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PROGRAMME. 

Wagner - - - - - - Overture, "Flying Dutchman" 

Weber - Agathe's Scene and Aria, from " Freischuetz" 

Beethoven - Symphony No. 3, in E-flat major, "Erocia," Op. 61 
I. Allegro con brio (E-flat major) - 3-4 

II. Marcia funebre: Adagio assai (C minor) - - 2-4 
III. Scherzo: Allegro vivace (E-flat major) - 3-4 

Trio: The same tempo (E-flat major) - - 3-4 
IV. Finale: Allegro molto (E-flat major) - - 2-4 

* 
Handel - - - - - ' - • _ _ _ Largo 

Berlioz - - Two movements from " La Damnation de Faust," Op. 24 
I. Menuet des Feu-follets: Moderato (D major) - - 3-4 

II. Valse des Sylphes: Allegro, mouvement de valse (D major) 3-8 

Liszt - - - - - - Symphonic Poem, " Les Preludes" 

SOLOISTS: 

Miss FELICIA KASCHOSKA. Mr. C. M. LOEFFLER. 
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Overture to " Der Fliegende Hollaender" ("The Flying Dutchman"). Richard 
Wagner, 1813-1883. 

Wilhelm Richard Wagner was born in Leipzig on May 22, 1813, and 
died in Venice on Feb. 13, 1883. He lost his father (Carl Friedrich 
Wilhelm Wagner, clerk of the police court, and a passionate music-lover) 
when only six months old. His mother (Rosina Bertz, of Weissenfels, mar
ried again with Ludwig Geyer, actor and dramatic author, and at that time 
engaged at the Dresden Hof-Theater, in 1815. Immediately after this 
marriage the family moved to Dresden, where the young Richard was edu
cated, entering the Kreuzschule under the name of Richard Geyer in De
cember, 1822, two years after his step-father's death. About 1827 his 
mother took him and her other children back to Leipzig, where he entered 
the Nicolaischule; but his disgust at being put into the third class, after 
having been in the second in Dresden, made him sulk at his studies, and 
devote most of his time to writing what he thought dramatic poetry. A 
love for music was first seriously aroused in him by hearing Beethoven 
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symphonies at the Gewandhaus : he was then fourteen years old. He tried 
to study harmony by himself from Johann Bernhard Logier's " Praktischer 
Generalbass," but soon gave it up as a bad job. His first regular teacher 
in musical theory was Gottlieb Miiller; but he was wanting in application 
and general steadiness, and Miiller could do little with him. In 1829-30 
he went to the Thomasschule, but worked no harder there than elsewhere, 
giving himself up to a rather desultory study of music. In 1830 he entered 
the University of Leipzig as student of philology and aesthetics, which 
studies he characteristically neglected ; but he did now begin the first ear
nest and energetic work of his life,— studying composition with whole-
souled devotion and perseverance under Theodor Weinlich. A symphony 
in C by him was given at the Gewandhaus on Jan. 10, 1833. 

His professional career as a musician began in 1833, when he was en
gaged as a chorus-master at the Stadt-Theater in Wiirzburg, where his elder 
brother, Albert, was tenor and stage manager. Here he wrote his first 
opera " Die Feen " (after Gozzi's " La Donna Serpente ") . Only a few ex
cerpts were ever given until the whole work was brought out after his 
death, at the Munich Hof-Oper, in 1888. In 1834 he went as music 
director to the Stadt-Theater in Magdeburg, for which he wrote his second 
opera, " Das Liebesverbot" (based upon Shakspere's " Measure for Meas
ure"), which came to a single disastrous performance at the close of the 
season of 1836. On November 24 of this year he married Wilhelmine 
Planer, the beautiful actress whom 'he had followed to Konigsberg, where 
he got an engagement as conductor at the Stadt-Theater. In the autumn 
of 1837 he accepted the position of Kapellmeister at Holtei's new theatre 
in Riga, where he wrote the text and the music to the first two acts of his 
" Rienzi" ; but his ambition flew this time at higher game than the Riga 
theatre, and, from the beginning, he intended his " Rienzi" for the Aca-

de'mie de Musique in Paris. In the spring of 1839 m s t w o years' engage
ment with Holtei was up, and he returned to Konigsberg, but only to go on 
to Pillau, whence he, with his wife and a superb Newfoundland, set sail for 
France via London. In Boulogne-sur-Mer he met Meyerbeer, who gave 
him letters of introduction to Ldon Pillet, director of the Academie de 
Musique; Antdnor Joly, director of the The'atre de la Renaissance;* 
Schlesinger, proprietor of the Revue et Gazette Musicale; and M. Gouin, his 
own agent. 

Wagner arrived in Paris in September, 1839. His ill-luck there, his 
hand-to-mouth life, arranging the pianoforte scores of Hale'vy's " Reine de 
Chypre " and quadrilles for pianoforte and cornet-a-pistons, his failure to have 
" Rienzi " accepted, and his having to sell the libretto of his " Hollander" to 
Pierre-Louis-Philippe Dietsch,— all these things are well known now. He 
left Paris on April 7, 1842, with the completed scores of " Rienzi " and " Eine 
Faust-Ouvertiire," and the almost completed " Hollander," for Dresden, 
where he brought out " Rienzi" with such success that he was appointed 
Hof-Kapellmeister conjointly with Karl Reissiger, of " Weber's Last Waltz " 
fame. " Der Fliegende Hollander" was produced on Jan. 2, 1843, but with 
hardly as much success as "Rienzi" : it was followed on Oct. 19, 1845, by 
" Tannhauser." Two years later " Lohengrin " was completed; but Wagner's 

* This was not the present theatre of that name, on the boulevard Saint-Martin, but the salle Ventadour, 
perhaps better known as the The^tre-Italien, now turned into a bank. 
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participation in the revolution of May, 1849, prevented its performance, and 
threw him into exile from German territory. He fled to Zurich, where he 
lived for several years, writing his most important aesthetic pamphlets and 
books, the whole text of the " Ring des Nibelungen," and the music through 
the second act of " Siegfried," which work he interrupted at this point to write 
" Tristan und Isolde." His life in Zurich was interrupted in 1855 by a visit 
to London, where he conducted the Philharmonic Society for a season. 
In 1859 he went to Paris in the vain hope of having " Tristan " given there } 

but all he succeeded in doing was to give two concerts of his own compo
sitions at the Theatre-Italien,— at a dead loss, too. 

Through Princess Metternich's influence his " Tannhiiuser " was given at 
the Acade'mie de Musique on March 13, 1861, with a remodelled version of 
the first and second scenes of Act I. But the members of the Jockey 
Club, who could not get through their dinner and cigar in time for a ballet 
in the first act (that solemnity coming always in the second act at the 
Opera), made a cabal against the work, and it was soon withdrawn. In 
this year, however, Wagner got permission to return to all parts of Ger
many except Saxony. He was received everywhere with enthusiasm, but 
could not find any opera-house willing to undertake " Tristan." At last it 
was accepted at the Hof-Oper in Vienna, but was abandoned after 
upwards of fifty-seven rehearsals.as "impracticable.' ' In 1862 Wagner was 
living at Biebrich, working hard on his " Meistersinger von Niirnberg." In 
1864 Ludwig I I . of Bavaria invited him to Munich, giving him a villa on 
Lake Starnberg, and a pension of about $600 from his own privy purse. 
Wagner was naturalized as a Bavarian subject, and remained a prime 
favorite of the king's to the end. " Tristan und Isolde " was brought out 
at the Munich Hof-Oper under Hans von Biilow's direction in 1865. The 
"Meistersinger" followed at the same house in 1868. Wagner was now 
living at Triebschen, on the Lake of Lucerne, with his second wife, Cosima 
von Biilow, whom he married in 1870 after her divorce from von Biilow 
(Wagner's first wife died in Dresden in 1866), and was hard at work 
completing the score of the " Nibelungen." That it was determined upon 
to bring out this tetralogy at a theatre built especially for the purpose at 
Bayreuth in Bavaria is well known. The corner-stone of the theatre was 
laid on May 22, 1872 (Wagner's sixtieth birthday), with appropriate cere
monies, Wagner conducting a performance of Beethoven's Ninth Symphony 
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and his own " Kaiser-Marsch " at the old Markgrafliches Theater. " Der 
Ring des Nibelungen " was brought out at the new Festspiel Theater in 
August, 1876. This was followed in 1882 by " Parsifal," his last work. 

The composer himself thus describes this overture :— 
The fearful ship of the " Flying Dutchman " booms along through the 

storm. She nears the coast and puts in to land, where it has been 
ordained that her master shall one day find salvation and redemption. We 
hear the pity-laden sounds of these tidings of salvation, that fill the ear as 
with prayer and wailing. The damned one listens, gloomy and bereft of 
hope: tired and yearning after death, he walks along the shore, while the 
crew, languid and worn out by life, bring the vessel to anchor in silence. 
How often has the hapless man been through all this before ! How often 
has he steered his ship from the sea toward the shore where men dwell, 
where he is allowed to land after the expiration of every seven years! 
How often has he thought the end of his torments reached, and, ah! how 
often has terrible undeception driven him to set out again upon his insane 
and aimless voyage ! To compel his own destruction, he rages here against 
sea and storm ; he plunges his ship down into the yawning chasms of the 
deep, yet the deep engulfs her not ; he drives her through the surf against 
the rocky cliff, yet the cliff shatters her not. All the fearful dangers of the 
main, at which once he laughed in his wild yearning after manful deeds, 
now laugh at him,— they have no peril for him. He is bewitched and 
cursed to hunt for treasures over the desert waste of waters through all 
eternity,— treasures which do not delight him, for the one thing that shall 
save him he shall never find. Stout and stanch, a ship scuds past him : 
he hears the homely, cheer}'- song of the crew, glad of the approaching end of 
their homeward voyage. Wrath seizes hold upon him at their glad singing. 
Furiously, he sails past them, affrights and terrifies them in their joy, so 
that they turn dumb for fear, and flee away. From the depths of fearful 
wretchedness, he now cries aloud for salvation. Amidst the horrible waste 
of his life among men, only a woma?i can bring him salvation! Where, in 
what land dwells his savior? Where beats there a feeling heart for his 
sorrows ? Where is she who shall not flee from him in fear and trembling, 
like these dastard men, who cross themselves in terror at his approach ? 
Now a light gleams forth through the night: it flashes like lightning 
through his tortured soul. It goes out, and once more gleams up again. 
The mariner fixes his eye upon the guiding star, and steers boldly toward 
it through wave and billow. What draws him on so mightily is a woman's 
glance that comes to him full of noble sadness and divine sympathy. A 
heart has unveiled its infinite depths to the overwhelming sorrow of the 
accursed man. It must immolate itself for him, it must break for sym
pathy, annihilate itself together with his torments. At this divine appari
tion the hapless man falls down, as his ship is shattered to atoms ; the 
sea's chasm swallows her up \ but he rises again from the waters, holy and 
pure, led by the redeeming hand of his triumph-beaming savior toward 
the morning red of transcendent love. 

The opera of " T h e Flying Dutchman" was first produced at the Hof-
Oper in Dresden, Jan. 2, 1843, under Wagner's own direction. Wagner 
had shown sketches for it to Ldon Pillet, director of the Academie de 
Musique in Paris, in 1840. But Pillet, after showing some inclination to 
accept the work, became more and more lukewarm about it, until Wagner, 
in desperation, agreed to cede his rights to the plot to him for five hundred 
francs ($100). Pillet subsequently had a French libretto prepared by MM. 
Feucher and Revoil, which was set to music by Pierre-Louis-Philippe 
Dietsch, then chorus-master at the Ope'ra. The result was the opera " Le 
Vaisseau-Fantome," which was brought out at the Acaddmie de Musique 
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on Nov. 9, 1842, and made fiasco. Wagner carried out his original plan, 
finished his text in German, and set it to music according to his own ideas, 
bringing it out in Dresden, as above related. After the first performances 
in Dresden, which were hardly as successfurwith the public and press as 
those of " R i e n z i " had been shortly before, Wagner remodelled the coda 
of the overture, extending it much beyond its original proportions, and 
leaving it in the shape in which we now know it. 

When Wagner conducted this overture at the concerts he gave at the 
Thdatre-Italien in Paris in i860, Berlioz (then musical critic on the Jour-
?ial des Debats) wrote of i t : " He began with the overture to the ' Flying 
Dutchman,' a two-act opera which I saw given in Dresden, under the com
poser's direction, in 1841,* and in which Madame Schroeder-Devrient took 
the principal part. This piece impressed me then as it did recently. It 
begins with a fulminating outburst of the orchestra, in which one thinks to 
recognize at once the howling of the storm, the cries of the sailors, the 
whistling of the rigging, and the stormy noises of a sea in fury. This open
ing is magnificent. It imperiously takes hold upon the listener, and car
ries him away; but, the same plan of composition being followed out con
stantly afterwards, tremolo succeeding tremolo, chromatic scales ending only 
in other chromatic scales, without a single sunbeam piercing through those 
dark clouds charged with electric fluid, and pouring forth their torrents 
without stopping, without the faintest melodious design coming to color 
these black harmonies, the listener's attention wears out, and ends by suc
cumbing. There is already manifest in this overture, the development of 
which seems to me excessive upon the whole, the tendency of Wagner and 
his school not to take sensatio?i into account; to see nothing but the poetic 
idea to be expressed, without troubling themselves about whether the ex
pression of this idea forces them to overstep musical conditions or not. 
The overture to the " Flying Dutchman " is vigorously scored, and the com
poser has known how to turn the chord of the bare fifth to extraordinary 
account. This sonority, thus presented, assumes a strange aspect which 
makes you shudder." 

Scena: M Nie nalite inir der Scliluininer," and Aria: " All' meine Pulse schlagen," 
from " Der Freischuetz," Act II. Scene 3. Karl Maria von "Weber. 

"Der Freischiitz" (the hunter who uses charmed bullets) was first 
brought out in Berlin on June 18, 1821 : it set the seal to Weber's reputa
tion, and has ever since been his most popular opera. The text was by 

* Berlioz is inaccurate, as usual, about dates here. 
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Friedrich Kind, who took his subject from a novel by A. Apel, of the same 
title. It is pretty evident, however, that Apel — and very likely Kind, 
also —had recourse to a rare old book, the title-page of which runs as fol
lows : — 

" DISCOURSES ON THE REALM OF SPIRITS, wherein is treated: I. Of 
Spirits in general. I I . Of mysterious House-spirits. I I I . Of Appari
tions of the Departed. IV. Of Earth- and Water-spirits. V. Of Air- and 
Fire-spirits. VI. Of Spirits of certain Localities, Cities, and Castles. 
Between ANDRENIO and PNEVMATOPHILVS. Besides an Index of the most 
important subjects. Second edition. Leipzig : Samuel Benjamin Walther, 
1731." 

The scene from " Der Freischiitz " sung at this concert is in the part of 
Agathe, the heroine of the opera. She is alone in her house at evening, 
expecting a visit from her betrothed, Max. The text is, in English prose 
translation, as follows : — 

Recitative: Never did sleep come near me, before I had seen him! — 
Yes, love almost always goes hand in hand with sorrow! Does the moon 
laugh on his path ? What a beautiful night! 

Prayer: Softly, softly, pious song, soar up to the starry circle ! Sound, 
my song! May my prayer solemnly be wafted up to the hall of heaven. 

Recitative: Oh ! how bright the golden stars gleam, and with how pure a 
light! But yonder, in the mountain distance, a storm seems to threaten. 
There, too, by the forest hovers, dull and heavy, a host of dark clouds. 

Prayer: To Thee I stretch forth my hands, Lord without beginning and 
without end ! Send Thy angel hosts to guard us against danger! 

Recitative: Everything has long since gone to rest; beloved friend, 
where tarriest thou ? If my ear listens eagerly, only the fir-trees' branches 
rustle; only the birch foliage in the copse whispers through the majestic 
silence; only the nightingale and cricket seem to rejoice in the night air. 
But what! does my ear deceive me ? It sounds there like steps ; some
thing is coming hither from out of the midst of the fir-trees. 'Tis he ! 
'Tis he ! Let the flag of love wave! Thy girl wakes still in the night! 
[She beckons to him with a ivhite handkerchief^ He does not seem to see me 
yet — God! if the moonlight does not deceive me, a nosegay of flowers 
adorns his ha t ! Surely he has made the best shot! That betokens hap
piness for to-morrow ! O sweet hope ! Newly revived courage ! 

Vivace con fuoco: All my pulses throb, and my heart beats vehemently, 
sweetly enraptured at meeting him ! Could I but dare to hope that ? Yes ! 
luck has returned to my dear friend; he will show himself true to-morrow ! 
Is't not deception ? is't not madness ? — Heaven, accept my tears of thanks
giving for this pledge of hope ! 

Of this famous aria Hector Berlioz writes as follows: " Not one of those 
sighs of the orchestra escapes the listener's ear, while the young maiden 
awaits her betrothed; not one of those sweetly strange rustlings in which 
the attentive ear thinks to find once more * the dull sound of the black 
fir rocked by the night wind/ And it seems as if the darkness suddenly 
grew colder and more intense at that magical modulation to C major : 
1 All sleeps in silence.' With what a sympathetic shudder is one not agi
tated at that outburst: ' 'Tis he ! 'Tis he !' 

" And above all at that immortal cry that makes your whole soul tremble, 
The heavens are open to me !' 

" No, no, it must be said, never was there so fine an air. Never did 
any German, French, or Italian master thus successively give a voice in 
the same scene to holy prayer, melancholy, anxiety, meditation, the slum
ber of Nature, the silent eloquence of night, the harmonious mystery of 
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starry skies, the torments of expectancy, hope, half-certainty, joy, intoxica
tion, unbridled love! And what an orchestra to accompany those noble 
vocal melodies ! What inventions ! What ingenious contrivances ! What 
treasures a sudden inspiration has discovered! Those flutes in the lower 
register, those violins in four parts, those passages in sixths for violas and 
'celli, that palpitating rhythm in the basses, that crescendo that rises and 
explodes at the end of its luminous ascent, those moments of silence dur
ing which passion seems to gather strength, to rush on afterwards with even 
more impetuosity ! There is nothing like i t ! it is divine art! poetry ! love 
itself! The day when Weber heard this scene given for the first time as 
he dreamt of its being given, if he ever heard it given so, that radiant day 
doubtless showed him all days that were to follow it as very sad and very 
pale. He should have died ! What is to be done with life after such 
joys! " 

Symphony No. 3, in E-flat major, " Eroica", Op. 55 L u d w i g vanBeethoven . 

J. Allegro con brio {Erflat major) 3-4 
II. Maraa funebre: Adagio assai- (C'minor) 2-4 

III. Scherzo : Allegro vivace {E-flat major) 3-4 
Trio: The same tempo {E-flat major) r 3-4 

IV. Finale: Allegro molto {E-flat major) 2-4 

This symphony was begun in 1802, and finished in 1805: its first perform
ance was at the house of Prince Lobkowitz in Vienna, in 1805. Its full 
title in the manuscript score is " Sinfonia eroica, composta per festeg-
giare il sovvenire di un grand* uomo" (Heroic symphony, composed to 
celebrate the memory of a great man). The first manuscript copy pre
pared for the French legation in Vienna was inscribed with the name of 
Napoleon Bonaparte. Beethoven had followed his career with the greatest 
interest and admiration; but, when he heard of his accepting the title of em
peror, he tore off the title-page in disgust. Beethoven never referred to 
this circumstance until the news of Napoleon's death at St. Helena reached 
Vienna: then he said, " I have already composed the proper music for 
that catastrophe," referring to the funeral march in the symphony. Many 
sketches for the work are still extant, showing through what an arduous 
process of remodelling and retouching Beethoven's musical ideas went 
before he could force them to assume their final shape. The " Eroica " is 

(13) 



historically noteworthy as the first great "modern" symphony, the first 
composition in the largely extended symphonic form, introduced by Beetho
ven, and since cultivated by Mendelessohn, Schumann, Brahms, and others. 
It was at first received with the severest criticism, and even a man of Karl 
Maria von Weber's musicianship and insight could see nothing in it but an 
accumulation of unmusical horrors. More modern criticism, however, has 
not hesitated to place it side by side with the ninth, at the head of Beet
hoven's orchestral works. It is dedicated to Prince Lobkowitz. 

The first movement begins, after two grand E-flat chords, immediately 
with the first theme, which is begun by the ' celli and finished in the first 
violins. Curiously enough, the strongly characteristic first four measures 
of this theme — the portion of it most used in the development of the move
ment— are note for note identical with the first four measures of the theme 
of an early opera overture by Mozart, and also exactly in the same rhythm, 
only transposed from G major to E-flat major: whether Beethoven knew 
this overture or not is questionable, but certainly these four measures are 
all that this symphony has in common with it. This first theme is developed 
at some length, partly in passage-work, partly in a way that almost savors 
of working-out, until a modulation by half-cadence to the dominant, B-flat 
major, leads to the entrance of the first subsidiary, the sighing three-note 
fragments of which are given out by the several wooden wind instruments 
in alternation, the first phrase of the theme being thus gradually con
structed out of little bits, until the whole orchestra chimes in in unison on 
the figure, and thus leads to the second phrase in the strings and wind. A 
brilliant climax in passage-work leads to a more decisive cadence in B-flat, 
in which key the second theme appears, given out by the wind and strings 
alternately. The place of a conclusion-theme is taken by passage-
work, in which sporadic factors of both the first theme and the first subsidi
ary crop up : at last the first theme gains the mastery, and leads to a repe
tition of the now concluded first part of the movement. This first part is 
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especially noteworthy for its distinctly modern character, for the brevity of 
its thematic material, for the amount of passage-work it contains, and for 
the frequent resemblance of the treatment to working-out. 

The working-out proper (second part) begins rather dimly; but thematic 
elements from the first part soon make their appearance, and the develop
ment is carried on with the utmost energy, and with great elaboration, the 
true Beethovenish fury alternating with moments of equally Beethovenish 
pathos. About the middle of this second part comes an episode on an en
tirely new theme, a lovely passage in the remote E minor, which brings with 
it a moment of repose after some strenuous work on figures taken from the 
first subsidiary, during which the music gathers new strength to enter upon 
some still more energetic work on the first theme. Characteristically of 
Beethoven, this working-out part of the movement, after rising to the high
est pitch of energy, ends with a few moments of lassitude, almost of collapse. 
The leading into the third part is absolutely original, and has given rise to 
no little controversy. The wood-wind and horns have been softly alternat
ing with whispering tremolos in the first and second violins on that most 
doleful of harmonies, the chord of the dominant 7th with the minor 9th, in
terrupted by syncopated pizzicato notes in all the strings: this mysterious, 
mournful wailing at last leaves the first and second violins, deserted by the 
rest of the orchestra, continuing their hushed tremolo on the notes A-flat 
and B-flat (components of the dominant 7th chord, B-flat, D, F, A-flat). 
Suddenly the second horn comes in softly with the first two measures of the 
first theme, the notes of which are E-flat, G, E-flat, B-flat (all belonging to 
the tonic chord), while the violins keep up their tremolo on the two notes 
from the dominant. We thus have for two measures of melody running on 
all the notes of the tonic chord, but accompanied by dominant harmony. 
The incongruity is such that one might think there was a misprint, were it 
not known that Beethoven insisted upon having the passage played as it 
stands when rehearsing the symphony. The intention is evidently quasi-
dramatic: the impatient horn, tired of the condition of atrophy into which 
the orchestra has fallen, tries to strike in with the theme four measures too 
soon, before the orchestra has made up its mind to leave the dominant har
mony for the tonic. The hint is immediately taken : the orchestra swells 
the full chord of the dominant 7th for two measures more, plunging at last 
in resounding fortissimo into the tonic harmony as the third part of the 
movement begins. 

The third part bears the regular relation to the first, allowance being 
made for a little more extended treatment at certain points for the sake of 
different modulations. It ends with Beethoven's first great coda, really a 
second free fantasia, to act as a formal counterpoise to the traditional first 
one. But here the working-out is no longer furious or pathetic : it now has 
a character of sunny, Hellenic serenity. The movement ends with its head 
among the stars! 

Of the second movement, the world-famous Funeral March, we will let 
Berlioz speak. He says: " The Funeral March is a whole drama. One 
thinks to find in it a translation of Virgil's beautiful lines on young Pallas's 
funeral: — 

Mul taque prae terea Laurent i s p raemia pugni 
Aggerat , et longo p r a e d a m jubet ordine duci. 
Pos t bel la tor equus , posit is insignibus, Ae thon 
I t lacrymans, gut t isque humecta t g rand ibus ora.* 

•Besides, he piles up many prizes ofrthe Laurentine war, and orders the booty to be led in long procession. 
Next his warrior-horse, /Ethon, his trappings laid aside, moves on weeping, and with the big drops bedews 
his cheeks. 
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" The end especially is profoundly moving. The march-theme reappears, 

but in fragments interrupted by moments of silence and with no accompani
ment but three pizzicato thuds of the double-basses; and when these shreds 
of the mournful melody, alone, naked, broken, wiped out, have fallen one 
by one upon the tonic, the wind instruments utter a cry, the last farewell of 
the warriors to their comrade in arms, and the whole orchestra goes out on 
a pianissimo hold." 

After this stupendous march the scherzo seems doubly lively, yet without 
any touch of triviality. The trio is based on a passage for three horns that 
reminds one of the old hunting-calls, running, as it does, almost entirely on 
the open notes of the instrument. 

The finale is one of the few instances of the form of theme with variations 
being applied to the last movement of a symphony. The theme had been 
used by Beethoven twice before: it came originally, we believe, from the 
last movement of his ballet, " The Men of Prometheus " (op. 43). It was 
used again in the XV. Variations and Fugue in E-flat major, for pianoforte, 
op. 35 (Beethoven's opus-numbers do not always run in chronological 
order), and now a third time in the " Eroica " symphony. The use made 
of it, both in the pianoforte variations and in the finale of this symphony, is 
peculiar. Beethoven really makes two themes out of it, one of which is the 
melody itself, and the other its bass; and, curiously enough, it is the bass 
which he takes for the principal theme, whereas the melody appears only 
as a subordinate counter-theme. What makes this still more curious is that, 
in the original form of the " Prometheus " theme, the bass is not persistent, 
but accompanies the melody only at intervals, so that its flow is, at times, 
interrupted by longish rests, while the melody goes on by itself; but, in 
taking this bass for the theme of his variations, Beethoven has preserved its 
original form unchanged, rests and all. The effect of these rests, when the 
theme is first given out in plain unison, is peculiarly mystifying. One feels 
that something is wanting to give the passage true musical meaning, a want 
that is not supplied until the contrapuntal figures in the other voices come 
to fill up the gaps in the first variation. 

The whole manner in which this bass-thdme is introduced and first an
nounced smacks strongly of the conditions in which it first originated ; 
namely, of the ballet. A furious fortissimo rush of all the strings in octaves 
leads to resounding full chords by the whole orchestra, ending with a hold 
on the dominant. One thinks to see the bevy of short-skirted dancers 
draw up in a line with their toes pointed, waiting for the signal to begin ! 
Then, as the bass-theme is given out in short pizzicato notes by the strings, 
interrupted later on by playful syncopated ejaculations from the wood
wind, you see the dancers take their first daintily skipping steps. Then 
comes a long rest: they stop short and wait. Three sudden fortissimo 
B-flats in all the wind instruments make them start in choregraphic sur
prise, with arms raised above their heads : another rest keeps them for a 
moment longer in this posture, when a soft hold on B-flat brings them down 
again in gracefully sweeping courtesy, with head bowed and skirts daintily 
held out at arm's length. Then the pizzicato theme goes on, and the dance 
proceeds. The variations that follow are generally of a contrapuntal, often 
of a distinctly fugal character, except where the melodious counter-theme 
comes in. But all this generally rather playful contrapuntal work is not to 
be the crown of the symphony: after the noble first movement and the 
solemn Funeral March, that would have been but trivial and incongruous ! 
Beethoven adds a coda (poco andante) which for divine beauty and heavenly 
Hellenic serenity can only be compared to the coda of the first movement. 
It is based for the most part on a slightly altered version of the melodious 
counter-theme, but gives rise also to the introduction of a wholly new mel-
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ody of ravishing beauty. After the ballet suggestions of the first page or so 
of the movement, this coda makes one think of the antique strophe and 
antistrophe in choral dance with which the funeral rites of the heroes of 
old were made beautiful. Three concluding pages of presto, in which the 
principal melody is taken up by the horns and trnmpets, give it at last a 
triumphant character. 

The symphony is scored throughout for the full classic orchestra (without 
trombones), but with three instead of two horns. In the score Beethoven 
has taken the trouble to note that " the third horn-part has been so written 
that it can be played either by a first or a second horn-player/' — quite an 
unusual piece of practical painstaking for him ! The horn is an instrument 
of very extended compass ; but it is extremely difficult for any one player, 
unless he be an exceptional virtuoso, to use the whole of this compass. 
Some players make a specialty of producing the higher notes, while others 
become equally skilful in producing the lower bass notes; but few players 
are equally good at both ends of the scale, which require a different con
formation of lip and a different e?nbouchure. A man considers himself a 
competent player for orchestral purposes, if he has mastered, say, two-thirds 
of the entire compass of the instrument. First and third horn-players are 
trained to play high, second and fourth horn-players to play low: the 
medium register of the instrument is open to all. As a rule, too, first and 
third players use a little smaller mouth-piece than second and fourth players 
do. So that, in writing the third horn-part in the "Eroica" so that it could 
be played either by a first or a second horn, Beethoven had to be careful not 
to let the part far overstep the limits of the medium register of the instru
ment. It was not often that the great man took such pains to make his 
music playable. 

Larjjo. George Frederic Handel . 
(Arrangedfor violin solo, harp, violins in unison, and full orchestra by Hellmesberger.) 

This exceedingly popular movement has a history of its own. The 
original composition belongs to.one of Handel's Italian operas, " S e r s e " 
(Xerxes). This opera was written by Handel between Dec. 26, 1737, and 
Feb. 14, 1738 : it was first brought out in London on April 15, 1738. The 
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part of Xerxes (the leading part in the opera) was written for soprano 
(or mezzo-soprano), according to the prevailing custom of Handel's day, 
which was that the leading part, whether male or female, in almost any 
opera, should be written for a female voice. 

The air in question is the first number in the opera, after the overture, 
and is sung by Xerxes himself. The stage-direction in Handel's score is, 
1 1A summer-house beside a most beautiful garden^ in the 7niddle of which stands 
a plane-tree" Xerxes is lazily lolling under the tree, and the air he sings is 
preceded by the following recitative : " Soft and beautiful leaves of my be
loved plane-tree, may fate shine through you. Thunder, lightning, and 
storms have never outraged your dear peace, nor has the fierce south wind 
come to profane you." This recitative is followed by an air (marked 
larghetto in the score), of which the original text is the following 
quatrain : — 

SERSE.— Ombra mai fu 
Di vegetabile 
Cara ed amabile 

Soave piu. [Si tiene amtnirando ilplatatio.] 

(XERXES.— There never was a more agreeable shade of a dear and lovely 
plant. [Stands admiring the plane-tree'.]) 

The air, which is quite short, has a fully written-out accompaniment for 
four-part string orchestra (a not too common thing in Handel's scores), be
sides, a thorough-bass figuring, which looks as if the composer meant to add 
an improvised harpsichord-part at the performance. The whole atmosphere 
of the air is thoroughly pastoral, and the deeper emotions have nothing to 
do with it. 

But Hellmesberger, of Vienna, saw chances of enormous effect in this 
simple melody, if not of the sort Handel contemplated. He has arranged 
it as follows: he first has the air played through by a solo violin, accom
panied by a harp (Handel's original harmony being retained as nearly as 
possible in the circumstances). Then he has the same air repeated by all 
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the violins in unison, the accompaniment being given to more and more 
instruments, until, toward the close, the full wealth of the modern orchestra 
is called into play. As a piece of gorgeous tone-color, this arrangement of 
Handel's little pastoral air is quite unique in its way. 

Minuet of Will-o'-the-Wisps, Waltz of Sylphs, from "The Damnation of Faust ." 
Hector Berlioz, 1803-1869. 

/ . Menttet desFcu-follets: Moderate (D major) 3-4 
II Valse des Sylphes: Allegro^ mouvement de valse {D major) . . . . 3-8 

The minuet of Will-o'-the-Wisps comes in the scene in Berlioz's "Faus t " 
in which Me'phistophe'les sings his serenade to Marguerite. The scene is 
at night, in the street before Marguerite's house. Me'phistophe'les enters, 
and, before singing his serenade, summons to his aid an army of will-o'-the-
wisps to hover round the house and bewilder Marguerite's senses with their 
magic. This minuet is purely orchestral : in form it is pretty nearly the 
regular minuet and trio, to which a rapid coda in 2-2 time is added, built 
upon the theme of Me'phistophe'les's serenade. As a piece of orchestral 
coloring, the minuet is almost unique: there ,is in it a peculiar effect such as 
no other composer but Berlioz has ever attempted, and which Berlioz him
self has suggested only on one other occasion.* This is the effect of fitful 
flickering light against a dark, sombre background. Suggestions of bright 
light or of darkness are not uncommon in music of the picturesque sort: 
the peculiarity here is the suggestion of bright lights in darkness, of light 
and darkness at the same time. 

The Waltz of Sylphs is an orchestral bit from an earlier part of the same 
work. It belongs to Scene 7 of Part I . : " Bushy meadows on the banks of 
the Elbe " ; the scene in which Me'phistophe'les puts Faust to sleep, and 
summons the gnomes and sylphs to bring him dreams of love and Mar
guerite. The waltz represents the sylphs dancing away through the air 
after the performance of their magic task. The melody is essentially the 
same as that of the immediately preceding " Chorus of Gnomes and 
Sylphs," but in a different tempo and rhythm. It is one of the most deli
cate, fairy-like bits of orchestration in all music. 

* In the " March to the Scaffold" in the " Fantas.ic " symphony. 
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11 The Preludes," symphonic poem in C major. Franz Liszt. 

Andante (C major) 4-4 
Andante marcato (C major) 12-8 
Allegro ma non troppo (A minor) 2-2 
Allegretto pastorale (A major) 6-8 
Allegro marziale animato {Cmajor) 2-2 
Andante maestoso [C major) 12-8 

The text, of which this symphonic poem is the musical illustration, is 
taken from Lamartine's "Meditations Poe'tiques," and is as follows I— 

" Is our life anything but a series of preludes to that unknown song, the 
first solemn note of which is intoned by death ?—Love forms the enchanted 
dawn of every existence ; but whose is the destiny in which the first bliss of 
happiness is not interrupted by some storm whose fatal breath dissipates 
his beautiful illusions, whose fell lightning blasts his altar; and whose is the 
cruelly wounded soul that, on coming out of one of its tempests, does not 
seek repose for its memories in the sweet calm of life in the country ? Yet 
man can hardly resign himself to enjoy long the beneficent tepidity which 
first charmed him in Nature's bosom ; and, when ' the trumpet has sounded 
the alarm-signal,' he rushes to. his post of danger, no matter what the war 
that calls him to the ranks, to find again in fighting the full consciousness 
of himself and the entire possession of his strength." 

After quoting this text, no elaborate analysis of the composition itself is 
necessary. Anyone who follows the above quotation from Lamartine, while 
listening to the music, can hardly escape seeing the exact way in which 
Liszt has illustrated it musically. Both in respect to its poetic significance 
and to its musical development, " Les Preludes " is the clearest of all Liszt's 
twelve symphonic poem's, as it is also the most widely popular. The work 
is scored for full modern orchestra, with all the instruments of percussion, 
but without any of the less usual wind instruments. 
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