette. Charnmed with the effect of the
fanciful little conmedy, Herr Hunperdi nck suggested its expansion
into a piece of theatrical dinmensions; and the opera was the result.
It was brought forward for the first time in public on Decenber 23,
1893, in Wimar, and created so profound an inpression that it
speedi | y took possession of all the principal theatres of Gernany,
crossed the channel into England, nmade its way into Holland,

Bel gium and Italy, and reached America within two years. Its first
performance in New York was in an English version at Daly's Theatre
on Cctober 8, 1895. There were drawbacks in the representati on which
prevented a success, but after it had been incorporated in the
German repertory of the Metropolitan Opera-house in the season of
1895-1896 it became as much of a permanency as any opera in the list.

Hunper di nck has built up the nusical structure of "Hansel und
Getel"” in the Wagneri an manner, but has done it with so nuch
fluency and deftness that a nusical |layman nmight listen to it

from beginning to end wi thout suspecting the fact, save fromthe
occasi onal enpl oynent of what nmay be call ed Wagnerian idions. The
little work is replete with nel odi es which, though original, bear
a strong famly resenbl ance to two little songs which the children
sing at the beginning of the first and second acts, and which are
veritable nursery songs in Germany. These ditties and the principa
mel odi es consorted with themcontribute characteristic notifs out
of which the orchestral part is constructed; and these notifs are
devel oped in accordance with an interrelated scheme every bit as

| ogi cal and consistent as the scheme at the bottom of "Tristan und
Isolde.” As in that stupendous nusical tragedy, the orchestra takes
the part played by the chorus in Greek tragedy, so in "Hansel und



Getel" it unfolds the thoughts, notives, and purposes of the
personages of the play and |lays bare the sinple nysteries of the
pl ot and counterplot. The carel ess happi ness of the children, the
apprehensi on of the parents, prom se and fulfilnment, enchantnment and
di senchantnment--all these things are expounded by the orchestra in a
fine flood of music, highly ingenious in contrapuntal texture, rich
in instrunental color, full of rhythnmical life, on the surface of
which the idyllic play floats buoyantly, like a water-lily which

starts and slides
Upon the level in little puffs of w nd,
Tho' anchored to the bottom

It is necessary, because the nmusic is so beautiful and al so because
the piece, like the "Leonore" overtures of Beethoven and the

"Mei stersinger" prelude of Wagner (of which, indeed, it is a pretty
frank imtation) is a sort of epitome of the play, to spend sone

time with the prelude to "Hansel und Getel." After | have done
this | shall say what | have to say about the typical phrases of
the score as they are reached, and shall |eave to the reader the

agr eeabl e | abor of discovering the |ogical schenme underlying their

i ntroduction and devel opnent. The prelude is built out of a few
thenes which are associated with sone of the nobst significant

el ements of the play. Not one of themis a personal |abel, as is

wi dely, but erroneously, supposed to be the case in Wagner's dranas.
They stand for dramatic ideas and agencies, and when these are
passed in review, as it is purposed shall be done presently, it wll
be found that not the sinister but the am able features of the story
have been chosen for celebration in the overture. Here, too, in what
may be called the ethical meaning of the prelude, Hunperdi nck has
foll owed the exanple of Wagner in the prelude to his conedy. Sinply
for the sake of identification hereafter names will be attached to
the thenes out of which the prelude is constructed and which cone
fromthe chief nelodic factors of the opera. The nost inportant of
these is the nelody sung by the horns at the beginning:--

[ Musi cal excerpt]

Let it be called the "Prayer Theme," for the nmelody is that of the
prayer which the little ones utter before laying thenmsel ves down to
sleep in the wood. The mel ody seens to be associated throughout the
opera with the idea of divine guardianship, and is first heard in
the first scene, when Hansel, having conpl ai ned of hunger, Gete
gently chides himand holds out confort in the words (here | use
the English version of the opera):--

When past bearing is our grief
God, the Lord, will send relief.

Hunperdi nck' s splendid contrapuntal skill shows itself in a nost
varied use of this theme. Once in the prelude it appears in three
different fornms sinmultaneously, and in an augnented shape it forns
the substratum of the prelude, while other themes are cunningly
woven above it. The second theme is an exceedingly bright and
energetic little phrase with which the rapid portion of the prelude
begins. It shall be called the "Counter-Charnl thene, because it is
the nel odi c phrase which serves as a fornula with which the spel
which the witch puts upon her victins is released by her as well as
by the children who overhear it. Wen it occurs in the play it has
this form--

[ Musi cal excerpt--"hocus pocus el der bush!"]

Words and music come fromthe mouth of Gretel when she rel eases
Hansel fromthe spell in the third act, and fromthat of Hansel when
he perforns the sane office for the gingerbread children. After two



phrases of mnor significance there cones the "Thene of Fulfilnment,"
so cal |l ed because of its association with the answer to the prayer
for protection in the woods. Thus it forns part of the dawn nusic at
the beginning of the third act when the children are awakened by the
Dewran. It makes up the original part of the song of this Dawn Fairy
and is the nmelody to which Hansel and Getel sing their explanation
to the wondering gingerbread children:--

The angel s whispered in dreans to us in silent night
VWhat this happy day has brought to Iight.

[ Musi cal excerpt]

There is a fourth theme, the "Thene of Rejoicing" which is the
inspiration of the dance which the gingerbread children execute
around Hansel and Gretel to celebrate their release fromthe
enchant ment put upon them by the w cked Wtch.

At the parting of the curtain we see the interior of the hut of a
poor broom maker. Speci nens of his handi work hang upon the walls. A
ti ny wi ndow beside the door in the background, shows a glinpse of

the forest beyond. Hansel and Getel are at work, he making broomns,
she knitting. Getel sings an old German fol k-song, begi nning thus:--

[ Musi cal excerpt--"Suse |iebe suse was raschelt imstroh?"]

Al the nelodies in this act have a strong fanm |y resenbl ance, but
this song, a cradle song of the long ago, is the only one not
conposed by Hunperdi nck. M ss Constance Bache has failed, in her
English translation, to reproduce the quaint sentinment of the

old song, which calls attention to the fact that all geese are
shoeless. It is not for want of |eather,--the shoenaker has that in
pl enty,--but he has no lasts, and so the poor things nmust needs go
barefoot. The song invites a curious historical note. "Suse" and
"Sause" were common expressions in the cradl e songs which used to be
sung to the Christ-child in the German churches at Christmas when
the decadent nativity plays (now dwarfed to a nere tableau of the
manger, the holy parents, and the adoring shepherds and magi) were
still cultivated. Fromthe old customterned Kindeiw egen, which
remai ned in the Gernman Protestant Church centuries after the

Ref ormati on, Luther borrowed the refrain, "Susaninne" for one of his
Christmas choral es. The beginning of the little song which Getel
sings used to be "Sause |liebe Ninne," which, of course, is Luther's
"Susani nne." The song domi nates the whole of the first act. Qut

of portions of its nelody grows a large part of the instrunental
acconpani ment to the mel odious recitative in which the dialogue is
carried on. Through expressive changes, not only in this act, but
|ater also, it provides a mediumfor nuch dramatic expression. A
little notif with which the orchestra introduces it develops into

a song, with which Hansel greets his sister's announcenent that

a nei ghbor has sent in sone nilk, and when Gretel, as soon as

she does, attenpts to teach Hansel how to dance, the delightfu
little polka tune which the two sing is alnpst a twin brother to
the cradl e song.

It is the gift of mlk which directly brings the sinister el enment
into the play. The nother cones home weary, hungry, and out of
hunor. She finds that the children have neglected their work, and
while attenpting to punish them she overturns the mlk jug. It is
the last straw, and, with threats of a terrible beating if they do
not bring hone a heapi ng basket of berries for supper, she drives
the little ones out into the forest. Exhausted, she falls asleep
beside the hearth. Fromthe distance cones the voice of the

broom maker trolling a song which is now nerry, now sad. He enters
his hut in great good humor, however, for he has sold all his wares
and cones with his basket | oaded with good things to eat and no



i nconsi derabl e quantity of kummel in his stomach. Till now, save for
the few nmoments which followed the entrance of the nother, the nusic
has echoed not hing but childish joy. Al this is changed, however,
when the father, inquiring after his children, learns that they have
gone into the woods. He tells his wife the | egend of the Wtch of
the Il senstein and her dreadful practices, while the orchestra
builds up a gruesonme picture out of fragments fromthe i nnocent song
whi ch had opened the act. Fearful for the fate of her children, the
nmot her dashes into the forest, followed by the broom maker.

A nusical delineation of a witch's ride separates the first and
second acts. It is a garishly colored conposition beginning with a
ponpous procl amati on of the "Theme of the Wtch": --

[ Musi cal excerpt]

This is interwoven with echoes fromthe song of the broom naker,
and, as might be expected, a great deal of chromatic nmaterial, such
as seens indispensable in nusical pictures of the supernatural
Towards the close the weird el enents gradual ly di sappear and gi ve
way to a peaceful forest npod, pervaded by a | ong-drawn nel ody from
the trunpet, acconpani ed by sounds suggestive of the nurmuring of
trees. The parting of the curtain discovers a scene in the depths

of the woods. Gretel sits under a |large tree weaving a garland of
flowers. Hansel is picking strawberries. The sun is setting. Getel
si ngs anot her fol k-song, the nmeaning of which is lost to those who
are unfanmiliar with the song in the original. It is a riddle of

the German nursery: "Alittle man stands in the forest, silent and
al one, wearing a purplish red nantle. He stands on one |leg, and
wears a little black cap. W is the little man?" Answer:--the
Hagebutte; i.e. the rose apple, fruit of the rose tree. After the
Wtch's ride, nothing could be nore effective in restoring the

i ngenuous nood essential to the play than this song, which is as
graceful and pretty in nelody as it is arch in sentinment. Wth the
di al ogue which follows, a variation of the closing cadence of the
song is sweetly blended by the orchestra. Hansel crowns Gretel Queen
of the Wods with the floral weath, and is doing nock reverence to
her when a cuckoo calls froma distance. The children nimc the cry,
then playfully twit the bird with allusions to its bad practice of
eating the eggs of other birds and neglecting its own of fspring.
Then they play at cuckoo, eating the strawberries in |lieu of eggs,
until the basket is enpty. They renmenber the threat of their nother,
and want to fill the basket again, but darkness is settling around
them They lose their way, and their agitated fancy sees spectres
and goblins all around them Hansel tries to reassure his sister

by hal |l ooi ng, and scores of voices send back echoes, while the
cuckoo continues its lonely cry. Getel is overcone by fear for a
moment, and Hansel, too, succunmbs to fright when he sees a figure
approaching through the mist. But it is not a goblin, as the
children think--only the Sandman, a little gray, stoop-shoul dered
old man, carrying a bag. He smiles reassuringly and sings a song of
his love for children, while he sprinkles sleep-sand in the eyes of
the pair. The second part of his song introduces another significant
phrase into the score; it is the "Theme of Promise,” to which the
Sleep Fairy sings the assurance that the angels give protection and
send sweet dreams to good children while they are asleep:--

[ Musi cal excerpt]

"Sandman has been here," says Hansel, sleepily; "let us say our
eveni ng bl essing." They kneel and repeat the prayer to the nel ody
whi ch has been called the "Prayer Thene," then go to sleep in each
other's arns. Al has been dark. Now a bright Iight pierces the

m st, which gathers itself into a cloud that gradually takes the
shape of a staircase reaching apparently from heaven to earth. The
orchestra plays a beautiful and extended piece of nusic, of which



the principal nelodic material is derived fromthe thenes of
"Prayer" and "Pronise," while seven pairs of angels descend the
cloud-stairs and group thensel ves about the little sleepers, and
a gol den host extends upward to the celestial abode. By this tine
the scene is filled with a glory of light, and the curtain cl oses.

The greater part of the dramatic story is told in, the third act.
The opening of the curtain is preceded by a brief instrunental
nunber, the principal elenents of which are a new thene: --

[ Musi cal excerpt]

and the "Theme of Fulfilnment." The significance of the latter in
this place is obvious: the prom sed benison to the children has
been received. The former thene is a pretty illustration of what
has al ready been said of Hunperdi nck's consistent devotion to the
fol k-song spirit in his choice of nelodies. The phrase has an
interrogatory turn and is, in fact, the nelody of the nysterious
question which cones fromthe house of the Wtch a few m nutes

| ater, when the children help thenselves to sone of the toothsone
mat eri al out of which the magic structure is built:--

[ Musi cal excerpt--"N bble, nibble, nmouskin, Wo's nibbling at ny
houseki n?"]

Sinple as this little phrase is, it is yet a draught froma
song-game that cones nigh to being universal. No phrase is nore
preval ent anong nursery songs than that made up of the first six
notes. The original German song itself has come down to Anmerican and
English children, and enthusiastic folklorists see init arelic

of the ancient tree worship and an invocation of Frau Hol da, the
goddess of |ove and spring of our Teutonic ancestors. It is the
first phrase of the German, "Ringel, ringel, reihe," which our
children know as "Ring around a rosy." It was an am abl e conceit of
the conposer's to put such a tune into the mouth of the Wtch at a
monent of terror in the play. By it he publishes his intention

not to be too utterly gruesone in his treatnent of the hag. This
intention, noreover, he fulfils in the succeeding scene. The Wtch
appears weird and wi cked enough in appearance, in her discordant

| augh, and the instrumental delineation of her, but when she sings
to the children, she is alnost ingratiating. O course, she is
seeking to lure themto a horrible fate, but though she does not
deceive themfor even a nonent, her nusical manner is nuch |ike
theirs, except when she is whirling through the air on a broonstick

When the curtain opens on the third act the scene is the sanme as at
the close of the second, except that norning is breaking and the
background is filled with mst, which is slowy dissipated during
the song of the Dewnan (Dawn Fairy), who sprinkles dew on the

sl eeping children as he sings. The beginning of his song is like
that of the Sandman, but its second part consists of the nel ody of
"Ful filment" instead of that of "Pronmise." Getel is the first to
awake, and she wakes Hansel by imtating the song of the lark. He
springs up with the cry of chanticleer, and lark's trill and cock's
crow are mngled in a nbst wi nsone duet, which runs out into a
description of the dream They | ook about themto point out the spot
where the angels had been. By this tine the last veil of mst has

wi thdrawn fromthe background, and in the place of the forest of
firs the gingerbread house stands glistening with barley sugar in
the sunshine. To the left is the Wtch's oven, to the right a cage,
all inside a fence of gingerbread children. A duet of adnmiration and
amazenent follows in a new, undulatory nel ody. Hansel wants to enter
the house, but Gretel holds himback. Finally they decide to venture
so far as to nibble a bit. Hansel stealthily breaks a piece of

gi ngerbread off the corner, and at once the voice of the Wtch is
heard in the phrase al ready quoted:--



Ni bbl e, ni bbl e, nopusekin,
Who' s ni bbling at my housekin?

After a noment of alarm Gretel picks up a bit of the gingerbread
whi ch had fallen from Hansel's hand at the sound of the Wtch's
voi ce, and the duet of enjoynment is resuned in a higher key. Then
a second piece of gingerbread is stolen and munched, and the weird
voice is heard again; but this time without alarm The Wtch
stealthily approaches and throws a noose about Hansel's neck. They
have fallen into her clutches, and in a luring song she tells of
the sweetneats whi ch she keeps in the house for children of whom
she is fond. Hansel and G etel are not won over, however, by her

bl andi shments, and try to run away. The Wtch extends her magic
wand and chants the charm whi ch deprives her victins of the power
of motion, beginning:--

[ Musi cal excerpt--"Hocus pocus wi tches' charni]

This phrase stands in the score as the antithesis of the
"Counter-Charm' nentioned in the analysis of the prelude. It
illustrates an ingenious constructive device. Desiring to send
Gretel on an errand a nonent | ater, the Wtch di senchants her
with the forml a,

Hocus, pocus, el derbush,

al ready described as the first theme of the Allegro in the prelude.
It is an inversion of the theme of enchantnent, a proceeding

anal ogous to reversing the rod, or spelling the charm backward
Wagner nmakes use of the sane device in "Gotterdanmmrerung” when he
synbol i zes the end of things by inverting the synbol of the origina
el ements in "Das Rheingold." The Wtch now di scl oses her true
character, and in the exuberance of her denoniac glee indulges in

a ride on a broom first repeating sone jargon in inmtation of the
cabalistic formulas comopn to nedi aeval necromancy. Frau Wette's
lines are partly a copy of the Wtch's nmultiplication table in
Goethe's "Faust." The play hurries to its catastrophe. Getel gives
Hansel power of notion by repeating the "Counter-Charm" which she
has overheard fromthe Wtch, and the children push the hag into
her own oven while she is heating it to roast Hansel. The two then
break into a jubilant waltz, which the conposer designates the
Knusperwal zer, i.e. the "Crust Waltz." A frightful explosion
destroys the Wtch's oven, and with the crash the gi ngerbread
covering falls fromthe children, who fornmed the fence around the
house. They are unable to nove, being still partly under a spell

but when Hansel repeats the "Counter-Charm" they crowd around their
deliverers and sing their gratitude. The parents of Hansel and
Gretel, who have been hunting them appear on the scene. Qut of the
ruins of the oven the happy children drag the figure of the Wtch
baked into a nonstrous gi ngerbread, and dance around it hand in
hand. At the last all join in a swelling utterance of the "Prayer
Thenme" to the words, "Wen need is greatest God is nearest."
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