The Deeper Sources
Of the Beauty and

Expression of Music







49837

THE DEEPER SOURCES OF THE
BEAUTY AND EXPRESSION
OF MUSIC.

BY

JOSEPH GODDARD.

Author of ** Musical Development,”
“d4 Study of Gounod’s Redemption,” etc.

WITH MANY MUSICAL EXAMPLES.

LONDON:
WILLIAM REEVES, 83, CHARING CROSS ROAD, W.C.

Teit

e
i e



PRINTED BY
W. REEVES, PRINTER AND PUBLISHER.
83, CHARING CROSS ROAD, W.C.



CONTENTS.

CHAPTER 1

THE SEEMING ANOMALY BETWEEN THE HUMAN ORIGIN
OF MUSIC AND ITS ELEVATED BEAUTY

CHAPTER II

ABSTRACT MUSICAL, LIKE NATURAL, BEAUTY 1S A
CHANCE FITNESS OR COINCIDENCE, OF WHICH THE
VISIBLE CONDITIONS ARE THE PLASTICITY IN
HUMAN FACULTIES AND THE DIVERSITY IN OUT-
WARD NATURE

CHAPTER IIL

TIMBRE AND VOWEL-SOUND BRIEFLY ANALYZED; THE
SENSIBILITY FORMED IN THE ORDINARY COURSE
OF NATURAL EVOLUTION TO ANSWER TO THEM,
LETS INTO OUR NATURES THE WORLD OF HAR-
MONY

CHAPTER 1V.

PAGE

II

17

THE LARGER REASONS WHY MUSIC IS FREE OF THE OB-

JECTIVE WORLD, AND DISCONTINUOQOUS

CHAPTER V.
CONTRAST IN SCENIC EFFECT AND IN MUSIC

22

30



v Conlents.

CHAPTER VL

THE SOURCE OF THOSE DISTINCT SUGGESTIONS OF THE
GENERAL WORLD WHICH ARE FUNDAMENTAL TO
THE MUSICAL SENSATION-—POSITION, DIRECTION,
MOVEMENT AND VISUAL FORM

CHAPTER VIL

THE SECOND FACTOR IN THE INHERENT CONNECTION
BETWEEN MUSIC AND MOTION: THE SENSE OF
THE HORIZONTAL LATENT IN THE PRINCIPLE OF
TIME

CHAPTER VIIL

TONALITY. THE PRINCIPLES OF UNITY AND DELIMITA-
TION . . . .

CHAPTER IX.

STATEMENT OF THE FULL CASE FOR THE EXPLICABILITY

OF MUSICAL EXPRESSION FROM THE STANDPOINT
OF THE INFLUENCE OF SPEECH

CHAPTER X.

DARWIN'S HYPOTHESIS OF MUSICAL EXPRESSION. THE
TENDENCY OF MUSIC TO GROW OLD. THE IN-
FLUENCE OF INHERITED FEELING IN THE EFFECT
UPON US OF ART AND NATURE

CHAPTER XIL

THE LIMITATION INVOLVED IN MUSIC BEING THE
WORLD OF A SINGLE SENSE IS A SOURCE OF
ITS POWER. STATEMENT OF THE PRINCIPLE OF
ARBITRARY ASSOCIATION

CHAPTER XIIL
SUMMARY AND CONCLUDING REMARKS

PAGE

40

50

61

68

75

35

. 100



THE DEEPER SOURCES OF THE BEAUTY
AND EXPRESSION OF MUSIC.

A e N e N






The Deeper Sources of the Beauty
and Expression of Music.

CHAPTER L

THE SEEMING ANOMALY BETWEEN THE HUMAN ORIGIN OF
MUSIC AND ITS ELEVATED BEAUTY.

USICAL @sthetics 1s admitted to be a peculiarly
occult branch of philosophy and one in’ which

little progress has been made. Eminent thinkers
have wrestled with it without conclusive result. Among
scientists and philosophers who. have recently attacked it
are Herbert Spencer, Helmholtz, Darwin and Weissmann;
and although their respective views remain authoritative
utterances on the subject, none of them embodies an ex-
haustive and convincing philosophy of the higher beauty
of music, the reason probably being that none of these
great men gave more than a fraction of their attention

to the problem.
B
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The thinker on music perceives at the outset the dis-
tinction that music does not draw its general form from
nature, like painting and sculpture do, or from language,
like poetry does, but that this general form has been
shaped gradually by man. But then he is confronted by
these questions: how is it that an arbitrary, humanly de-
vised form can betray a beauty so unique and elevated ?
how comes it about that man in his own sphere of action
—without borrowing any form “ cast by nature’s heavenly
hand "—is able to stir such feeling as that which fine
music arouses? The music may be purely instrumental—
quite free from any suggestion of nature—yet it may
arouse feeling as transcendent as that inspired by any
natural influence.

Now a sense of this unaccountability—of that insuffi-
ciency between the visible process and the full result
which gives rise to the foregoing questions—seems to have
possessed some of the thinkers whose names I have men-
tioned. Thus Herbert Spencer on “The Origin and
Function of Music,” says:

“In the absence of this (Herbert Spencer’s) theory, the
expressiveness of music appears to be inexplicable.”

Darwin, in “ The Descent of Man,” says:

“ As neither the enjoyment nor the capacity of pro-
ducing musical notes are faculties of the least use to man
in reference to his daily habits of life, they must be
ranked amongst the most mysterious with which he is
endowed.” ‘

And August Weissmann in “ Thoughts on the musical
sense 1n man and animals,” says:
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“ The questions treated of, lie on the boundary between
science and philosophy, and can hardly be solved from
either province alone.”

The present investigation is an attempt to make some
further advance towards the solution of this difficult pro-
blem. The reader will observe that, as 1. have stated, it
has two aspects—the difficulty has two parts. There has
to be accounted for, first, music’s abstract beauty,
secondly, its inordinate power of stirring feeling.

Though music always affects us emotionally it does
not always do so in the degree that it unfolds the quality
of charm. A strain may be of such a character as to
rather delight and elicit admiration than stir profound
feeling, whilst, on the other hand, all music that does
the latter must have a certain beauty—in short, the two
qualities, though largely connected, do not always attend
one another in equal proportions. In speaking of the in-
fluence of music I refer at once to this duality in its
nature. I shall attempt to account for music’s abstract
charm on one principle, for its moving power on another.

I have referred to the fact that music does not draw its
structural material in completeness from nature. Every-
one must be aware that some lineaments of musical form
appear in nature. We will first glance at these with a
view to ascertain how far they go to explain music.

Music may be defined broadly and briefly as an effect
consisting of musical sounds, with a tendency to symmetry
in their arrangement. I say a zendency to symmetry, be-
cause in music, as in nature generally, symmetry is seldom
perfect: in both the great charm is, it is always being de-
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parted from but never lost. We meet in nature, though
somewhat rarely, with musical sounds produced inde-
pendently of man, as in some bird-notes; also with un-
musical or semi-musical sounds involving a certain sym-
metry and produced both independently of man as well
as by man. Examples produced independently of man
occur in the beatings of the waves, the falling of water,
the sounds of insects, and the singing of birds. In all
such effects as these, however, except perhaps the last, the
symmetry is mainly in the form of regularity. The last,
the singing of birds, is generally regarded as something
approaching music. Yet notwithstanding it has its own
charm, this effect is essentially different in character from
music. In the first place, the quality of its sounds is only
partly musical; other elements of effect enter largely into
it—a liquid whistling as well as peculiar kinds of reedi-
ness difficult to describe in words. Yet it 1s largely in
virtue of these latter elements—so redolent of the free
world of nature—that such sounds possess for us their
character and beauty. In the second place, in the singing
of birds, musical intervals are rather suggested than de-
fined. The actual interval is generally indeterminate.
Though it may approach a musical interval the ear can
seldom definitely fit it to one. Often it resembles an
inflection or modwulation of the human voice, and some-
times a chromatic effect in music. But there is generally
a want of musical definiteness. On the other hand, the
rhythmic effects in bird songs are always clearly defined.
On the whole, it seems that it is in a certain combination



AND EXPRESSION OF MUSIC. 5

of qualities involving a departure from the conditions
of musical effect with suggestions of music, where the
charm of the singing of birds resides*

MUSIC IS LARGELY ADUMBRATED BY LANGUAGE, BOTH AS
REGARDS PRINCIPLES OF FORM AND EXPRESSION.

Only in human language do we find a tendency to
tonal symmetry bearing an appreciable likeness to that
which music involves. In spoken language we find
design in the following kinds of effect.

1. Inflection or modulation of the voice.

The #me a syllable 1s dwelt upon.

3. Pause

4. Accent.

5. Speed of utterance.

N

Now there is a certain likeness between the above and
the following structural elements in music. Thus:
1. Inflection or modulation of the voice in language

* In bird-song nature unfolds a world of music having much akin
to that created by man as regards general expression, and con-
taining some suggestions of it as regards form, yet differing from it
in that it has its own heaven-born inspiration; that it is complete
in itself; perfect, and that its beauties do not fade. A sym-
pathetic listener to the bird-notes in spring-time must feel that
the birds are busy in some kind of expression, and that the general
effect is much imbued with the character of intonation in
language whilst it seems the nearer to music in that it is
independent of words. And though like human intonation the
forms of this utterance are largely stereotyped yet its freedom
and seeming spontaneity combined with the freshness and beaunty
of the pure sound in which it is enrobed and of the surrounding
conditions, give it the character of an exuberant musical ex-

ression of the joy and varied fzeling of 1.fe and youth.
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so far as it produces a certain expression, resembles
melodic change in music.

2. The time a syllable is dwelt upon in language, may
be regarded as a rude likeness of value, or length of note,
In music.

3. The pause in language may be regarded as a like-
ness of the rest as well as the pause in music.

4. Accent in speech is not only the same principle of
effect as accent in music, but in the metres of poetry it
assumes forms precisely similar to certain forms of time,
or regular accentuation, in music.

But there are more points of connection between music
and speech than these.

The principle of the key-note may be observed in
language. It is present where the tone of the terminating
portion of a passage is felt as having a definite and clear
relation to the tones in which other parts of the sentence
have been spoken.

So much as to lineaments of form.

Now as to principles of expression.

In both instrumental and vocal music may be observed
the likeness of certain steps in the process of utterance,
namely, (1) inspiration; (2) the holding-in of the breath;
(3) expiration. A likeness of the tendency in sorrowful
utterance to take in full inspirations, to hold them in, and
then let them escape suddenly, may be observed in the
opening symphony of Gounod’s song, “ There is a green

il

hill far away,” where the long wailing notes of the sub-
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ject break off suddenly as if breath failed or a speaker

WwWere overcome :

J’ L~ N ""';‘ —— 5\ 1 - ! .
-9__—F_d—q—eq——d——..—¢-—1:q. . fl—ql_ I_———g__ ]Tz_f-_.e__!:'j
| o e e

- kR - e A

On the other hand, the tendency of all feelings of a
joyful nature to stimulate a free and strong action of the
muscles concerned in breathing, prompts naturally those
unfailingly sustained sounds which occur frequently in
songs and choruses of an enthusiastic character. In such
circumstances we not only take in deep inspirations, but
we hold them in as with a feeling of fulness of life—let
them escape slowly—express much in a breath. A good
example of this occurs in the first chorus of Handel’s
“Acis and Galatea,” where the ejaculation “O!” sus-
tained by all the voices during the total time occupied by
a minim, semibreve, and crotchet stands out from the rest
of the text as a parenthetical expression of life and joy:

e Ny

e
1— .| k)

(swains) O the plea-sure of the plains, O ieivensenes

The effect of the major chord zu##i, and fortissimo held
on for three bars first in the first position and then in the
third, which opens the Finale of the Overture to “ Der
Freischiitz ” is also a likeness but in instrumental music
of the same tendency.

Again, the fervour which prompts s¢7ess in speech may
give birth to effects in music of peculiar beauty. A fine
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example occurs in the song of Gounod to which I have
just referred, where the word “dearly,” beginning at the
end of a bar, is sustained into the next; and though here
is the touch of genius, it is genius armed with the feeling
for utterance :

9 ——— N————
gtﬁ'b:t_r—“l l!—_g: S S~ 5‘—_.:”;_!:!:;]:
O  dear - ly, dear - - ly has He lo - ved

In the foregoing examples we see certain rudiments of
musical expression which occur in language, transfigured
into independent musical effects.

Further, such rudiments may in language be extended
organically so as to define a certain form, which has a
vague resemblance. to extension of form in music. This
is strikingly evidenced in fine elocution. The elocution-
1st of genmius adds a special if evanescent construction to
the language he speaks. It may be said that he sets his
language to elocutional effect as definitely, if not as de-
liberately, as a composer sets his text to music. Those
who heard Charles Dickens read certain portions of his
works must have been struck with the power and beauty
of the special vocal effect with which he environed his ut-
terance. They must have felt that this was as much a
new creation demanding genius to conceive as any musical
setting of Janguage. Elocution is a different thing from
music. At the same time it is related to music so far, that
in it certain effects resembling the rudiments of musical
form are orgamically connected, and that it is a special
influence of which the particular shape assumed, as in the
case of original music, is always unanticipated.
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An obvious connection between language and music
exists when certain forms of plural utterance in life ap-
pear in music—as when dialogue and discussion are sug-
gested by themes answering one another, or the shouts and
exclamations of a crowd are reflected in choruses.

THE INFLUENCE OF THE RHETORICAL IMPULSE ON MUSIC,

We see then that language and music approach at
several points—that there is a broad though very imper-
fect resemblance between them. But imperfect as this
resemblance is—virtually different as two effects may be
even at the points that approach: for instance, as an in-
flection of the voice may be from melodic change—it is
scarcely possible to over-rate its importance. Its cause is
of course the fact that language and vocal music involve
largely the same machinery in us for their production,
and fall within one broad region of our sensibility. This
statement alone. suggests that music must owe much of its
influence to language, and the suggestion becomes
stronger when we consider that language 1s a funda-
mental faculty—that every individual uses it and is more
or less moved by it. This is why language influences
music more than music influences language. One may be
a great and movingr speaker without being particularly
sensitive to music. But every musician has some experi-
ence of the use and powers of language. Thus it is that
every composer is to some extent influenced in his work
by his feeling for language. As a matter of fact, we find
that graphic musical expression often moves in such
forms as might be suggested by the feeling of utterance.
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Two simple instances of this from Gounod have been
given. This feeling of utterance is, in fact, an important
element in his genius. Out of numerous other instances
which occur in his works I may refer to the tribute to the
Cross in the second act of “ Faust,” the form of which is
so suggestive of long-breathed, full souled speech. I
have always felt that a distinguishing feature in the
genius of Handel is his large dramatic feeling—the aid-
ing expression by rhetorically conceived effects of rhythm
and accentuation. There can be little doubt that where
a strong rhetorical feeling accompanies the possession of
the musical creative faculty the circumstances are par-
ticularly favourable for the unfolding of the latter.
Perhaps it is not too much to say that such a combination
1s an essential condition of great musical gentus.
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CHAPTER 1L

ABSTRACT MUSICAL, LIKE NATURAL, BEAUTY IS A CHANCE

FITNESS OR COINCIDENCE, OF WHICH THE VISIBLE CON-

DITIONS ARE THE PLASTICITY IN HUMAN FACULTIES AND
THE DIVERSITY IN OUTWARD NATURE.

HE question now arises—Is the solution of the
problem which occupies us to be found in the con-
nection between language and music? Many years
back in an essay on this subject I pointed out thac as the
burthen of language becomes elevated the- musical rudi-
‘ments in it, and more particularly those that relate to
rhythm, assume a more artistic form. This, I thought,
suggested that in music where those rudiments have an
independent existence and assume highly developed forms
we have a pure language of feeling. And I regarded
the unique power and expression of sacred music as both
supporting, and explained by, this suggestion, the appro- -
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priate language and its highest burden of feeling being
here met together.

Mr. Herbert Spencer, in his essay on “ The Origin and
Function of Music,” also explains music’s influence upon
us on the ground that it is a vehicle of feeling. He says:

“ As strong emotion produced song, so still stronger
“produced the elaboration, the variety and complexity of
“musical expression having become developed through
“the intensely susceptible temperaments of musical com-
“ posers. . . This greater versatility of feeling on the part
“of composers explains the fact that music not only ex-
“cites so strongly our more familiar feelings, but also
“imbues us with feeling we never had before. The diffi-
“culty, not to say impossibility of otherwise accounting
“for either the expressiveness or genesis of music is in-
“ direct confirmation of the truth of the foregoing theory.”

But subsequent reflection led me to feel that neither
my theory, as abcve expressed, nor Herbert Spencer’s,
was really convincing; they seemed to amount rather to
the suggestion of possibility than probability—much less
necessity. As we proceed I shall submit some further
considerations suggesting that language has everything
to do with music's emotional power but pointing more
mnevitably to that conclusion. Nor did either of the
theories above referred to appear to throw light upon
music’s abstract beauty—that beauty which, as I have said,
though emanating from man seems almost as unique as
the beauty of nature.

My explanation of this abstract beauty in music will
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consist to a great extent of an attempt to bring it into
line with natural beauty. Now natural beauty has been
regarded by great thinkers as at bottom an ultimate fact.
This Darwin seems to imply in the following sentence :

“But if it be further asked why musical tones in a
“certain order and rhythm give man and other animals
“ pleasure we can no more give the reason than for the
“ pleasantness of certain tastes and smells.”

I venture to think that though this beauty of nature
may be inexplicable in detail, its existence becomes less
unaccountable if we take a broad view of the circum-
stances. The view to which I allude is this: we, with all
our varied capacities, are surrounded by a, to us, infinity
of agencies, with a portion of which we are necessarily
in harmony. But beyond this necessary adaptation there
are certain fitnesses between our nature and the outer
world which appear to be simply coincidences arising out
of the plasticity of our faculties and the infinite diversity
without. I propose to give a few examples of this deep
principle.

Tyndall says that the blue of sky is caused by ex-
tremely small particles of moisture—so small as to only
reflect the blue ray. Now the laws which determine the
state of the atmosphere and the action of light exist quite
irrespectively of man, whilst his visual sensibility was laid
down originally, and descended to him, for comparatively
near and practical purposes. Yet this sensibility being
borne upon by the action of light in the circumstances
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just referred to results in his realizing the unique effect
of blue sky.

Here is another instance of this principle of coincidence.
In a letter received from my brother who at the time of
writing was sketching in Wales the following passage
occurs : “ One 1s out of the village in two or three minutes,
into dense dark woods, or by the side of murmuring
crystal streams in the meadows, or up the steep mountain
side surrounded with autumnal tinted bracken or brambles
loaded with blackberries—warm tinted rocks jutting up
here and there half covered with velvet-like moss of every
shade of brown and green.”

Now to refer only to this “velvet-like moss of every
shade of brown and green ”: it puts on its various effects
quite irrespective of our vision yet as we exercise this
sense upon those effects there opens within us the new and
wonderful region of asthetic sensibility.

Some particularly striking illustrations of this prin-
ciple of coincidence may be given in connection with our
voice and auditory susceptibility. The foundations of
these faculties were laid in the past. Even those inar-
ticulate inflections which we hear in the vocal expression
of animals involve a general form of vocal and aural
endowment which lies at the root of the musical sensation.
They involve in a rudimentary form the power of pro-
ducing Zimbre, and a gliding change of pitch; as well as
the corresponding auditory organization for being sensi-
tive to these effects. Now we know that these powers
exist 1n man in a certain highly developed form, and it is
not difficult to understand that this may have been
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brought about by vocal intercommunication on the prin-
ciple of utility, that is to say by the use of speech. We
can even conceive that the highest musical qualities of the
speaking voice may have been largely developed in this
way—that is, on the principle of utility. But between the
finest effect of this kind, that is, speaking effect, with its
influence upon us, and the effect and influence of, say, a
fine tenor voice in the simplest snatch of melody, there is
not simply a jump but a translation in the capacities both
of the vocal organ and the auditory sensibility; and we
find ourselves in a new world of effect. The last-men-
tioned fact, a fine voice in melody, may, I think, be
regarded as drawn from nature. A fine singing vcice 1s
often a purely natural thing, and the exercise of such a
voice in a few musical notes must often have taken place,
and still take place, quite spontaneously. Here, then, in
endowing man with the speaking voice and with all its
corresponding susceptibility, nature opened the door to
the unique beauty and thrill of song.

But a signal instance of this principle of coincidence
1s our sensitiveness to the effect of harmony. This would
seem to be a, so to speak, unintended result of an aural
adaptation that must have been formed in the remote past.

Among the natural results at any time of mobility of
the larynx and variability of the cavity of the mouth*
would be sound gliding through different degrees of
pitch, as in the inflection of the voice (due to the first)

* Technically, the passage leading through the pharyngeal, the
buccal, and to a certain extent the nasal cavities, to the opening of
the mouth.
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and differences of vowel sound (due to the second.) It
is safe to assume that side by side with such a vocal
endowment would exist an aural structure adapted for
being influenced by both the above kinds of effect. Now
the scientific reader need not be told that such an aural
structure would be necessarily sensitive to the effect of
timbre, and be thus in principle similar to that by means
of which we are enabled to hear and compare the different
sounds in human devised harmony. But for the benefit
of other readers I propose in the following chapter to try
to make this point quite clear and convincing.
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CHAPTER 1L

TIMBRE AND VOWEL-SOUND BRIEFLY ANALYZED, THE

SENSIBILITY FORMED IN THE ORDINARY COURSE OF

NATURAL EVOLUTION TO ANSWER TO THEM, LETS INT®@ {OQUR
NATURES THE WORLD OF HARMONY.

IMBRE or quality of sound depends upon the Tact
that a musical sound of rich character though heard

as a single sound is really an assemblage of sounds.
To speak with scientific precision it is a compound sound
of which the constituent simple sounds are of different
pitch and so arranged that, starting with the lowest, the
others are of ascending pitch in lessening degrees, so that
the whole tabulated would form a column of sounds be-
tween which the intervals, comparatively large towards
the base, become smaller as they ascend. The lowest of
these sounds is called the fundamental sound. It gives
us the impression of the pitch of the general effect. The

other sounds are called parzial sounds.
C
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To complete this general description of the physical
conditions of timbre I should add the following further
particulars.

While from the fundamental sound to the sixth
sound of the series, the sounds are in perfect concord,
beyond the sixth sound they begin to involve discord.
This is shown in the following diagram which gives the
first ten sounds of the series :

-

YD
=

(1]
—o——H]
a

Those partial sounds which are in harmony with the
fundamental sound are called Aarmonics.

The intensity of each partial sound 1s, as a rule, in
the inverse ratio of its pitch.

Though, as T have intimated, the ear does not realize
the existence of the partial sounds as separate sounds
yet each has its distinct influence upon our sensibility,
and the combined result is our feeling of timbre.

The different 4inds of timbre arise as the general state
of things we have described 1s modified :

(1.) By absence of certain partial sounds.

(2)) By change in the intensity of the partial sounds in
relation to one another and to the fundamental note.

The first condition of a tone of rich quality is the
presence of the lower partial sounds; the second is the
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presence in some force of the upper, as without the latter
the sound loses in power and brilliancy.

The effect of . simple sound—that is a sound un-
attended by partial sounds—is soft and sweet but
wanting in strength and energy. The sound of the flute
with little wind approaches this kind of effect. In
the case of the sound of an instrument played by the
bow the intensity of the lower partial sounds in relation
to the fundamental sound is less than in the case of the
sound of the piano, while that of certain of the higher
partial sounds is greater—this state of things tends to
produce the incisive, penetrating character of sound pecu-
liar to instruments played by the bow.

Thus much, then, for the effect of timbre as produced
by musical instruments. When produced by the human
voice a further and peculiar modification of this condition
of things occurs, giving rise to an accompanying and
uniaue effect—an effect quite distinct from timbre yet
inherently allied to it: the effect namely of vowel sound.

In the case of a vowel sound, a sound set up by the
vocal chords is reinforced by the cavity of the mouth but
in a way differing from that in which a sound is rein-
forced in the case of a musical instrument whether such
reinforcement be by sounding-board, enclosed chamber
(as with the violin) or cavity of a pipe. In all such cases
the lowest note of the auxiliary reverberation always cor-
responds with the fundamental sound of the note given
by the instrument. But in the case of a vowel sound the
lowest note due to the cavity of the mouth corresponds
not with the fundamental sound of the note set up by
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the vocal chords but with one of its harmonics which is
thus made to stand out in intensity both from the funda-
mental sound and the other harmonics. Thus the different
vowel sounds are produced, the cavity of the mouth so
varying in capacity and form as to reinforce sometimes
one sometimes another harmonic of the note set up by
the vocal chords.*

These particulars show clearly that the perception of
timbre and vowel sound depend upon an aural construc-
tion calculated to receive simultaneously the different
series of tremors involved in an assemblage of sounds.
They also show that in the case of timbre of rich quality
the lower sounds of the assemblage involve such a com-
bination as given forth by sounds having each an inde-
pendent source would produce the distinct effect of
harmony.t Can we doubt then that the aural construction
formed to be sensitive to the effects of timbre and vowel
sound is that which renders possible the pervading thrill
of harmony ?

But if the foregoing inference as to the pedigree of
our sensibility to harmonic effect is correct what a striking
example of the principle of coincidence! An auditory

* Some readers may have noticed that a sound closely resembling
an inflected vowel-sound is produced when a housemaid strikes a
metal or earthenware bowl partly filled with water against some-
thing hard, and at the same time happens to tilt it. The reason
is that by the shifting of the water the vibratory action of the bowl
is so changed that its lowest note reinforces one ot the partial
gounds before the influence of the fundamental sound has ceased.

t See illustration page 18.
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apparatus initiated to discriminate the slightest differ-
ences in the vocal or other sounds of animal life and
probably fully developed at the unknown epoch of the
dawn of human speech, is the means by which we realize
the thrilling clang of accordant sounds and that massive,
gracious, musical experience, the synchronizing variety
of concerted effect !
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CHAPTER 1V.

THE LARGER REASONS WHY MUSIC IS FREE OF THE
OBJECTIVE WORLD, AND DISCONTINUOUS.

HAVE called attention to the fact that the capacity of
expression by intonation which is such a general
feature in the animal world and which flows in
language, leaps suddenly in the primitive outpouring of
untutored song, into a transfigured effect, sounding the
mysterious deep of melody in man.

I have also pointed out that the capacity, similarly in-
herited, of our sensitiveness to timbre, being appealed to
by certain assemblages of free sounds, that is, sounds
having each an independent source as distinguished from
the partial sounds, unheard separately, of a single com-
pound sound, the harmonic thrill is as it were, miracu-
lously called forth within us.

Now let it be clearly borne in mind that, as I have en-
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deavoured to convey in the previous chapter, these great
changes are not developments. Within the respective
orders of effect—that is, in intonation and in timbre—
there may have been developments. But from intonation
to melody i1s a jump* Not only in melody has sound
become purely musical and the intervals distinctively de-
fined but the effect is unique—having the character of
ultimate charm. So from timbre to harmony is a jump.
Not only in the latter are the elements of effect indepen-
dent sounds instead of being, as in timbre, constituents
of a single sound, but the effect is totally new, involving
a distinct order of experience.

It will be seen then that though the particular nervous
organization involved in our sensitiveness to effects of
intonation.in language, is a necessary anfecedent to our
susceptibility to both melody and harmony, the latter
susceptibility is by no means a functional development
of tnat organization. Intonation in language still ful-
fills that practical function of expression in virtue of
which it was first developed. But melody and harmony
have no practical function whatever; whilst as I have just
said, they give rise to quite new orders of sensation. The
principle therefore involved in the fact that our inherited
sensibility to effects of intonation serves to render us sus-
ceptible to the charm of melody and the thrill of har-
mony, is, as 1 have also said, not development but coin-
cidence. That man should in the course of his general
activity have arrived at the production, vocally or other-
wise, of mu51ca1 sounds mvolvmg definite intervals, is

* See shghtly quahfymv remark beginning line 61, Chapter XII
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not to be wondered at. Nor would it have been surpris-
ing that such sounds should have been arranged in
meledic and even harmonic forms, to the production of
plain, uninspiring effects. But that certain of such forms
should have discovered in him the esthetic suscepti-
bilities which enable him to feel the enchanting beauty
of melody and the pervading and exalting thrill of har-
mony—there is the coincidence!

The reader will remember that I introduced this par-
ticular coincidence as an example of the existence of
certain fitnesses between ourselves and the outer world.
To state this important principle categorically: Above
the mecessary adaptation between us and our environment,
there is in various directions a higher harmony not sub-
serving our material needs, of which harmony the visible
conditions are :—

(1.) The wide margin that nature as a rule allows in
the powers of our necessary faculties.

(2.) The infinite agencies without us.

The reader will also remember that I regarded this
principle of coincidence as being the common first cause
of the beauty of nature and the charm of music, and thus
as revealing these two kinds of beauty—totally different
as they are—as, in relation to their first cause, in line.

‘Fhis connection between them it is unnecessary to say is
of a very general and abstract character. Still it at least
“serves to define the limit beyond which our understand-
mngs cannot go m relation to the ultimate charm of either
effect. It is in the very nature of this charm that it should
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be inscrutable. But if the mind cannot penetrate this
fundamental mystery it can reach the causes of the salient
differences between the above two kinds of effect and thus
perceive certain peculiarities of both, the reasons of which
are probably not generally known.

The differences to which I propose to call attention
are the following : —

Natural beauty is inseparably connected with the ob-
jective world, is self-revealed, and constant.

Musical beauty is generally free of the objective
world ; it demands human volition, and 1s intermittent.

Now in explanation:

Why do we call the sight of things the things them-
selves, and the sound of things only sounds? Thus in
coming within view of the sea, if we said “ That is the
sea!” we should consider that our words had a direct
application. But if we could only hear the sea, and made
the above remark, we should consider that we spoke
referentially. To speak with direct application in the
latter circumstances we should say, “ That 1s the sound of
the sea.” Thus the visual effect would stand for the ob-
ject itself, whilst the auditory effect would stand only
for the sound of the object.

In order to answer the foregoing question I must refer
to certain physical and physiological facts relating to
light and vision.

From a single central source light proceeds continu-
ally, which light the surfaces of objects reflect in ways
corresponding to their character.
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In seeming adjustment to the fact that light is a per-
manent influence, our organ of sight is constituted for
being unintermittingly active during our waking hours,
and is so far sensitive to the differentiation of the light
coming from an object as to be capable of receiving a
picture standing for that differentiation. Thus light has
the preperty of conveying to us an impression of certain
external features of all objects exposed to it or from
which it proceeds. But our receiving such an impression
depends upon the space between the eye and the object
being clear of any opaque body or medium. It is thus
by impressions produced by light in the first instance,
that ordinarily we acquire a general knowledge of our
position in relation to an cbject.

But soon experiences of the other senses come in, par-
ticularising the knowledge so far acquired. For instance,
we reach or walk towards the object and so acquire a more
definite idea of its distance; or we touch it and learn its
consistency, texture and temperature, or perhaps get
further knowledge of its form. Subsequently such im-
pressions become fxedly associated with its visual
impression—thus the sight of water always suggests the
unique consistence and feel of water, the sight of stone or
iron, hardness—of leaves, the cool feel of leaves. A
sight is thus to us as a rule more than a sight, being an
ordered combination of various experiences acquired
through the other senses yet that have become merged in
the visual experience. Thus it is that an inseparability
between the visual impression of an object and the object
as a whole has become established in our minds.
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Now let us contrast with the role of light as thus far
unfolded the general rble of musical sound.

Musical sound is not a permanent influence, and in
conformity with this fact the sensibility to which it ap-
peals is only calculated for being active during compara-
tively short periods of time.

Although musical sound is more or less reflected and
absorbed as it moves among objects, the result is to
modify its general volume and character,—as when music
is performed in an empty or full room,—not to give us
impressions of those objects. Only when the object
itself emits sound is such object suggested, as in the

thundering of the surf, the whistle of the wind, or the
, song of the lark; and even in these circumstances we
separate mentally the object from the sound.

Though sound is strictly speaking an objective effect,
we only so realize it in relation to its first source as in
the cases just mentioned or when it proceeds from a voice
or an instrument. Beyond its first source we regard it
as unlocated-—pervasive.

Why then the visual impression of the sea stands for
the sea itself whilst the sound stands only for the sound,
has probably long ere this been obvious to the reader.

The visual effect having, so to speak, drawn to itsetf
‘in close though unconscious association various impres-
sions derived through other senses, stands for their con-
crete union, that is, for the object itself; whilst the
auditory impression continues to be felt but as an at-
tribute. Thus the visual impression though in itself but
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a sight, stands for an object, whilst the auditory impres-
sion though as objective as the pure visual impression,

stands but for a sound.

We now perceive the rationale of those salient differ-
ences between natural and musical beauty specified some
space back.

Owing to the paramount position of the sun and to
our harmonising endowment of vision, the mind is ever
confronting a retinal picture standing for such differentia-
tion of the outer world as light can give us; and in
certain of the impressions thus conveyed various experi-
ences derived through the other senses are ﬁlerged. Thus
our objective world is the world of light, which light
being continuous, so fills the mind with its infinitely
varied effects that in this direction man has no scope for
original conception. Thus all visual beauty is confined
to objects or objective effect; nature is the appanage of the
beauty of form and colour, and hence the canon of the
painter: to depart from nature is to sink beneath her.
Thus also visual beauty is self-revealed.

On the other hand musical beauty being based upon an
unpermanent stimulus, and involving only a single sense
—experience,—instead of those assemblages of different
sense-experiences which compose our objective world,—
1s necessarily free of that world and discontinuous.

These considerations then reveal why musical beauty is
always intangible—zerial, and discontinuous, whilst
visual beauty is always inherently associated with objects
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or objective effect, and constant; is really due, speaking
in a large sense, to circumstance, and not to intrinsic
superiority or inferiority in either kind of beauty.
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CHAPTER V.

CONTRAST IN SCENIC EFFECT AND IN MUSIC.

N the last chapter we traced out the causes of certain
differences between visual and auditory effect with
the result that some obvious and elementary facts
connected with music were brought out in large relief-—in
a light which in this connection we may perhaps say
“cometh from afar” from within and without us.
Nevertheless this light, which brings out these more obvi-
ous facts, will if followed illumine others—some less
obvious, some extremely subtle. We shall therefore con-
tinue for a time in our present path of enquiry-—the com-
parison of natural and musical beauty; the point I now
propose to bring out being the difference between these
two effects in power of contrast.
The ordinary contrasts as observed by the eye between
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the various objects of nature are not only unmistakably
definite and clear, but they are realised without effort.
Take the contrast of lake and meadow. There is no con-
trast in music so complete and yet so guiet as this. By
quiet contrast I mean a distinct change of impression
(bringing, it may be, change of sentiment) without there
being a break in the general mood of feeling. The «con-
trast between day and night or between a stormy and a
serene sky involves what I term a change of mood.
Music can unfold contrast in which there is the change
both of sentiment and mood, as in the case of the melody
in the opening of the Overture to “ Der Freischiitz” and
the zremolo passage which follows; but it cannot unfold
the kind of contrast which we realise in looking at lake
and meadow. Take any effective movement in an instru-
mental work whether for cne instrument, a few instru-
ments or for full orchestra. We recognise the different
themes and their varying treatment. There is much
clearness of impression amid variety. Yet we have to
exert a certain amount of attention; and all the while have
the feeling of being in a special world—a world in which
all variety is produced by changes in a single character
of sensation. Now such variety as this is the nearest ap-
proach that music can make to the distinctly marked yet
quiet and effortlessly felt variety of nature.

It is obvious that the considerations submitted in our
last chapter in explanation of the fact that the sight of
an object seems the object itself whilst the sound, even
when produced by the object, is never merged in it, lie at
the root of our present explanation. It is obvious that
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the fact that a sight is an ordered combination of various
sense-experiences, accounts largely for the marked and
quiet contrast of visual beauty. In the case, say, of the
water of a river and its sandy or pebbly margin and
near shelving grass, or grassy bank—these different
features involve as well as retinal variety differences of
touch, feel, temperature and muscular resistance, and
though the latter four sensations do not belong to visual
effect yet through their direct association with it they
bring to it new elements of contrast without disturbing
the general mood of feeling. Yet obvious as it is that the
foregoing considerations lie at the foundation of the cause
of the quietly perceived variety of natural scenes they do
not constitute its complete explanation. Two important
influences which contribute to this quietly perceived
variety remain to be stated.

The first of these influences is the contrast of colours.
The contrast of colours has the nature of an ultimate
fact in our sensation, and though it may perhaps be capa-
ble of displaying the highest power of visual contrast
(for I speak here with diffidence) it is largely consistent
with a single mood. It would seem to be analogous to
the contrast produced by differences of timbre in music,
one being contrast in the general character of light as the
other is in the general character of sound. But timbre
never unfolds the marked contrast which is a potentiality
of colour; its greatest contrast may be compared to that
of different tints of a single colour—as between the vivid
green of the early leaf of spring and the darker green of
the leaf of summer. Notwithstanding the difference



AND EXPRESSION OF MUSIC. 33

there is a general prevailing oneness of character.
But between different colours there is a decided duality.
That our sensibility to different colours should be thus so
decided and spontaneous belongs probably, as I have
suggested, to something fundamental in the conditions
of our development. Further—contrast of timbre i1s not
an indispensable element in musical beauty as con-
trast of colour is in natural. Long and important
musical constructions may unfold beauty from begin-
ning to end without there being any difference of timbre,
as In the pianoforte sonata and the quartet for stringed
instruments. Of course in all concerted effect there
is some contrast of timbre. But its main use is to give
variety to different bodies of effect or to succeeding
phrases in orchestral music, or organ music.

The second of the two influences is, ocular muscular
action. On this depends all definiteness of that colour
effect to which we have just been referring, and largely
definiteness of form. If we fix our glance, say on
the petals of a flower of which the heart is of a
different colour, we to a certain extent realize this
cclour also, but we do not do so distinctly so long
as we keep our glance quite fixed on the petals. In
order to realize vividly the contrast between the
two colours it is essential for the glance to move from
one to the other. Now this kind of movement would
seem to be a normal concomitant of the exercise of vision.
Whenever we fix our sight on a definite point of any ob-
ject the whole effect which but for that point fills up our

visual field is more or less phantasmal—unreal—dream-
D
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like notwithstanding we may be conscious of decided
and extensive contrasts in that field. For instance, in
looking definitely say at a building or an umbrageous
tree we may be conscious of a large spread of sky above.
Yet it is difficult to say how much in such circumstances
this consciousness is not due to the eye’s previous wander-
ings, so exceptional is it for the sight to be fixed, and so
much does its being so demand a strenuous act of the
will.

Now suppose we fix our glance on the heart of the
flower just referred to, then not only will the colour of
the petals be phantasmal but after awhile their forms
will seem vague. This leads to my next point, namely,
that not only is movement of the sight essentially con-
nected with our full and vivid realisation of contrast of
colour but with our sense of space* and our perception
of form.

Now our perception of visual form is largely due to
the muscular action just described taking a definite
course. For instance we are cognizant largely of the

#* Whether the seasation of light itself brings the attending con-
sciousness of space, or this latter is really due to the optical move-
ment that commences simnltaneously with the sensation of light if
is difficult to say, but it is certain that the sense of space is a
necessary consequence of conscious muscular action whether con-
nected with visual effect or not, for where this muscular action takes
place there must be the feeling of a space through which that action
moves. In conformity with what I have said in connection with
our perception of contrast of colours, practically with the sensation
of light optical muscular action at once begins—probably in order
to bring the region of clear vision opposite various points of the
lighted surface.
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shape of a circular object by the association with a certain
retinal impression, of that sweep of the eye-balls which
1s involved in following the outline of a circle; of an
angular object by the association with its retinal impres-
sion, of sudden changes of direction in the sweep of the
eye-balls. And in looking at a scene and surveying solid
objects other muscular actions enter-—namely, that which
regulates the position of the focus to which the crystal-
line lens brings the light which enters the eye, and that
involved in bringing about the various necessary degrees
of convergence of the axes of the eye-balls; the former
being concerned mainly in our realisation of near dis-
tances, the latter in our realization of distances both near
and far and in our comprehension of objects of three
dimensions.

Further, besides all this action of the delicate muscles
connected with the eye, other kinds of muscular activity
" contribute to our conception of space and form, as when
the head and body move in order to extend the sweep of
the eye, or when the limbs move in the field of vision.
As T have just implied in referring to the convergence of
the lines of sight, the close correspondence of the retinal
impressions with the details of varied movement is aided
by our having two eyes and thus two points of survey.
Even when the retinal impression of an object is small
enough to be embraced completely by the region of clear
vision without muscular movement, our realisation of its
form is still associated with the muscular feeling because
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our ideas of form begin with experiences of the larger
kinds of muscular exercise*®

Now ideas thus formed by aid of the larger muscular
experiences become subsequently associated exclusively
with the finer—the purely optical—muscular feelings in-
volved in the movements of the eye. The finer muscular
feelings are thus, so to speak, educated by the grosser,
from which, what I may term, our standard of difference
of position in space 1s in the first place derived. It is
thus not difficult to understand that our appreciation of
difference of form begins with comparatively large
differences.

The fact then that two objects give us two distinct im-
pressions involves also this: we perform two respective
muscular movements or series of movements, each of
which, when the objects are surveyed simultaneously, are
again contrasted with another—namely, that involved in
glancing from one object to the other. Thus we realise

* The history of this latter process may be as follows. A child
moves its arms and hands in the field of vision or produces changes
in this field by movements of its head. From the association of the
muscular feeling involved in these movements with the different
impressions produced on the eye it derives its first definite ideas of
difference of position in space. For instance the association of the
muscular feeling involved in the movement of the head with the
occular impression of the enlarged visual sweep, gives a certain
definiteness to the latter impression. So when the child stretches
out its arm and grasps or touches something a definite sense of dis-
tance is produced by the association of the feeling of movement in
the limb with the visual picture containing the object. Further,
when it begins to walk the association of a certain muscular effort
or series of efforts with visual change still further developsits sense
of definite distance.
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the two objects as occupying two definitely separated
places. These are the reasons why two leaves or two
pebbles, whose pure retinal impressions are similar, and
whose associated experiences must be the same, create
in us two clearly defined impressions.

The reader now perceives the important part played
by the optical muscles in visual effect—how as well
as rendering vivid the primal differences of colour
they aid to render precise our conceptions of distance
and form-—how they represent the larger muscular
experiences and thus in the fine character of their own
action are capable of defining acute contrast amid
perfect repose.

We are now in a position to understand why we feel a
sense of clear contrast amid perfect repose when we sur-
vey ordinary natural scenes.

Beyond the fact that sight being our leading sense its
exercise is naturally accompanied by a more perfect feel-
ing of repose than that of any other, the reasons of the
above would seem to be:—

(1) The contrast resulting from the different sense-
experiences assoclated directly with the various features
of the scene.

(2)) The primal and spontaneous contrast of different
colours.

(3) The constant participation in vision of occular
muscular action, to which is due the development, com-
pleteness and vividness of the foregoing contrast of col-
our, and of definiteness and distinctness of detail in our
perception of form. ’
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Now to turn to music. In the light of the foregoing
particulars it is easy to see why when musical effect does
not involve extreme differences of mood (as it does in the
example from “Der Freischiitz ¥ referred to at the com-
mencement of this chapter) we experience amid all the
variety a general oneness of impression and often have
to make a certain effort to catch the changes of effect.
The reason is the singleness of the musical sensation—
the general absence from it of the direct suggestion of
other sense-experiences.

The above conclusion is corroborated by a reference to
the art of sculpture which in this connection occupies a
position largely similar to that of music. Sculpture
though it approaches nature so closely is still far inferior
to nature in power of contrast, and this inferiority 1s due
to the same cause as the weakness of the power of con-
trast in music. Take a subject in sculpture embracing
a few figures, and say among them a laughing boy and
a sleeping child. Now with a little attention,—for as in
music we have here to make a certain effort of attention
—we not only observe clearly the different members of
the group but may realise all that cunning faith-
fulness to nature which in the case of masterpieces
in this art causes the marble to seem almost to
breathe and speak. Yet notwithstanding this, the dif-
ference between the two faces appears far less than in
nature or in a picture. Though life is suggested, and in
certain particulars most vividly, we yet feel that between
this life and ourselves is the veil of the art medium. We
are in a special world where if we are not, as in music,
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confined to the exercise of a single sense the play of the
various senses is much restricted. The world of colour
is withdrawn. Hence lessened contrast in the cases of
even such marked differences of expression as laughing
and sleeping.
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CHAPTER VL

THE SOURCE OF THOSE DISTINCT SUGGESTIONS OF THE

GENERAL WORLD WHICH ARE FUNDAMENTAL TO THE MUSI-

CAL SENSATION-—POSITION, DIRECTION, MOVEMENT AND
VISUAL FORM.

THE reader is probably prepared for the remark that
as our previous studies in visual effect led beyond
the solution of the particular problem 1n hand, so the
somewhat minute examination of visual action entered
into in our last chapter helps to explain more than the
difference between scenic and musical contrast.

First: To the great distinction between the aural and
visual senses previously pointed out, namely, that the one
1s comparatively single, involving a simple Impression,
while the other 1is latently combinative, involving the
mingled feelings of many senses, we are now enabled to
add another, namely, that the ear is the passive recipient
of mmpressions—that in the case of two or more sounds
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proceeding from different points it has in itself no power
answering to that which the eye possesses in its muscular
endowment by means of which various retinal impressions
become associated with different portions of a muscular
action.

Secondly : We are, so to say, put on the scent of an
explanation of that continual suggestion of movement
in visual space which 1s fundamental to musical effect,
and to those lineaments of visual form which frequently
unfold in the musical atmosphere and help so largely to
articulate the expression.

The simplest melody-—all melody—exemplifies move-
ment more or less vividly. As to visual form instances of
composers suggesting a picture of height by pitch-effect
are numerous enough. Thus, in the passage, “ The waves
stood upright as a heap,” in “Israel in Egypt,” a series
of notes not varying in pitch between themselves stands
out from the musical context in virtue of being declaimed
at a comparatively high pitch of the voice. Rossini is
moved by the same instinct in his “ Stabat Mater,” at the
passage “ Dum pendebat filius.”

I showed in the last chapter how essentially our sense
of space and form depends upon muscular action both
general and optical. In the light of this fact we realise the
distinction that whereas the eye has a definite muscular en-
dowment the ear has not but is virtually passive. But if
this is the case, whence come these definite suggestions in
music of movement in visual space and of visual form?

I submit that they proceed from certain muscular
actions which though belonging to another organ are as-
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sociated closely and in a peculiarly defined way with our
aural sensibility. If I should be right then the above
seeming .contradiction of the law that our ideas of form
depend upon muscular feeling would be a peculiar con-
firmation of it.

The muscular action to which I allude 1s that connected
with the larynx.

In the first chapter of this work I pointed out that
music and language involve in common certain linea-
ments of form and principles of expression; and in
chapters two and three I referred to the probability that
ear and larynx were largely developed in sympathy.
Now it is probably due to the, so to say, interposition of
the principle of language, that is, the principle of com-
munication and expression, that this process commenced,
as it is to the continual subsequent exercise of speech
through unknown ages, that it has led to the remarkable,
so to say, attunement in the action of these organs which
T am now about to describe.

Sir Michael Foster referring to the influence of audi-
tory sensation upon laryngeal muscular action, says:—

“They (auditory sensations) are in a way essential to
the very utterance of the voice; the dumbness which is
so conspicuous a concomitant of congenital deafness is in
most cases due not to deficiency in the muscular appar-
atus or even in the nervous mechanism on what we may
call its motor side, but to the lack of afferent (incoming)
impulses from the auditory nerve. And in popular lan-
guage we recognise this dependence of the management
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of the laryngeal muscles on auditory sensations when we
talk of such or such one as ‘having no ear.’”

But distinct testimony of this subtle connection exists
in the experience of everyone. Before we sing—before
we speak—we know to a certainty the sound we are going
to produce. This implies to the scientifically initiated
that when we are about to sing or speak the mere fore-
hearing,* or conception, of a sound is attended by the
formation of the precise nervous and muscular preparation
for its production. - But when we further consider that
this minutely perfect co-ordination of auditory sensations
and laryngeal action exists for every producible sound
we can perhaps form an adequate idea of the extensiveness
as well as the complexity and precision of the sympathy
between ear and voice which has become established in us.

But now comes the question: how when in the act of
singing does laryngeal muscular action become associated
with movement in visual space and in defined directions
—as up and down—and with visual form? That our
larger external, and our optical, muscular actions are thus
associated, is, as has been explained, because they have
been exercised in close connection with visual effect from

* What is the manner of occupation of the brain with a resusci-
tated feeling of resistance, a smell, or a sound? Theie is only one
answer that seems admissible. The renewed feeling oocupiee the
very same parte, and in the rame manner as the original feeling,
and no other parts, nor in any other assignable manner. . .
The 1magmn.tlon of visible objects is a process of seeing; the
musician's imagination is hearing.—BaIN, On the Senses and the
Intellect.
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infancy. But the movements due to the laryngeal mus-
cles are internal and thus seemingly separated from
visual effect.

To the above question I submit the following answer.
Take the fact that with difference of pitch passing
towards acute we associate a change of position in space
upward, and wvice wversa. This association 1is probably
derived from the fact that in singing comparatively low
notes the set of the larynx is such as to direct the vibra-
tions downward towards the chest, whilst n singing
the higher notes the set of the larynx is such as. to direct
the vibrations upward towards the head. In the pro-
duction then of extreme differences of pitch the sounds
would be felt by the singer to proceed distinctly from
different places in the perpendicular dimension. There
are intermediate settings of the larynx which appear to
relate to intermediate registers, and while each setting
prevails the muscular changes that occur as the notes rise
would seem to be mainly those involved in producing the
increased tension of the vocal chords. So notwithstand-
ing in singing the scale gradually the reverberation seems
actually to proceed from a higher or lower point at each
step, 1t is possible that it really only comes from
a relatively higher or lower region in the case of a few
different general positions of the larynx, and this may be
sufficient to cause us to ‘associate change of pltch
generally with high and low so that the smallest change
of pitch 1s felt as a change in altitude. :

But another effect is connected with these cifcum:
stances. Into the sense of difference in position
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produced by pitch-change may enter that of move-
ment. When a sense of movement proceeds from mus-
cular feeling it demands some attending impressions in
order to become defined. Perhaps in its pure organic
form in infancy different degrees of resistance of them-
selves suffice for this purpose. But in our general ex-
perience whenever muscular action gives rise to the sense
of movement it is almost inevitably associated with visual
effect. Even the movement due to the muscular action
of the lungs we think of as movement in visual space.
Thus it is that when succeeding impressions of altitude
produced by pitch-change differentiate the muscular
action involved in producing the voice, the sense of move-
ment is aroused. However long a singer keeps on one
note he has no sense of movement, but directly he begins
to vary the pitch that sense arises. Here again is an
extraordinary example of the principle of coincidence.
When we speak or sing, the set of the larynx so varying
as to direct the vibrations sometimes upward sometimes
downward, is the first cause not only of the sense of visual
form in music but of that sense of movement which is
often such a vivid experience in listening to it!

The fact may be here alluded to that in intonation, in
speech, and in singing, as in playing, some musical instru-
ments, the force that sets up the vibrations acts largely
independently of the mechanism which produces the
change of pitch. Thus by sustained action of the lungs
during change of pitch results smoothness of movement,
as by broken action attending such change results broken
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movement. So from variation of the force with which
the lungs are exerted results evenness or graduation of
loudness in the sound as well as the effect of accent.

In the following figures from Handel’s “ Waft her
angels” we have suggested a fine kind of movement in
visual space—a short, smooth motion upward and down-
ward and accented slightly at the beginning-—giving us
the feeling and vision of “wafting” or the motion of
wings. '
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In Handel’s chorus “ But the waters overwhelmed their
enemies ” in “Israel in Egypt” we have 1n the bass of the
accompaniment broad rising and falling passages which
on the principles 1 have stated represent both the form
and movement of waves, whilst their repetition suggests

the waves following one another rhythmically and
continuously.
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I have said that the sense of movement in music is
aroused when a feeling of muscular action is rendered
definite by successive visual impressions asscciated with
pitch-change. But the thought may arise in the reader
that it 1s a common practice of composers to suggest
motion by reiteration of notes or repetition of passages.



AND EXPRESSION OF MUSIC. 47

For instance the reiteration of notes in the accompani-
ment to Schubert’s “ The Erl King ” may be intended to
represent the beating of rain or the galloping of the
horse. So the repeated triplet figure
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in the accompaniment to the chorus “ There came a fiery
chariot,” in Mendelssohn’s “ Elijah,” may be intended to
represent the motion of chariot wheels, or the galloping
of the “fiery horses.” In any case both these effects of
reiteration and repetition respectively suggest rapid
motion very vividly. How, then, it may be asked, are
these facts reconcileable with my definition thus far of
movement in music. 1 reply thus:—

The qualities I am treating of in this chapter are such
as are fundamental to the musical sensation. The move-
ment I am treating of is a power, so to speak, belonging
to the musical medium itself, whereas the movement I
have just glanced at is the result of a special application
of that medium. The first is organically connected with
change of pitch; the second is due to the interposition of
extraneous imagery of which it is one of the associations.
The one follows necessarily from the effect that produces
it; the other does not. When we think of the circum-
stances of purely abstract music,—under which the sym-
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phonies of Beethoven and Tchaikovsky speak,—in which
circumstances there is no interposition of imagery from
without—we realise the importance of the qualities I am
treating of—those liens between music and the outer
world the roots of which lie in the musical medium itself.

The following extract from Mendelssohn’s “ Hear my
Prayer ” shows how the power of suggesting visual space
and movement, indwelling in the musical material itself,
1s increased when employed 1n connection with har-
monising circumstances from without—how its influence
is extended and how vivid rendered, by a definite action
of the imagination. Observe what a limitless new extent
of flight is suggested where the soprano part—continuing
the ascending passage in the middle bar simply, rises
through a major third in the last.
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The sense of position and of movement may alternate
in a peculiar way in the delineation of visual form in
music. Change of pitch always involves the sense of
movement though such sense may vary from being
almost latent to being very vivid. Thus it is that some-
times in the delineation of visual form in music the sense
of position is the more prominent effect and at other
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times that of movement. In the air “ Golden columns”
from Handel's “Solomon” the composer pictures the
columns by a figure involving the ascent and descent of
an octave, the prominent effect being change of pitch;
but “the tendrils of the clasping vine” he depicts by
short passages of semiquavers whose graphic importance
1s only therr rhythmic effect.
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Thus the broad proportions of the picture are repre-
sented by pitch-effect but the more complex detail by
rhythmic. The rationale of this procedure would seem
to be as follows. The subdivisions of the form that
pitch change cannot represent can be suggested by sub-
divisions of the general movement.
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CHAPTER VIL

THE SECOND FACTOR IN THE INHERENT CONNECTION BE-
TWEEN MUSIC AND MOTION: THE SENSE OF THE HORI-
ZONTAL LATENT IN THE PRINCIPLE OF TIME.

HE fact that in listening to music we are not visited
with sensations of light or colour tends to confirm
the hypothesis formulated in our last chapter that
it 1s the muscular action involved in changing the set of
the larynx to which that sense of movement in the per-
pendicular dimension and those consequent ideas of posi-
tion and form are due which music undoubtedly does at
times create in us more or less distinctly. This confirma-
tion rests on the following considerations :

The sense of up and down is probably portion of the
organised feeling in us of the natural position of the
body, and this feeling in its turn is no doubt closely
associated with the exercise of vision on which our pre-
serving the natural position of the body so largely de-
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pends. But the firsz asscciation of the laryngeal move-
ment involved in pitch-change would, as this movement
is inward, be the sense of up and down in bodily feeling,
the visual world being the general idea underlying this
feeling. Thus it would seem that in the effect of pitch-
change in music there would naturally be no more than
the sense of change in the perpendicular dimension whilst
the sense of space necessarily adhering to this association
would be more or less shadowy and not connected with
sensations of positive brightness or colour. Let the reader
bear carefully in mind that I am treating of the indwell-
ing suggestiveness of music, not to this as increased by
extraneous associations as in vocal and programme
music, in which case among other results an atmosphere
of brightness and colour might be easily suggested.

It 1s possibly on the principle of complementary feeling
that notes or passages not varying in pitch, when used in
connection with effects so varying, tend to suggest the
idea of the horizontal. This principle I may thus ex-
plain: As pitch-change produces a sense of up or down,
sustained or reiterated notes would tend to suggest a
relation of space the furthest removed from up or down,
that 1s to say, some sense of the horizontal plane. The
following extract from Handel’s “ Every Valley ” illus-
trates the effect to which I allude.
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But the general sense of the horizontal in music rests,
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as we are about to see, on a positive influence. As roused
by complementary feeling it would necessarily be but
temporary and thus, as in the above illustration, only
applicable to passing effect.

I have treated of that factor of the feeling of move-
ment inherent in music which is due to pitch-change,
namely, the sense of up and down. But the sense of
movement distinctly upward or downward occurs only
occasionally and then the effect seldom involves more than
a single musical interval. In the following example the
upward direction is suggested very decidedly.
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and who shall  stand

The question now arises: how can we explain that feel-
ing as of homogeneous movement compounded in degrees
infinitely various of the perpendicular and horizontal,
which enters so largely into the musical sensation? We
have explained how the sense of the perpendicular arises.
What remains to be accounted for 1s, how the sense of the
horizontal comes to enter into that of the perpendicular.

I submit that it enters with the rhythm, or some per-
ceptible embodiment of the feeling of time by accent.
Now rhythm, which term the reader will understand I use
in order to refer to this general kind of effect, is one of
the natural forms of human expression—our feeling for
1t 1s instinctive, and we manifest it in various ways, but
always by muscular action. In the case of the poetry of



AND EXPRESSION OF MUSIC. 53

modern peoples the elements of rhythm are the more
forcible enunciations of accent. But the circumstances
that mainly foster it are those in which the ouzer muscles
come into play. Even in poetry, as it would seem, the
source of the metrical principle of effect was the dance.

Now what varieties of movement has not the dance
engendered in its long and varied course! Here I think
I cannot do better than introduce a passage from R. G.
Moulton’s work “ The ancient classical drama” concern-
ing Greek dancing in connection with the ancient Ballad-
Dance.

“The real dancing of the Greeks is a lost art, of which
the modern ballet is a corruption, and the orator’s action
a faint survival. It was an art which used bodily motion
to convey thought: as in speech the tongue articulated
words, so in dancing the body swayed and gesticulated
into meaning. It was perhaps the supreme art of an age
which was the great period of the world for bodily de-
velopment ; and the degree of perfection to which dancing
attained in Greece may be described in the enthusiastic
words of Charles Kingsley :

‘A dance in which every motion was a word, and rest as eloquent
as motion; in which every attitude was a fresh motive for a
sculptor of the purest school, and the highest physical activity was
manifested, not, as in coarse comic pantomimes, in fantastic bounds

\ and unnatural distortions, but in perpetnal delicate modulations
“of a stately and self sustaining grace.’

\

’j _ “Itis such dancing as this which united with speech and
' music to make the Ballad-Dance; wherever the language
of primitive peoples raises itself to that conscious eleva-
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tion which makes it literature, it appears not alone, but
supported by the sister arts of music and dance—a story,
or poetical conception, is at one and the same time versi-
fied, chanted, and conveyed in gesture. In the case of
Miriam's Song of Deliverance the poetical form of her
words has come down to us, while the two other elements
are supplied by the verse which tells how Miriam ‘took
a timbrel in her hand, and all the women went out after
her with timbrels and dances’ It was a sacred Ballad-
Dance that David danced with all his might before the
Lord. Heathen War Dances, chanting rude defiance with
savage gestures, are the same embryonic poetry of races
which are to-day passing through the early stage of civi-
lisation traversed by ourselves hundreds, and by the
Hebrews thousands, of years ago.”

Now my point in referring to the rhythmic principle
and to the dance as its principal source, is this: the move-
ment of the dance being movement of human beings
must lean largely to the horizontal. It cannot rise far
above the earth or leave it long. But the semse of it
wedded to the movement suggested by pitch-change
can leave the earth—it is free; and what is the
result? The inspirations in motion of the bodily life of
man in the dance, blend in those of his emotional life
in that intonation whose first source is his breath. To
speak literally, the largely horizontal movements asso-
ciated with rhythm unite with the upward and downward
movements suggested by pitch-change, and we have the
infinite variety, pliancy and freedom of that ideal
motion which is such a transcendent element in the musi-
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cal sensation—and though so fugitive is still a positive
feeling that can arise in no other cireumstances.

From considering this ideal motion simply as part of
the general musical material, or abstractly, I now pass
temporarily, in order to glance at it when 1t enters into
the concrete work.

Here it comes under a special constructive influence
which draws it into formative action, this influence being
the feeling of the tonic. In listening to the following
example we have® a feeling first of a short movement 1n
space from the tonic downward, then of a movement back
to the tonic, of the continuance of such movement some
distance upward and of 1its rezurn portion of the way and
of its pausing. Then after some further movements of
the same kind we have the sense of a new centre, or key
note, which we realise as occupying a different position in
the ideal space from that of the original tonic, yet at the
same time as having a definite relation to it. Thus under
the influence of the principle of the tonic the ideal move-
ment falls into form more or less symmetrical.

From Andante of Beethoven’s Sonata, Op. 14, No. 2.

(Only top notes of treble are given).
Andante.

* Referring to the effect from the first quaver.
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Now in order to summon up, if possible, in the reader
a present experience of the two forms of movement I have
referred to, uniting into one ideal motion and drawn into
form by the influence of tonality, I cite the following
strain from Chopin in which may perhaps be caught the
feeling of that bodily movement which invests effects of
accentuation and measure, soaring, lifted from the earth
by that due to varying pitch.
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It is in harmony with the idea thus set forth as to the
source of the sense of the horizontal in music, that as this
sense never or seldom arises in ordinary utterance, so it
is not suggested in musical effect based on utterance, but
if the music falls into measure it tends to supervene.
This may perhaps be felt (as it was intended by the com-
poser to be felt) in the following example from Bellini's
“La Sonnambula.”
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I have referred to the feeling of movement springing
from the dance as the basis of the horizontal factor in
the ideal motion of music; but, as I have implied, other
movement than that associated with the dance may be-
come that factor. The sense of the horizontal may arise
in virtue of many rhythmic effects in nature or life asso-
ciated with motion, such as the tramping of men, the gal-
loping of horses, the rhythm of rowing, the rippling of
water, the beating of waves, rocking, or in fact, any
measured movement which produces sound. This may
aid to explain the undoubted fact that the mere succession
of notes at a measured pace as in the case of the move-
ment of the bass in the chorus “But the waters over-
whelmed,” and as in all arpeggio accompaniment—im-
presses a sense of the horizontal.

But I would repeat that though such rhythmic effects as
those just alluded to may have their influence in inducing
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the sense of the horizontal, particularly in its more
mechancial phases, the deep source of that sense in music
would seem to be the revival by rhythmic effect of some
feeling, present or inherited, of the expressional move-
ments of the human body and limbs. In this connection
an idea occurs to me which may or may not have
value.

The development of speech is one of the dark places
of science, but I think it may be almost concluded that
speech did not arise simply out of attempts to articulate.
The medium of communication and expression in early
man must have been compoun\ded of several elements
among which were probably inarticulate sounds, semi-
articulate sounds, semi-musical sounds, gesture, and
bodily movement generally. Possibly then in the life-
history of our foregoers there were long periods in which
certain musical or semi-musical effects, and certain articu-
late effects were co-ordinated with expressive movements
ranging from savage gestures to the graceful forms sug-
gested by Moulton and Kingsley as belonging to dancing
as attained by the ancient Greeks. If this should have
been the case it would bring very considerable support to
my idea that the sense of the horizontal which coalescing
with that of the perpendicular engenders the ideal motion
felt in music, proceeds from the rhythmic element of
which general form of effect it 1s a deep-seated associa-
tion. Thus speech may be the survival and special de-
velopment of one of the elements of this primal medium,
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whilst in the melody of music there may be the resuscita-
tion and special development of the other.

In the light of these considerations it would seem that
the old fashion of following broken recitative with some
kind of measured effect was right in principle though
it may-—like all technical procedure in music tends
to do—have become perfunctory in form; and par-
ticularly 1t would seem, that the impulse in com-
posers—as the situation deepens in interest and
the sentiment rises—to fall into a special' rhythm
and, so to speak, more eloquent contour of move-
ment, 15 prompted by a true instinct of expression. As
an nstance I would cite the death of Valentine in
Gounod’s “ Faust.” IHere i1s varied and cumulative ex-
pression to which rhythmic contour contributes. First as
between voices and accompaniment in the movement in D
minor, where certain contours of rhythm rise and fall in
sympathy with the sentiment, to a staid measure; and then
in the succeeding short movement in D major where to a
rising tide of accentuation in the accompaniment, the
chorus after some exclamatory phrases of simple but
definite rhythmic design fall into an ascending passage
m solemn movement, and close, defining two broad,
simple rhythmic figures conformed by the emphasis of
nature. One almost feels that this august scene demands
the lost art of expression by gesture-—so appropriate for
it does it seem.

The foregoing considerations as to the pedigree of our
feeling for rhythm would also seem to suggest that long
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spells of halting, timeless effect accompanied by har-
monies however subtle, can never ultimately become gener-
ally pleasing, but that the feeling of the “ modulations”
in movement referred to by Kingsley and inherited in our
sensibility, will never cease to prompt effect more or less
melodic.
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CHAPTER VIIL

TONALITY. THE PRINCIPLES OF UNITY AND DELIMITATION.

N the last chapter I referred to an influence termed
“the feeling of the key-note,” and in the Beethoven
example I called attention to the way in which the

key-note seems to draw the ideal motion of music into
form. In the present chapter 1 propose to ask, and to
try to answer, the question: What is the feeling of the
key note?

Briefly it is the feeling for form in music. What 1s
contained in this reply will appear if 1 refer to certain
fundamental principles of esthetical form in general.
Two of these are, Unity and Delimitation. Unity in a
work of art 1s: each part being vitally essential to the
whole, and the whole informing—exercising a full in-
fluence upon—each part. This principle 1s also expressed
by the word organic, which word leads me to define
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Delimitation. This is, the definite separateness of the art-
work from the general world of effect to which it belongs
—that 1s, freedom, without total disconnectedness, from
that world. Both principles are illustrated in an organ-
1sm—say an amimal or plant. Setting aside the circum-
stance that these are living things drawing continuous
life from their medium, both satisfy perfectly the fore-
going definitions. How they do so with regard to unity
1s obvious from the fact that they are organic, and as to
delimitation it is perhaps as obvious from the fact that
each is, so to speak, an individual complete in itself
though dependent upon its medium.

Now in the case of a painter, if his work consisted
simply of a plant or an animal he would have the two
principles ready to his hand; but if it had to embrace
a larger portion of nature, taking in several objects and
effects, he would be moved by artistic feeling to obtain
them by selection and treatment.

It will probably have occurred to the reader that though
I have spoken of these principles separately they are in-
herently related. Unity involves delimitation—there
cannot be unity in an effect that goes on and on—whilst
delimitation if it does not necessarily involve unity, con-
duces to it. The inter-relation of these two principles
and their effect in art is perhaps somewhat fully set forth
in the following passage from a paper of mine* which
aimms to show that our tempered system itself is an em-

* «The philosophy of our tempered system "’ Proceedings of the
Musical Association 1091-1902.
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bodiment of them—that that system is a natural and
" spontaneous result of composers being prompted to draw
into inherent relation removed scales that are the basis of
organic effects.

“ There is asthetic manifestation in our ordinary visual
scope. Through the limitation of our sight, the continuity
of nature 1s to it arrested—the prospect is rounded and
domed in, and we have the perspective of earth and sky.
But there 1s more than this general transfiguration.
Through being thus enclosed, the various visible features
acquire a more pronounced individuality as well as a
special inter-relation, and all fall into a certain unity of
form, character, and expression. If the extent of our
sight were unrestricted, or considerably less restricted
than it is, then in our visual scope both that local char-
acter and that general unity to which we are accustomed
would be lost. On the one hand, in the limitless vista
of similar effects individuality would disappear; on the
other, the embracing of far-removed, crudely-contrasted
differences would destroy that unity of expression which
present natural scenes so vividly imbue. Such effects as
tone of season and clime we should never enjoy.

I shall now endeavour to show that not only does
asthetic effect involve under all circumstances some kind
of arrest in the continuity of absolute truth, but that this
arrest always brings about a certain changed expression
in the delimited area. To draw another illustration from
nature: When, looking at some scene in the most or-
dinary way, we limit our survey, taking in only a portion
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of what is spread around—when, in fact, we select a par-
ticular view, we do so in order that certain features shall
stand out more strongly than otherwise they would do,
or certain relations strike the attention which otherwise
would be unobserved.

Coming to art, we break the continuity of absolute
truth still more definitely, and with the conscious purpose
of influencing impression. In these circumstances
asthetic effect stands out more prominently from general
truth, as in the following 1llustration.

One summer evening, | observed an artist with his easel
planted near the top of a barren slope, but commanding
only the bare, hillocky ground of the slope, so that there
was nothing but the ground to paint. Yet in the picture
this rising, uneven ground had an effect that it had not
when looked at unseparated from its natural continuity.
The small protuberances and every unevenness had ac-
.quired on the one hand a more marked individuality, on
the other, a special relationship; whilst the sky had a far
more powerful effect than the sky of the natural scene—
impressing something of the largeness of the sky of
mountain top—and all involved a certain symmetry, and
a unity. The artist had added nothing to what he saw,
vet he presented more than nature wnpartitioned conveyed.
He simply delimited, yet in doing so, created.

In ordinary vision, then, in natural observation, and in
the artist’s picture, the general condition of sthetic effect
15 a limiting of the continuity of nature; and, as a result
ot this delimitation, there 1s a remarkable change in the
impression produced—the individuality of the various
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features seems heightened; they fall into relationship;
harmony, or contrast, as the case may be, unfolds, whilst
all breathes a certain unity of spirit.”

Now when we listen to the simplest strain it arouses
in us the musical sensation, we have a sense of unity in-
volving delimitation, corresponding in music to those
qualities as above elucidated ; and the musical expression
for this sense is the feeling of the key-note.

This deduction is supported by, and at the same time
helps to explain, that peculiar connection between the feel-
ing of the tonic and the use of the step of a semitone as a
structural element in music (represented by its presence
in the diatonic scale) which has much puzzled thinkers.

" That an organic principle is involved in the entering of

this step of a semitone into the scale 1s a fact that the
known course of musical development reveals unequivo-
cally. The step of a semitone as a structural element
enters into the oldest melodies. It is an interval of the
ancient Greek and of the Medizval scales. Coming to
the present we feel it to be obvious that without the dia-
tonic semitones all the simpler and clearly beautiful effect
would be totally destroyed while the more complex would
lose largely if not altogether articulateness and expres-
sion.

Now in the light of our recent generalisation that a
work of art involves necessarily unity and delimitation
it is obvious that the diatonic semitone helps the ear to
perceive this unity and delimitation as a mere auditory

sensation. Take the sounds embraced in the three species
F
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of the interval of a fourth on which both the ancient
Greek and the Mediaval scales are built, and which differ
only in the position of the half tone

it is obvious that in the case of a short melody based upon
anty one of this series, whichever note should fulfil the
function of key-note, the fact that one of the steps in-
volved would be a semitone, would materially aid the
listener in defining in sensation the position of that note
—would strengthen the feeling of it, and thus tend to
delimit the sounds over which its influence extended
from the general world of musical sounds.

But with the facilitating our auditory perception the
diatonic semitones combine a positive and inscrutable
sesthetic influence. It would seem that just as our limita-
tion of vision 1is an arbitrary though harmonising factor
in the esthetic influence of a natural scene, so our incapa-

* From the introduction (**On the formation of the diatonic
scales”) to “ Mélodies Populaires de Gréce et D’Orient. By L. A.
Bourgault-Ducoudray.
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city to take account in sensation of a continuous succes-
sion of whole tones without the occurrence of the semi-
one at certain intervals, is an arbitrary yet at the same
time harmonising factor in the effect of an articulate
strain.
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CHAPTER IX.

STATEMENT OF THE FULL CASE FOR THE EXPLICABILITY OF

. MUSICAL EXPRESSION FROM THE STANDPOINT OF THE
INFLUENCE O SPEECH.

N the present chapter I propose to remark on some of

the facts thus far attempted to be established, with a

view to present the full case for the accountability of
Musical Expression by language.

We have seen in chapters six and seven that part of
the way in which music gets into touch with our faculties
1s by producing in us an idea of movement. We have
also seen that this ideal motion rests on, so to speak, con-
cealed muscular feeling, and may suggest lineaments of
visual form. It may seem that the latter is an insignifi-
cant part of musical effect. It is in reality a most im-
portant part of that effect. Not only does it help to
articulate expression but 1t gives a composer inzzalive.
1f some trivial effects are due to it some of the most
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sublime in spirit owe to it both spirit and form. But as
regards the feeling of ideal motion that music raises so
vividly, its power for illustrative purposes cannot be over-
rated. I have pointed out the connection between rhythm
and bodily movement. It is not difficult to conceive how
all the feeling—the passion—that ever impelled gesture
and movement may find its way into rhythm, and thus
speak 1n emphasis and pace. Hence the torrential out-
breaks of this element of expression in the Wagnerian
musical drama.

1 have submitted that the natural tendencies of ex-
pression belonging respectively to the two factors in this
ideal motion are the following: pure inward feeling, to
intonation, and that more demonstrative feeling which
demands outward movement, to rhythm, this proposition
having been suggested by the facts that intonation results
from internal muscular action closely connected with or-
gans which are at the very source of our life, whilst rhythm
though in its element of accent attending intonation,
draws 1its fuller development from an inherited feeling
of outward expressional movement. At the same
time this proposition harmonises with an 1nstinct
we betray in speech. In speech it is the inflexion, the
modulation, the stress, or the cadence, of the‘pure vocal
tone that seems the expression of feeling in, so to speak,
its comparatively static life; whilst accent, pace, emphasis,
gesture, movement, are its indications in a state of energy
when it tends to demonstrativeness and passion.

The foregoing considerations betray then that the two
elements of musical effect of which I have been speaking
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are complementary both as regards form and expression;
and that assuming the relation between them in music is
such as I have suggested, and a similar relation i1s adum-
brated in language, a twofold likeness in spirit between
speech and music requires to be added to those pointed
out in chapter one.

The reader will remember that in connection with the
likenesses above referred to, I remarked that imperfect
as the resemblance between speech and music which
they constitute, may be, it was scarcely possible to over-
rate its importance. The considerations to which [ shall
now lead up will I think give to that remark a greatly
added weight. I have hinted at the probability (I should
perhaps have said the certainty) that the primal vocal
and auditory organs that embodied the type of those we
possess, were largely developed in sympathy, and that it
was probably due to the interposition of the principle of
language,—that is, of the principle of communication and
expression,—that that process commenced, as it is certainly
due to the subsequent exercise of speech through unknown
ages that it has led to the wonderful coérdination in the
action of our present vocal and auditory organs remarked
upon by Sir Michael Foster and described by myself in
chapter six—a coordination that would seem only
to be accounted for by some such far-back reaching and
continuous interaction. It is for the expert in science to
suggest how far back this relation in the action of our
vocal and auditory organs has extended—whether
beyond the period of the beginnings of human speech,
and 1f beyond how far. But that such relation has em-
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braced an immense backward stretch in our life history
is illustrated in every gradation of tone-—every modula-
tion, inflexion or cadence, of the voice, that is effortlessly
produced precisely as preconceived, by any of us.

Now as to the considerations that the foregoing refer-
ences suggest. What a world of impressions connected
with the auditory sense must not the action of the vocal
organs have left behind throughout this long course of
time! And seeing that the musical sensation in melody
and harmony is a marginal or by-action of our ordinary
aural sensibility, what an endless chain of associations
may not the subtle tremors of melody and harmony set in
motion when they strike upon the auditory nerve! Then
when we further consider that in their primitive life these
tremors came from the same source as speech——as music
was first vocal—involving the action of the speech-organs
(that lie close to the pulse and the breath of life)—that
thus they tend to carry the very beat, nay the slightest
flutter or it may be the strong lifing up, of the heart as
well as (as recently shown) that more demonstrative feel-
mng which 1s associated with gesture and movement—
when we consider all tais, we are in possession perhaps of
the full argument in favour of the explicability of musi-
cal expression from the stand-point of the influence of
language.

The probability I have suggested that an almost infinite
potentiality of association attaches to our auditory sensi-
bility may certainly suffice to account for the extra-
ordinary pliancy and versatility of the emotional sugges-



72 THE DEEPER SOURCES OF THE BEAUTY

tiveness of music. It would seem also amply sufficient to
account for the fact that notwithstanding music’s import-
ant illustrative capacity, its main and central function is
enunciatory. Thus in its great manifestations it does not
rest upon illustration but inevitably, sooner or later, falls
into betraying that spirit of utterance which I have more
than once referred to as attaching to graphic musical ex-
pression. Even in listening to Beethoven's Pastoral
Symphony in which illustrative effect plays a conspicu-
our part we have long spells in which the music rising to
direct utterance, unfolds as elevated a spirit—works an
impressiveness as earnest—as that emanating from the
most sublime effect of any oratorio.

But whilst the argument from the standpoint of
language may account for the general emotional pliancy
and versatility, and for the enunciatory attitude, of musi-
cal expression the question remains, does it seem suffi-
cient to account for such potently felt impressiveness as
that to which I have just alluded—for that exaltation of
feeling as of the enlarging of the whole inward nature—
feeling elevatedly triumphant rather than passionate—
which answers to the gracious glory of sound ?

Let us try to get a distinct idea of the problem.
Musicians constituting with their instruments a fine
orchestra, assemble in a hall—their instruments are man-
made and they play a man-devised work—there need be
no words, no scenery, or anything “cast by nature’s
heavenly hand ”; yet feeling as impressive—emotions as
deep—as any aroused by the most august influences in
nature are created in the listener. Now suppese an artist
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of the greatest genius with all the resources of colour to
his hand attempted to influence a looker-on without in-
troducing any form or. effect from nature. He might be
subtle in design, and in power of displaying effects of
colour, and thus might succeed in arousing admiration
for certain beauties of abstract form and colour. But how
infinitely weaker any impression he could produce would
be than that he would make if he presented the simplest
effect of nature! How immeasurably short the emotion
imbued 1in the former circumstances would be of that
aroused in the latter! Yet the impression and feeling
produced in the latter circumstances would represent the
influence of the musical work—that influence would be as
profound and decided—it would be felt as august—
feeling would be lifted as high; yet, as 1 have said, there
would be nothing but man-devised effect to account for it!

Now abstraction made for the fact that through the
circumstances entered into in chapter four, all human de-
vised @sthetic effect in the sphere of vision must be
necessarily dwarfed and impoverished by the ever-
present, infinite revelation of nature, whilst in the sphere
of musical sound man 1s exploring a new world and thus
the beauties discovered and the feelings created would
suffer no diminution from any pre-development of such
effects; the fact remains that his pure creation in this
new world does in its influence upon our esthetic sus-
ceptibility vie with that of any effect of the pamter’s art
or of nature itself; and we come again to the question: is
this to be wholly accounted for by the re-stirring by
music of inherited past impressions of the auditory sense ?
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These impressions as we have seen have been received in
the course of a vast part of the whole development of
man, and would thus be infinite in number and character
—thus far we are on the firm ground of induction from
facts of physical science of which the present remarkable
coordination of our vocal and auditory organs is evi-
dence. What 1s hypothetical 1is: are the tremors of
music’s expression and inscrutable beauty, subtle enough
to thrill through this otherwise still labyrinth ?>—to induce
in one of those positive but spiritually fine threads of
association that knit the generations, such a vivid kindling
from the past! As we ask this question we occupy a
position—a point of observation in our search—perhaps
as advanced as close reasoning based on facts and modest
hypothesis can bring us. But here the path we are in
joins another. Another and more daring hypothesis
framed to lead to the very heart of the solution of the
problem invites us to proceed. This hypothesis I propose
to treat of in the next chapter.
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CHAPTER X.

DARWIN’S HYPOTHESIS OF MUSICAL EXPRESSION. THE

TENDENCY OF MUSIC TO GROW OLD. THE INFLUENCE OF

INHERITED FEELING IN THE EFFECT UPON US OF ART AND
NATURE.

HE hypothesis referred to at the close of the last
chapter is that of Darwin. In the light of certain
considerations previously set forth in that chapter
to the effect that through the long and continued inter-
play between speech and our auditory sensibility an in-
finite potentiality of association has become attached to
the latter, I asked the question: Is inspired music capable
of exercising a re-kindling influence upon that poten-
tiality ?

Now the hypothesis of Darwin selects a special region
in the world of past impressions—he specifies a certain
kind of emotion as calculated to be revived by music, and
to this particular re-stirring of past feeling attributes
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music's peculiarly moving and exalting power. The fol-
lowing 1s his hypothesis in his own words : —

“Music arouses in us various emotions, but not the
more terrible ones of horror, fear, rage, etc. It awakens
the gentler feelings of tenderness and love which readily
pass into devotion. . . It likewise stirs up in us the
sense of triumph and the glorious ardour for war . . .
the sensations and ideas thus excited in us by music, or
expressed by the cadences of oratory, appear from their
vagueness, yet depth, like mental reversions to the emo-
tions and thoughts of a long past age.

“ All these facts with respect to music and impassioned
speech become intelligible to a certain extent if we may
assume that musical tones and rhythm were used by our
half-human ancestors during the season of courtship,
when animals of all kinds are excited, not only by love,
but by the strong passions of jealousy, rivalry and
triumph. From the deeply-laid principle of inherited as-
sociations, musical tones in this case would be likely to
call up, vaguely and indefinitely, the strong emotions of
a long past age.”

I here just remark parenthetically that in the foregoing
it would appear that Darwin does not intend to suggest
an explanation of the beauty of music generally, but only
of its deeper expression, for he also says: “ But if it be
further asked why musical tones in a certain order and
rhythm give man and other animals pleasure we can no
more give the reason than for the pleasantness of certain
tastes and smells.”

The reader of course observes that, as | intimated in



AND EXPRESSION OF MUSIC. 77

introducing this hypothesis, the emotions to which Dar-
win refers would be a particular portion of that world
of past feeling which has helped so distinctly to bring
about our present auditory susceptibility. In order, how-
ever, that the reader may consider the above hypothesis
quite independently I will quote some passages in which
—before I had worked out fully the remarkable connec-
tion between our vocal and auditory organs stated in our
last chapter—I endeavoured to point out what I then
considered to be its full significance.

“Here 1t 1s assumed  that these ‘tones’ and this
‘rhythm’ with the supreme emotion that incited them
produced certain allied modifications of the nervous or-
ganisation; that these have descended hereditarily; and
that music by restirring those inherited impressions con-
nected immediately with the sense of hearing, recreates
partially the emotional state originally associated with
them. . . .

“Pondered upon deeply, this hypothesis impresses
strongly that here is the door to the mystery of music’s
power over us. It may seem at first sight that the region
of experience out of which, according to it, those past
feelings which music revives arise is too circumscribed,
and thus the feelings themselves of too special a nature
to form the basis of such a manifold influence as music.
But when we look into the full argument which was pro-
bably in Darwin’s mind in advancing this explanation,
this region and these feelings are not so limited as they
at first sight appear. Darwin was impressed by the fact
of the capital importance of the stimulus of sound more
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or less musical throughout the vast range of sentient
being. Not only are the humblest organisms of various
kinds specially formed to be susceptible to this stimulus
but its influence must be a peculiarly pervading of not a
crowning element in their consciousness. Being present
then at such comparatively early stages in the march of
life there is scarcely any limit to the backward range of
this susceptibility in the ancestral line of any advanced
organism. Consequently, however far back the circum-
stances may have been amid which the feelings were
excited which Darwin supposes music revives, there must
have been created in the possessors of those primitive
feelings when they were under the influence of this
stimulus, a similar tremor echoing as far back again, and
so on; and throughout all these experiences this suscepti-
bility to sound would relate to moments in life of raised
it not highest consciousness.”

It will no doubt occur to the reader that the main sug-
gestion set forth in the foregoing quotation—that of the
capital importance of the stimulus of sound more or less
musical throughout the vast range of sentient being, is
implied in our recent argument in favour of the existence
of a special revertive susceptibility on the part of the ear
under the influence of music. Also the answer to the
objection in the following quotation would also apply
to the revertive susceptibility just referred to. “I may
here attempt to reply to another objection to Darwin’s
theory of musical expression. It may be said that those
vocal expressions of the past which he refers to, having
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been, in all probability, wild and semi-savage, far ruder
effects than the select effects of musical art would suffice
to re-stir their inherited impressions. To which it may be
replied, that the above hypothesis does not necessarily
involve the assumption of a likeness of effect between
some past form of kindling sound and the inspired,
artistic strain. Into the latter of course enters largely
the influence of accumulated originality and formative
development. The retrospective sensibility may be only
touched occasionally by some deep, pervasive tremor; yet
on such touches may depend the music’s kindling power,
and to consummate them the systematic stimulation in-
volved in a more or less lengthy musical construction may
be necessary.”

How to comment from our present standpoint on this
hypothesis, assuming that the remarkable connection
between the vocal and auditory organs, and all that it
imphes, set forth in our previous chapter has been duly
considered by Darwin, it would seem that he came to the
conclusion that only feeling of the master nature of that
specified by him would be capable of leaving behind im-
pressions lasting enough to be now revivable by the
stimulus of music. However this may be, this particular
emotional reversion suggested by Darwin would fall
within that potentiality of association, assumed to attach
to our auditory sensibility in the proposition set forth in
our previous chapter which proposition, as we have seen,
1s supported by facts.

This idea of the revival of past feeling of whatever
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kind being a factor in musical expression has an import-
ant bearing upon that characteristic of the musical
medium brought out in our fourth chapter, namely, that
it is single in its nature and its immediate appeal is to
a single sense. I have thought that this characteristic
.may explain the often somewhat saddening and dis-
appointing fact to music-lovers—that music loses its
freshness comparatively quickly. A musical composition
tends to begin to fade soon after it is thoroughly realised.
In many cases highly original and when first heard most
striking effects, after a certain repetition become stale and
vapid whilst the influence of the most inspired after they
have once become familiar is only preserved by sparing
performance. On the other hand visual effect both in
nature and art is permanently fresh; its freshness only
declines with the daily ebb of our energies—with their
renewal 1t 1s daily restored.

Now has this contrast anything to do with the fact that
the one kind of effect appeals immediately to a single
sense whilst the other appeals to several; that the latter
in the material of its form embraces various influences
relating to our physical life whilst the former in the
material of its form consists but of one and that an ex-
ceptional one, namely, musical sound—thus in looking
at a picture we may enjoy ideally the warmth of the sun,
the feeling of the air as it blows upon the skin or as we
breathe it, the sensations of exercise and movement——of
rest and repose; whilst in listening to music (of course
instrumental) unless the effect is purely imitative we feel
cut off from such impressions—; is then the ever renewing
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freshness that visual effect as exhibited in art and nature,
possesses, due to the fact that it embraces those organic
feelings that we are constituted not to tire of; and is the
sooner fading freshness of music due to the fact that it
does not embrace them?

One peculiarity of music has a certain suggestiveness.
with regard to this question; it is, that some melodies
seem to have escaped the seeds of decay. Frequently it
1s not the so-called classical strain that wears best; nor
does a melody necessarily possess the quality of fadeless-
ness in proportion to its originality. Some distinctly
original, sharp cut, melodies soon become stale. On the
other hand the melody which takes a permanent hold
upon us is generally largely pervasive and seems to pene-
trate to the depths of feeling. Now, referring to the
question of musical expression depending upon the
revival of past feeling, does not the last mentioned fact
suggest that holding power 1s due to the revertive
influence of an effect? If this should be so it would
support the idea of a connection between continuing
freshness in art and the leaven of organic feeling which it
breathes, for the holding effect would depend upon
inherited association in a special degree—it would smack
of life and thus organic feeling would enter largely into
its influence upon us.

Here I propose to make a short digression from the
strict path of our enquiry in order to make a few observa-
tions on the principle of inheritance regarded more
broadly. It may be said that only recently have our eyes

G
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been opened to the light that principle throws upon our
nature. But whilst in the physiological direction its
gnidance and suggestiveness have been appreciated, its
application to @sthetics appears to me not to have
received due attention. Darwin, however, as we have
seen, did not quite overlook its importance in this regard.
Now in connection with our line of thought in the present
and the previous chapter, the question has risen in my
mind whether music is alone in this power of restirring
the tremors of past feeling—whether some such action 1s
not aroused in us, though perhaps far more faintly and
vaguely, by the visual world? May not day and night,
the sun, the starry heavens, forest, mountain, sky and
ocean, have some retrospective influence? That in their
case such influence should be far fainter than in the case
of music (even irrespective of that special susceptibility
attaching to the auditory sense upon which I have laid
so much stress) would follow from the fact that the world
of nature spread around us—so vivid and permanent—
with all its present, pressing feeling, would necessarily
interfere with it—pale it, or render it perhaps seemingly
imperceptible.

This latter hypothesis would seem to be the lifting of a
curtain. For it tends to throw light upon the indefinable
power of nature and art, by suggesting that our sentient
capacity 1s far deeper and more varied than we should
otherwise conceive. For if the varied {feelings that
throbbed through former lives for countless generations
are not passed quite away, but re-arise in fainter tremors
and changed complexions, how deep and complex must
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be the conditions of feeling within us!—what a vast
potentiality of feeling do we inherit!—what a world
within us have nature and art to illume! Such
hypothesis would seem to suggest some explana-
tion of that feeling when under - the spell of
nature and art as of an enlarging of our being.
Further, variety in the tendency to this reawaken-
ing would help to account for the curious differ-
ences between individuals as regards sensibility to nature
and art. If we are all born with retrospective emotional
susceptibilities—that is, subject not only to natural differ-
ences in feelings due to the present but also in feelings
due to the long past—how much greater the possibility
of difference between us! As regards striking difference
in sensibility to nature and art, sometimes the attending
outward circumstances - render such a difference more,
rather than less inexplicable. Thus, one born and reared
in a totally unpicturesque city, his artistic nature, as one
would suppose, starved to death by ugliness and mono-
tonous built-in aspects, finds himself one day in the
country. Yet nature does not speak to him in a strange
tongue. He understands her language notwithstanding
its infinite and ineffable burthen; and a world of harmoni-
ous feeling unfolds within him. Anocther reared amid all
the influences of open nature is totally unresponsive.
Again, a boy hitherto a stranger to musical effect one day
hears by accident the strain of a master; he is filled with
feeling ; the strain has spoken to him; whilst, it may be,
his brother, whose rearing has been the same, and whose
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mental development and general nature may seem the
same, does not hear it.

These reflections upon the possibility of a wider emo-
tional resuscitation than that to which we have confined
our attention in special connection with music, are entered
into with diffidence and, as I have said, by the way. The
subject, however, suggests one more reflection. The pos-
sibility of the reawakening of past feeling in general, by
various influences, would strengthen the hypothesis of
the principle of “ coincidence ” expounded in chapter two,
by increasing so immensely on the subjective side its field
of operation.
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CHAPTER XL

THE LIMITATION INVOLVED IN MUSIC BEING THE WORLD
OF A SINGLE SENSE IS A SOURCE OF ITS POWER. STATE-
MENT OF THE PRINCIPLE OF ARBITRARY ASSOCIATION.

N the course of my comparison of music and visual
effect thus far, the reader has observed that in several
respects that comparison 1s not, to speak in general
terms, to the advantage of music, the leading instance
being the fact, that music only embraces in the material
of its form one of the effects of the general world, namely,
musical sound ; thus so far as its material is concerned its
effect upon us is shorn of the greater part of that influence
which attaches to the splendour, beauty, impressiveness
and articulateness of nature, and to the sympathetic
objects connected with life.
It now has to be pointed out that the very limitation
involved in music being the world of a single sense is a
source of its power.
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Music has been always considered peculiarly fit to
attend such ideas as eternity, immortality; allusions to
that which no eye has seen—to another world ; that is to
say, the religious and poetic order of ideas. Now its fit-
ness in this connection has much to do with its freedom
from other sense associations. It attends the idea of the
infinite with peculiar effect, because it is free from many
features of the finite; it suggests the spiritual the more
appropriately in that it does not present the tangible; the
unseen because it does not present the visible.

The analogy pointed out between music and sculpture in
chapter five harmonises with this vein of reflection.
Music’s appropriateness for expressing abstract concep-
tions is reflected in sculpture, in which limitation 1s a
source of power. The very unnaturalness of the cold,
white medium gives to sculpture a certain spiritualistic
import—renders it particularly fitted to articulate ideal
conceptions in that it gives to their expression a certain
chasteness and permanence; the absence of colour gives a
certain chasteness, and the materiality of the marble gives
permanence ; both are essential qualities of this spiritual-
1stic import yet both involve the absence of certain natural
conditions from the form or forms imitated.

Notwithstanding music is, speaking strictly, an objec-
tive effect we do not altogether so realise it, particularly 1n
the case of instrumental music the least important associa-
tions of which are the instruments from which that music
proceeds. I have referred to the fact that a stream of
musical sound though it may be more or less absorbed and
reflected by objects gives us no impressions of them. The
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sound thus remains an abstract effect. Hence we feel
music as something external yet immaterial. There 1s
thus some resemblance between our mental attitude to
music and that we bear toward the religious and poetic
conceptions to which I have just referred. These we
regard as referring to something external yet immaterial.
As T have said, these advantages, which music has as a
medium of expression, spring out of the very limitation
involved 1in its being so largely the world of a single
sense.

The sense of hearing being perhaps, of all the senses,
that which is least associated with the leading sense, the
region of effect into which it leads us has been compara-
tively little explored. Thus 1t may be said that music is
relatively a new experience; that in his essays in it man is
pushing into a new world of effect, and that in listening
to it we enter upon a new form of being. This is perhaps
why 1ts deeper imaginative effects tend to produce in us a
vivid feeling of the novel and strange-—to influence us
somewhat as 1f we gazed on an unexplored ocean.

When music 1s produced by the human voice it ceases
to be naked in associations, being then enrobed in the
manifold associations of humanity. Thus, philosophy
alone points to the possession by music of the human voice
as a fact of capital importance. It is this vast change
from abstract sound to sound rich in human associations
—from tones strange to tones familiar—which we feel as
so striking and grateful when human voices break in upon
instrumental music. In vocal music the mystic features
of musical sound have a human aspect. Thus it is that
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high musical emanation in vocal form has something of
the character of inspired utterance. Like sacred prophecy
it has in it the note of human sympathy, with a boding of
the infinite. Thus it would seem to have been a true
@sthetic instinct which impelled Carlyle to speak thus of
music: “ Nothing among the utterances allowed to man is
felt to be so divine. It brings us nearer to the infinite, we
look for moments across the cloudy elements into the
eternal sea of light, when song leads and inspires us.
Serious nations, all nations that can listen to the mandate
of nature, have prized song and music as the highest, as a
vehicle for worship, for prophecy and for whatsoever in
them was divine.”

In the light of the consideration that instrumental music
15 so largely isolated from the world of the other senses,
1t is not surprising that resources of expression depending
upon associations attaching to certain instruments and
styles should be utilised by composers. Irefer to the con-
nection of instruments of primitive character with pastoral
scenes; of that of the harp with spiritual conceptions
and a certain class of poetic ideas; of that of the organ
with religious expression, and of that of brass instruments
with the stirring emotions associated with war. All these
accidental yet fixed associations open up for the musician
scope of effect of great value to him. They enable him,
while he works his special spell within, to revive certain
familiar ideas and feelings, and thus escape occasionally
from tke world of a single sense. He has, however, and
has always had, the means of escaping from this restricted
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world at will, the means namely of associating his strains
with life and outer nature, as 1n song.

I now arrive at the statement of a principle which I have
long considered to be an important one. Thus far in this
work my main object has been the explanation of the
beauty and expression which are inherent in music. I
shall now try to show the philosophic basis of that more
composite and intellectually more articulate effect which
1s produced when music is allied to the general world as in
lyric, dramatic and programme music. The character of
this alliance may' be pointed out briefly and clearly if we
take the case of song. In this alliance the words are one
thing, the music is another ; there is no essential connection
between them. The music might go with other words, or
stand alone; the words could go with other music. The
two things are associated arbitrarily. At the same time
they mutually strengthen and enhance one another. The
nature of this principle, which I term the principle of
Aréitrary association, is as follows. ’

It has probably struck many people that the vividness
with which we realise an inward flow of pleasurable and
absorbing feeling, whatever may be its source, is apt to be
heightened inordinately by the slightest accession of
pleasantness in outward sensation. This kind of action is
particularly marked when the inward feeling is of a raised
temper—a fervent character. Love, for instance, may be
greatly intensified by the simplest accession of adventi-
tious charm in its object—the smallest decorative trifle.
The poet’s finer phrensy may be raised in a like degree
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by the simplest natural beauty—by the emergence of a
star, by a gleam of sunshine, a flower, or even the humble
grass of the roadside. What I wish to bring out clearly
is that an inward feeling—however deep and settled—
mdy be increased inordinately by concurrent influences
appealing to our outer sensibility.

Now in the field of art this principle 1s of great import-
ance; here its action, being deliberately and elaborately
prepared, is very striking. It may be observed in that
tendency which the poet and graphic writer betray, to link
widely separate phenomena-—to strike simultaneously the
deep and inner, and the outer and more superficial notes
of feeling, and thus influence us in a peculiarly extended
and massive manner. All poetic writers betray a tendency
to light up some striking extraneous natural fact, not
when outward nature 1s engaging attention, but when the
reader 1is held by scme anteriorly invoked feeling.
Shakespeare almost invariably accompanies the develop-
ment of a serious climax by allusion to certain incidental
facts of nature possessing accordant tones. In “ Julius
Caesar ” the sense of the imminent tragedy is made more
vivid by the “ unaccustomed terror of the night” Tenny-
son, 1n depicting a sombre parting of lovers concludes
with this dash of phenomenal accompaniment “and above
them roared the pines.” The allusions to the “ moonlight ”
and “silvery mist ” in the last page of Dickens' “ Great
Expectations,” are also instances of this beautiful feeling.
With a view to demonstrate the action of this principle
as convincingly as possible I will give another example
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from Shakespeare and another from Dickens, gcing a
little more into detail in the case of each.

In the third scene of the second act of “ Macbeth” we
look upon a court inside Macbeth’s castle. It is morning.
We have seen some fearful signs of what has been done
within during the night; and feelings of dread and
horror mingle in us with the influence of profound moral
stirrings on the part of both Macbeth and Lady Macbeth.
But Shakespeare 1s not satisfied with working upen our
inner and deeper sensibilities cnly. While the above
emotions are still fresh within us—before they are, as it
were, brought to a head by the discovery of the murder-—
our attenticn is drawn to natural phenomena having ac-
cordant tcne. When Macduff has gone in to call the
supposed sleeping king, the following dialogue
occurs 1 —

“ Lennox—The night has been unruly: where we lay,
Qur chimnies were blown down: and, as they
say,
Lamentings heard r'the air; strange screams
of death;
The obscure bird
Clamour'd the live-long night: some say, the
earth
Was feverous, and did shake.
Macbeth— "Twas a rough night.
Lennox~—My young remembrance cannot parallel
A fellow to 1t
Thus the whole gamut of sensibility is played upon from
mmner to cuter.
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In the illustration from “Dembey and Son” the boy,
Paul, is dying. His sister, Florence, holds his head upon
her arm. We are touched with the master hand that is
tender as well as strong—that impresses us with what 1s
purest and loveliest in life, as well as with what is sad
and solemn. But Dickens, like Shakespeare, is not satis-
fied with moving us inwardly: he also works upon out
outer sensibility. As the pathetic scene proceeds, amidst
the general local colouring and incidental filling up, a
particular outward allusion is harped upcn as relating
to the central motive. Not once or twice but five times
Dickens refers to the sunbeams that “quivered on the
opposite wall like golden water.” That is the first allu-
sion. The following are the others:—

“Thus, the flush of the day, in its heat and light,
would gradually decline, and again the golden water
would be dancing on the wall.”

“How many times the golden water danced upon the
wall; how many nights the dark river rolled toward the
sea in spite of him; Paul never counted, never sought to
know.”

“Sister and brother wound their arms around each
other, and the golden light came streaming in and fell
upon them locked together.”

The last allusion begins the reflection upon Paul’s
death : -

“The golden ripple on the wall came back again, and
nothing else stirred in the room.”
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Now here, as in Shakespeare, there 1s something far
deeper and more earnest than any feeling for local colour
or actuality. Amid the stress of heart-sympathy some
subtle combination of poetic idea and moral insight
prompts Dickens to conjure up this supreme natural
splendour, which to our finite sensibility seems a link
between us and the Inscrutable Source of all beauty.

Now the intensity which the special effect of extrane-
ous phenomena adds, in these examples, to the general
and deeper emotional state, and the intensity which
music gives to literary expression and scenic effect, are
produced on the same principle—the principle of blend-
mg with deep inward feelings certain harmonising yet
independent outward sensations. This “unruly nmight,”
these “roaring pines,” this “moonlight” and “silvery
mist” and “golden water,” are the writers’ aiding phen-
omena, they fulfil a function which is the same in prin-
ciple as that which music fulfils when allied with lan-
guage. There 1s, it is true, the following difference
between the two cases, but it does not affect the unity of
principle which underlies them. In vocal music the
sensuous influence (the music) points to the mental or
emotional subject and to nothing else. That is to say,
not being drawn bodily from nature it is, as I have shown
free from all associations but those connected with the
attending words; thus, it bears undividedly upon those
words. On the other hand, in literature, as in the in-
stances given, the aiding phenomena or sensuous influ-
ence being drawn from mnature in its regular and
spontaneous manifestation, has other and often domina-
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ting associations. Whilst then in <cong the aiding
phenomena (that is, the music) 1s scmething newly
created, in literature it is drawn from the natural world.
This 1s why in vocal music the two influences, though
really arbitrarily associated, are felt to ccalesce co
completely.

The foregoing illustrations then suggest that in that
general fulness and power of expression which 1s obtained
by the alliance of music with language, scens or cituation,
we have the action of a principle of expression which
extends beyond musical art. In them as in vocal music,
while thought and feeling move within, our outer sensi-
bility is appealed to; side by side with the influence which
works upon us mentally, morally or emotionally, are pre-
sented to us certain striking or beautiful effects appealing
directly to our outer sensaticn. A generally similar in-
stinct thus seems to move the literary and musical artist.

The fact that there need be no essential connection
between the two orders of influence empleyed under this
principle—that they have only to be placed side by side
—both explains and justifies the practice in composition
of employing the same phrase in conjunction with differ-
ent mental or emotional circumstances. However well a
certain musical effect may suit a particular idea it can
often be effectively allied to another. Music abounds in
structural effects which, though they arose probably in the
first instance out of originating power, have become
common available material. Climacteric effects, the vari-
ous melodic and harmonic cadences idiomatic melodic
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turns and harmonic successions, are examples. Nor are
these merely perfunctory effects; on the other hand, many
of them are so powerful in expression that a large part
of every composer’s task is to lead up to them in a new
way. That it is in the nature of a single musical effect
to be versatile in poetic expression is shown by the fact
that in vocal music we are continually meeting the same
turn of effect associated with a different idea or sentiment.

I was struck in reading Messrs. B. and B. F. Fletcher’s
fine work on architecture* by a remark occurring there
more than once, to the effect that a striking fact in archi-
tecture is the fewness of salient formative designs. This
reminded me of the similar state of things as regards the
salient structural effects in music to which I have just
alluded; and the parallel seems all the more suggestive
considered in connection with the fact that architecture
1s the one art that resembles music in that it is exploring
a new world of form—that in the purely esthetic direction
its materials are not drawn from nature or life, from either
of which, like music, it takes but hints.

Whilst emphasising the fact that no special connection
1s necessary between the main subject involving the inner
and deeper flow of feeling, and the aiding phenomena, I
do not of course intend to convey that certain principles
of selection have not to be observed. Though there may
be no likeness between the two influences brought side by
side, there may be still a likeness of relations. To give

¥ History cf Architecture; a comparative view of the historical
styles.
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some Instances, let the reader observe the change of har-

»

mony at the word “smiling ” in the following passage in
Gounod’s “ Abraham’s Request ” : —

chang’d..... the yet (fair

p— _N_:F—.,_.“_.—.'.__
i—ﬂ—j § ;—.«i '54—2—1~——
Tl e e T T I e
aq' v 9% - a

In the action of smiling, facial movements of the most
delicate nature occur, yet slight as they are the change
made by them in the effect of a smile is most striking; it
.1s the change from shade to sunlight. These relations
are reflected in the music of the above extract. At the
word “smiling ” the pitch change is the slightest that can
be made—namely, a semitone, whilst the harmonic change
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1s peculiarly smooth; yet the effect is a striking and beauti-
ful contrast.

As another instance take Handel’s air “ The People that
walked in darkness.” This is in the minor mode which
factin itself tends to render the precise constitution of the
intervals less obvious to the ear than the intervals of a
melody in the major mode usually are, because the relation
of the various degrees of the scale to the tonic is less
simple in the minor than in the major mode. But the
above intervals are rendered still more difficuit to grasp
by the introduction of accidentals. Now the necessity of
careful admeasurement thus occasioned seems to render
the music in question illustrative of the uncertain, tenta-
tive movements of people walking in darkness.

The two following examples show that IHandel and
Wagner indicate the idea of something physically
sundered—of disconnected fragments—in much the same
way, that is, by the use of intervals comparatively un-
melodic—the separateness between the notes of which is
particularly marked.

Handel (From “ The Messiah ).

Fa h g e
A NI T:\ ([ _—

.____p—“‘ ""']_;:;:t_!:  p—

Let us break their bonds a - sun - der,

Wagner (The subject of the broken sword).

fCHE g_ﬁ—gm_— h_é

These somewhat diagrammatic representations of the
H
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ideas musically treated involve what I term a “likeness
of relations” I do not of course cite them with the
thought that I am pointing out anything new. And so
far from there being anything deep there seems a certain
naiveness in the impulse which moves composers to bring
about a superficial resemblance between the form of their
music and the ideas it attends. But it must be remembered
that in many instances this impulse has led to very happy
results, and in some to the most sublime effects in music.
The composer of fertility and power does not necessarily
suspend his deeper feeling for expression when writing
illustrative effect.

The particular appropriateness in the selection of the
details of effect in the foregoing examples may be re-
garded as an enhancement of the action of the principle
of Arbitrary association, to the free play of which,—with
or without imitative effect or guiding theme,—the broad
and deep expression in music set to language, scenc or
situation, 15 due.

Of late years there has been a marked tendency on the
part of composers to associate their promptings with the
outer, or mentally defined, world. Hence what is termed
programme music and illustrative symphonic composition.
This tendency is due in my opinion to an extending
realisation of the principle which in this chapter I have
endeavoured to state—to a fuller recognition of the effect
music can unfold when associated with scene and circum-
stance—of its power to add to them a breathing spirit—
to create an atmosphere.

At the same time there exists a feeling that it is only in
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a vague sense that music can be said to express anything.
The fact that a purely instrumental composition may
admit of different poetical interpretations tends to puzzle
the mind in its attempt to unravel the principles of musi-
cal expression. The present statement then of the prin-
ciple of Arbitrary association may tend to place music
in a clearer light in this connection by showing that as,
what 1 term, aiding phenomena, it can occupy a position
analogous to that which in literature 1s fulfilled by those
transcendent and august effects of the natural world which
are infinite in their powers of poetic suggestion.
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CHAPTER XIL
SUMMARY AND CONCLUDING REMARKS.

HE philosophy of the higher influence of music as
unfolded in this enquiry may be summed up as
follows :

The natural effect which adumbrates music in a certain
completeness is language, in which we find rudimentary
embodiments of the leading principles both of the form
and expression of music. The general cause of this is,
the fact that language and vocal music (which is music’s
fountain stream) involve largely the same machinery in
us for their production, and fall within one broad region
of our sensibility.

As a matter of procedure I have considered the elements
of beauty and expression separately. They cannot of
course be separated in the concrete effect. Still in that
effect we are impressed as with two elements—we feel that
in the case of a certain melody it would not be so beauti-



AND EXPRESSION OF MUSIC. 101

ful without the expression, yet at the same time, that
without a certain absolute charm the expression would not
be so keen. Whence then comes this element of charm?

Darwin, as we have seen, regards it as unaccountable.
Possibly in my attempted explanation I may get no
further than Darwin though I may state the fact differ-
ently. However this may be, I attempt first to place
musical beauty in line with natural. What then is natural
beauty ? The answer might be, speaking simply, a lucky
chance. Certain effects in nature that, as in the case of
the hues of velvet-like mosses in a forest, have come
about quite irrespective of the faculties of man, neverthe-
less move in him the sthetic emotion—that is to say,
between those effects and particular sensibilities within
us there is as by a coincidence a special attunement. Now
if we said that this is chance we should in my opinion
go rather away from the truth than towards it. To us
chance means what may happen as between our infinitely
limited existence and such part of the infinite outer-play
of circumstances as it may come in contact with. Thus
chance as regards our volition is a factor on which as a
rule we cannot calculate; so in our constructive work we
(except where we have carefully and closely circumscribed
its play as in the case of the business of insurance)
leave nothing to it. But in the large, free interplay
of nature it would seem to be, whencesoever it pro-
ceeds, a deep constructive principle. As an example
of its operation that is particularly related to our
enquiry I have referred to our musical organization
itself. I have pointed out that not that we
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might enjoy the exalting thrill of harmony was the plan
of the special apparatus within us which enables us to
receive that pervasive sensation laid down in the remote
past, but in order that its possessors might discriminate
certain subtle differences in the inarticulate sounds that
their vocal organs enabled them to produce.

To state the particulars of the example here referred
to: First at some remote stage in the course of develop-
ment a certain plan of vocal organ and corresponding
auditory sensibility was laid down for the then present
purposes (to put the matter from the human point of
view) of some kind of expression and communication.
Then, a certain point in this development having been
attained the free play of the vocal organs in man gave
rise to a new effect, the melodic strain. It may be that
the rudiment of this became unfolded in the use of primi-
tive language at a stage when it consisted largely of in-
articulate sounds, and thus the operation of the utilitarian
principle may have gradually merged into that of the
@®sthetic; but ultimately primal melody reached a point
of development when the former principle ceased, and new
functions, relating to a new effect and a new sensibility,
became taken on by the old vocal and auditory structures.
Next, in the synchronising of whole themes (Polyphony)
the passing rencontres of notes belonging to different
parts occasionally revealed flashes of harmonic beauty.
Thus voice and aural sensibility arrived ultimately at
exercising functions and giving rise to feelings totally
different from those for which and to produce which they

were originally developed. Now the “coincidence” lies
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in the fact that for both orders of result the type of vocal
organ and auditory sensibility originally unfolded is in-
dispensable. This is illustrated with particular distinct-
ness in the case of the latter sensibility in connection with
harmony. What could be more different than the harsh
timbre-effect in the intonation of a semi-savage from an
effect of modern harmony? Yet the provision in the ear
of the barbarian for analysing the composite clang of the
former effect—for separating its constituent vibrations of
different period—which enabled him to take it in, for
whatever purpose, involves the peculiar principle of con-
struction by which in particular the thrill of harmony
pervades us, and on which our whole musical sensibility
depends !

So with visual beauty—the eye though developed for
practical purposes, in its free play discovers certain effects
on earth or in the heavens; and there opens within us a
new and wonderful region of sensibility.

- The reader will observe that in these examples there
is revealed what I term a certain marginal action—a re-
markable latitude of action—on the part of our various
faculties, amounting to their putting on new functions
and new sensibilities.

As a conclusion from these considerations I define both
natural and musical beauty, as coincidences, of which the
perceptible conditions are (1) the wide margin that nature
as a rule allows in the powers of our necessary faculties;
(2) the infinite diversity of the outer world.

The obvious distinctions between musical and natural
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beauty, that the former is devised by man, ephemeral,
and not inherently related to objects, whereas the latter is
self-revealed, constant and inherently connected with ob-
jects, is due to the pre-eminent position of light. Its per-
manence and range combined with the fact that it brings
us impressions of objects between which and ourselves
there is no opaque body or medium, renders vision our
leading sense, causes us to associate all other sense-ex-
periences of objects with the visual experience, and thus
renders the objective world, so to speak, the appanage of
visual beauty—a beauty endowed with the permanence of
that world and, with it, self-revealed.

But if there could be a state of things in which light
was an unpermanent influence—in its higher display de-
pendent upon man for its production—and not giving
impressions of objects exposed to its influence, we can.
easily conceive that it could not then occupy the position
it now holds as leading sense, and that any beauty it
might unfold would resemble musical beauty in that it
would not contain the influence of other sense-experiences,
wotld be thus free of the objective world, and ephemeral.

Notwithstanding, then, the differences between visual
and aural beauty occasioned by the paramount position
of the visual stimulus the two are in line thus far: each
unfolds a totally new power in the sensibility to which
‘it appeals; and each has a character of universality—that
is to say, involves a special relation between an outer
effect, and a sensibility pervading all men.

It would seem that the circumstance of the visual
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stimulus being, so to speak, the chosen medium for bring-
ing to us impressions of the objective world, is connected
with the unfading character of visual beauty. A natural
beauty being inherently connected with part of the ob-
jective world its influence upon us consists not only of
the sensation and feeling produced by the pure visual
impression but also of various sensations and feelings
relating to the other senses, as for instance, the feeling
produced by touch, that of the air upon the skin or as
we breathe it, the feel of water, of leaves, and the feeling
of different degrees of muscular resistance. Now all
these are feelings relating to our organic life, which we
are constituted not to tire of. Further, light itself is a
sensation we are constituted not to tire of.

Thus visual beauty whether it be of flower, star, or of
light of sky or sea, is beauty set in the objective world
and fraught with the ever pristine sensations of organic
life. Hence its unfading nature as well as that ineffable
sentiment it breathes as a lien between man’s finite life
and the infinity and glory of the outer world.

The fact that various impressions relating to the other
senses are, as we have just seen, so to speak, hiddenly as-
sociated with visual impressions may alone render their
contrast acute amid perfect repose, as in the case of land
and water. But when the visual impression does not
embrace such opposite effects as these, acute yet quiet con-
trast may still be felt in the generally constant differences
of colours, or in the fine action of the optical muscles as
they, so to speak, register in muscular sensation every
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change 1in retinal impression. To these various causes,
singly or in combination, i1s due that marked yet effort-
lessly perceived contrast in nature of which there 1s no

likeness 1n music.

The working out the last of the above causes led us
to the analysis of our perception of visual form which
may be thus succinctly stated. The sense of position in
space begins in the feeling of resistance to gravity in con-
nection with the exercise of vision. It begins in infancy,
but it 1s conveniently explained if we take the just men-
tioned feeling of resistance to gravity as we stand erect.
The direction in the field of vision to the point of that
resistance, we call down, the opposite direction, #p. The
next step is: we execute movements which we conceive
as starting from some point in the line between the eye
and the point of resistance to gravity-—as in reaching and
walking. Then from the association of the feelings in-
volved in such movements with the respective visual
effects as they arise, we acquire definite 1deas of distance,
direction and (aided by experiences of touch in the hand-
ling of objects) form. Subsequently feelings of the finer
and incessant action of the optical muscles (prompted by
the necessity of bringing the salient points of objects op-
posite the spot of clear vision) become representative of
the experiences acquired as above—that action accentuat-
ing, registering and thus becoming the ready test of all
our ideas of form.

As one result of this analysis we are struck with the
importance of the muscular feeling in our perception of



AND EXPRESSION OF MUZESIC. 107

form, this perception beginning with the sense of the
ruder muscular actions and becoming completed by that
of the finer; and contrast between eye and ear in respect
of muscular action at once suggests itself, the ear having
no power answering to that the eye possesses in its mus-
cular endowment by means of which various retinal im-
pressions become associated with different portions of a
muscular action.

Seeing, however, that music suggests ideas of visual
movement, position and, vaguely, form; and that such
ideas in general undoubtedly owe their origin to muscular
feeling, the question arises : how do they become conjured
up by effects of sound (apart from the intermediation of
word or scene or the special association of characteristic
effects) the ear being the passive recipient of impressions?
The answer to this question demands a new section of

“this summary.

Position and movement in the perpendicular dimension
have become associated with change in pitch through the
fact that in singing comparatively low notes the set of the
larynx is such as to direct the vibrations downwards
toward the chest, whilst in singing high notes 1t is such as
to direct the vibrations upwards towards the head. Thus
it is that we associate change of pitch generally with up-
ward and downward in space, so that the smallest change
of pitch 1s felt as a change in altitude.

A certain sense of form is suggested on the principle
of complementary impression, when an effect of change
of pitch is used in connection with sustained or reiterated
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notes this latter effect in its distinct opposition to the
former suggesting the distinct opposition of the hori-
zontal to the perpendicular dimension.

But the sense of free movement in music in all direc-
tions is completed by the combination of pitch-change
with rhythm—that is, the feeling of time by accent. Now
accent though in the present day in its pure use confined
to enunciation, as in speech and poetry, 1s inherently not
only a muscular feeling but a feeling tending to
connect itself with the outer muscles, which originally
participated 1n its action. There is thus more in
rhythm than at first thought appears. Whence that
electric influence in this effect which induces so potently
to varied movement and vivid feeling, from the very
lifting up of the feet of soldiers by the vehement pulse
of the martial strain or the impelling to the wavy dance

1

in music’s “ voluptuous swell ”; to the emotional excita-
tion—the vague but massive thrill of inward kindling
aroused by the ordered emphasis of oratory?

That rhythm (whatever may be the fact as regards
music generally) 1s an ancestral feeling seems almost
certain. It probably reverts not only to the dance but to
the primal war-dance, and possibly to the gesture and
movement that were an essential portion of rudimentary
language. That the beauty and perfection of ancient
Greek dancing contained elements which descended from
remoter periods and other races is extremely probable;
that some elements came from Egypt and Arabia may be
said to be certain. Parenthetically I may here record my
idea that from Greek dancing and some, to us unknown,
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cadences of their music were possibly derived the style
and expression-—unique in their elevation of character—
which gave to the early Italian School its almost pro-
phetic note. To resume: it would seem that it is the re-
vived feeling of varied motion with which rhythm was
thus associated in the past, united with the unlimited
feeling of the perpendicular suggested by pitch-change,
which form in us that feeling of utterly free, unfettered
movement which constitutes such an important.part of the
musical sensation—the general continuity of the pure
tone-effect linking such passing ideas of position as may
be suggested, into one ideal motion which may be homo-
geneous and suave, or irregular and agitated, as that
continuity is more or less perfect.

The sense of the horizontal in music may be to some
extent suggested by its rhythm through the association of
the latter with such effects as the regular tramp of men,
the galloping of horses, the rippling of water, or any
measured movement which gives forth sound; and this
may aid to explain the fact that the mere succession of
notes at a measured pace impresses a sense of the hori-
zontal. At the same time as our feeling of rhythm is
very probably an inherited sense of bodily movement it
is this inherited feeling of movement which would seem
to be the deeper source of our sense of the horizontal in
music.

Though in concrete effect the respective feelings of
movement suggested by the two factors, rhythm ana
pitch-change, are inherently mingled, we may observe in
that mingling certain peculiarities which point to its dual
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nature as thus hypothesized. Thus, that feeling of w#n-
limited movement upward or downward to the suggestion
of which music so easily lends itself would seem to point
to pitch-change as its source. This change being pro-
duced by internal muscular action would involve feeling
of a wvaguer character than that attending the exercise of
the muscles involved in the definite movements of the
limbs and body-—some of which movement might account
for a limited feeling of up and down in music. Such
vaguer feeling would have in its very nature a character
of being unlimited. Hence in illustrative effect a small
rise in pitch may suggest an infinite ascent in the ethereal
musical space, as exemplified in the illustration from
Mendelssohn* In Tchaikovsky's Symphony in B minor
occurs an episode consisting of descending passages
played one after another by different instruments (each
passage necessarily of limited extent), the effect of which
1s the suggestion of an unfathomable scope of descent.

Further, a certain dual influence resulting from the
principles of effect, pitch-change and rhythm, extends
into the region of emotional expression. As intonation,
with the accentuation that is an inherent part of it and
that is itself produced by the breath, proceeds from
organs close to the centre of life—organs which the
slightest change in the beating of the heart tends to affect
—it 1s felt as the very voice of inward feeling; whilst as
accentuation rises, feeling of a more demonstrative nature
seems to supervene; and as accent is fortified by outer

* See page 48.
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muscular action, as by the movement of the body or limbs,
what is termed strong feeling enters upon the scenc.
Thus it is that rhythm is so largely the voice of passion-
ate feeling in dramatic music. So with that purer passion
that animates the orator or the composer in his peroration,
a feeling descending from the time when some form of
bodily movement was an essential and prominent element
in'expression, may prompt the special rhythmic effect——
the strenuous pulse—peculiar to both circumstances.

The feeling of the key-note, or tonality, is the feeling
of art-form 1n music. It i1s prompted by a sense of the
necessity of that kind of umity which is embodied in
organic nature—in which each part is essential to the
whole and the whole informs each part. And as in an
organism there is a definite delimitation from general
nature, so 1n an articulate strain there 1s, so far as the
influence of the key-note extends, a definite delimitation
from the general repertory of musical sounds.

The factor in the scale of the diatonic semitone aids
the listener in distinguishing the key-note. We are incap-
able of taking account musically of a continuous suc-
cession of whole tones. At the same time with the
adaptation of the effect of sound to our faculties,
involved in the diatonic semitone, the inscrutable @stheti-
cal principle enters, as it does in the perspective of earth
and sky, necessitated by our limited sight.

At the commencement of this enquiry we saw that
music is adumbrated in language both as regards princi-
ples of form and expression. In the course of our subse-
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quent investigation certain considerations were entered
into tending to explain this relation between music and
language. One of these may be thus briefly repeated.

It is more than probable that the primary vocal and
auditory organs—embodying the type of those we now
possess—were developed in sympathy; and that it was
due to the principle of language—of expression and com-
munication—that that sympathetic development began—
as it is certainly due to the subsequent exercise of speech
through unknown ages, that that wonderful cotrdination
in the action of our present vocal and auditory organs
has been attained which is suggested by the fact that
in cases of congenital deafness the power of speech fails
from simple lack of the essential customary auditory
stimulus, and that is evidenced in every gradation of
tone—every modulation, inflexion or cadence of the voice
—that we so effortlessly produce precisely as precon-
ceived.

Now if the more vivid or frequent impressions due to
the exercise of a sense may leave behind heritable traces
capable of being revived, on the principle of ‘association,
what a world of such traces must not the action of the
vocal organs throughout the above inconceivable period
have left upon the tablets of the auditory sense! and
what varied associations may not the subtle tremors of
music set in motion when they strike upon it!

The question now suggests itself; is it from the vast
world of association belonging to the auditory sense,
above referred to, that musical effect as conformed by
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the various principles that have been thus far pointed out
in this enquiry, acquires that special strength that lifts it
to the level of a natural influence? There 1s no doubt of
the fact that in, say, a Beethoven Symphony, man does
in the sphere of his own creation produce an effect which
in its influence upon our esthetic sensibility, vies with any
effect of the painter’s art, or even nature itself. And there
is perhaps as little doubt that the impressions received
upon the auditory sense throughout its history would be
infinite in number and character. Have then the more
vivid of these impressions left heritable traces?; and, if
" so, are the tremors of music’s expression and inscrutable
beauty subtle enough to reawaken some of their long
past kindling?

We here strike upon Darwin’s hypothesis of musical
expression. Darwin explains the unique power of music,
for an abstract influence, on the above principle of the
rekindling of past auditory impressions but he limits
them to impressions of a particular kind. They would
have been produced by the musical tones and rhythm as-
sumed to have been used by our half-human ancestors
when excited not only by love but by the strong passions
of jealousy, rivalry and triumph. Thus the point of Dar-
win's argument 1s not the vast range and variety of our
auditory susceptibility but the peculiar character of a
particular part of it. Assuming then that Darwin had
considered the special fulness of the auditory repertory
of latent impressions due to the close sympathy between
the voice and the ear from their beginning, as above

pointed out, we must conclude that in his opinion only
I
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those expressions of half-savage passion and joy to which
he refers, would leave impressions so charged with life as
in after ages to be capable of quickening even by the
searching stimulus of music.

The obvious comment on this hypothesis, that these
emotions of the past, together with their expressions,
having been in all probability wild and semi-savage,
far ruder sounds than the select effects of musical
art would suffice to restore their inherited impres-
sions; is answered by the consideration that this
reawakening by association may only consist of the retro-
spective sensibility being touched occastonally by some
deep pervasive tremor, yet to effect even this the system-
atic stimulation involved in cumulative musical effect
may be necessary.

The idea of the revival of past feeling being a factor
in musical expression tends to throw light upon the
curious inequality that compositions of generally level
merit in other respects, not infrequently betray as
regards retention of freshness. Preliminarily—there 1s a
fundamental difference as regards this power between
music and visual beauty, whether in art or nature. Whilst
as a rule even nspired strains, unless sparingly repeated,
tend to fade soon after they have become familiar visual
beauty in great art is virtually, and in nature absolutely,
unfading ; the reason as suggested by me being the larger
entering into visual beauty of those organic feelings of
which we are constituted not to tire. But some melodies,
and those not always of the, so called, classical type or
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having anything about them of that esoteric character
attaching to some extent to high art, seem to have quite
escaped the seeds of decay.

Now the melody which takes a permanent hold upon us
is generally largely pervasive, and this suggests that it
is one whose expression is in a special degree due to its
revertive influence. There would thus seem to be a con-
nection between the revertive influence of music and its
holding power, and this harmonises with the principle of
my explanation of the unfailing nature of visual beauty.
For the pervasive—that is the revertive—strain would
breathe in a special degree of primal life and thus tend
to appeal to organic feeling.

Let the reader not give way to the idea (which may
casily enough arise) that there is something fanciful in
bringing in the remote past as a factor in some of the
arguments in this work. Little more than a generation
ago few physiologists thought of going back in our
ancestry in the investigation of the infinite structures and
processes involved in our physical organization. Now
none would dream of attempting such an investigation
except in the light of the principle of descent. But to
ignore this principle in the study of any part of the mys-
terious world of our varied feelings would surely be as
short-sighted.

The comparison thus far between music and visual art
has in several respects not been—to speak in a familiar
way—to the advantage of music, the principal reason
being that music in the material of its form consists
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only of one of the effects of the general world, namely
musical sound. Thus it is largely shorn of all that sug-
gestiveness which attaches to the very material of poetry
and painting in their reproduction of nature and life.

Yet this very limitation is the source of special beauty
and expression. To it is due music’'s subtle power of
bodying forth in expression a certain abstract order of
ideas, particularly some relating to religion—such as
eternity, immortality, reverence, the unseen; its fitness in
this connection having much to do with its freedom from
other sense associations. This gain in expression by
the, so to speak, shutting out of the general world is
reflected to a certain extent in the art of sculpture as
when abstract ideas are expressed in allegory, in which
case the absence of certain natural conditions is the
foundation of special spiritualistic import.

The region of effect into which the sense of hearing
leads us has in comparison to the world of vision been
little explored. Music is relatively a new experience.
This 1s perhaps why its deeper imaginative effects tend
to mfluence us somewhat as if we gazed on an unex-
plored ocean.

Thus much as to the beauty and expression of pure
music. Now as to the effect produced when music 1s
directed to special expression as in song and in dramatic
and programme music.

Allied with language and scene another principle of
expression enters into musical effect. This I term
Arbitrary association. Its influence rests upon the fact
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that a flow of deep inward feeling is strengthened in-
ordinately by the accession of concurrent harmonising
outward sensations. This principle operates in literature,
when a certain state of inward feeling is accompanied
by allusions to the outer world which allusions may have
no inherent connection with such feeling yet are calcu-
lated to render it more articulate and far more vivid. It
is, the striking certain outer and clearer, simultaneously
with the inner and more profound, notes of feeling, to the
influencing us in a more massive way. Now what in
literature this attendant imagery is to the main subject
music is to the definite emotions and ideas connected with
the words or the scene with which it is associated. In
the case of the literary expression, however, the attendant
lmagery—as it is drawn from nature and life—has
necessarily certain definite associations accruing to it; but
in the case of the musical expression, the music has not
—it bears undividedly upon the idea with which it is
arbitrarily connected, and this is why in vocal music the
music and the words coalesce so perfectly.

In the single nature of the musical sensation it may be
said are involved the following important qualities both
negative and positive which we have seen characterise
musical art:

On the one hand, its inferiority to art based on vision
for defining contrast; and its soon fading freshness.

On the other hand, its seeming immateriality ; its power
of aiding the expression of religious feeling and idea
(due to absence of suggestions of material life); the im-
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pressiveness which its comparative strangeness gives to
it; its perfect coalescence (in vocal music) with the infiu-
ence to which it is allied; and the unique character of its
beauty.

These distinctions may perhaps be regarded as certain
details in the great difference between light and sound in
their relation to man. The first message of light is to
our perception. Being our leading sensation in the ex-
ploration of the outer world its first associations are our
utiiitarian experiences. Supreme as it 1s as an asthetic
influence, to evoke @sthetic feeling is its secondary func-
tion—coming

“ with years that bring the philosophic mind."”

On the other hand musical sound appeals primarily.
to feeling; its first function is to move or thrill. Hence
its unique emotional influence and its generally
ephemeral character. Being, so to speak, the vehicle of
that which is in its nature temporary, it is itself a tem-
porary effect—as the delicate wild floral blooms of
spring, or the periodical vividness in the colouring of
certain birds and insects, have the short, intense life of
the feeling of which they are the chosen incitation.

To take a broad glance in conclusion: From the point
of view attained 1n this enquiry absolute beauty in music
is a coincidence; whilst its deeper expression depends
upon its influencing through the sense of hearing the
terminals of certain liens of association reaching back-
ward to far past emotions. Genius may be regarded as
the instinct for discovering, first, the outward factors of
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that coincidence, secondly, the magic note which touches
those terminals of past feeling. It 1s through the un-
searchable action of these two principles, namely, coin-
cidence and inherited association, that a strain not differ-
ing from the dullest in the general character of its
constitution, or superior on any visible structural grounds,
may have the surpassing quality of inspiration.

FiINIs.
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2 PORTRAIT GALLERIES.

PORTRAIT GALLERIES.

SIXTY YEARS OF MUSIC. A Record of the Art in England
during the Victorian Era. Containing 70 Portraits of
the most Eminent Musicians. Oblong quarto, boards,
cloth back, 2s. 6d.

The Album is as complete a rccord of Victorian Music as is possible
within the limits of sueh & publication, it has been our endeavour to make
it interesting to the gemeral public as well as to the professional musician.
With that end in view we have included portraits of the greatest foreign
composers and executants, such as Chopin, Berlivz, Mendelssolin, Brahms,
Wagner, Gounod, Tchaikovsky, Gricg, Liszt, Rubinstein, Paderewski, Jean
de Reszke, Mario and others, as well as of the great English composers and
musical educationalists.

NATIONAL PORTRAIT GALLERY OF BRITISH MUSI-
CIANS. By Joun Warnriner, Mus.D. Trinity College,
Dublin. Introduction by Joserm Brxxerr. Over 500
Photo Portraits of well-known and eminent living Musi-
cians of Great Britain and Ireland, with short Bio-
graphical notice of each. The whole bound in one
handsome oblong folio volume, cloth lettered. Offered
for 7s. 6d. net, post free (or 8s. post free abroad), (pub-
lished 14s. net).
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ASTIETICS, CRITICISMS, ESSAYS.
POST-BEETHOVEN SYMPHONISTS. By TFrux Wrix-

¢AnRTNER, Translated by A. Bres. Many Portraits.
Crown 8vo, cloth, Cs.

GREATER WORKS OF CHOPIN. (Polonaises, Mazurkas,
Nocturnes, etc.), and how they should be played. By
J. Kieczynski. Translated by Miss N, Jaxorra and
Edited by Surarrranp Epwarps. With Portrait, Fac-
simile, ete. Crown 8vo, cloth, &s.

“ A new book on Chopin which will doubtless receive a warm welcome
from the lovers of the greatest genius of the pianoforte. * * * What gives
this Dook a unique value of importance as a novelty is that it includes
what is leit of Chopin’s notes for a pianofortc method which, brief as it is,
contains some valuable and interesting hints which will benefit all pianists
and students.”’—New York Feening Post.

MEZZOTINTS IN MODERN MUSIC. Brahms, Tchaikov-
sky, Chopin, Strauss, Liszt and Wagner. By Jas.
Huxeser. Second Edition. Crown 8vo, cloth, gilt top,
7s. 6d.

CoxTeNTS.—The Music of the Future (Brahms)—A Modern Music Lord
(Tschaikowsky)—Richard Strauss and Nietzsche—The Greater Chopin—A
{.iszt Etude—The Royal Road to Parnassus—A Note on Richard Wagner.

““ Kesays filled with literary charm and individuality, not self willed or
over assertive, but gracious and winning, sometimes profoundly contempla-
tive, and anon frolicsome and more inclined to chaff than to instruct—but
interesting and suggestive always.”’—New York Tribune.

THE PLACE OF SCIENCE IN MUSIC. By H. SAINT-GEORGE.
Addressed to advanced students of that branch of musi-
cal knowledge commonly called Harmony. 8vo, sewed,
1s.

Sir. Baughan rejects the academic view of form as firmly as Mr. Saint-
George rejects the academic view of harmony and counterpoint. The
academics baege their harmonic theories on laws of nature which Mr.
Saint-George shows do not exist. . ..., Has joined Mr. Saint George in
the attack which will end in the total discomfiture of the academics.—J, F.
RUNciyAX in the Suturday Review.

BEETHOVEN’S SYMPHONIES Critically Discussed by A.
TrrrcEN. With Preface by Joun Broaprouse. Second
Tidition. Cloth, 3s. 6d.

““We must say that many of his observations are not only acute but
extvemely just.’—Musieal Times.
“ M. Tectgen gives cvidence of deep knowledge of his hero’s works, he

supplies the reader with food for thought and reflection. We commend this
little hook to the attention of our readers.”—Mugical Opinion.

“ Mr. Teetgen is a devout, though not a blind, worshipper of Beethoven.”
—Musical Standard.
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MUSIC AND MUSICIANS. Egsays and Criticisms, by RoBeRT
ScruMANN, Translated, Edited and Annotated by F.
R. Rirrer. Portrait of Robert Schumann, photo-
graphed from a Crayon by BENDEMANN. [Kirst Series,
Seventh Idition. Thick crown 8vo, cloth, 8s. 6d.

Ditto. Second Series, Third Edition. Thick crown 8vo,
cloth, 10s. 6d.

The translations are vigorous and clear, and the exact sense of the
originals, as far as possible, has been preserved.—New York Musical
Courier.

A disquisition upon the value of Schumann’s labour as an art critic
scems quite uncalled for at the present date. Suflice it to say that it can
hardly be over-estimated, and that his writings are as interesting and
instructive at the present as they werec when they were first penned.—
Monthly Musical Record.

There is no use in trying to quote characteristic passages, beoause the
volume is of such uniform merit and such continuous interest that it is
impossible to make a selection. Musicians who take up the book will not
find it casy to put it down again.—Athencum.

Most faseinating recading, even to those who are not deeply versed in
music.—Westminster Review.

Schumann was so just and fearless a critic, and his opinions arc con-
spicuous for such sound judgment, that they are valuable in themselves,
altogether apart from the celebrity of their anthor. Some parts of the
book will attract speeial notice, such, for instance, as the able defence of
the then condemned Berlioz * * * * the book also contains notices of
composers whom the world has forgotten.—Music T'rades’ Review.

MOZART’S DON GIOVANNL A Commentary, from the
Third French Edition of Charles Gounod. By W.
Crarx and J. T. Hurcrinson, Crown 8vo, cloth, 3s. €d.

GouNop says in his Prefacc:—Don Giovanni, that unequalled and im-

mortal masterpiece, that apogee of the lyrical drama, has attained o

hundred years of existence and fame; it is popular, universally accepted

and consecrated for ever. Is it understood? * * * Is it admired? Is it
loved as it should be? Theo score of Don Giovanni has exercised the in
fluence of a revelation upon the whole of my life; it has bcen and remains

for mo a kind of incarnation of dramatic and musical infallibility. 1

regard it as a work without blemish, of uninterrupted perfection, and this

commentary is but the humble testimony of my veneration and gratitude
to the genius to whom 1 owe the purest and most permancnt joys of my

life as o musician, ete.
PURITY IN MUSIC. By A. F. TriBavr. Translated by J.
Broavpaovse. Crown 8vo, cloth, 2s, 6d.

CoxtENTS.—1. On the Chorale. 2. Church Music other than the Choral.
3. Popular DMelodies. 4. The Edueating Influence of Good Models. 3.
Eficet. 6. On Judging the Works of Great Masters. 7. As to a Liberal
Judgment. 8. On Perversions of Text. 9. Choral Socicties.

ScHUMANN says:—“ A fine book about music, rcad it frequently.”

WOMAN AS A MUSICIAN. An Art Historical Study.

By
F. R. Rirrer. 8vo, sewed, 1s.
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THE DEEPER SOURCES OF THE BEAUTY AND EXPRES-
SION OF MUSIC. By Josepm Gooparp. Author of
““ Musical Development,”” ‘“A Study of Gounod’s Re-
demption,’’ etec. With many Musical Examples. Crown
8vo, bevelled cloth, 3s. 6d.

CoNtENTS.—CHAPTER 1.—The Seeming Anomaly between the Human Origin
of Music and its Elevated Beauty. CHApTEr II.—Abstract Musical, like
Natural, Beauty is a Chance Fitness or Coincidence, of which the Visible
Conditions are the Plasticity in Human Faculties and the Diversity in
Outward Nature. CBAPTER III.—Timbre and Vowel-Sound briefly Analyzed;
the Bengibility formed in the Ordinary Course of Natural Evolution to
answer to them, lets into our Nature the World of Harmony. CHAPTER
IV.—The Larger Reasons why Musio is8 Free of the Objective World, and
Discontinuous. CHAPTER V.—Contrast in Scenioc Effect and in Music.
CHaPTER VI.—The Source of those Distinct Suggestions of the General
World which are Fundamental to the Musical Sensation—Position, Direc-
tion, Movement and Visual Form. CuAPTER VII..—The Second Factor in
the Inherent Conncction between Music and Motion: the Sense of the
Horizontal latent in the Principle of Time. Cwapter VIII.—Tonality. The
Principles of Unity and Delimitation. Cwartr IX.--8tatement of the Full
Casc for the Explicability of Musical Expression from the Standpoint of
the Influence of Speech. Cmapter X.—Darwin’s Hypothesis of Musical Ex-
pression. The Tendency of Music to Grow Old. The Influence of In-
herited Feeling in the Effcct upon us of Art and Nature. CHaPTiR XI.—
The Limitation involved in Music being the World of a Single Sensc, is a
Source of its Power. Statement of the Principle of Arbitrary Association.
CaspTir XIT.—Summary and Concluding Remarks.,

BEETHOVEN’S PIANOFORTE SONATAS Explained for the
Lovers of the Musical Art. By Erxst voNx KLTsriEin.
Translated by K. Hirr, with Preface by Erxst Pavsr.
Entirely New and Revised Edition (the Sixth). With
Portrait, Facsimile and View of House. Crown 8vo,
cloth, 3s, 6d.

““ He writes with the ripe knowledge and thorough understanding of a
practical musician. Every musical student or amateur can safely trust
him as a competent and agrecable guide. This English translation is most

opportune, and will doubtless assist many a lover of Beethoven’s music to
appreciate morc keenly the master’'s Sonatas.””—E, PAUER.

INTERLUDES. Seven Lectures by H. C. Banister. Col-
lected and Edited by SteEwart Macermerson. With
Portrait. Crown 8vo, cloth, 2s. net (pub. at 5s.)

CoNTENTS :—1. The Uses of Musical Knowledge. 2. The Appreciation of

Musie. 3. Music and Preaching. 4. The Development of Movement Strue-

ture. 5. Some Thoughts Concerning Musical Composition. 6. Counterpoint

in Modern Free Composition. 7. The Music of the Victorian Era.

HALF A CENTURY OF MUSIC IN ENGLAND. 1837-1887.
By I. Huerrer. 8vo, cloth, 3s. 6d. net (pub. 8s. 6d.)

Hueffer was for years musical critic of the Times, and stands high as an
authority on the art. He was a man of oulture and intelligence and a
discriminating critic.
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BEETHOVEN’S SYMPHONIES in their Ideal Significance,
Explained by Erxst von Erreriein. Translated by
Francis Weser. With an Account of the Facts Re-
lating to Beethoven’s Tenth Symphony. By L. NosaL.
Second Ildition, with Portrait. Crown 8vo, ecloth,
3s. 6d.

This amall volume is intended in the first place, and more especially, for
the earnest and thoughtful amateur, to whom it is to be a guide and com-
panion in the artistic enjoyment and conscious appreciation of Beethoven’s
Symphonic Masterpicces. At the same time the work may not bhe unwel-
come algo to the practical musician.

HOW TO PLAY CHOPIN. The Works of Chopin and their
proper Interpretation. By J. Kieczynski. Translated
by A. Wamrtineaam. Fifth Edition. Woedeut and
Music Illustrations. Post 8vo, cloth, 3s. 6d.

¢TIt contains many interesting details and profitable hints. The author
has much to tell us about the great pianist, as & teacher as well as a
composer. Chopin as a composer remains to us as a heritage, hut the
tradition of his playing and teaching is naturally hecoming cvery year
more and more vague. So our author descrves praiee for his attempt to
gnatch from oblivion any remembrances of the ¢ manner and touch ' of the
master.”’—4 cademy.

FROM LYRE TO MUSE. A History of the Aboriginal
Unicn of Music and Poetry, By J. Donovan. Crown
8vo, cloth, 2s. 6d. net (pub. 5/-)

CHSPTERS :—1. Musical Impression. 2. History of Aboriginal Music, 3.
Music and Individuality. 4. Fusion of Rbythm and Tones. 5. Fusion of
Tones and Words. 6. How Harmony was Developed. 7. Definition and
Diagram of Evolution of Music.

SCHUMANN'S RULES AND MAXIMS. For young Musi-

cians. Sewed, 2d.

“ The ¢ Rules and Maxims’ might have been cntitled ‘ Proverbs,” for the
trath of noue of them can be called into gueetion, and they give students
the very best advice.”—Figaro.

A valuable store of hints and information, shrewdly written and per-
tinently put.”—Mugical Opinion.

CHURCH MUSIC IN THE METROPOLIS. Its Past and
Present Condition. By C. Box. With Notes Critical
and Explanatory. Post 8vo, cloth, 3s,
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MOZART’S LIFE AS MAN AND ARTIST. By Vicror
Witper. Translated from the ¥rench by ¥. Lie-
picH. With a comprehensive Bibliography of Mozart
literature from every source, English and Foreign and
a List of his Compositions. With numerous Portraits.
Crown 8vo, cloth, In the Press.

BEETHOVEN. By Ricmarp Wacener. With a Supplement
from the Philosophical Works of Arthur Schopenhauer.
Trans., by Eowarp Danxvrevraer. Third Edition.
Crown 8vo, cloth, 6s.

“ This characteristic essay, a written cexposition of Wagner’s thoughts on

the significance of the master’s music, may be read with advantage by all
students.””—W. H. WeBBE in The Pianist’s 4. B. C.

“It is a plain duty to be familiar and even intimate with the opinion
of one famous man about another. Gladly therefore we welcome Mr.
Dannrcuther’s translation of the work before us. Mr. Dannrcuther has
achicved his tusk with the conscientionsncss of his naturc and with a
success due to much tact and patience.”—Musical Thmes.
BIOGRAPHICAL DICTIONARY OF FIDDLERS. Includ-

ing Performers on the Violoncello and Double Bass,
Past and Present. Containing a Sketch of their
Artistic Career, together with Notes of their Composi-
tions. By A, Masonx Crarke. 9 Portraits. Post 8vo,
bevelled cloth, 5s,

‘““Wo may here take the opportunity of recommending a useful book to
all lovers of violins and vielinists. Fiddlers, Ancient and Modern, is prac-
tically a little Biographical Dictionary, well arranged with some excellent
portraits.”' —Northern Whig.

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN.
ISTS. Biographical and Anecdotal, with Account of
the Violin and Early Violinists. Viotti, Spohr, Paga-
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu-
mann (Robert and Clara), Chopin, Thalberg, Gottschalk,
Liszt. By G.T. Ferris. Second Edition. Crown 8vo,
bevelled cloth, 3s. 6d. (or cloth, gilt edges, 4s. 6d.)

A very useful book for a prize or gift.

DICTIONARY OF 4,000 BRITISH MUSICIANS. From the
Earliest Times. By F. J. Crowest. Crown 8vo, stiff
cover, ls.

A Dictionary of British Musicians—e work devoted exclusively to the
names of native composers, instrumentalists, vocalists, writers, etc., who
have contributed to the making of English musical art from the earliest

times to the present. Blank spaces are left to each letter for any addi-
tional names to be written in.
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CHOPIN: AS REVEALED BY EXTRACTS FROM HIS
DIARY. By Counrt Tarnowski. Translated from the
Polish by N. Janvorma. Edited by J. J. TaNQUERAY.
With' Eight Portraits. Crown 8vo, bevelled cloth,
2s. 6d. net (or paper cover 1ls. 6d. unet.)

“ Throws many curious sidelights on the character of the great com-
poser.”—Sunday Sun.

“The notes on Chopin were written by speeial request and under the
direction of Princess Marceline Czartoryska. From her, Count Tarnowski
received many intercsting details as well as letters written by Chopin, in
which the master alludes to many of his compositions as well as to the
conditions under which they were written. Really an absorbing little
tome, cte.”’-—Musical Standard.

*“ All devotees of Chopin will feel grateful for the booklet, translated into
lucid English by the accomplished pianist, Mdlle. Junotha, whose portrait,
by the way, adorns its pages. The little volume shows us clearly enough
that the man was, as his musie is, intensely poetic, romantic, variable in
mood, and of a profound melancholy, lightened by occasional flashes of
childlike gaiety. His visit to ngland in 1848 is gonc into at length. He
liked neither the country, the elimate, nor the people. . . . . . According
to the cvidence of Chopin’s diary the novelist’s (George Sand) characteristic
inconstancy was the sole cause of the weariness, and she is depicted as
being cruel enough to send him the proof sheets of the book (Lucretia
Floriani) in which she told the story of their liason, and vivisected the
character of her forsaken lover. This hardly tallies with the version sct
forth in some very recently discovered letters of George Sand to her
daughter, which represents the rupture as being due to Chopin’s persistent
interference in her family affairs, but probably there is a spice of truth in
both stories.”’—Western Mercury.

“ A very interesting book on Chopin, containing somecthing about the
Polish musician which will delight his many admirers . ... . the story is
lere told from Chopin’s own point of view of his relations with George
Sand . . ... a somewhat humorous touch is given to the account of his
visit to Scotland. Among musicians of the future we must always reserve
a place for Chopin. He is the Wagner of the pianoforte recital, which
consists of so many other eomposers and so much Chopin. . . .. Y—Musice.

Coaa.. it is an appreciation of the life and works of the famous com-
poser . . . .. the French Revolution of 1848 drove Chopin to England. He
was feted and made much of, but he was ill and unhappy. His comments
on Socicty and its doings arc not complimentary . .. .. Chopin the man
and Chopin the artist are two different beings . .. .. it is interesting to
read and nicely got up.”—Birmingham Post.

““ This is the story of the interesting life of Chopin, & man © of a cheerful
mind but a sad heart.’ In a marvellously clever manner is the childlike
but great nature of Chopin depicted. This book is onec of keen interest,
written in simple flowing style, which not only interests the reader, but
leaves a very picturesque and affectionate (if melancholy) impression of
the life of Chopin.”—Western Morning News.

LIFE OF BEETHOVEN. By Louis NorL. Translated by
Jo~n J. Laror. Third Edition., With Portraits and
Facsimile. Crown 8vo, bevelled cloth, gilt edges, 3s. 6d.

* A standard biography.”
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FREDERIC CHOPIN: HIS LIFE AND LETTERS. By
Moritz Karasowskr. Translated by E. Hiun. New
Edition Revised and further Letters added written
during the composer’s Sojourn in England and Scot-
land, 1848-9. Second and Revised Edition. With 8
Portraits and a Facsimile. 2 volumes. Crown 8vo,
bevelled cloth, 10s.

“ (thopin is and remains the boldest and proudest poetic spirit of the
age.”’~—ROBERT SCHUMANN.

The author in his Preface says:—Several years of friendship with the
family of Frederic Chopin have enabled me to have access to his letters and
to place them before the public. . .. In compliance with the wishes of
many of Chopin’s friends and admircrs I have undertaken to sketch his
career from the materials afforded me by his onc surviving sister, from his
letters, etc. . . . in this work which contains full particulars about Chopin’s

youth I have corrected the erroneous dates and mis-statements which have
found their way into all the German and French periodicals and books.

Grove’s Dictionary of Musicians says:—The truth about Chopin’s birth,
family, health, character, friendships, early training, and the dawn of his
carcer a8 & player and compoter was not known until the publication of
Moritz Karasowski’s recent and trustworthy biography.

““ The first scrious attempt at a Biography of Chopin.”’—PROF. NIECKS.

“ Gtives bits of information found nowhere else and the Letters of Chopin
make the book invaluable to those who would really know the Polish
master.”’ —Musical America.

MAKERS OF MUSIC. Biographical Sketches of the Great
Composers. With Chronological Summaries of their
Works and Facsimiles from Musical MSS. of Bach,
Handel, Purcell, Dr. Arne, Gluck, Haydn, Mozart, Beet-
hoven, Weber, Schubert, Berlioz, Mendelssohn, Chopin,
Schumann, Wagner, Verdi, Gounod, Brahms and Greig,
with General Chronological Table. By R. FARQUHARSON
Suarp. Portrait of Purcell. Third Edition. Crown
8vo, cloth, 5s.

The author’s endeavour throughout this work has been to eonvey an im-
pression of the personality of each composer, as well as to furnish bio-
graphical detail. At the end of cach hiography is a tabulated list of the
composer’s works and dates of production, togethor with a facsimile from

one of his original manuscripts. A useful volume, got up in good style and
well adapted for a gift or prize. Has speedily run into three editions.

TEMPLETON AND MALIBRAN. Reminiscences of these
Renowned Singers, with Original Letters and Anec-
dotes. Three Authentic Portraits by MavarLn. 8vo,
cloth, 2s. 6d.

SKETCHES OF ENGLISH GLEE COMPOSERS. Historical,
Biographical and Critical. From about 1735-1866, By
D. Barrie. Post 8vo, bevelled cloth, &s, .
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NOTICE OF ANTHONY STRADIVARI. The celebrated
Violin Maker known by the name of Stradivarius, pre-
ceded by Historical and Critical Researches on the
origin and Transformations of Bow Instruments, and
followed by a Theoretical Analysis of the Bow and Re-
marks on Francis Tourte. By F. J. Frris. Trans-
lated by J. Bismor. IFacsimile. 8vo, cloth, 5s.

The greater part of the matter for the ahove work was got together by
M. Vuillaume, who spent the greater part of his life in studying the
principles which guided Stradivarius in his labours. With the aid of Fétis
and his additonal suggestions and matter the above now celebrated work
was produced.

CHOPIN: THE MAN AND HIS MUSIC. By James
Huxeker. Author of ‘Mezzotints in Modern Music.”
With Musical Examples. Thick crown 8vo, cloth, 10s.

“ Mr. Huncker is a Chopin enthusiast. He accords admiration to Brahmes,
to Wagner, to Tcehaikovsky: his worship is reserved for Chopin. Being
gifted with clear insight and imngination which gracsp many and diverse
moods Mr. Huncker is a sanc critic and a manly. . . .. There is no pre-
tence at new material in the book. Mr. Huneker has garncred all that has
heen written about the composer and he has threshed out the grain from
the chaff. The result is, therefore, of value.”—Musical Standard.

“The volume will at once take its place in the front rank of books on
Chopin. . .. .. the masterly chapter of 74 pages on the etudes will soon
be found indispensable by all teachers and students of the pianoforte.”’—
The Nation (U.8.4.)

“A work of unique merit, of distinguished style, of profound insight
and sympathy and of the most brilliant literary quality.”—The New York
Times.

LIFE OF CHOPIN. By F'ranz Liszr. New and very much
Enlarged Edition. Translated in full now for the first
time by JorN Broapaouse. Crown 8vo, cloth, 6s.

“ A charmingly written and sympathcetic sketch of Chopin's Lifc and
Work. It is a biography that musicians are sure to prize very highly, as
it affords the greatest help in understanding the undereurrent of cmotion
which characterizes the works of Chopin.”—W. H, Wusnk in The Pianist’s
4.B.C.

TCHAIKOVSKY. His Life and Works. With Extracts
from his Writings and the Diary of his Tour Abroad in
1888. By Rosa Newmarcu. With Index, List of Com-
positions and Portrait. Second Edition 1907. Crown
8vo, cloth, Gs.

LIFE AND WORKS OF MOZART. By A. WHITTINGHAM.
Cloth, 1s, 6d. (or paper, 1s.)

LIFE AND WORKS OF HANDEL. By A. WHITTINGHAM.
Cloth, 1s. 6d. (or paper, ls.)
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AUTOBIOGRAPHY OF LOUIS SPOHR. 2 volsin 1. Thick
8vo, cloth, 7s. 6d. net (pub. 15s.)

Ferris’ Great Violinists says:—“Onc of the most fresh, racy and in-
teresting works of its kind cver written.”
BEETHOVEN DEPICTED BY HIS CONTEMPORARIES,

By Lupwie Nomr. Translated by E. Hiun. Second
Edition. Thick crown 8vo, cloth, 7s. 6d.

CHERUBINI. Memorials illustrative of his Life. By E.
Berrasis. Thick crown 8vo, cloth, 6s.
The standard biography of Cherabini.

BALFE: HIS LIFE AND WORKS. By W. A. Barrerr.
Crown 8vo, bevelled cloth, 3s. 6d. net (pub. 7s. 6d.)

FRANZ LISZT. By T. Carraw MarTin, 6d.
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THE BACH LETTERS. Letters of Samuel Wesley, relating
to the Introduction into England of the Works of Bach.
Td. by E. Westey. Second Edition. 8vo, cloth, 2s. 6d.

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A.
BarreTT. 8v0, cloth, 2s. 6d.

“ Mr. Barrctt is highly to be commended, no less for the vast amount of

reliable information which he has collated upen the subject in hand, than

for the concise manner in which, for the benefit of the reader, he has
compressed it into a small space.”—Monthly Musical Record.

NATIONAL SCHOOL OF OPERA IN ENGLAND. Being
the Substance of a Paper read before the Licentiates of
Trinity College, March, 1882, By I'raxg AvUsTIN.
Post 8vo, sewed, 6d.

RATIONAL ACCOMPANIMENT TO THE PSALMS. By F.
Giupert WEBB. Post 8vo, 6d.

THE MUSICAL STANDARD. A Newspaper for Musicians,
Professional and Amateur. Established nearly Half a
Century. The Organ of no Cligue. Independent Criti-
cisms. Illustrated Supplement cuvery weck. Price
Twopence, Annual Subscription 10s. 10d. (Abroad
13s.) Terms for Advertisements on application to the
Manager.
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THE WORLD’S EARLIEST MUSIC. Traced to its Begin-
nings in Ancient lands. By collected Evidences of
Relics, Records, History and Musical Instruments, from
Greece, Etruria, Egypt, China, through Assyria and
Babylonia to the Primitive Home, the Land of Akkad
and Sumer. By Hrrmaxy Smrra. With 65 full page
INlustrations and Cufs, nearly 400 pp. Crown 8vo,
cloth, 6s.

“I return the sheets you entrusted to me of ‘The World’s Earliest
Music.” There is nothing I could criticize in those interesting pages.”—
A. J. HrprINS in a letter to the Author.

“It is fully and indeed admirably illustrated in every section of its
subject.””—Westminster Review.

““8hould be in the hands of every musician. . . . . Most interesting is
his Chapter upon the music of Japan.”’—Pall Mall Gazette.

“ Technically though it occasionally must be, the book is one which
should charm all music lovers.”—Morning Leader.

““ The book, which is profusely illustrated, is most interesting, and is, in
its handsome cloth binding, wcll worth its published price, 6/-"—The
Musical Star.

“I confess to a very considerable ignorance, natural and acquired, of
the ancient instrumeuts; but it scems to me that Mr. Smith has got as near
the trath as a twentieth-century mortal can’’—J. F. RUNCIMAN in The
Saturday Review.

“Tt is a pleasantly written volume dealing with the earliest conditions
of music in ancient lands. From rock carvings, wall paintings, tablets
und vascs, sculptures, papyri and so forth, Mr. Smith has drawn the
materidls for a volume which has involved an immense amount of research
and contains o vast quantity of information conveyed in a very lucid and
readable manner.”—H. A. 8corr in The Academy.

“No more enthusiastic worker, nor patient student, exists than Mr.
Hermann 8mith. The structure, character and capabilities of every kind
of musical instrument have becn the objects of his study for many years.
To an intense love of his subjects he adds an attraetive style. . . . The
liking of the ear in music is a liking by inheritance, transmitted as a
facial type is. This view is new, ete.”—Birmingham Daily Post.

THE RISE OF MUSIC. By Joserm Gooparp. With numer-
ous INustrations, In the Press.

HISTORY OF HUNGARIAN MUSIC, By J. Kavoy (Director

of the Royal Hungarian Opera). Crown 8vo, bevelled
cloth, 2s. 6d. net.

The Hungarians must have had a special love for music in their ori-
ginal home, for in their eacrifices and other religious ceremonies, in their
national festivals, before and after a battle, at banquets and funerals,
song, music and daneing played an important part,

* Information not to be had anywhere else . . . . . should be on every
musical sholf.”’—Internationalen Musgikgesellschaft.
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THE GROWTH AND DEVELOPMENT OF MUSIC.
Described in Chapters on the Study of Musical History.
By Epwarp Dickinson. With an Annotated Guide to
Music Literature. Over 400 pp. Thick 8vo, cloth, 10,
CHAPTERS :—1. Primitive Mugic. 2. Music of the Ancient Cultured
Nations: Assyrians, Egyptians, Hebrews, Greeks aud Romang. 3. Song in
the Early Christian Church. 4. The Catholic Liturgy. 5. The Catholic
Liturgiec Chant. 6. Beginnings of Polyphonic Music. Popular Music in the
Middle Ages. 7. The Age of the Netherlanders, 1400-1550. 8. Choral Musie
of the Sixteenth Century. 9. Early German Protestant Music. 10. Pro-
testant Church Musie in England. 11. The Madrigal—The Gpera—Modein
Tonality. 12. Early Growth of Fnstrumental Music¢. 13. The Vielin aund
its Music: First Stages of the Suite and Sonata. 14, Keyed Chamber In-
struments : Progress of the Clavier Suite and Sonata. 15. The Italian Opera
in the Seventeenth Century. 16 The Opera Buffa, Seventeenth and Kigh
teenth Centuries. 17. Rise of the Opera in France, Seventeenth Century.
18. Italian Opera S8eria in the Lighteenth Century. 19. Iatreduction of
the Italian Dramatic Forms into German Religious Music. 20. Johann
Scbastian Bach, 1685 1750. 21. Handel, 1685.1759. 22, Opera-Comigue in the
Eighteenth Century. 23. Gluck, 1714-1787. 24. Haydn, 1732-180). 25. Mozart,
1756-1791.  26. Beethoven, 17701827, 27. The German Romantic Opera.
Weber, 1786-1826. 28. ‘the German Licd. Schubert, 1797-16828. 29. Piano
Playing to about 1820. 30. Schumann, 1816 1856. 31. Mendelssohn, 1502
1847, 32. Chopin, 1809-1849. 23. Programme Music. 34. Berlioz, 1803-1869.
35. Liszt, 1811-1886. 36. The Opera in the Ninctecenth Centliry to about
1850. 1I. Italian Opcra. 37. The Opera in the Ninetcenth Century to about
1850. II. French Opera. 38. Wagner, 1813-1883. 39. Recent Music in Ger-
many and Austrin. 40. Recent Music in France. 4L Reeent Music
Ttaly. 42. Recent Music in Rlussia, Bohemia and Scandinavia. 43. Recen
Musie in England and America. Bibliographical List. Index.

Mr. Dicrinsow in hie Preface says:—The vastness and complexity of the
study of the history of music are bewildering to those who enter upon it
unassisted. This volume is intended to clear the way by indicating the
problems, the method and the materials. The narrative and eritical por-
tion gives a terse and comprehensive summary of music history, showing
what are the important subjects involved and their. connections and rela-
tions. The bibliographical ecctions lead the student to the best critieal
commnientaties in the English language on every phase and detail of the
subject.

““ Mr. Dickinson has written a book of unquestionable valuc . . . . . the
author’s critical judgment is highly discriminating.”—Musical Standard.

Mr. Ernnst NEwMAN in the Manchester Guardian writes :—Mr. Dickinson
has had the excellent idéa of furnishing the musical student with a guide
to the best literaturc in English upon the Art . . ... For Mr. Dickinson’s
general treatment of his subject one can have nothing but praiec. His
method is to take cach stage in the devclopment of music separately,
characterise it in a short but highly concentrated chapter and then give
references to the complete English literature upon the subject. His sum-
maries are models of sound judgment and swift statcment, not more than
once or twice, perhaps, could one find fault with either their completencss
in every ecssential point or their cool and Catholic impartiality. The
bibliographical guides are practically as full as they could be made. . . . .
the total omisstons arc exceedingly trifling, while the extent and the
sceuracy of the information conveyed make the book indispensable to
students and to publie libraries.
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THE STUDENT’S HISTORY OF MUSIC. History of Music,
from the Christian Era to the present time. By Dz. F.
I.. RirrEr. Third Edition. 478 pages of Letterpress
and 72 Plates of Musical Illustrations. Thick crown
8vo, cloth, 7s. 6d.

“To such as are preparing for examination this valuable work must
render great service.”—Christian Age.

" A reliable guide to those students who as he says  fcel the desire, the
waunt, of a deeper and more general knowledge of and information as to,
the growth and progress of their art than is common.” That this intention
has been guccessfully carried out in the preeent volume we can conscien-
tiously affirm.”—Musical Times.

“With the exception of Mr. Hullal’s Lcctures, we can recall no book
in the English language of recent date which attempts to cover the same
ground. Both as useful to the student as a work of reference, and as
interesting and instructive to the general reader on musical subjects, this
work of Professor Ritter may confidently be recommended.”—Monthly
Musical Record.

A HISTORY OF PIANOFORTE MUSIC. With Critical
Hstimates of its Greatest Masters and Sketches of their
liives. By Joun C. Fruumore. FEdited with an Intro-
ductory Preface by Ripiey Prenrrice. Crown 8vo,
cloth, 3s. €d.

8yNops1s :—The Pianoforte and its Immediate Precursors (the Harpsi-
chord and Clavichord)--Polyphonic Music (Bach, Handel, D. Scarlatti)—
Homophonic Music (E. Bach, Haydn, Mozart)—The Emotional Content of
Music (Beethoven)—The Classic and the Romantic in Music (Weber, Schu-
bert, Mendelssohn, Chopin and Schumann)—Technique of the First Olas-
sical Period—Technique of the Second Classical Period—Technique of the
Transition Period—Technique of the Romantic Period—Minor Composcrs
and Virtuosi of the Different Epochs—Index.

Duprry Brek says of it:—“ In my judgment the work should be in the
hands of cvery earncst student.”

MANUAL OF MUSICAL HISTORY. From the Epoch of
Ancient Greece to our present time. By Dr. F. L.
Rrrrer. Second Hdition. Cr. 8vo, bevelled cloth, 2s. 6d.

“ An agreeably and cogently written volume, dealing with a variety of
topics which hear more or less directly on the history of music.”—W. H.
Wrsng in The Pianist’s 4. B. C

 Portable and well arranged * * * well up-to-date and contains a useful
index. Students preparing for cxaminations will find the hook distinctly
scrviceable.” —Teacher’s Times.

CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY.
By F. J. Crowest. Revised and Enlarged Edition.
Tenth Thousand. 187 pp. Post 8vo, cloth, 2s. (paper, 1s.)

This work gives special attention to English musicians, and is brought

down to 1905.

Musical Education says:— An excellent little book—yet not so little
since it contains an immense amount of information—historical, biographi-
cal and oritical—in a very small eompass.”’
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ENGLISH HYMN TUNES. From the 16th Century to the
Present Time. By the REv. A. W. Marim. Containing
21 Musical Illustrations. 8vo, sewed, 1s.

THE PAST AND THE FUTURE. Inaugural Lecture at
Gresham College, Nov., 1890. By J. FrEDERICK BRIDGE.
Mus. Doc. Crown 8vo, sewed, 6d.
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A PRACTICAL TREATISE ON ORGAN BUILDING. By F.
E. RoBerrson. With Working Drawings and Appen-
dices for ready calculation of all parts. Text in one
vol. Demy 8vo, and numerous plates in a royal 4to
vol. 2 volumes, 3ls. 6d. net,

“ Many books upon Organ Building have been published in recent years,
but for fulness of information not one approaches Mr. Robertson’s work,
wherein practical details and directions are given in every department of
Organ construction. The book is of course based upon old Don Bedos’
famous work, and contains the most valuable portion of Dr. Topfer’'s Ger-
man treatise, together with his learned diagrams and illustrations.”—
HerMANN SMITH’S ‘“ The Making of Sound In the Organ and In the Or.
chestra.” W. Reeves.

MODERN ORGAN TUNING, The How and Why, Clearly
Explaining the Nature of the Organ Pipe and the
System of Equal Temperament, Together with an His-
toric Record of the Evolution of the Diatonic Scale
from the Greek Tetrachord. By HErMANN SwmirTh,
Crown 8vo, cloth, 3s. 6d.

“1 have read ‘Modern Organ Tuning' with great interest. It is a
book of value and should find appreciative readers. It should be a hand-
book with students of the organ and organ tuning.”—A. J. HIPKINS.

‘“ Simple non-technical terms sets out with an attractiveness and lucidity
I have never seen surpassed the history of the evolution of the diatonic
seale from the Greek tetrachord * * * by no means intended for organ
students alone * * the historical explanations add to the fascination of
this volume.”’-—Daily Telegraph.

*“ The book is just such another as its author's similar manual on the
tuning of pianos, o workmanlike handbook; full of sound practical adviec
for the craftsmen concerned.”’—Scotsman.

““ Reoommended to the notice of organists with the fullest confidence that
they would derive both pleasure and profit from its perusal.”’—Secottish
Guardian,

THE INFLUENCE OF THE ORGAN IN HISTORY. By
Duprey Buck. Crown 8vo, sewed, ls.

A SHORT HISTORY OF THE ORGAN, Organists, and Ser-
vices of the Chapel of Alleyn’s College, Dulwich. With
Extracts from the Diary of the Founder. By W. H.
Srocks. Crown 8vo, sewed, 1s.

ANALYSIS OF MENDELSSOHN’S ORGAN WORKS. A
Study of their Structural Features. For the Use of
Students. By Josera W. G. Hareaway, Mus. B. Oxon.,
127 Musical Examples. Portrait and Facsimiles. Crown
8vo, bevelled cloth, 4s. 6d.




18 ORGAN.

RINK’S PRACTICAL ORGAN SCHOOL: A New Edition.
Carefully Revised. The Pedal Part printed on a Separ-
ate Staff, and the Preface, Remarks and Technical
Terms translated from the German expressly for this
Tidition by Jom~x Hrirrs. The Six Books Complete, hand-
somely bound in red cloth, gilt edges, ob. folio, 10s. 6d.
net (issued at 20s.), or the six parts 7s. 6d. net (issued
at 0s. each.)

The best edition cver published of this Grand Classical work. No other
edition will bear comparison with it for carc and skill in editing, nor for
heauty of engraving and cxcellence of printing. One speeial merit of this
edition is that the bad lines are bold, and that they arc drawn right through
the seore, instead of through each staff, as was the custom in days gone by.
The student who will take the trouble to test this ecdition againet any
other, will at once perceive the advantage he gaing from this clear and
distinct style of “ barring ; to an advaneed performer the matter may he
perhaps of less importanee, but even he cannot fail to appreciate the com-
fort of increased legibility.

As a royal road to thorough and sound Organ Playing in all styles, thexe
is no other *“ School, which will hear comparison with thig: a Beginner
can follow no better course than to go through it slowly, allowing, say six
months for the process, one month for each book. Sir Herbert Oakeley,
Mus. Doc., late Professor of Music in the University of Edinburgh, says:—
Rink’s name will always live as that of an executant, and of a safe guide
towards the formation of a sound and practical Organ-Player: his works
comprisc many artistic studies.’’ The illustrious Frenmch eritic, ¥. J.
Fetis, writes thus :—** In the composition of mueic for the Organ the talent
of Rink was of a character peeuliar to himself. His elegant and simple
style was generally noble and dignified. His harmony has much ahout it
that is uncommon and unexpected; his meclody is sweet and touching. He
did not try to write ° diffieulties,” his cvident objeet was to work for pro-
vincial organists, to form their tasks and to perfect their studies. He eulti-
vated the imitative style, hut in a simple and natural moanner; in the
elaborate Fugue style he wrote but little; in the course of a conversation I
asked him the reason, and he made the scensible reply :— Bach is a
Colossus who dominates the musical world; it is useless for anyone to hope
to follow him in his own peculiar domain, except at a distance; he has
eclipsed everything, and, in that which he has done, he ig inimitable, I
have, thevefore, always thought that in order to compese music worthy of
heing heard and approved, o different path shonld be chosen.” ”

REFORM IN ORGAN BUILDING. By Tromas Cassox.
Crown 8vo, sewed, Gd

ORGANS AND ORGANISTS IN PARISH CHURCHES, A
Handbook of the Law velating to the Custody, Control
and Use of Organs, and to the Position, Lights, and
Disabilities of Organists, to which is Added a Chapter
on the Hiring of Pianos, and on ¢ The Three Years
System.”” By Wiuriam C. A, Brew, M.A., Oxon., of
the Inner Temple, Fsq., Barrister-at-Law. Crown 8vo,
cloth, 28, 6d.
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ORGANIST’S QUARTERLY JOURNAL of Original Composi-
tions. lidited by Dr. W. Sparx, 5s. per part. New
Series Volume, 160 large pages, oblong folio, bound in
cloth, 18s.

THE ORGAN PARTS OF MENDELSSOHN’S ORATORIOS
AND OTHER CHORAL WORKS. Analytically Coun-
sidered. By Orranpo A. Mansriern, Mus. Doc.,
F.R.C.0. With numerous Musical Examples. Crown
8vo, cloth, 4s. 6d.

HENRY SMART’S ORGAN COMPOSITIONS ANALYSED.
By J. BroarsHouse. Crown 8vo, bevelled cloth, 2s. €d.

THE EARLY ENGLISH ORGAN BUILDERS and their
Works, from the 15th Century to the Period of the Great
Rebellion. An Unwritten Chapter on the History of
the Organ. By Dr. E. F. Rimsavrr. Well printed.
With woodcuts, post 8vo, cloth, 3s. 6d.

THE MAKING OF SOUND IN THE ORGAN AND IN THE
ORCHESTRA. With many illustrations. By HEr-
MANN SMitH. Crown 8vo, cloth, 7s. 6d. In the Press.

Highily recommended by the late A. J. Hipkins.

THE PEDAL ORGAN: Its History, Design and Coustruc-
tion. By T. Casson. With Folding Plate. 8vo, sewed,
1s. net.

CATECHISM for the Harmonium and American Organ. By
Joun Hires. Post 8vo, sewed, 1s.
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MODERN ORCHESTRAL INSTRUMENTS: Their Origin,
Construction and Use. Together with ‘‘Precursors of
the Violin Family.” By K. ScHLESINGER. Being a
Practical Illustrated Handbook for the Use of Amateurs
or Students. Illustrated with numerous full-page
Plates, Cuts, Tables, etc., together with Appendix and
Explanatory Index. 8vo, cloth, 10s. In the Press.

ON CONDUCTING. By Ricuarp Waaner. Translated by

E. DannreurHER. Second Edition, cr. 8vo, cloth, 5s.
A Treatise on Style in the Execution of Classical Music, written by a
practical master of the grand style.

NOTES ON CONDUCTING AND CONDUCTORS. ByT. R.
CrocEer, F.R.G.S., F.Z.S., also the Organising and Con-
ducting of Amateur Orchestras, with three full-page
Illustrations of the Various ‘‘ Beats’’ and Plan of the
Orchestra. Third KEdition, Revised and Enlarged.
Crown 8vo, cloth, 2s. (paper, 1s.)

“ A mine of good things.”—Musical Opinion.

“One of the best guides to conducting.”—Music I'rades Review.

“ A capital little book brightly written and full not only of entertaining
and racily-told anecdotes, but also of clear and sensibly-expressed opinions
on musical matters.””—The Stage.

“The book appeals particularly to conductors of provincial societies,
whether instrumental or choral; it is written in a pleasant style, and is
full of practical hints by one who knows his subject well.”’—Monthly
Musical Record.

“ Many practical hints on the organizing and conducting of amatcur
orchestras and ohoral socicties.”’-—Morning Post.

HOW TO PLAY FROM SCORE. Treatise on Accompani-
ment from Score on the Organ or Pianoforte. By F.
Feris. Translated by A. Wwurirtingaam., With 40
pages of Musical Examples. Crown 8vo, bevelled cloth,
3s. 6d.

CONTENTS :—Introduction. 1. On the Different Arrangements of Voices
and Instruments in Scores (Partitions). 2. On Vocal Parts; Instrumental
Parts, their Fixed Pitch and the Manuner in which they are Written, 8.
Concerning the Manner in which the Accompanist should Read a Score in
order to grasp its Substance and its Details. 4. The Mechanism of Ac-
companiment. §. Concerning the Influenee of the Accompanist on the
Vocalist. 6. On Difference of Style. 7. On the Accompaniment of Early
Musio without Orchestra, the Duets and Trios of Clari, Durante, Handel
and the Psalms of Marcello. 8 On the Reproduction of Ancient Orches-
tral Accompaniments. Y. On the Modern Style of Accompaniment. 10. On
Mozart, Cherubini, Mehul, Spontini, Rossini and the Modern School. 11.
Conclusion.

This popular and useful book might have been entitled ‘“ The Art of
Making Arrangements for the Organ or Pianoforte from Full Orchestral
and other Boores.” 1t contains all that is necessary to know upon this
subject.
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REEVES’ VAMPING TUTOR. Art of Extemporaneous Ac-
companiment, or Playing by Ear on the Pianoforte,
Rapidly Enabling anyone having an Ear for Music (with
or without any knowledge of Musical Notation) to Ac-
company with Equal Facility in any Key. By Fraxcis
TavLor. Folio, 2s.

PIANOFORTE TEACHER’S GUIDE. By L. Praipy. Trans-
lated by Fanny Raymonp Rirter. Crown 8vo, boards,
1s.

“ Evidently written by a pianist who is a thorough master of his instru-
ment ag well as a good teacher.”—Educational Times.

“ Bome of the finest pianists of the day owe much of their technical
faeility to Plaidy's excellent method.”—Bazaar.

““ The best possible advice of a veteran; no teacher can read it without

benefit. Affixed is a list of studies in order of difficulty. This is especially
valuable.””—Schoolmaster.

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On
Rhythm, Measure, Phrasing, Tempo. By C. A. EHREN-
¥ECHTER. Crown 8vo, hevelled cloth, 2s.

““ Deals with rhythm, measure, phrasing and tempo as applied to piano-
forte playing * * ecxplains the difference betwcen the subjective and objee-
tive in delivery and expresses his opinion that a performance of the born
artist must of necessity be subjective, while the wavering, undecided, and
uninspired amateur will be safest in giving an altogether objective render-
ing. The section with reference to accent is particularly good. There are

pumerous illustrations from the works of the masters.”’-—W. H. WEBBE in
The Pianist’s A. B. C.

PIANO TEACHING. Advice to Pupils and Young Teachers.
By F. Le Courpey (Prof. in the Conservatory of Music,
Paris, etc.) Translated from the Third French Edition
by M. A. Bierstapr. Post 8vo, cloth, 2s.

‘“ Well worthy of perusal both by young teachers and pupils. The bock
contains sound advice, particularly applicable to the study of Pianoforte
playing.”—W. H. Weseg in The Pianist’s 4. B. C.

THE DEPPE FINGER EXERCISES for Rapidly Developing
an Artistic Touch in Pianoforte Playing, carefully Ar-
ranged, Classified and Explained by Amy Fay (Pupil
of Tausig, Kullak, Liszt and Deppe). Folio, English
Fingering, 1s. 6d. (Continental Fingering, 1s. 6d.)

The Musical Times says:—We are asked by & well-known pianist to say
that Herr Emil Sauer was trained up to his seventeenth year on the Deppe
system snd that he owes his wonderful technique almost solely to that
method * * * Our correspondent adds that Herr Sauer speaks as enthusias
tically of the Deppe method as did Mise Amy Fay.
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TECHNICAL STUDY IN THE ART OF PIANOFORTE
PLAYING (Deppe's Principles). By C. A. EHREN-
¥EcHTER, With numerous Illustrations. Fourth Edi-
tion. Crown 8vo, bevelled cloth, 2s. 6d.

CoNTENTS :—Position—Arm—Wrist—Fingers; Touch (Tone Production);
Legato; Equality of Tone; Tension and Contraction; Five Finger Exer-
ciges; Skips; The Scale; Arpeggio Chords; Firm Chords; High Raising of
the Arm; Melody and its Accompaniment; Connection of Firm Chords;
The Tremolo; The Shake (Trill) ; The Pedal ; Fingering.

A dctailed and exhaustive exposition of Deppe’s principles of the Piano-
forte technic in all its features, notably with regard to touch and pas-
sage playing, showing the immense advantage to be gained by their appli-
cation, from the elementary to the higher stages of technical development.

A professional musician who studicd after this method, writes in an issuc
of the Musical Standard as follows:—“ [ am surc many must have felt
with me that the old system of teaching was useless for the production of
a technique fit to grapple with the appalling difficultics of much of the
music of the modern romantic school of composcrs. Let all whom are
ambitious to overcome such difficulties attack them on the lines laid down
by C. A. Ehrenfechter, and I am convinced they will find, as I have done,
their desires realised in & most astonishing manner.”

THE ART OF TUNING THE PIANOFORTE, A New and
Comprehensive Treatise to Enable the Musician to Tune
his Pianoforte upon the System founded on the Theory
of Equal Temperament. By Hermanx Smite. Crown
8vo, limp cloth, New Edition, thoroughly Revised, 2s.

Readers will welcome this note of approval signed by A. J. Hipkins, a
name long associated with the Pianoforte and familiar to most musicians
in the musical literature of the present time. No better voucher could be
desired of the fair claims of this little book upon the reader’s attention and
counfidence. ““I have had the privilege of reading the proofs of Mr. Her-

mann Smith’s elear and exhaustive treatise on Pianoforte Tuning, and I

am satisfied that for the professional tuner, or the amateur who desires to

understand the subjeet and put the knowledge he acquires into praectice,

there is no book upon it yet published that may be compared with it. I

recommend all tuners or would-be tuners to study this unpretending and

excellent work, wherein the theory is laid dowa in clear and correct terms,
and the praetice, as far as this is possible, is indicated judiciously.”

AN ESSAY on the Theory and Practice of Tuning in General,
and on Schiebler’s Invention of Tuning Pianofortes
and Organs by the Metronome in Particular. Trans-
lated by A. WesraAN. Crown 8vo, sewed, 1s.

PRACTICE REGISTER for Pupil’s Daily Practice. A
Specimen, 1d., or 1s, per 100.
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TECHNICAL AND THEORETICAL.

THE STUDENT’S HELMHOLTZ. Musical Acoustics or the
Phenomena of Sound as Connected with Music. By
JorN BroapHOUSE. With more than 100 Illustrations.
Fourth Edition. Crown 8vo, cloth, 7s. 6d.

“In his Preface the author says:—° The object of the present book is to
give, in one volume, a good gencral view of the subject to those who can
ncither sparc time to read, nor money to buy a number of large and
cxpensive works.” A perusal of the book justifies us in asserting that this
design is most satisfaotorily earried out; and it is not too much to say
that although the plan of the work excludes the possibility of minutely
dissecting every subject treated upon, any careful rcader may obtain so
clear an insight into the principle of acoustics, as to enahle him not only
to pass an examination but to store up a large amount of general know-
ledge upon the phenomena of sound.”’—Musical Times. -

“The Student’s Helmholtz will be very uscful to many musicians, to
whom much in Helmholtz’'s work must appear obscure. I shall recommend
the book whenever an opportunity offers itself.”’--Dr. RITTER.

THE ART OF MODULATION. A Series of Papers on Modu-
lating at the Pianoforte. By Henry C. BANISTER.
With 62 Musical Examples. Crown 8vo, limp cloth, 2s.

Moreover in writing a composition there is time to think, devise and
contrive; but that which is the subject of thc above work is promptness,
rendiness, and quick thought under special circumstances.

Not only at examinations—viva voce—but in actual cxperience, is ability
required to pass rapidly with very little ““ process’ from one key to
another.

“ A great portion of the book is taken up with analyscs of the modula-
tions employcd by the grcat composers in their most significant works—
these arc always scholarly and ingenious and certainly show how by prac-
tice wedded to andequate knowledge it may be possible to pass rapidly with
very little of what the writer calls ‘ process’ from onc key to another.”—
London Musical Courier.

THE ART OF MODULATION. A Hand-book Showing at a
Glance the Modulations from one Key to any Other in
the Octave, consisting of 1,008 Modulations. For the
Use of Organists and Musical Directors. Edited by
Carr1 Zorrier. Second Edition. Roy. 8vo, cloth, 4s.
(paper, 2s. 6d.)

COMPLETE PRONOUNCING DICTIONARY OF MUSICAL
TERMS. By Dz. Dupiey Buok. Sixth Edition, with
the Pronunciation of each Term aeccurately given.
Edited and Revised by A, WrHirTiNn¢HAM. Crown 8vo,
cloth, 1s. (paper, 6d.)

A most valuable and uscful little hook to all musical people. The method
adopted for giving the correct pronunciation of each term is most concise
and clear.
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ELEMENTARY MUSIC. A Book for Beginners. By D=.
WESTBROOK. With Questions and Vocal Exercises.
Thirteenth Edition. Crown 8vo, cloth, 1s. 6d. (paper,
1s.)

CoNTENTS :—1. The Staff and its Clefs. 2. Notes and their Rests. 3.
Bars and Time. 4. Accidentals. 5. Keys and Scales. 6. Intervals. 7.
Musieal Piteh. 8. Accent. 9. Sccondary Signs. 10. Ornaments and Groups
of Notes. 11. Voices and Scores. 12. Church Modes. 13. Italian and other
Directions. 14. Foreign Note-Names. 15. Questions. 16. Vocal Exercisca

‘“ His cxplanations are cxtremely clear. The guestions at the end will
be found very useful.””—Musical Times.

““ This little primer is one of the best of its kind, and forms an admir-
able course of preparation for the local examinations in music * * * * it
ensures, as far as a book can, an intelligent and thorough grasp of the
elements of musical knowledge. The questions at the end of the book will
be found invaluable to teachers.”—Journal of Trinity College, London.

HOW TO MEMORIZE MUSIC. By C. I. Xenvon. With
numerous Musical Kxamples. Crown 8vo, cloth, 2s.
(paper, 1s.)

““ Mr. Kenyon proves himsclf an excellent guide; and indeed we know

of no other work devoted to the subject with which he has dealt so thor-
oughly and so suecessfully.”—Glasgow Herald.

“Points out the paramount importance of heing able to play from
memory. Many useful hints are given on the course of study to be
adopted.”—Morning Post.

“ A most valuable little book of eight chapters, containing valuable
information on the art of memorising, with many illustrations.”-—Western
Morning News.

" May do much good inducing young pianists to exert their brains to-
gether with their fingers.”—Yorkshire Post.

HARMONY AND THE CLASSIFICATION OF CHORDS.
With Questions and Exercises. By Dr. J. H. Lewis.
Vol. 1, 8vo, boards, cloth back, 5s.

———— Ditto, Vol. 2. 8vo, boards, cloth back, 5s.

COUNTERPOINT : A Simple and Intelligible Treatise. Con-
taining the most Important Rules of all Text Books, in
Catechetical Form ; (Forming an Answer to the Question
‘“What is Counterpoint?’’) Intended for Beginners.
By A. LivinestoNe Hirst. Crown 8vo, sewed, 9d.

MUSIC, A First Book for Beginners, Embodying the most
Recent English and Continental Teaching. By Arr¥rep
WaittingEAM. Crown 8vo, sewed, 3d.

The two principal objects kept in view in writing this little hook were
Thoroughness of Definition and Regular Order in the arrangement of Sub-
jects, It differs from all other similar works in that all the technical
terms in music are introduced in the Answers not in the Questiona.
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THE HARMONISING OF MELODIES. A Text-Book for
Students and Beginners. By H. C. Banister. Third
Edition, with numerous Musical Examples. Crown 8vo,
limp cloth, 2s.

CraprERS :—Introductory, The Resources of Harmony ; Harmonising with
Common Chords Only, General Principles; Couplets of Common Chords;
Plan, Rhythmical Structure, Phrases, Cadences; Cadences in Connection
with Modulation, Melodies in the Minor Mode; Continuity, Congruity with
Words ; Ilustrations of Harmonising the same Melody in Different Ways
with Changed Mode; Florid Melodies, Unessential Notes, Different Forms
of Harmonising; Pianoforte Accompaniment to a Melody; Arpeggio Ac-

companiment; Accidentals and Chromatic Passing Notes, A Caution,
Summary.

MUSICAL SHORTHAND for Composers, Students of Har-
mony, Counterpoint, etc., can be Written very Rapidly
and is more Legible than printed Music, with Specimens
from Bach, Handel, Chopin, Wagner, Mendelssohn,
Spohr, Mozart, etc. By I'rancis Tavror, 14 pages,
12mo, sewed, 6d.

** Composers and Students of Music expend a vast amount of time in mere
painful mechanism.”” We have only six totally unlike signs. These from
their simplicity can be written with great rapidity, one dip of the pen
sufficing for an entire page, and the writing being as legible as possible.—
Preface.

TRANSPOSITION AT SIGHT. TFor Students of the Organ
and Pianoforte. By H. Ernst Niceor. Third Edition,
with numerous Musical Exercises. Crown 8vo, cloth,
1s. 6d. (paper, 1s.)

Therc is no nced to dwell upon the usefulness or cven the nceessity of
transposition to the organist or the accompanist of songs. The practice of
transposing upon the lines here laid down developes the “ mental ear,”
quickens the musical perception and gives easc in sight-reading; as it is
evident that, if the student can transpose at sight, he will not have much
difficulty in merely playing at sight. The author has made free use of the
tonio sol-fa as well ag the old notation in his many musical examples.

MUSICAL ANALYSIS. A Handbook for Students. By
H. C. Banister. With Musical Illustrations. Crown
8vo, limp cloth, 2s.

This series of Papers has not been intended as a Treatise on its bound-
less subjeot; only illustrative of the way in which students may go to
work in tho interesting process of Analysis. To work at it is much more
interesting and improving than to read Analysis already made for thom.
The student should look out for benuties, even of the simpler kind, as
well as endeavour to solve reecondite problems. Try and enjoy the land-
scape and not merely map out the country.

““ This neatly-got-up volume is indispensable to all students of music. It
is at once thorough and popular, scientific and interesting, and whilst most
instructive, it is charmingly luminous.”—Gentleman’s Journal.
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EXERCISES ON GENERAL ELEMENTARY MUSIC. A
Book for Beginners. By K. Paige. Fourth Edition,
Part I. Price 9d. Part II., price 1s. Crown 8vo,
sewed (2 parts complete in cloth, 2s. 4d.)

CoxNTENTS of PART I.-—1. Pitch. 2. Length of Sounds. 3. Time. 4. Time
and Accent. 5. Intervals. 6. Bcales. 7. Transposition. 8. Syncopation. 9.
Bigns and Abbreviations. 10. Notation. 11. Miscellaneous Questions and
Exercises.

ConNTENTS of PaRT II.—1. Triads. 2. First Inversion of a Triad. 3. Second
Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Sequences. 7.
Cadences. 8. Dominant Sevenths, cte., cte.

‘““ We have much praise not only for the general arrangement of the book,
but for the lucid manner in which the questions are put. The Chapters on
Time and Accent are exceedingly good, and there are some useful cxercises
to accustom the pupil to transposition. We are especially pleased, too,
with the method of writing incomplete bars, and asking the pupil to supply
the missing parts with rests; also of requiring notes to be changed into
rests and rests into notes.”-—Musical Times.
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THE HISTORY OF THE VIOLIN and other Instruments
Played on with the Bow from the Remotest Times to the
Present. Also an Account of the Principal Makers,
English and Foreign. With Coloured Frontispiece and
numerous Full-page Illustrations and Cuts. By WiLLiam
Sanpys, F.S.A., and Simon Axprew FomsTtErR. 390
pages, 8vo, cloth, 7s. 6d. net (published at 14s.) 16(,“'

PRECURSORS OF THE VIOLIN FAMILY. By K.
ScuLesingER. Many illustrations. 8vo, cloth. In the
Press.

THE VIOLIN, Its History and Construction. Illustrated
and Described from all Sources. Together with a List
of Tyrolese and Italian Makers. With Twenty-nine Il-
lustrations and Folding Example of the First Music
Issued for the Lute, Viol and Voice. From the German.
By Jou~ Broapmouse. Crown 8vo, cloth, 2s.

HOW TO REPAIR VIOLINS and other Musical Instruments.
By Avrrep F. Common. With Diagrams. Crown 8vo,
boards, 1s.

INFORMATION FOR PLAYERS, Owners, Dealers and
Makers of Bow Instruments, Also for String Manu-
facturers. Taken from Personal Experiences, Studies
and Observations. By Wittiam Hepworta. With Il-
lustrations of Stainer and Guarnerius Violins and Guage
of Millimetres and Centimetres, ete. Crown 8vo, cloth,
2s. 6d.

CoxTENTS : —The Pegs—Neck—Fingerboard—Bridge—Tail-Piece—Saddle—
Violin Holder—Tail-pin—Bar—Sound Post—On the Stringing of Bow In-
struments in General Use—Strings—NRosin—Cleaning of the Instrument and
the Bridge—Bow—Violin Case—Repairs—Preservation—Conclusion.
TREATISE ON THE STRUCTURE AND PRESERVATION

OF THE VIOLIN and all other Bow Instruments. To-
gether with an Account of the most Celebrated Makers
and of the Genuine Characteristics of their Instruments.
By J. A. Orro, with Additions by J. Bismor. With
Diagrams and Plates. Fourth KEdition, further En-
larged. Crown 8vo, cloth, 3s.

Contains instructions for the repair, preservation and bringing out the
tone of ingtruments; tracing model for violin, mutes and fiddle holders;
list of classical works for stringed instruments. This work is especially
valuable for makers of violins.
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TECHNICS OF VIOLIN PLAYING. By Kari CoURVOISIER.
With Illustrations. Eighth Edition. Cloth, 2s. 6d.
(paper, 1s.)

“It is my opinion that this hook will ofter material aid to all violin
players.”’—JOACHIM.

“ As far as words, aided by diagrams, can make clear so practical a
subject as the playing of o musical instrument, this little book leaves
nothing to bhe desired. The author, who was a pupil of Joachim, has
treated the subject in a most thorough manner, and we can highly recom-
mend his little hook.”’-——Educational Times.

“ INustrated in the clearest possible manner, by really admirable
drawings.”—Graphic.

* Courvolsier, a pupil of Jonchim, has aimed at presenting an exposition
of the methods of that great master, in which attempt he has, according

to Herr Joachim’s own explicit declaration, been very successful.”’—
Scotsman.

““ A most thorough exposition of everything connccted with this difficult
ingtrument.”—S8choolmaster.

HOW TO PLAY THE FIDDLE. Ior Beginners on the
Violin, By H. W. and G. GaesswrriL. Fighth Edition.
Crown 8vo, cloth, 2s. (paper, 1s.)

Joscuim says :—“ Contains many useful hints about violin playing.”

CoNTENTS :—(General and Introductory—On Teaching the Vielin—On In-
struction Books—On Practicc—Relating to the Purchase of a Violin-—Im-
portance of Buying a Good One—How to Set about Sccuring a good Violin
—The Merits of 0ld Fiddles, Age and Use—The Testing or Making Trial
of a Fiddle—Prescrvation and Repair of Violins—Gencral and Historical—
Few Short Remarks of a General Character-—-Short History of Some Cele-
brated Violin Makers—The Sound Bar and the Sound Post—The Bridge-—
A Few Words on the Pegs, Mute, Resin and Fingerboatrd-—The Strings—
The Mode of Stringing—The Bow-—Bowing—The Method of Tuning the
Violin—Some Rules to be Obscrved in Playing—Double Stopping—Har-
monice—Bemarks on the Shift—The Shake—On Playing with an Accom-
paniment—Concluding Observations.

“We can cordially recommcend this clever little work to all who ave
studying the violin.”—Graphic.

HOW TO MAKE A VIOLIN, Practically Treated. By J.
Broapuouse. Two large Folding-plates and many Dia-
grams, Figures, etc. Post 8vo, bevelled cloth, 3s. 6d.

ConTENTS :—Introduction—The Parts of the Violin—On the Sclection of

Wood—The Tools Required—-The Models—The Mould—The Side-picces and

8ide Linings—The Back—Of the Belly—The Thickness of the Back and

Belly—The Bass Bar—The DPurfling—The Neck—The Finger-Board—The

Nut and String Guard—Varnishing and Pelishing—Varnishes and Colour-

ing Matter—The Varnish—A Mathematical Method of Construeting the

Qutline—The Remaining Accessories of the Violin.

VIOLIN MANUFACTURE IN ITALY and its German Origin.
By Dr. E. Scuepek. Translated by W. E. Lawson.
Second Edition. Square 12mo, sewed, Is.
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FACTS ABOUT FIDDLES. Violins Old and New. By J.
BroapHOUSE. Fourth Edition. Crown 8vo, sewed, 6d.

LIFE OF STRADIVARIUS. See ‘‘ Biographical Section.”

SKETCHES OF GREAT VIOLINISTS AND GREAT
PIANISTS. See ‘‘ Biographical Section.”

THE VIOLIN TIMES. Edited by E. Poronaskr. With Por-
trait Supplements. Yearly Volumes. 4to, cloth, Gs.
each. Annual subscription 2s. 6d. (Abroad 3s.)

BIOGRAPHICAL DICTIONARY OF FIDDLERS. See ¢ Bio-
graphical Section.”
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OBSERVATIONS ON THE FLORID SONG. Or Sentiments
on the Ancient and Modern Singers. By P. F. Tos1.
Translated by Mnr. Garnrarp. With folding Musical
Examples. 184 pages. A Reprint of this Celebrated
Book, first published in 1743. Crown 8vo, boards with
vellum-like back, price 5s. (pub. 10s).

Recommended to all Students of the Italian Method of Singing by the
late Charles Lunn.

“The readers of the Ktude have frequently been treated to quotations
from this remarkable work. To the teaclier and student of singing it has
a peculinr message. It stands for all that is sound and final in the phil-
osophy of singing and shows that the sestheties and morals of the art are
changeless. Those who need a healthiul mental stimulus should read this
reprint of a work that represents the best thought and practice of the
old Italian singers and singing masters.”—The Ftude.

“1t is & practical treatise on singing in which the aged teacher em-
bodics his own cxpericnce and that of his contemporarics at a time when
the art was probably more thoroughly taught than it has ever been since.
Many of its remarks would still be highly uscful.”—Grove’s Dictionary of
Musie and Musicians.

Les principes de 'ancienne et belle école du chant italien sont cxposés
dans cet ouvrage avec Clarté ot sont accompagnés d’observations qui démon-
trent que Tosi fut un grand maitre dans cet art. Galliard a denné une
tradunction anglaise de cc livre accompagne de notes, d laguelle Burney
accorde des Eloges, ot que Hawkins critique amarement.—Fetis, Biegraphic
des Musiciens.

“ The treatise of Tosi is altogether practical and contains a great number
of particulars respecting the management of the voice, and the method of
singing with grace and cloquence. Morcover it contains short memoirs
and general characters of the most celebrated singers, male and female,
of the author’s time. Tosi was not only a very fine singer, ete.”—Die-
tionary of Musicians, 1827,

CATECHISM OF PART SINGING. And the Choral Services.
By Jom~ Hitgs. Third Edition. Thick post 8vo,
sewed, price ls.

Advice to gingers on every point of interest in referenee to the vocal
organs.

RUDIMENTS OF VOCAL MUSIC. With 42 Preparatory
Fixercises, Rounds and Songs in the Treble Clef. By
T. Mxg ParTison. Second Edition. Post 8vo, sewed, 4d,

VOICE PRODUCTION AND VOWEL ENUNCIATION. By
F.F, Megwnurs Levien. Diagrams by Arnravr C. Bru-
rEND. Post 8vo, sewed, 6d.

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS. By Dr.
Westrook. Post 8vo, sewed, 2d.
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TWELVE LESSONS ON BREATHING AND BREATH CON-
TROL. TFor Singers, Speakers and Teachers. By Geo.
E. Tuorr. Crown 8vo, limp cloth, 1s.

TWENTY LESSONS ON THE DEVELOPMENT OF THE
VOICE. TFor Singers, Speakers and Teachers. By
Gro. E. THoRP. Crown 8vo, limp cloth, 1s,

Mr. Thorp’s two books have from time to time been reecommended by
various eminent vocal specialists as giving practical aid and advice for
the training, eare and development of the voice. They are free from any
biased ** system ’’ or “discovery.”

TREATISE ON THE TRAINING OF BOY’S VOICES. With
Examples and Exercises and Chapters on Choir-Organ-

ization. Compiled for the Use of Choirmasters. By
George T. Freming. Crown 8vo, cloth, 2s.

GRADUATED COURSE OF EXERCISES FOR BOY
CHORISTERS. With Pianoforte Accompaniment,
For Use in Conjunction with Above, By G. T.
FreminG.  4to, album, sewed, Is.

~——-—Ditto, Boy’s Voice Part only, 6d.

50 MUSICAL HINTS TO CLERGYMEN. Management of
Breath, Classification of Male Voices, Management of
the Voice, The Service. With twenty specially written
Exercises. By Gro. F. Grover. Crown 8vo, sewed, ls.

SOME FAMOUS SONGS. An Art Historical Sketch. By
F. R. Rirrer. 8vo, sewed, 1s.

HOW TO MANAGE A CHORAL SOCIETY. By N. KiLBURN,
Mus. Bac. Third Edition, Revised. Crown 8vo, sewed,
6d.

HOW TO SING AN ENGLISH BALLAD. By E. Puivp,
Seventh Edition. Crown 8vo, sewed, 6d.

“ 1t would be difficult to find a casket of brighter gems than those which
lie within the cover of this little work.”—Illustrated London News.
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HOW TO UNDERSTAND WAGNER’S “RING OF THE
NIBELUNG.” Being the Story and a Descriptive Ana-
lysis of the ‘‘ Rheingold,”’ the ¢ Valkyr,”’ ‘‘Siegfried’’
and the “ Dusk of the Gods.”” With a number of Musi-
cal Examples. By Gustave Kopse. Sixth Edition.
Post 8vo, bevelled cloth, gilt top, 3s. 6d.

“To be appreciated in the smallest way Wagner must be studied in
advance.”’—Illustrated London News.

WAGNER. ‘“Der Ring des Nibelungen.”” Being the story
concisely told of ‘‘Das Rheingold,” ¢ Die Walkiire,”
““ Siegfried’” and ¢ Gotterdimmerung.”” By N, Kirn-
BURN. Crown 8vo, sewed, 6d.

WAGNER. A Sketch of his Life and Works. By N. Kir-
BURN. Sewed, 6d.

WAGNER’S ¢“PARSIFAL.” And the Bayreuth Fest-Spiel-
haus. By N. Kirsur~x. Crown 8vo, sewed, 6d.

WAGNER. See ¢ Makers of Music.”
ss  ‘“ Beethoven.”
s ‘“Mezzotints in Modern Music.”

REEVES’ CATALOGUE OF MUSIC AND MUSICAL
LITERATURE. Ancient and Modern, Second-Hand
and New ; containing the Contents of Libraries recently
purchased, with a large quantity of Curious, Scarce, and
Useful Music : Full Scores, Organ Music, Duets, Trios,
Quartetts, Quintetts, Sextetts, Septetts, ete.; Tutors,
Historical, Theoretical and Biographical Works in Eng-

- lish, French, German, Italian, Spanish, Dutch, etc.,
including some Works of the greatest rarity and value.
On Sale for Cash. The Catalogue sent post free on
application.

“Mr. W, Reeves, who has established his claim to be regarded as the
recognized publisher of English Musical Literature, has & strong list of
books for the amateur and the professor.””—Publishers’ Cireular.

““ The best and safest method for the inexperienced to adopt, is to make
application to some leading and trustworthy publisher of musical books of
the class in question, relying on his judgment and the traditions of his
house to supply what is genuine and suitable. Without being invidious,
we may say that such a publisher is Mr. W. Recves.”’—Bazaar.






