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tion of the Children’s Choruses, and also to the Teachers, who

always lend their loyal support,

Arr, CONCERTS
WiLL Becin on TIME

XI



e
5
B
m
9




Photo by Aime Dupont



AL

ol 1
z
.
]
v
% . @ =
" ' . .
K 3 " )
T x
'
it . +
A ~
b
4 Ve a
- f
¥ -
. . 7 =
» - 3
B o
' :
. -
S . : - « 4
o 3 2o, 3 o s d = TIDARCR W




FIRST CONCERT

Wednesday Evening, May 2

OVERTURE—“Othello,” Op. 93 . . . . . . . . Dvorak

Antonin Dvorédk was born in Miihlhausen, September 8, 1841;
died in Prague, May I, 1004.

Dvorik is the only European composer who became domesticated on this side
of the Atlantic. Others, like Rubinstein, Tschaikowsky, and Strauss, have paid us
visits, from which they returned none the poorer, and Mahler for a time transferred
his activity as conductor from Vienna to New York. But Dvorik really settled in our
midst and gave inspiration and direction to many of our native composers through
his instruction and example. As a final claim on our interest he based his “New
World” symphony on material bearing the stamp “Made in the United States.” Not
stopping to discuss how much of this material was native, how much Bohemian, and
how much Dvorak, it is a fact that through this work and the activities which filled
his life while sojourning in our midst, we have had a rather personal interest in him.

“Othello” is the third of a cycle of overtures in which “In der Natur” and the
“Carnival” are included. They are closely bound together through the following theme,

Allegro ma non troppo.
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called the “Nature” motive. T'o quote from FE. Emerson, whose analysis of Dvorak’s
work reflects the master’s ideas, this motive voices “the reflections of an humble
individual who observes and is moved by the manifold signs of the unchangeable
laws of the Universe.” The three overtures are the unfolding of the three great forces
of the Universe, Nature, Life and Love. It will be seen that the three should be
heard in immediate succession to produce their full effect.

The overture on our program, as laid bare in its title, pictures the ferocious
love of the Moor, which, over-mastered by an insane jealousy, leads to the tragic
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death of Desdemona. The score is not intended to literally follow the course of
action revealed in Shakespeare’s tragedy, but, to quote again from the same source,
“rather to portray the after revery of a man whose imagination has been kindled
by the theme of the play!” If this be the case, we may see that a genius may be less
hampered in the expression of elemental emotional forces if he follows, not a pre-
scribed program, but allows freedom of utterance to his convictions of the probable
inter-working of these forces, for it is only through absolute conviction on his part
that he can attain results that will convince others. Again, it would seem that the most
fitting preparation for the auditor is to read the play, or at least this scene, and to
listen with the kindled imagination whose free exercise leads to real appreciation.
The musical analysis will, therefore, be restricted to the statement that the prevailing
key is F sharp minor,

ARIAS—(a) “Ombra mia fu,” from “Xerxes” . . . . HANDEL
(b) “Che faro senza Euridice,” from “Orpheus : : . Gruck

MwMmE. Louise HoMER.

(a) “Ombra mai fu,” from “Xerxes” ; ; . ‘ : . HANDEL

George Friedrich Hindel was born at Halle, February 23, 1695;
died at London, April 14, 1750.

We can have but a faint idea of the great popularity of Hindel as an opera
composer. His activity in this field began in Hamburg with the production of “Almira”
and “Nero” in 1705, when he was but twenty years of age, and continued till 1741,
with more or less success. After this date he was known as the master of the
oratorio. In the disastrous “War of the Opera Houses” in London, neither through
his genius, nor the fact that, through the purifying fire of naturalization an “e” was
added to “Georg;” his middle name Anglicized; “a” substituted for in his sur-
name, and the whole prefixed by Mr. instead of “Herr,” could he maintain his hold
on the public. The presence of more distinguished singers on his rival's (Bononcini)
stage was the real reason for this defection. An examination of the receipts of modern
opera houses will show that this reason is still operative,

“Xerxes” (1733) must be placed in the comparatively small list of Haindel’s
failures, but no one of his operas contained any melody that has been heard with
such pleasure by so many people as the “Largo” from this “failure.” It seems to
embody the soul of the violin, and in this there is a poetic suggestion. The hero of
the opera, Xerxes, finding shelter from the burning sun under the shade of a plane
tree, addresses to it a glowing apostrophe, beginning “Thy shade gives rest.” Of the
fifty-seven parts making up the violin, the larger number are of maple (plane tree).
The wood is always taken from the sunny side of the tree, the side which intercepting
the rays of the sun, makes possible the shade. Thus this melody, which was the
musical setting of the hero’s expression of gratitude, when sung by violins, may be
considered a tribute to the “author of their being.”

(134 :;
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The text of the beautiful aria, through which we may become further acquainted

with the opera, runs its course as given below, while the melody is the one to which
reference has been made.

XErXEs—Clad in verdure green thy branches,
As once more, friend, I greet thee,
My fate now thou shalt read me.
Thunder, lightning, brooding
Tempest, come not here to disturb
Thy peaceiul shadows.

The north’s savage cruelties
Long may they spare thee!
Thy blossoms fair,
Shedding rare radiance,
Wafting soft fragrance,
Perfume the air,

(b) “Che faro senza Euridice” from “Orpheus” " : ; : GLuck

Christoph Willibald Gluck was born in Weidenwang, July 2, 1714;
died in Vienna, November 24, 1787.

With full consciousness of his own exalted genius, for he was not given to self-
depreciation, for which he had no reason, and with due appreciation of the then
existing situation, Handel felt justified in saying of Gluck, “He knows no more
counterpoint than my cook.” In the “then existing situation,” viz., the mortifying
failure of “Pyramus and Thishe,” through which Gluck expected to win the applause
of the London public, it was a crushing deliverance but, in the light of the future
work of the despised German composer, it loses its force. Gluck’s failures, like
Wagner’s, were ‘“‘stepping stones to success.” As a result of this particular failure
he turned to philosophy and aesthetics for remedies, the application of which might
remove the weaknesses of the prevailing type of opera. Possibly in the fact that
Hindel knew no more of these subjects “than his cook,” we may find the reason
for the oblivion in which his operas are shrouded, and the vitality of certain operas
of Gluck. As it is impossible to detail the steps leading to Gluck’s conclusions, the
result of his thinking will be given in his artistic Declaration of Independence
proclaimed in the Preface to “Alceste” in the year 1776. The statement is so
interesting, because it clearly details the real evils that beset the form, that it is
given in full:

“When I undertook to set ‘Alceste’ to music I resolved to avoid all those abuses
which had crept into Italian Opera through the mistaken vanity of singers, and the
undue compliance of composers, and which rendered it wearisome and ridiculous
instead of being, as it once was, the grandest and most inspiring stage of modern
times. I endeavored to reduce music to its proper function—that of seconding
poetry—by enforcing the expression of the sentiment, and the interest of the situation
without interrupting the action or weakening it by superfluaus ornament. My idea
was that the relation of music to poetry was much the same as that of harmonious
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coloring and well disposed light and shade to an accurate drawing—which animates
the figures without altering the outline. I have, therefore, been very careful never
to interrupt a singer in the heat of a dialogue in order to introduce a tedious ritornelle,
nor to stop him in the middle of a piece either for the purpose of displaying the
flexibility of his voice on some favorite vowel, or that the orchestra might give him
time to take breath before a long sustained note. Furthermore, I have not thought
it right to hurry through the second part of a song, if the words happened to be the
most important of the whole, in order to repeat the first regularly four times over, or
to finish the aria where the sense does not end, in order that the singer might be
allowed to exhibit his power of varying the passage at pleasure. In fact my object
was to put an end to abuses against which good taste and good sense have long
protested in vain. My idea was that the overture ought to prepare the spectators
for the character of the piece they are about to hear; that the instruments ought to
be introduced in proportion to the degree of interest or passion in the words; that
it was necessary above all to avoid too great a discrepancy between the air of a
dialogue and the preceding recitative, so as not to break the sense of a period or
awkwardly interrupt the movement and animation of a scene. I also thought that
my chief endeavor should be to attain a grand simplicity, consequently I have avoided
making a parade of difficulties at the cost of clearness. I have set no value on novelty
as such, unless it was naturally suggested by the situation and suited to the expres-
sion, in short, there was no rule which I did not consider myself bound to sacrifice
for the sake of effect.”

A full century later, Bayreuth was dedicated to the production of the music-
dramas of a greater than he, one whose art was the fruition of the principles enunci-
ated by Gluck.

In “Orpheus” (1762), which yields the aria on our program (Act III, Scene 2),
we find a restraint, lucidity and appreciation of the dramatic implications of the
subject, quite convincing in their testimony to the fact, that, although his convictions
had not then been given formal utterance, they dominated his art.

The English translation of the text (sung in Italian) is as follows:

OrpraHEUS—Alas! why hast thou left me,
Left me to suffer in a madness of love, loved one?
Euridice, Furidice, my own one,
She no longer lives, I seek her in vain.
O what mis’ry to lose her, lose her again and forever!
O judgment, O sad death, cruel recollection!
I have no helper, nought gives me consolation,
Nought can I image, O fearful vision,
Nought but the dark gloomy aspect,
The horrors of my being.
Now fate may wreak her vengeance, I am despairing.

Live without my Furidice!
Can I live without my love?
In my woe, where can I go?
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Whither wander with no love?
Furidice! O Heaven! now tell me,
O tell me, I am forever thy true lover.

Thro' darkness groping no help given,

Nothing hoping from Earth or Heav'n,

Live without my Euridice, whither wander with no love?

In my woe where can I go, whither wander without my love?

SYMPHONY, No. 3, F major, Opus go ; ; : ; ; : . BraHMS
ATLLEGRO CON BRIO; ANDANTE; Poco ALLEGRETTO; ALLEGRO
Johannes Brahms was born May 7, 1833, at Hamburg; died April 3, 1897, at Vienna.

In many instances to be the subject of prophecy is to be severely handicapped,
and undoubtedly for many years Johannes Brahms was hampered, in so far as his
appreciation was concerned, by the glowing terms in which Robert Schumann pro-
claimed his advent. As in the case of Chopin, whose genius he immediately rec-
ognized, time has proven the truth of his sweeping assertions, for Schumann is
recognized as one of the few justified prophets of his day.

An analysis of Schumann’s genius will clearly reveal the source of his prophetic
declaration, for he had so much in common with Brahms that he detected the true
note ringing in the early, unmatured work of the young composer. Brahms' power
was the result of a long period of assimilation and proving, as has been the case
in many other instances, and while progressive in his point of view, he was not
swept off his feet by the surge of the incoming dramatic tide, but remained com-
paratively unaffected by movemerts that but circled about him while they engulfed
others. He was responsive to the subtle suggestions of romanticism, but his love for
the symmetry of classicism made it possible for him to preserve poise and dignity.
That this dignity was neither rigid nor cold is shown by his songs, than which no
more perfect revelations of genuine emotion have been cast in that form. His
symphonies bear witness to his scholarship and power of sustained effort, no less
than his chamber-music, while his songs reveal tender aspects. That he is one of
the great symphonists is now conceded, and the symphony on our program will
substantiate the claim of his followers and expose the reasons for the concession.

The F major symphony was written at Wiesbaden in the years 1882-3. At its
first performance, under Hans Richter (Vienna, December 2, 1883), it was received
with enthusiasm, and musical cognoscenti and the critics—the two are not always
synonomous—agreed that it was his greatest work. It has been compared to
Beethoven’s “Froica” symphony. The story of “Hero and Leander,” and the atmos-
phere of a “forest idyll” were suggested by Joachim and Clara Schumann, respectively,
as its meaning. The suggestion of the latter, that the first movement represented
“the splendor of awakening day streaming through the trees” has found many a
response since it was put forth—and may this evening.
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The first movement—F major, 6-4 time, Allegro con brio—opens with the follow-
ing glorious material:
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It must be noted that the melody of the first three measures constitutes a
veritable motto, which is introduced in a most genial manner at various stages in
the development of the movement. Enthusiasm for the glowing inspiration of this
virile theme may lead one to overlook the “cross relation” between the A natural of
the violins (3d measure, 5th beat) and the A flat of the basses (4th measure) ; if so,
all the better. Brahms was not disturbed by it, why should we notice it? Modern
composers are frankly heterodox in such matters,

Preceded by a modulatory section, the song-like second subject—A major, 9-4
time—is given voice.
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This pastoral duo-clarinet and bassoon—flows as naturally between the strings

below and the flute above as a brook runs between its banks. In this theme we may
discover Brahms, the immortal song-writer.
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The following simple and melodious theme—C major, Common time, Andante
espressivo—dominates the second movement
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An exquisite touch, given to these opening measures by the repetition of the
last three notes of this charming melody in a lower octave, should be noted.
Quite in keeping with the prevailing melodico-harmonic scheme underlying this

movement is the following genial theme.
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The themes quoted do not constitute all the material employed, as will be seen

as the artistic plan is put forth, but they are the dominating factors.
The third movement—C minor, 3-8 time, Poco Allegretto—immediately pro-

claims its principal thematic material through the violoncellos.
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Then quickly follow further treatments, by the violins, flutes, oboes and horns,
successively. The wood-wind choir figures in the Trio—A flat major—followed
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by a contrasting tranquil song by the strings. The theme is further manipulated
with a scholarship imbued with poetry, and the movement is brought to a close
by the usual coda. ;

The musical quotations given for the fourth movement—F minor, 2-2 time,
Allegro—especially the last two, will show that his themes were cast in an heroic
mold. The first,
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beginning e sotto woce, leads into a strophic theme in A flat major (strings and
wind), succeeded by the following second subject
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so full of buoyant power, even though it is not as sonorous as the following “subsidiary.”
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With such inspiring material at his disposal the composer now elaborates it in ac-
cordance with the principles of the sonata-form, and ends with the motto of the
initial measures of the first movement. Just what was in Brahms mind when he
wrote this work we may not know, but that his ideals were noble and true, their
revelation in this symphony bears witness.

CAVATINA—“Nobil Signor,” from “The Prophet” . . . .  MEYERBEER

MwmE. HOMER,

Giacomo Meyerbeer was born September 5, 1701, at Berlin;
died, May 2, 1864, at Paris.

With reference to Meyerbeer’s art much has been written, much of praise, and,
possibly more of disapproval. Many have followed the lead of Wagner, who said
“he wished to produce an effect without an adequate cause,” ignoring the statement
in the same article (Oper und Drama) that, “he occasionally rises to great heights.”
Meyerbeer was most emphatically a creature of his age, and the age of Napoleon
the Little—the period of his greatest vogue—was not conspicuous for idealism. It
may also be stated that Meyerbeer was not so abundantly supplied with artistic con-
scientiousness as to deliberately, or accidentally, if he could prevent it, run counter
to the tastes of his public, in order that he might enforce an ideal of little, or no,
value to the box-office. The occasional “great heights” satisfied his followers, who
willingly sat through deserts of recitative that they might be fascinated by the
oases of melody occurring therein—of a type that put no tension on their intellects—
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and be thrilled by the electric suns, the blowing up of palaces, and the dancing of
those who forsook their graves that they might contribute to the pleasure of the
Parisians—primarily—and the rest of the world incidentally.

In “Les Hugenots” the composer attained real greatness. This was probably
due to the fact that he had a subject worthy of the highest type of genius, The
bloody events of St. Bartholomew’s Night (August 24, 1572) yielded material from
which his co-workers, Eugene Scribe and Emile Deschamps, elaborated a libretto
full to overflowing with situations adapted to his sensational style. 'The dramatic
value of this material is attested by its use in at least six tragedies by worthy
dramatists, including Dumas. As early as 1690, a tragedy entitled ‘“The Massacre at
Paris,” by R. Lee, was given in London. This work is of especial interest in that
the music was written by Henry Purcell (1658-1605) in the years of his artistic
maturity.

The aria on this evening’s program occurs in Act I, Scene 9, and is one in which
we may find the composer’s art convincingly displayed. It must be said that Meyer-
beer thoroughly understood the art of writing for the voice. Stress should also
be laid on his masterful use of the orchestra, even though he was sometimes quite
ready to throw restraint to the winds and give to it unbridled license of expression.

The English translation of the text (sung in Italian) runs as follows:

Ursino—Say, gentle page, what seek you at the castle?
My noble Knights, I hail you,
I hail you!

Pure and noble is the lady fair
Whom a King with pride might woo,
She confides this letter to my care,
Noble Sirs, for one of you!
I dare not name him, but may he prove,
For ever worthy of so much love!
You may believe me, that gallant knight
Never was so grac’d by lady bright, no, no, no! etec.

Fear me not, for what I tell you,

Noble Sirs, the truth will prove;

Now adieu and heav'n defend you

Both in war and in love,

Now adieu, Noble Sirs, heav'n defend you in your love.

“A DANCE RHAPSODY” . . . . . . . . . . DerLius
Frederick Delius was born at Bradford, England, January 29, 1863.

That a wreath of orange blossoms has positive sociological value has long been
known, but it remained for Frederick Delius to demonstrate that an orange planta-
tion might be a stimulus to musical creation. This composer, whose name appears
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on the program this evening by virtue of his “Dance Rhapsody,” an Englishman
by birth, an American by accident, and a Frenchman by preference, is frankly a
modernist. If, from his point of view the field in which the musical cubists and
nihilists disport themselves is in plain sight, he has not yet joined the ranks of
the harmonic contortionists and melodic iconoclasts who there are preparing to
astonish an unenlightened world. It may be that his work with Reinicke and
Jadassohn, at Leipzig, served as a restraining influence, for, however great one’s
respect and affection for these masters may be, it is unmixed with any element
of wonder at their daring ventures in localities where no paths trodden by preceding
generations exist. It may be that the life portrayed in the composition played at a
recent Festival (1915) was rather too strenuous for those who prefer bright sunlight
to deep shadows, and it is to be hoped that the present composition, which has been
received with decided favor elsewhere, will remove any doubt as the claim of
Delius to an honorable position in the group of productive modern composers. “A
Dance Rhapsody” was composed in 1908 and first heard at the Hereford Festival
the following year.

ARIA—“O don fatale,” from “Don Carlos” . . . . . . . VERDI

MwmE. HoMER.

Guiseppi Verdi was born at Roncole, October 0o, 1813;
died at Milan, January 17, 190I.

“Don Carlos,” from which the aria through which the Italian master makes his
first appeal in this series is taken, was produced at Paris, March 11, 1867. In it
Verdi gave evidence of the growth, both on the musical and dramatic side, which
culminated in the works which, beginning with “Aida” (1871), belong to his third
period of creative activity. It was not received with enthusiasm, indeed its success
was but moderate. Whether this was due to a lack of perception on the part of
the public, or the absence of qualities compelling success we may not know, but the
inirequency with which it is given would seem to indicate that it did not possess
elements of popularity. This judgment, or, more strictly speaking, opinion, need
not be considered final, for the history of opera is full of instances in which the
verdict of the public ran counter to the evidence. The text of this aria, which will
be sung in Italian, is herewith appended in an English translation:

Oh fatal dower, oh cruel gift,

That in their fury the heavens did grant me!
Theu who canst make us so vain and haughty,
My curse is on thee!

Yea, curses for my beauty bright!

With bitter tears my heart is riven,

Hope never comes in sorrow’s night,
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No torture may wipe out my crime, so great
That it may call for sacrifice of life.

My curse is on thee, O beauty bright!

Ah! my curse is on thee, O beauty bright!

O Queen adored, I sacrific’d thee,

O foolish error of this loving heart!

In some lone convent where none can find me,
I can conceal my wild despair.

Alas! alas! O Queen adored.

Oh heav'n! and Carlo—condemned tomorrow, he may be!

Great heav'ns!

Ah! one day is left .

"T'is hope sweetly dawning!

I'll save him yet! One day is left me,

Ah! thanks to heav’n, yes, thanks to heav’n, I'll save him now!

TONE POEM—“Finlandia,” Op. 26, No. 7 . ; ; . ; : SIBELIUS
Jean Sibelius was born at Tavesthus, Finland, December 8, 1865.

The wealth of folk song Finland has produced, and the love of the peasants for
these naive melodies, have long predicated the advent of one who should draw on
her epics, and the rich treasury just mentioned, for material to be set in the serious
forms. One could not say in more enduring form, for true folk-music always lives,
and nothing can dampen the enthusiasm of the folk for the songs in which all the
varied aspects of their life, both individual and communal, are mirrored and their
lessons enforced. In days now happily gone forever, let us hope, the Russians found
that no punishment could restrain the ardor with which Finnish soldiers sung their
home-songs when on the march.

It would seem that in the person of Jean Sibelius they have at last found the
medium through which their musical concepts would come to such fullness of ex-
pression that the note from what used to be called the “outer circle” would sound
convincingly. How thoroughly he is fitted for this task is shown by the following
statement recently made by him: “There is a mistaken impression in the press
abroad that my themes are often folk-melodies. So far I have never used a theme
that is not of my own invention. Thus the thematic material of “Finlandia” and “En
Saga” is entirely my own.” This means that he is so permeated by the racial spirit
that his voice is that of the folk. Realizing this, it is no wonder ‘that the return
of an exile to his native land, after a prolonged sojourn in foreign parts finds
such adequate expression in the work we shall hear this evening. “Finlandia” is
scored for the full and sonorous orchestra of our day. In form it is somewhat
free, but there is no departure from the logical development, sanely ordered contrast,
and appropriate color scheme, the absence of which is indicative of a nihilistic con-
cept of freedom.









SECOND CONCERT

Thursday Evening, May 3

WORKS OF EDWARD WILLIAM ELGAR

Fdgar William Elgar was born at Broadheath (near Worcester),
England, June 2, 1857.

IncipENTAL Music AND FUNERAL, MAKCH, FROM “GRANIA AND Diarmip.”

Nothing can be more romantic than the content of most of the Celtic legends.
That this flavor of romanticism is associated with the bloodiest incidents imaginable
cannot take away from its poetic suggestiveness. One of the most interesting of these
traditions forms the subject of the first number on this program. Three characters
are involved in the story—Fion, or Fin MacCumbhail, a hero of the time of King
Cairbre, and who was slain in one of the innumerable battles of this epoch—(3rd
century) ; Grania, or Granniae, daughter of King Cormac, and Fian’s betrothed; and
Diarmid, a man of mighty prowess, and unique in that he was neither a king nor the
son of a king, a rare distinction in those days in Ireland.

Diarmid had a ball seirce (beauty spot) on his shoulder, and one day Grania,
sitting at the window of her Grinaan (chamber), saw it and could not resist falling
in love with him. In some versions this beauty spot is given as a mole on his fore-
head, to conceal which he always pulled his cap down to his eyes. The various ver-
sions agree that this irresistible charm was laid bare as he took part in an athletic
game. The character and location of the ball seirce is of little importance in view of
its effectiveness. It must be borne in mind that in those days neither limousines nor
bank accounts could work their magic spell.

She laid Geasa on him, thus obliging him to follow her will and fly with her. The
flight and pursuit of the elopers covered several years, and was brought to a sudden
end by the death of Diarmid, who was slain by an enchanted boar, “of green color,
and without ears or a tail.” That all this is true is attested by standing stones, which
the peasants still point out as the “Beds of Diarmid and Grania.”

Elgar’s setting of certain incidents in this Irish version of Venus, Adonis, and the
boar, consists of a short movement based on two simple themes, and a March—A
minor, 4-4 time, Maestoso—which runs along orthodox lines. ‘The composition bears
the Opus No. 42, and was played for the first time in this country on November 13,
1903, by the orchestra which will bring it to our attention this evening.
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“THE DREAM OF GERONTIUS,” Op. 38 . . . . . ELGAR
PART 1.
GERONTIUS : : i ; . MRr. Morcan KincsToN
THE PRIEST . . . . . Mr. Gusrar HorLMmQuist
ASSISTANTS . . . . . . Tur Cuoral, UNION
PART II.
SOUL OF GERONTIUS . . Mr. Morcan Kincstonw
ANGEL : ; . . ’ . Mriss CHrisTINE MILLER
ANGEL, OF THE AGONY . . Mg, Gusta¥ HoLMQUIST

DEMONS, ANGELICALS, AND SOULS TuE CHorAL UNION

MRr. Eart V. Moorg, Organist
Tur CHIcACO SYMPHONY ORCHESTRA
MR. ALBERT A. STANLEY, Conductor

We have come to associate with the products of English composers a directness
of purpose, a certain blunt, sometimes rough, honesty of statement, and a contempt
for any over-accentuation of the emotions that comport perfectly with the genius
of the Anglo-Saxon race. Such admirable qualities are not to be despised, but, un-
fortunately, English composers were so fully dominated by Hindel and Mendelssohn
that the originality and fervor seen in Purcell’'s music seemed to have been forever
lost, and they drifted into a conventionality that made freedom of utterance impos-
sible. But now that Italy seems to have exhausted herself, and Germany is unproduct-
ive—despite Richard Strauss—England seems to have entered upon a new artistic era,
and in the person of Edward William Elgar we find the embodiment of a reaction
against the “ways of the fathers” that is fraught with hope and laden with prophecy.

The unusual prominence given to Elgar in the programs of our great concert
institutes, in reviews and in musical journals, would seem to indicate that in him
we have a composer of more than ordinary significance, one of real originality.

His artistic equipment is superb, and, when we consider that he is almost en-
tirely self-taught, the mastery he displays is every direction—especially in his control
of the resources of the orchestra, in which he is only equalled by Richard Strauss—is
nothing sort of marvelous. His career seems to emphasize ultra-modern art, not as
the work of individual genius alone, but as an expression of the tremendous energy
and complex forces conditioning modern life—and in the highest sense cosmopolitan.
The query so often put as to the permanence of this movement cannot be definitely
answered, but if the foregoing suggestions are correct, there can be no doubt of its
sincerity—and sincerity is a condition of enduring art.

Elgar is a devout Roman Catholic. Almost ascetic in his devotion to the teach-
ings of the Mother Church, in “Gerontius” he has blazed a new path. Attracted by
subjects often out of touch with the modern point of view, he clothes these subjects
in ultra-modern dress, and, more than any other, seems to have solved the problem
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of the relation of dramatic form to religious content. Living in the Malvern Hills,
it was not strange that he should have given us his noble “Caractacus,” which reflects
England’s glory and tells the story of one of the noblest of her early heroes. It may
be that in the partial seclusion of his environment we may see the reason for his
latest work, “The Apostles.” Whether, as Ernest Newman fears, this absorption in
medizval thought and early Christian history will react unfavorably on his work,
by substituting introspection for action, and mysticism for clear cut realistic state-
ment, time alone will tell. At all events, we must rejoice that Cardinal Newman’s
poem inspired him to write such a work as the one now under consideration.

Space forbids an extended analysis of the work, but certain characteristics must
be pointed out, in the interest of such an appreciation of the significance of the sub-
ject, the nobility of the poetry, and the ultra-modern dramatic texture of the virile,
fervid, and beautiful musical setting demand. First of all stress must be laid upon
the fact that it is organic in structure. It is so closely knit together by a com-
plicated system of typical motives, in some instances expanded into broad melodies;
it is so compact in form, so entirely unlike the typical oratorio, with its solos,
choruses and orchestral episodes standing unrelated side by side, that it can not come
under any conventional definition of the form. Tt is the poem set to music in such
a manner as to emphasize the unity of the idea rather than to display the variety
of its utterance in single numbers, or, in other words, it is a religious work com-
posed along the musico-dramatic lines first laid down by Richard Wagner. All the
musical factors exist in combination, and no one part is subordinated to another for
the sake of purely musical effects. The orchestra is delineative, and fills with subtle
light and shade the more mystical parts, while in the intense dramatic episodes it is
all that Wagner proclaimed it to be, both in his writings and in his practice.

Daring in conception,—the choice of subject enforces this—powerful, logical and
original in the portrayal of scenes generally more effective when left to the imagina-
tion, his touch is tender when he gives such pictures as the death of Gerontius, and
the 12-voiced chorus “Go on thy course,” which concludes Part I. When, in Part II,
the Soul of Gerontius is led by an Angel past the place where he hears the “sour and
uncouth dissonances” of the Demons; and when, in response to his query, “Shall I
see my dearest Master?” come the ethereal harmonies of the Chorus of Angelicals,
“Praise to the Holiest,” which develops into a chorus in which climax succeeds
climax in soul-compelling sequence, the composer rises to greatness. The queries of
the Soul and the answers of the Angel are touching in their humanity, and the
music often recalls the mysticism of Wagner’s “Parsifal.”” Then the Judgment, the
pleading of the Angel of the Agony for Souls “who in prison, calm and patient, wait
for Thee”; the beautiful Semi-Chorus of Voices on FEarth, who sing “Spare him,
Lord,” when he goes before his Judge, and the subdued glory of the ending, for,
as though awed by the awful mystery of it all, the three choruses sing the final
Amens pianissinmo,—ending in a long sustained unison which vanishes as we listen.

Having now gained a general impression of the scope of the work, it may be
helpful to examine details somewhat closely. The very first motive of the prelude—
D-minor (Lento) common time—given by clarionets, bassoons and violas, is prophetic
of the pathetic aspects of the text. Elgar has marked it mistico. As it is developed
the English horn contributes fitting color. At the completion of this theme, a sus-
tained chord of D-minor, introduces another motive of dramatic texture, which,
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alternating with a broad choral-like theme, leads into a wonderfully beautiful section,
3-4 time, con molto espressivo. This broadens into passionate utterance, only to die
away in harmonies which are heard later as the soul of Gerontius takes its flight.
A sustained motive, twice repeated, leads into a triumphant burst for full orchestra
through which rings out a choral, which is here so important a factor that we
must seek its fuller meaning in the text, “Lover of Souls I Look to Thee!” When
first heard the theme may be associated with the words “Jesus have mercy; Mary
pray for me!” This strong, decisive movement gives way to a repetition of the
theme which led up to it, after which comes a fine treatment of the theme of the
chorus, “Go forth in the name of Patriarchs and Prophets.” With an echo of No. 3,
and a repetition of the initial motive, the prelude, through a suggestive motive,
merges into the introductory recitative for Gerontius, “Jesu Maria.” This motive is
constantly in evidence in this whole scene, and by reason of its plasticity stands for
contrasting phases of thought. After the words “And Thou are calling me” we hear
a motive which is full of significance, especially as used later in the development of
the chorus, “Be merciful.” The chromatic motive at the words “Not by the token
of this failing breath” is delineative and suggestive. The choral theme is heard, and
through this and other masterly motives, some new, and some suggested by the
developments of the scene, we realize the feelings of Gerontius as he faces death
and much of the mystery of dying is brought home to us as we listen. The scene
is interrupted by a lovely Kyrie, medieval in spirit, although the harmonies oc-
casionally betray modern usage—not to the disadvantage of the effect, and, strangely
enough, with no tinge of incongruity—then, after a short recitative, “Rouse thee
and play the man,” introduced by the rhythmic pulse of the basses in the orchestra,
comes the chorus, “Be merciful,” whose principal theme has in it much of the
flavor of “Parsifal” And why not? Suffering is the message of each. In this
chorus the first motive mentioned in connection with the opening utterance of Geron-
tius is developed into a broad and expressive melody by the basses, “By the birth.”
These words have just been given an infinitely tender cantabile motive by the
sopranos. This chorus is followed by a long scene,