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DICTIONARY

or

MUSIC AND MUSICIANS.

PLANCHE, Jauzs RoBINSoN, of French de-
scent, born in London Feb. 27, 1796 ; made Rouge
Croix Pursuivant of Arms 1854, and Somerset
Herald 1866 ; died in London, May 30, 1880,
Mr. Planché’s many dramas and extravaganzas
do not call for notice in these pages; but he
requires mention as the author of the librettos
of ‘ Maid Marian, or the Huntress of Harli
an Historical Opera,’ for Bishop (Covemt Garden,
Dec. 3, 18232), and * Oberon, or The Elf-King’s
Oath, s Romantic and Fairy ’ for Weber
(Covent Garden, April 12, 1826). In 1838 he
aleo wrote for Mesers. Chappell a libretto founded
on the Si of Calais by Edward III., with a
view to its being set by Mendelssohn. Mendels-
sohn however was not satisfied with the book,
and it was ultimately transferred to Mr. H
Smart, by whom a large portion was com,

The correspondence between Mendelssohn and
Planché may be read in the Autobiography of
the latter (1872 ; chap. 31). EG.
J‘:’LANQI%ETPE, Roperr, born in l;Paria,
31, 1850; passed rapidly through the
Conservatoire, and first appeared as a composer
of songs and chansonettes for the Cafés-concerts.
Encouraged by the popularity accorded to the
bold rhythm and slightly vulgar melody of these
songs, he rose to operettas,— Valet de cour,’
‘Le Serment de Mme, Grégoire,’ and °*Paille
&avoine” The decided p: evinced by this
last piece was confirmed by ‘ Les Cloches de
Corneville,” a 3-act c:Eeretta. produced with im-
mense neosea :h “:lrol:;. dramatiques gn
April 19, 1877, adapted to the English stage by
Farnie and Reece, and brought out at the Folly
Theatre, London, Feb. 23, 1878, with equally
i fortune. Planquette has
since com, and published ‘Le Chevalier
* 1 act (Monte Carlo, Feb. 8, 1879), and
‘Les Voltigeurs de la 32me. 3 acts (Théatre
de 1a Renaissance, Jan. 7, 1880). It is to be
boped that he will aim higher than he has
YoL. o1, PT.I.

/

hitherto done, and add refinement to his un-
doubted gift of melody. [(G.C]
PLANTADE, CHARLES HENERI, born at Pon-
toise, Oct. 14, 1764 ; was admitted at 8 to the
school of the ting’l ‘Pages de la musique,’ where
he learned singing and the cello. On leaving this
he studied composition with Honoré Langlé (born
at Monaco, 1741, died at Villiers le Bel, 1807), &
popular singing-master, the pianoforte with Hull-
mandel (born at Strassburg, 1751, died in London,
1823), an excellent teacher, and the harp, then
fashionable instrument, from Petrini (born in
1744, died in Paris, 1819). Having started as a
teacher of singing and the harp, he published a
number of romances, and nocturnes for 2 voices,
the success of which procured him admission to the
stage, for at that time the composer of * Te bien
aimer, O ma chdre Zélie, or some such simple
melody, was considered perfectly competent to
write an opera. Between 1791 and 1815 Plan-
tade produced & dozen or so dramatic works,
three of which, ¢ Palma, ou le voyage en Gréce,’
2 acts (1798), * Zoé, ou la pauvre petite’ (1800),
and ‘Le Mari de circonstance’ (1813), 1 act each,
were engraved. The whole of this fluent but in-
gipid music has disappeared. His numerous
sacred compositions are also forgotten; out of
about a dozen masses, the * Messe de Requiem’
alone was published, but the Conservatoire has
the MS. of & *Te Deum '’ (1807), several motets,
and 5 masses. From these scores it is evident
that with an abundance of easy-flowing melodg.
Plantade had neither force nor originality. He
had a great reputation as a teacher, was n
olished man of the world, and a witty and bril-
iant talker. Queen Hortense, who had learned
singing from him, ured his appointment as
Mattrg de Cbapellept?cher husband, and also as
rofessor at the Conservatoire(1799). He gave up
Kis class in 1807, but resumed it in 1815; was dis-
missed on April 1, 1816, reinstated Jan. 1, 1818,
and finally retired in 1828. He vlv;adeoomted



2 PLANTADE.

with the I?ion of Honour by Louis XVIII.
in 1814. is best pupil was the celebrated
Mme. Cinti-Damoreau. He died in Paris, Dec. 18,
1839, leaviniotwo sons, one of whom, CHARLES
FrANgors,—born in Paris April 14, 1787, died
March 25, 1870,—composed numerous ns
and chansonnettes, some of which have been
popular. [G.C]

PLAYFORD, JoHR, stationer, bookseller, mu-
eicseller and publisher, is commonly said to have
been born in 1613. He was really born in 1633,
a8 is evidenced by its taken at various
dates on which his age is stated. He carried on
business ‘at his shop in the Inner Temple, near
the Church door.” In middle life, probably from
about 1663 to 1679, he had a house at Islington,
where his wife kept a ladiee’ echool, and after-
mti: ﬂo&ﬁo,. ;ﬂid&i ‘in'Amnu;iel Street:
near the e side, over against the George.
His first musical publications were issued in
1653, and comprised Hilton's ‘Catch that catch
can,’ ‘ Select Musicall Ayres and Di es,” and
¢ Musick's Recreation on the Lyra Violl' On
Oct. 39, 1653, he was chosen clerk of the Tem-

le Church. In 1654 he published his ‘ Breefe | 804/

troduction to the Skill of Musiok for S8ong and
Viall.” Of that impression but one copy is now
known, which was for many years in tge posses-
sion of the late Dr. Rimbault, and produced 10
guineas at the sale of his library in 1877. In
1655 Playford published an enlarged edition of
it, which long passed as the first. It is divided
into two books, the first containing the principles
of music, with directions for singing and playing
the viol ; the second the art of com, music
in parts, by Dr. Campion, with additions by
Christopher Sympson. The book acquired great
ularity ; in 1730 it reached its 19th edition,
E)xependent of at least six intermediate unnum-
bered editions. There are variations both of the
text and musical examples, frequently extensive
and img)ortant, in every edition. In the 10th edi-
tion, 1683, Campion's tract was replaced by ‘A
brief Introduction to the Art of Descant, or compos-
ing Music in parts,” without author’s name, which
in subsequent editions appeared with considerable
additions, by Henry Purcell. The 7th edition
contained, in addition to the other matter, ¢ The
Order of performing the Cathedral Service,” which
was oontinued, with a few exceptions, in the
later editions. Five different portraits of the au-
thor, taken at various periods of his life, occur in
the several editions. In 1667 Playford republished
Hilton’s ‘Catch that catch can,’ with extensive
additions and the seoond title of ‘The Musical
Companion,’ and a second containing ¢ Dia-
logues, Glees, Ayres, and etc.’; and in
1673 issued another edition, with further addi-
tions, under the second title only. Some com-
positions by Playford himself are included in this
work. In 1671 he edited ‘Psalms and Hymns
in solemn musick of four parts on the Common
Tunes to the Psalms in Metre: used in Parish
Churches’ ; and a few years later, ‘The Whole
Book of Psalms, with the .... Tunes.... in
three parts,’ which passed through many editions.

PLEYEL.
In 1673 he took part in the Salmon and Look

controversy, by dnnnng o letter to the former,
‘by morngonfutation of his Easay, etc.,’ which
was printed with Lock’s ‘Present Practice of
Musick Vindicated." The style of writing in this
letter contrasts ve &vouragly with the writings
of Salmon and In place of abuse we have
quiet argument and clear demonstration of the
superiority of the accepted notation. Playford
published the of the musio uced
in his day. besides reprints of earlier works. His
last publication appears to have been the sth book
of ‘Choice Ayres and Dialogues,’ published in
1684~5, in the preface to which he says that age
and infirmity compel him to leave his businees to
his son and Carr, the publisher's son. He died
in 1693 or 94. 1n his will (made in 1686, proved
Aug. 14, 1694) he expreases fear that owing to
*losses and croeses * his estate will disappoint the
tions of those who succeed him. His
burial-place has eluded all inquiry. [See Musio-
PRINTING, vol. ii. p. 435.]
his second, but eldest surviving som,

HENRY,
born May 5, baptized May 14, 1657, had for
thers Henry Lawes and Henry Playford

He succeeded to his father's business in 1685 in
partnership with Robert, son of John Carr, music
publisher at the Middle Temple Gate, and one
of the King’s band of music. 'Fheir first publica-
tion was ‘ The Theater of Music,” 1685. Aftera

few years Henry Playford removed to the Tem-
ple , Fleet Street, and carried on business
alone. 1698 he advertised a lottery of music

books. He published several important musical
works, among which were Purcell’s ‘Ten Sonatas,’
and ‘Te Deum and Jubilate for 8t. Cecilia’s day,’
1697 ; ‘Omhem Britannicus,’ 1698-1702; and
Blow’s ‘Ode on the Death of Purcell,’ 1696, and
¢ Amphion Anglicus,” 1700. In 1703 he issued
proposals for publishing monthly collections of
songs and instrumental music by an annual sub-
scription of one guinea. He resided in his father's
house in Arundel Street, and is supposed to have
died about 1710, but the precise date cannot be
ascertained

JonN, the youngest child of John Playford,
baptized at Islington Oct. 6, 1665, was a printer
of music. About 1681 he entered into business
with Anne, widow of William Godbid, of Little
Britain, and with her, and afterwards alone,

inted several of the publications of his father.

e died early in 1686. An elegﬁon his death,
by Nahum Tate, with music by Henry Purcell,
was published in 1687. (W.H.H.)

PLEASANTS, TaoMAS, born 1648, became
about 1676 organist and master of the choristers
of Norwich Cathedral. He died Aug. 5, 1689,
and was buried in the cathedral. W.H.H.]

PLEYEL,IaNAzZ JOSEPH, a most prolificinstru-
mental composer, born June 1, 1757, the 24th
child of the village schoolmaster at Rup)
in Lower Austria. His musical talent showed
itself early. He learnt to play the clavier and
violin in Vienna, the former from Van Hal, or
Wanhall, and found a patron in the then Count
Erdédy, who put him under Haydn, as a pupil



gince on his road to the opera house, in the Rue
Nicaise, Bonaparte nearly met his death from an
infernal machine. Pleyel was the first to publish
the complete collection of Haydn's quartets
been printed, andh'tf.h' omd s mtpgﬁ
i e third was not com
till some m:;laﬁe:lr;.u'dl) The ed}hol?. i.nd:epa-
mate parts only, a portrait of Ha
Daxcis after Guerin, and is dedicated to eFiz
Consul. It was followed by 30 quartets and 5
in score, {nn chllsx:Z Pleyel founded
pisnoforte factory whi since become 8o
widely celebrated. [See PLEYEL & Co.] He died
Nov. 14, 1831.

Haydn considered Pleyel as his dearest and
most efficient pupil. He writes from London:
“Since his arrival (Dec. 23, 1791), Pleyel has
been 20 modest to me that my old affection has
revived; we are often together, and it does him
bonour to find that he knows the worth of his
old father. We shall each take our share of
success, and go home satisfied.” Pleyel dedicated
to» Haydn his opera 3, six quartets ‘in o di
perpetua gratitudine’ When Pleyel’s first six
string quartets, dedicated to his patron, Count
Ladislans Erdidy, appeared in Vienna, Mozart
wrote to his father (April a4, 1784): ‘Some
quartets have come out by a certain Pleyel,
a scholar of Jos. Haydn’s. If you don’t already
them, try to get them, it is worth your
They are very well written, and very agree-
will soon get to know the author.
s thing for music if, when the

PLEYEL. 3

time arrives, Ployel should replace Haydn for
us” wish was not destined to be ed.
In his later works Ployel gave himself up to
a vast quantity of mechanical writing, vexing
Haydn by copying his style and manner without
a trace of his spirit, and misleading the public
into neglecting the works of both master and
scholar, including many of Pleyel's own earlier
compositions, which were written with taste and
care, and deserve a better fate than oblivion.

Pleyel was emphatically an instrumental com-
poser, and wrote an enormous number of sym-
phonies, concertanti, and chamber pieces, of
which & list will be found in Fétis, comprising
39 symphonies; 5 books of quintets; and 7 of
quartets, some of them containing as many as
13 compositions each; 6 flute quartets ; 4 books
of trios ; 8 concertos; § nies conoertanti ;
8 books of duets for strings ; 10 books of sonatas
’;?i;h PF. i;dft’d nndhn sonatas for PF. and violin.

en y he wrote an opera, ‘Iphigenia
in Aulide,’ which was performed at pi‘ﬁplea.
A ‘Hymn to Night,’ probably a revolutionary
piece, was published by André at Offenbach in
1797. A series of 12 er, op. 47, was pub-
lished at Hamburg by Gtinther and Bohme.
It has never yet been mentioned that his intro-
duction to the world as a vocal com, was
with an opers for the Marionette theatre at
Esterhdz in 1776, ‘Die Fee Urgele,’ containing
& quantity of vocal pieces. A portrait of him,
ted by H. Hardy and engraved w.
utter, was published by Bland during Il’Eyel'l
residence in London.

CAMILLE, eldest son of the foregoing, born at
Strassburg 1792, took over the music business in
1834, associating himself with Kalkbrenner for
the pianoforte department. He had had a good
musical education from his father and Dussek ;
he lived for some time in London, and published
several pieces which evince considerable talent.
He died at Paris May 4, 1855, leaving AuvgusT
WoOLFF at the head of the firm.

His wife, Marie Felicité Denise Moke, known
as MapaMx PLEYEL, was born at Paris, July 4,
1811, and at an early age developed an extraor-
dinary gift for playing. Herz, Moscheles, and
Kalkbrenner, were successively her masters, and
she learnt much from hearing Thalberg ; but her
own unwearied industry was the secret of her
success. Her tournées in Russia, Germany, Au-
stria, Belgium, France, and England, were so
many trium; progresses, in which her fame
continually increased. Mendelssohn in I:gszig.
and Liszt at Vienna, were equally fascinated by
her performances; Liszt led her to the piano,
turned over for her, and played with her a duet
by Herz. Not less marked was the admiration
of Auber and Fétis, the latter pronouncing her
the most perfect player he had ever heard. In
this country she made her first appearance at
the Philharmonic, June 27, 1846, in Weber's
Concertstiick. To Brussels she always felt an
attraction, and in 1848 took the post of teacher
of the PF. in the Conservatorium there, which she
retained till 1872, Her pupils werg numerous,

3




4 PLEYEL.

and worthy of her remarkable ability. She died
near Brussels, March 30, 1875. (C.F.P.)
PLEYEL & CO. This distinguished Parisian
firm of pianoforte-makers is now styled PLEYxL
WoLry Et CIE., and from particulars supplied by
M. Wolff—formerly a pisnist and professor at
the Conservatoire, and for many years head of
the house—its founder was Ignaz Pleyel, the
composer, who established it in 1807. The
Pleyel firm is remarkable for having always been
directed by musicians, such as Camille Pleyel,
who became his father's er in 1821, and
Kalkbrenner, who joined them three years later,
At starting, the pianoforte-maker, HENRI Parn,
lent valuable aid. The influence of Chopin, who
made his débd¢ in Paris at Pleyel’s rooms, in 1831,
has remained a tradition in the facile touch and
{eculindnging tone of their instruments. Camille
"leyel was ded i trol of the business

in the
by M. A. Wolff above mentioned, who has much
improved the Pleyel grand pianos in the direction
of power, having made tgem adequate to the
modern requirements of the concert room, with-
out loss of those refined qualities to which we
have referred: The firm has had since 1876 an
agency in London, [AJ.H.)

PLICA (literally, a Fold, or Plait). A cha-
racter, mentioned by Franco of Cologne, Joannes de
Muris, and other early writers, whose accounts
of it are not always very easily reconciled to each
other. Franco describes four kinds: (1) the ‘ Plica
longa ascendens,’ formed by the addition, to a
square note, of two ascending tails, of which that
on the right hand is longer than that on theleft;
(a) the * Plica longa descendens,’ the tails of which
are drawn downwards, that on the right being,
as before, longer than that on the left; (3) the
¢ Plica brevis ascendens,’ in which the longer of
the ascending tails is placed on the left side;
and (4) the ‘Plica brevis descendens,” in which
the same arrangement obtains with the two de-
scending tails,

L 2. 3. 4.

:HTEHJTL H?:

Joannes doe Muris describes the Plica as a
sign of augmentation, similar in effect to the
Point. Franco tells us that it may be added
at will to the Long, or the Breve; but to the
Semibreve only when it appears in Ligature.
Some other writers apply the term ¢Plica’ to
the tail of a Large, or Long. The Descending
Plica is sometimes identified with the Cephalicus,
which represents a group of three notes, whereof
the second is the highest. [See NoraTioN, vol. ii.
Pp- 467, 468.] [W.8.R.]

PLINTIVO, ¢ plaintive.’ A direction in use
among the ‘sentimental ’ class of writers for the

ianoforte, of which, however,no specimen isfound
in the works of the great masters. [J.A.F.M.]

PLUS ULTRA. A sonata in Ab by Dussek
for pianoforte solo, op. 71. The motto ¢ Plus
Ultra* appears to have been provoked by that of
Woelfl's sonata, NoN PLus ULTRA; but whether

SHEE

PNEUMATIC ACTION.

it was affixed by the composer or by the pub-
lishers is not certainly known; probobl{nbl; the
latter, as the work was first published aris,
to which Dussek had recently returned, with the
title ¢ Le Retour » Paris.’ 'l%lo title-pages of the
two works are as follows :—

‘Non Plus Ultra. A Grand Sonata for the
Pianoforte, in which is introduced the favourite
Air Life let us Cherish, with Variations. Com-

and dedicated to Miss E. Binny by J.
oelfl. . 41. London: Printed and for
the author by J. Lavenu.’

‘Plus Ultra. A Sonata for the Pianoforte,
oom| snd dedicated to Non Plus Ultra*
by J. L. Dussek. Op. 71. London: Cianchetti
and Sperati.

© It slludes to & Sonate published under this title.*

The dates of publication of the two works are
probably 1800 and 1808 respectively. [G.]

PNEUMA (from the Greek mveiua, a breath-
ing ; Lat. Pneuma, vel Neuma). Aform of Ligature,
sung at the end of certain Plain Chaunt Melo-
dies, to an inarticulate vowellike sound, quite
unconnected with the verbal text; in which par-
ticular it differs from the Perielesis, which is
always sung to an articulate syllable. [See Liaa-
TURE; PERIELESIS.]

The use of the Pneuma oanibe traced back tols

iod of remote antiquity—quite certainly
E:nfn uvt:ey age of 8. Augmtlno (350-430).
Since then, it has been constantly employed in the
Offices of the Roman Church; more especiall
at High Mass, on Festivals, in connection wi
the Alleluia of the Gradual, from which it takes
its Tone, as in the following Alleluia (Tone 1),
sung on Easter Sunday:—

e

Al -« loeceolu = = = « fa
Pneuma.

ﬂqﬂ?o——”w—él

The Alleluia is first sung twice by two Cantors,
and then repeated, in full Choir, with the ad-
dition of the Pneuma, also sung twice through.
The two Cantors then intone the Versus, and the
Choir respond ; after which the Alleluia is again
sung by the Cantors,and the Pneuma by the Choir.
The Preface to the Ratisbop Gradual directs that
the Pneuma shall be sung upon the vowel A.
There is no connection between this kind of
Neuma and that deecribed under NorartioN,
vol. ii. p. 467. [W.S.R.)

PNEUMATIC ACTION. A contrivance for
lessening the resistance of the keys, and other
moveable parts of an organ, previously attempted
by others, and brought into a practical shape by
CHARLES S. BARKER between 1832 and 41, in
which latter year it was first applied by Cavaillé-
Coll to the organ of 8. Denis. The necessity of
some such contrivance may be realised from the
fact that in some of the organs on the old sys-
tem, a pressure of several pounds was required to
force down each key. In Willis's Organ at the
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Alexandra Palace, London, if there were no
poeumatic levers, the resistance to the finger at
middle C with the couplers drawn would be 35 lbe.
For a description of the invention see ORGAN,
vol. ii. p. §99. G.
POCO, a little; rather; as poco adagio, not
quite 80 slow as adagio itself; poco sostenuto,
somewhat sustained. It is the opposite of Assai,
PocHETTINO is a diminutive of poco and implies
the same thing but in a smaller degree. This is
a refinement of very modern invention, [G.]
PODATUS (Pedatus, Pes. A Foot, or Footed-
note). A form of Ligature, much used in Plain
Chaunt, and derived from a very antient Neuma,
which will be found figured at vol. ii. p. 467.
The Podatus consists of two notes, of which the
second is the highest ; and, in the square form of
Notation now in use, is represented thus—
Written. Sung.

FE=ass ==

The two notes may be of the same, or different

lengths ; but, as a general rule, the second note
is the l,onge-t, more lly when the Liga-
ture ascends only one [See LicaTURE,
Norariox.) [W.8.R.]

POELCHATU, GEorg, a distinguished ama-
1o Rosa durtas thy ign of o Bsaperor ba
ussia e of the r Pa;

and settled "::nﬁ;mburg. where he lz:::ed an
intimacy with Klopetock. On the death of Em-
manuvel Bach he bought the whole of his music,
which contained many autographs of his father’s.
In 1813 be settled in Berlin, in 1814 became &
member of the Si emie, and assumed the
of its library in 1833. At the request of

the Prince he searched the royal libraries
for the compositions of Frederic the Great, and
found 130.pieces. He died in Berlin, on Aug. 13,
1836, and his collection of music was bought by
the Library and the Singakademie. In
1855 Bingakademie sold their collection of
the autographs of the Bach family to the Royal
Library, which now has & larger number of these
treagures than any other institution. There is a
bast of Poelchau in one of the rooms.  [F.G.]
POHL, CaRrL FERDINAND, writer on musical
subjects, born at Darmstadt, Sept. 6, 1819, comes
of & musical family, his grandfather having been
the first maker of glass harmonicas, his father
(died 1869) chamber-musician to the Duke of
Heme at Darmstadt, and his mother a daughter
of the com Beczwarzowsky. In 1841 he
mitled in Vienna, and after studying under

*Nachtwachterlied * (Diabelli), and other pieces.
He resigned the post in 1855 on account of his
health, and devoted himself exclusively to teach-
ing and literature. In 1862 he published in
Viezna an interesting pamphlet ‘ On the history
the Glass harmonica.’ 1863 to 1866 he
kived in London, oeclﬂ):ed in researches at the
Beitish Museum on Haydn and Mozart ; the
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results of which he embodied in his * Mozart und
Haydn in London,’ 2 vols. (Vienna,Gerold, 1867),
& work full of accorate detail, and indispensable
to the student. Through the influence of Jahn
and von Kochel, and of his intimate friend
the Ritter von Karajan, Mr. Pohl was appointed
in January 1866 to the important of ar-
chivist and librarian to the Gese der
Musikfreunde in Vienna. [See vol. i, §91.] To
his care and conscientiousness the present highly
satisfactory condition of the immense collections
of this great institution is due. In connection
therewith he has published two works, which,
though of moderate extent, are full of interest,
and are marked by that accuracy and sound
judgment which distinguish all Mr. Pohl’s works,
namely, * Die Gesellschaft der Musikfreunde und
ibr Conservatorium in Wien’ (Braumtiller, 1871),
and *‘ Denkschrift aus Anlass des 100 jahrigen
Bestehens der Tonkiinstler Societit in Wien’
(Gerold, 1871). He has been for many years
occupied on & biography of Haydn, which he un-
dertook at the instigation of Jahn, and of which
vol. i. was published in 1875 (Berlin, Sacco ; sinoce
transferred to Breitkopf & Hirtel). The main
facts are contained in his article on Haydn in
this Dictionary (vol. i. 702-722). The summaries
of the musical events of each year which Mr.
Pohl furnishes to the *Signale fiir die musikalische
Welt,” of which he is the Vienna correspondent,
are most careful and correct, and it would be a
boon to the student of contemporary music if
they could be republished separately. Mr. Pohl's
ooum to students desiring to collate MSS,, and
his iness tosupply information, are well known
to the musical visitors to Vienna. [(F.G.)

POHL, Dr. RICHARD, a German musical critic
well known for his thoroughguing advocacy of
Wagner. We learn from M. Pougin’s supplement
to Fétis that he was born at Leipzig, Sept. 13,
1826, that he devoted himself to mathematics,
and after concluding his course at Gottingen
and Leipzig was elected to a professorial chair
at Gratz. ql'hin he vhcated for political reasons,
and then settled at Dresden and Weimar as a
musical critic. He is one of the editors of the
‘Neue Zeitschrift fir Musik,” and a frequent
contributor to the musical periodicals. He began
his Autobiography in the ‘Mus. Wochenblatt’
for Deoc. 30, 1880. (G]

POINT or DOT (Lat. Punclus, vel Punctum ;
Ital. Punto; Germ. Punct ; Fr. Point). A very
antient character, used til‘: medievslﬁMusic for
many distinct pu , though its office is now
reduzed vithinpnmowve:er limuist't.

The Points described by Zarlino and various
early writers are of four different kinds.

I. The POINT oF AUGMENTATION, used only
in combination with notes naturally Imperfect,
was exactly identical, both in form, and effect,
with the modern ¢ Dot'—that is to say, it
lengthened the note to which it was appended
by one-half, and was necessarily followed by &
note equivalent to itself in value, in order to
complete the beat. The earliest known allu-
sion to it is to be found in the ‘ Ars Cantus




6 POINT.

mensurabilis’ of Franco of Cologne, the analogy
between: whose Tractulus, and the Punotus aug-
mentationis of later writers, is so close that the
two may be treated as virtually identical.

II. The PoiNT or PERFEOTION (Punctus Per-
Jectionis) was used in combination with notes,
Perfect by the Time Signature, but rendered Im-
perfect by Position, for the purpose of restoring
their Perfeotion. this case, no short note
was needed for the p of compensation, as
the Point iteelf served to complete the triple
beat. Now, in medimval Music, a Breve, pre-
oeded or followed by a Semibreve, or a Semi-
breve by a Minim, though perfect by virtue
of the e Signature, becomes Imperfect by
Position. As the following example is written in
the Greater (or Perfect) Prolation, each of its
Semibreves is natunll{:qual to three Minims;
but, by the rule we have just set forth, the
second and fourth notes become Imperfect b:
Position—i. e. they are each equal to two Mi-
nims only. The fourth note is suffered to remain
80, but the second is made Perfect by a Point of
Perfection.

POINT D'ORGUE.,

IV. The PoIxT or DIvIsioN, sometimes called
the Point of Imperfection (Punctus Divisionis,
vel Imperfectionis ; Divisio Mods), is mo less
complicated in its effect than that just described,
and should also be upon a higher level
than that of the notes to which it belongs, though,
in practice, this ution is very often neg-
lected. Like the Point of Alteration, it is only
used in Ternary Measure; but it differs from
the former sign, in bei.n'ibnlwayl be-
tween two short notes, first of which is

receded, and the second followed, by a long one.
ts aotionBia. to ;ender the i:nw'(l" long notes Im-
perfect. But, a long note, Rhythm,
is always Imperfect by Poeiﬁm either
preceded or followed by a shorter one: the use
of t;.llxe Pointa, therefor:,nd in such cases, is Al::;
gether supererogatory, was warmly resen
by medisval Singers, who called all lyuch signs
Puncti astnind.

Written,

Fol -

O T 11

, Written. . Sumg. .
Sung. !

The term ¢ Punctus Perfectionis’ is also applied
to the Point placed, by medimval Composers,
in the centre of a Circle, or Semicircle, in order
to denote either Perfect Time, or the Greater
Prolation.

III. The POINT OF ALTERATION, or Point of
Duplication (Punctus Alterationis, vel Punctus
Duplicationis), differs so much, in its effect, from
any sign used in modern Music, that it is less
easy to make it clear. In order to distinguish it
from the Points already described, it is sometimes
written a little above the level of the mots to
which it refers. Some printers, however, o place
it, that it is absolutely indistinguishable, by any
external sign, from the Point of Augmentation.
In such cases it is necessary to remember that
the only place in which it can possibly occur is
before the first of two short notes, followed by a
longer one—or placed between two longer onea—
in Perfect Time, or the Greater Prolation; that
is to say, in Ternary Rhythm, of whatever kind.
But its chief peculiarity lies in its action, which
concerns, not the note it follows, but the second
of the two short ones which succeed it, the value
of which note it doubles—as in the followinq
example, from the old melody, ‘ L’'Homme armé,
in which the note affected by the Point is dis-
tinguished by an asterisk,

In spite, however, of its apparent complication,
the rationale of the Sign is simple enough. An
examination of the above passage will show that
the Point serves exactly the same purpose ms the
Bar in modern Music; and we can easily under-
stand that it is called the Point of Diwision,
because it removes all doubt as to the di vision
of the Rhythm into two Ternary Measures.

The Composers of the 15th and 16th centuries
frequently substituted, for the Points of Aug-
mentation, Alteration, and Division, a peculiar
intermixture of black and white notes, which
will be found fully described in vol. ii. pp.
473, 473 of this Dictionary; and the Student
will do well to make himself thoroughly ac-
quainted with them, since, without a clear
understanding of these and other similar expe-
dients, it is impossible to decipher Music, either
MS. or printed, of earlier than the be-
ginning of the 17th century. [W.S.R.]

POINT D'ORGUE, organ point, appears to
have two different meanings in French, and to be
used (1) for an organ point or pedal, that is, &
succession of harmonies carried over a holding
note [PEDAL] ; and (3), with what reason is not
plain, for the cadenza in a concerto—the flourish
interpolated between the chords of the 6-4 and
7-3 of the cadence—the place for which is indi-
cated by a tﬁa\ue ~, Rousseau gives a clue to the
origin of the term by explaining (under ‘ Cou-
ronne’) that when the above «ign, which he de-
nominates * Couronne,’ was . placed over the last
note of & ni.ngle part in the score it was then
called Point d’orgue, and signified that the sound
of the note was to be held on till the other parts
had come to the end. Thus the note so held on
became a pedal, and is so in theory. [G.]
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oo opesing notes. of the Eubjock of » Fugae
to the ing notes ubject of a e,
or other important Motivo, to which it is neces-
sary that the attention of the Performer should
y directed by the Conductar.
'or instance, one of the most striking Subjects
in the * Hallelujah Chorus,’ is that adapted to the
words ¢ For the Lord God Omnipotent th.’
After this has been twice enuntiated by the whole
body of Voices, in unison, the * Point’ is taken
the 22nd Bar by the Sopranos, at the a5th

T and Basses in unison, and at the

th, by the Altos and Tenors. These, then, are
:h?reedﬂwmtimporhnt ‘Pointa’ in the
Hallelujah Chorus.

The term * Point’ is also applicable to features
of quite another kind. Thus, the entrance of
the Horns in the First Movement of the Over-
ture to ¢ Der Freischiitz,’ and that of the First
Clarinet at the Goth Bar of the Molto Vivace, are
* Pointa’ of such vital importance that a careless
reading on the part of their interpreters would
tirely fail to convey the Composer’s meaning,

render the ormance spiritless and unin-
teresting to the degree.

These remarks concern, not only the performanoe
of Orchestral and Church Music. ey apply,
with to Bolo Performances of every
kind : to Pianoforte Sonatas, and Organ Fugues,
jolin Concertos, and Solos for the Flute or Oboe.
the Performer, having no Conductor
him, must think for himself, and
of his perﬁormu}eehwill depend ;n-
tirely upon the amount of his capacity for

ing so0. [(WS.R.]

POISE, FErDINAND, born at Nimes, June 3,
1818, as a child showed a turn for music, but was
caly allowed to adopt it after taking his degree
a8 & bachelier-ds-lettres of Paris, He entered the
Conservatoire in 1850, and in 1852 gained the
second prize for composition, under Adolphe
Adam, from whom he derived his taste for easy,
flowing melody. ¢Bonsoir Voisin,’ & fleaning
little ?en produced at the Théstre Lyrique,
Sept. 18, 1853, was followed at the same theatre
by ‘Les Charmeurs’ (March 15, 1855), also a suc-
ocsm. He next produced * Polichinelle ' (1856) at
the Bouffes Parisiens ; and at the Opéra Comique,
‘Le Roi Don Pbdre’

’ & charming piece in one act (Oct. 26,
1864) ; * Corricolo’ 3 acts (Nov. 28, 1868) ; ¢ Les
trois SBochaits’ (1873); ‘La S‘n?rbe del’ Amour,’
2 acts (Oct. 31, 1878); and ‘L’Amour Médecin’
(Dec. 20, 1880). The two last, arranged by Poise
and Mounselet from Marivaux and Molidre, give a

high ides of his He has also composed
another pretty lgttlo opera, ‘Les deux Billets’
(1858), revived at the Athenée in Feb. 1870.
In their ease and abeence of pretension his works
resemble those of Adolphe ann. but there the

ison ends; the latter had a real vein of
comedy, while Poise’s merriment has the air of
being assumed to conceal his inward melancholy.
Nevertheless his music is flowing and happy;
and being well-scored, and never vulgar, it is

g
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listened to with pleasure, and is remembered. It
would be more generally popular if M. Poise
exerted himself more ; but his health is delicate,
he lives in retirement, writes only when so dis~
Pposed, and instead of aspiring to fame and fortune,
seeks only to secure his independence, and to en-
joy the refined pleasures of music. [G.C.]
POLACCA (Italian for PoLoNatss). Polac-
cas may be defined as Polonaises treated in an
Italian manner, but still retaining much of the
rhythm characteristic of their Polish origin. Po-
laccas are both vocal and instrumental, and are
generally of & brilliant and ornate description,
gaining in brilli what they lose in national
character. Thus in, in a letter from War-
saw, dated Nov. 14, 1839 (Karasowski, vol. i.),
speaks of an ‘Alla Polacca’ with cello accom-
paniment that he had written, as ‘nothing more
than a brilliant drawing-room piece—suitable for
the ladies,’ and although this composition is pro-
bably the same as the ¢ Introduction et Polonaise
Brillante pour Piano et Violoncelle' (op. 3) in
C major, yet from the above passage it seems as
if Chopin did not put it in the same class as his
tical compositions for the pianoforte which
g::.r the same name. [W.BS.]

POLE, WiLL1AM, Mus. Doc., F.R.S, an instance
of the succeesful union of science, literature, and
music. He was born at Birmingham in 1814, and
was bred to the profession of Civil Engineer-
ing, in which he has become eminent. He has
written many works and papers on scientific sub-
jects, and is a contributor to the 1 Reviews,
and an F.R.S. of London and Edinburgh.

His taate for music developed itself early ; he
studied hard at both theoretical and practical
music, and was organist in a London West End
church for many years. He graduated at Oxford
a8 Mus. Bac. in 1860, and as Mus. Doc. in 1867.
He was appointed to the Jury on Mu-
sical Instruments at the International Exhibition
of 1863, and is one of the Examiners for Musical
Dm.i: the University of London, author of
a ise on the Musical Instruments in the
Exhibition of 1851, ‘The Story of Mozart's Re-
quiem,’ 1879, ‘The Philosophy of Music,” 187
and various minor critical essays, three of which,
written in 1858, on certain works of Mozart and
Beethoven have been mentioned in the article
ANaLysis. His only musical compositions printed
are & well-known motet for 8 voices on the
¢*Hundredth Psalm,’ and some four-handed PF.
accompaniments to classical songs. G.]

POLIUTO. An opera in 3 acts; the libretto
conceived Adolphe Nourrit (who designed
the principal réle for himself), and carried out
by Cammarano; the music by Donizetti. It
was completed in 1838, but the Tmance was
forbidden by the Censure of Naples. It was
then translated into French by Scribe, and under
the title of ‘ Les Martyrs,” was produced at the
Grand ra (4 acta}. April 10, 1840; at the
Théltre Italien, as ‘I Martiri,’ April 14, 185
in London, as ‘I Martiri, at the Royal Itali

Opera, April 20, 1852, (G.]
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POLKA, a well-known round dance, ssid to
be of Bohemian origin. According to Alfred
Waldaw (‘Bohmische Nationaltinze,” Prague,
1859 and 1860) the polka was invented in the year
1830 by a servant girl who lived at Elbeteinitz,
the music being written down by a local musician
named Neruda. The original name by which
the:giolh was known in its birthplace and in the
neighbourhood of Jidin, Kopidlno, and Dimokury,
was the ‘Nimra,' This was derived from the
song to which it was danced, the first lines of
which ran as follows :

8trejdek Nimra
Km;&lll #imla
Za pHl psta tolarut

In 1835 it was danced in Prague, where it first
obtained the name of ‘ Polka,’ which is probably
a corruption of the Czech ‘pulka’ (half), & char-
acteristic feature of the dance being its short half-
steps. According to another account the polka
was invented in 1834 by a native of Moksic, near
Hitachin in Bohemia, and was from that place in-
troduced into Prague by students. In 1839 it was
brought to Vienna by the band of a Bohemian
regiment under its conductor, Pergler; in 1840 it
wasdanoed at the Odéon in Paris by the Bohemian
Raab; and in 1844 it found its way to London.
‘Wherever the polka was introduced, it suddenly
attained an extraefdinary popularity. Vienna,
Paris, and London were successively attacked
by this curious ¢ polkamania’; clothes, hats, and
streets were named after the dance, and in Eng-
land the absurdity was carried so far that public
houses displayed on their signs the ¢ Polka Arms.’
In the ‘Dlustrated London News’ for March 23,
1844, will be found a polka by Offenbach, ‘a
celebrated French artiste, headed by two rather
primitive wood-cuts, tp which the following de-
scription of the dance/is appended : Thengolka
is an original Bohemian nt danoe, and was
first introduced into the fashionable ealoons of
Berlin and 8t. Petersburg about eight years
since. Last season it was the favourite at
Baden-Baden. The Polka is written in 2-4 time.
The gentleman holds his partner in the manner
shown in the engnvm%;ﬁmh lift first the right
leg, strike twice the heel with the right
heel, and then turn as in the waltz’—a perform-
ance which must have presented & rather curious
appearance. On April 13 the same paper, re-
viewing a polka by Jullien, says: ‘It is waste
of time to consider this nonsense. The weather-
cock heads of the Parisians have been delighted
always by any innovation, but they never im-
ported anything more ridiculous or ungraceful
than this Polka. It is a hybrid confusion of
Sootch Lilt, Irish Jig, and Bohemian Waltz, and
needs only to be seen once to be avoided for
ever!’ In spite of this criticism the popularity
of the dance went on increasing, andS:e pers
of the day are full of advertisements pmre:nng
to teach * the genuine polka.’ It was danced at
Her Majesty’s Opera by Cerito, Carlotta Grisi,

1 Translation: ‘Uncle Nimra bought & white horse for five anda
half Thalers.”

3 If this is troe, the dates of Waldaa's socount of the origin of the
dance cen bardly be correct.
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and Perrot, and the following was published as
¢« the much celebrated Polka Dance, performed at
Her Majesty’s Theatre, by Carlotta Grisi and M.
Perrot, com and arranged for the Pianoforte

by Alberto Sowinsky.”

Many ways of dancing the polka seem to have
been mynsz'md in order wp:ettle all disputes
on the important matter, the ‘Illustrated London
News' on May 11 (having changed its opinions
since Aﬂ was ‘much gratified in being enabled
to la; ore its readers an accurate descrip-
tion of the véritable, or Drawing-room Polka, as
danced at Almack’s,and at the of the nobility
and gentry in this country.’ According to this
description, which is accompanied by three very
amusing illustrations, the polka began with an
introduction (danced vis & vis), and consisted

five figures. Of these, the ‘heel and toe’ step,
which was the most characteristic feature of the
dance, has been quite abandoned, probably owing
to the difficulty in executing it properly, which
(according to ‘ Punch,” vol. vii. p. 172%) gene-
rally caused it to result in the dancers ‘ stamping
their own heels upon other people’s toes.” The
account of the polka concludes as follows: ‘In
conclusion we would obeerve that La Polka is
a noiseless dance ; there is no stamping of heels,
toes, or kicking of legs in sharp angles forward,
This may do very well at theythreshold of a
Bohemian auberge, but is inad ible into the
salons of London or Paris. La Polka, as danced
in Paris, and now adopted by us, is elegant,

and fascinating in the extreme; it is
replete with opportunities of showing care and
attention to your partner in assisting her through
its performance.” The rage for the polka did
not last long, and the dance gradually fell into
disuse in England for many years. It has how-
ever recently come once more into vogue, but
the ‘toe and heel’ step has happily not been
revived with it.

The music of the polka is written in 2-4 time;
according to Cellarius (‘La Danse des Saloms,’
Paris, 1847) the tempo is that of a military
march played rather slowly; Maelzel's metro-
nome, fs 104. The rhythm is characterised by
the following 2-bar figures:
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3 Bee also 'Punch,’ vol. vi, for an admirable cartoon by Leech,
Lord Br dancing the polka

with the wooleack.
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The music can be divided into the usual 8-bar
parts. In all early polkas the figure
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is found in the accompaniment of the 4th and
8th bars of these parts, marking a very slight
pause in the dance, but in recent examples this
pause has disappeared, owing to the dance being
performed somewhat faster, and more in the spirit
of a waltz or galop. The first polka which was
Eblhhed is said to have been com, by Franz
, & native of Kopildno in Bohemia. The
best national
mann, Prochaska, Swoboda, and Titl. [W.B.S.]
POLLEDRO, GI1oVANNI BATTISTA, an emi-
nent inist, was born at Piovd near Turin
June 10, 1781 (or i
1776). He received his first instruction from local
musicians, at 15 studied for a short time under
i, and soon entered the royal band at
Turin. In 1804 he became first violin in the
Theatre at Bergamo, and after a short stay there
began to travel. In Russia he remained for
five years, and in 1814 accepted the appointment
of leader of the band at Dresden, where he
remained till 1824. In that year he accepted a
brilliant engagement as Director general of the
orchestra at Turin. He at his native
Ang. 15, 1853. .
was an excellent violinist and sound
musician. He had the great tone and dignified
£ o el 255 o AT
tics i i tless an
brilliant execution not less than the deep feel-
ing with which he played. In 1812 he met
Beethoven at Carlsbad, and played with him
one of Beethoven's violin-sonatas (see Thayer's
Life of Beethoven, iii. 208). His published com-
positions consist of three concertos, some airs
variés, trios and duos for stringed instruments,
and a set of exercises for the violin ; & Mi
and a Mass for voioces and orchestra, and a
Binfonis pastarale for full orchestra. [P.D.]
ml’OLIJ.Niis FRANCES00, born at dLubiano, ion;
ia, in 1 (1774 or 1778), and a pupil
l_rtm He beenm3 e‘s ilful pianist at an early
age, his style having combined some of the dis-
inguishing characteristics of that of his pre-
ceptor, of Clementi and of Hummel, each of whom
he surpassed in some forms of the mere mechan-
fsm of the art. Pollini indeed may, in this respect,
be a8 an inventor, having anticipated
in the extended grasp of the keyboard
the use of three staves (as in Thalberg's
antasia on ‘God save the Queen,’ and ‘Rule
Britannia’)—thus enabling the &hyer to sustain
a prominent melody in the middle region of the
imstrument, while each hand is also employed
with elsborate passages above and beneath it.
This remarkable mode of producing by two hands

polkas are those by Labitzky, Lieb- |
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almost the effect of four, appears indeed to have
been originated by Pollini in his ¢ Uno de’ tren-
tadue Esercizi in forma di toccata,’ brought out in
::zo.nng:i:l pei;lce was dedicated to Meyerbeer;

e origi ition containing a preface ad-
dressed to that composer by Pollini, which
includes the following paseage explanatory of
the construction of the Toccata:—*I propose to
offer & simple melody more or less plain, and
of varied character, combined with accompani-
ments of different rh; from which it can be
clearly distinguished by a particular expression
and touch in the c;:tilem in contrast to the
accompaniment.” Dehn appears to have been the
first to draw attention t.l; Pollini’s specialty, in
his to the original edition of Liszt's
pianoforte transcriptions of the six great organ
Preludes and Fugues of Bach.

Pollini’s productions consist chiefly of piano-
forte music, including an elaborate instruction
book, many solo pieces, and some for two per-
formers. These w are included in the
catalogue of Ricordi, of Milan. Pollini also
ﬁrodneed some stage music, and a Stabat Mater.

e was highly esteemed—professionally and
personally—by his contemporaries. Bellini de-
dicated his ‘Sonnambula’ “al celebre Francesco

Pollini.’ The subject of this notice died at Milan
in April 1847, [HJ.L.]
POLLY, & Ballad-opers, written by John Gay
as a second part of his  Beggar's Opera.” When
about to be rehearsed a meesage was received
from the Lord Chamberlain that the piece ¢ was
not allowed ttlcl. be acht;ed but commanded to be
suppressed,” the prohibition being su Waed to
have been instigl;bed by Sir Robertp alpole,
who had been satirised in ‘The Beggar's Opera.’
Failing to obtain a reversal of the decree Gay
had recourse to the press, and in 17z'9t£ublished
the piece in 4to., with the tunee of the so
and a numerous list of subscribers, by which he
ined at least as much as he would have done
g;mrepre.entation. Like most sequels, ‘Polly’
is far inferior to the first part, and when in 1777
it was produced at the Haymarket theatre, with
alterations by the elder Colman, it was so un-
successful that it was withdrawn after a few
representations. It was revived at the same
theatre June 11, 1783, and again at Lane
(for Kelly’s benefit), June 16, 1813. [W.H.H.]
POLO or OLE, a Spanish dance accompanied
by singing, which took its origin in Andalusia.
It is said to be identical with the Romalis,
which is ‘danced to an old religious Eastern
tune, low and melancholy, diatonic, not chro-
matic, mddf:.\ll of suddend E;useic. mzl;d .l:;
strange and startling,’ an only
the Spanish gipsies. It resembles the oriental
dances in being full of wild energy and contor-
tions of the body, while the feet merely glide or
shuffle along the ground. The words (* coplas’)
of these dances are generally of a jocose char-
acter, and differ from those of the Seguidilla
in wanting the *estrevillo,’ or refrain; several

1 Walter Thornbury, ‘ Life in Spain.”
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examples of them may be found in Preciso's
¢Coleccion de Las Mejores Coplas de Se’guidillu,
Tirafias y Polos’ (Madrid, 1816). They are
sung in unison by a chorus, who mark the time
by clapping their bhands. Some characteristio
enmpgs of the music of the Polo will be found in
J. Gansino's ‘La Joya de Andalucia’ (Madrid,
Roinero). [W.BS.]

POLONAISE, s stately danoe of Polish origin.
According to Sowinski (* Les Musiciens Polo-
nais’) the Polonaise is derived from the ancient
Christmas carols which are still sung in Poland.
In support of this theory he quotes a carol,
‘W zlobie lezy,’ which contains the rhythm and
close characteristic of the dance; but the fact
that although in later times they were aocom-
panied by singing, yet the earliest Polonaises
extant are purely instrumental, renders it more
probable than the generally received opinion as
to their courtly origin is correct. Acoording to
this latter view, the Polonaise originated under
the following circumstances. In 1573, HenryIII.
of Anjou was elected to the Polish throne, and
in the following year held a great reception at

Cracow, at which the wives of the mnobles |

marched in procession past the throne to the
sound of stately music. It is said that after
this, whenever a foreign prince was elected to
the crown of Poland the same ceremony was
repeated, and that out of it the Polonaise was
gradusally developed as the opening dance at
court festis:'[i{.:i[es. If this cnsht:; vlvas introdu:ﬁd
by Henry III., we may per ook upon the
Polonaise, which is soyﬁﬁ of stawlineul.”u the
survival of the dignified Pavans and Passomezzos
which were 8o much in vogue at the French
court in the 15th century. Evidence is not
wanting to prove that the dance was not always
of so marked a national character as it assumed
in later times. Book vii. of Bésard’s ‘The-
saurus Harmonicus Divini Laurencini Romani’
(Cologne 1603) consists of ¢ Selectiores aliquot
chorea quas Allemande vocant, co saltui
maxime accomodats, uns cum Polonicis aliquot
et aliis ab hoc saltationis genere haud absimi-
libus,’ and these ¢chorew Polonics’® (which are
principally composed by one Diomedes, & natural-
18ed Venetian at the court of Sigismund IIL) ex-
hibit very slightly the rhythm and peculiarities of
Polish national music. Burmg the 17th century,
although it was no doubt during this time that
it assumed the form that was afterwards destined
to become so popular, the Polonaise has left no
mark upon musical history, and it is not until
the first half of the 18th century that examples
of it begin to occur! In Walther's Lexicon
(17332) no mention is made of it, or of any Polish
music; but in Mattheson’s ¢ Volkommener Ca-

llmeister’ (1739) we find it (as the author
ﬁ(':mnel.f tells us) described for the first time,
Mattheson notices the spondaic character of the

1 In the Royal Library at Berlin there is preserved & MS. volume
which bears the date 1725, and formerly belonged to Bach’s second
wife, Anna Magdalens. In it are six Polonaises, written in the
owner's bh; but it is that they are all of Be-
bestian Bach's composition.

POLONAISE.

and remarks that the music of the Polo-
should begin on the first beat of the bar:
he gives two examples (one in 3-4, the other
in common time) made by himself out of the
chorale ¢ Ich ruf® zu dir, Herr Jesu Christ.” At
this time the Polonaise seems suddenly to have
attained immense popularity, probably owing to
the intimate connexion between Saxony and
Poland which was caused by the election (1733)
of Augustus ITI. to the Polish throne. In 1743-
43 there was published at Leipzig a curious
little collection of songs entitled, ¢Sperontes
Singende Muse,’ which contains many adapta-
tions of Polish airs: in the following example
(from the second of the work) some of the
peculiarities of the Polonaise may be traced.

rh

Noch zur Zeit jemals be - zwungen hat.

From this time the Polonaise has always been
s favourite form of composition with instru-
mental composers, and has not been without
influence on vocal music, especially in Italian
opera. [See PoLaccA.] Bach wrote two Polonaises
(orchestral Partita in B minor, and French Suite,
No. 6), besides a ‘Polacca’ (Brandenburg Con-
certos, No. 1, Dehn); and there are also ex-
amples by Handel (Grand Concerto, No. 3, in
E minor), Beethoven (op. 89, Triple Concerto, and
Serenade Trio, op. 8), Mozart (‘Rondeau Polo-
naise,” Sonata in D minor), Schubert (Polonaises
for 4 hands), Weber (op. 21, and the Polacca
Brillante, op. 73), Wagner (for 4 hands, op. 32),
as well as by the Polish composers Kurpinski
and Ogniski, and above all by Chopin, under
whose hands it reached what is perhaps the
highest development possible for mere dance-
forms. Attracted by its striking rhythmical capa-
bilities, and imbued with the deepest national
sympathy, Chopin animated the dry form of the
old Polonaisé with a new and intensely living
spirit, altering it as (in a lesser degree) he
altered the Waltz and the Mazurka, and chang-
ing it from a mere dance into a glowing tone-
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picture of Poland, her departed glory, her man
wrongs, and her hoped-for eration. y
sowski (Life of Chopin, ii.) divides his
Polonaises into two classes, The first (which
includes those in A major, op. 40, No. 1; Fg
minor, op. 44, and Ab major, op. 53) is charac-
terised by strong and martial rhythm, and may
be taken to represent the feudal court of Poland
in the days of its splendour. The second class
(induding the Polonaises in C§ minor and
Eb minor, op. 26; in C minor, op. 40, No. 3;
in D minor, Bb major and F minor, op. 71) is
distinguished b‘ dreamy melancholy, and forms
s picture of Poland in her adversity. The
Fantainie Polonaise (Ab major, op. 61) is dif-
ferent in character to both classes, and is said
to represent the national struggles ending with
» song of triumph.

As a dance, the Polonaise is of little interest :
it consists of a procession in which both old and
young take part, moving several times round the
room in solemn order. It does not depend upon
the execution of any particular steps, although
it is said to have been formerly danced with
different something like the English
country dances. It still survives in Germany,
and is danced at the beginning of all court balls.
In Mecklenburg a sort of- degenerate Polonaise
is sometimes danced at the end of the evening;
it is called ¢ Der Auskehr’ (* The Turn-out’),
and consists in a prucession of the whole com-
pany through the house, each n being armed
with some household utensil, and singing in
chorus ‘ Un as de Grotvare de Grotmoder !
[Bee GrossvATER TANzZ.]

The tempo of the Polonaise is that of a march,
played between Andante and Allegro: it is
nearly always written in 3-4 time,' and should
always begin on the first beat of the bar. It

ly consists of two parts, sometimes fol-
lowed by a trio in a different key; the number

of bars in each is irregular. The chief
peculiarity of the mnain consists in the strong
i ing repeatedly on the half-beat of

emphasis falling

the bar, the first beat generally consisting of a
quaver followed by a crotchet (sece the Polo-
Daise below). Another peculiarity is
that the close takes place on the third beat,
often preceded by a strong accent on the second
beat. The last bar should properly consist of
four semiquavers, the last of which should fall on
the major seventh, and be repeated before the
concluding chord, thus:

———

The accompaniment generally consists of quavers
and semiquavers in the following rhythm :

LereLrs

The following example, although not conforming
entirely with the above rules, is nevertheless
imteresting as a genuine Polonaise danced and

iy

1 Mattheson says it may be written in common time.
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sung at weddings in the district of Krzeszowice
in Poland at the present day.

The notes printed in small type are variations
of the tune which are performed in some dis-
tricts. [W.BS]
POLONINI, ExTmMI0, & singer who began
his career in England April 13, 1847, at Covent
Garden as Raimondo in ‘Lucia,’ with fair suc-
cess, and displayed ¢ a very sonorous voice which
told well in the concerted music.”> He next
layed, May 8, De Fiesque, on the production
fn England of Donizetti’s ‘Maria di Roban,’
Fiorello (‘I1 Barbiere’), Antonio (¢ Le Nozze’)
etc.” ‘He has a fine bass voice and sings like
& thorough musician.'* For the space of 21
years he sang at the Royal Italian Opera, and
proved of great service in small but not altogether
unimportant parts, besides the above, such as,
Masetto, I hﬁnistro (Fidelio), Melcthal, Mathi-
sen (Prophdte), Alberto (La Juive), Borella
(Masaniello) etc., and occasionally in those of
more importance, with succees, viz. Orbazzano
and Alidoro, on the revivals of ¢ Tancredi,’ ‘* La
Cenerentola,” Leporello, St. Bris, etc. The rest of
the year he was engaged either at Paris, or St.
Petersburg, etc. The enumeration of his parts is
sufficient to show that Signor Polonini, in addition
to his qualities as & singer, was a versatile
actor. Hewascharacterised by Mr. Chorleyas‘one
of the most valuable artists of & second ever
by a theatre’ He has for some years

retired from public life. A son of his, ALks-
BANDRO, & baritone, has appeared in Italy and
elsewhere. {A.C.]
POLSKA, a national Swedish dance, popalar
in West Gothland, something like a Scotch reel
in character. Polskas are usually written in
minor keys, although they are occasionally found
in the major. The example which is given below
(“ Neckens Polska ") is well known, as Ambroise

2 Translation—I bave taken for my wife the reverend Pamon'’s
own sister. Ho gave me as her masriage portion & plecs of bacon and
s bundle of hay. My neighbours, what do you think? The fellow
has refused to give me even & little plot of land sown with turnips.

3 * Musical World,” April 17, 1847. 4 Ib. Aug. 31, 1847,
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Thomas has introduced it in Ophelia’s mad scene
in ‘Hamlet’ Other examples will be found in

Ahlstrom’s ¢ Walda Svenska Folksinga’ (Stook-
holm, 1850).

[W.B8.]

POLYEUCTE. O in 5 acts; the words
(founded on Corneille’s tragedy) by Barbier and
Carré, the music by Gounod. Produced at the
Opera, Paris, October 7, 1878. The name is the
same as PoLiuTo. [G.]

POLYPHONIA (Eng. Polyphony, from the
Gr. woAls, many, ¢aw), a voice). A term ap-
plied, by modern Musical Historians, to a cer-
tain species of unaccompanied Vocal Music, in
which each Voice is made to sing a Melody
of its own; the various Parts being bound
together, in obedience to the laws of Counter-
point, into an harmonious whole, wherein it is
impossible to decide which Voice has the most
important task allotted to it, since all are
equally necessary to the general effect. It is in
this well-balanced equality of the several Parts
that Polyphonia differs from Monodia; in
which the Melody is given to one Part only,
while supplementary Voices and Instruments
are simply used to fill up the Harmony. [See
MonNoDIA.]

The development of Polyphony from the first
rude attempts at Diaphonia, Diecant, or Orga-
num, described by Franco of Cologne, Guidp
d'Arezzo, and- others, was so perfectly natural,
that, notwithstanding the slowness of its
we can scarcely reg]nd the results it eventually
attained in any other light than that of an in-
evitable consequence. The first quest of the
Musicians who invented ‘Part-Singing’ was,
some method of making a Second Voice
notes which, though not identical with those of
the Canto fermo, would at least be harmonious
with them. While searching for this, they dis-
covered the use of one Interval after another,
and employed their increased knowledge to sogood
purpose, that, before long, they were able to assign
to the Second Voice a totally independent Part.
It is true, that, to our ears, the greater number of
their progressions are intolerable; less, however,
because they mistook the character of the Inter-
vals they employed, than because they did not

POLYPHONIA.

at first understand the proper method of using
them in succession. They learned this in course
of time; and, discarding their primitive Sequences
of Fifths and Fourths, attained at last the power
of bringing two Voice parts into really harmoni-
ous relation with each othl?r th'l‘he nt? 0'c:l.lf their

rogress may be j e two following
Enmplel, thi ﬁn]t of whigh is from a MS. of
the end of the 11th or beginning of .the 1ath
century, in the Ambrosian Collection at Milan ;
and the second, from one of the 14th, in the Paris
Library. ;

(1 11th or 12th cent.
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Now, inboth these cases, the two Partsare equally
melodious. There are no long chains of reiterated
notes, merely introduced, as Guido would have
introduced them, for the purpose of supporting
the Melody upon a Pedal-Point : but, each Part
has its own work to do; and it cannot fairly he
said that one is more im t than the other.
[See OrGaNUM.] Equal care was taken to pre-
serve an absolutely independent Melody, in each
several Part, when, at alater period, Composers at-
tempted the production of Motets, and other similar
works, in three and four Parts. We find mno
less pains bestowed upon the Melody of the Tri-
plum! in such cases, than upon that of the
Tenor, or Motetus; and very rarely indeed does
the one exhibit more traces of archaic stiffness
than the other. The following example from
a Mass composed by Guillaume de Machault

for the Coronation of Charles V, in the year
1364, shews a remarkable freedom of Mel

for

y-—
e time—in all the Partas,

1 That is, the Third Part—whence our English word, Treble. The
Fourth Part was sometimes called Quadruplum, snd the Fifth,
Quincuplum. The principal part, contalning the Canto fermo, was
sometimes called Tenor, and sometimes Motetus. The term Contra-
tenor was applied to the part which lay nearest the Tenor, whether
1 diately above, i diately below, or exactly of equal compass
with it. This part was also frequently called Medius.




POLYPHONIA.
b

gt

\ T
’ | eemciweiom

POLYPHONIA. 13

note, with acoclesrnen v(vlhieh at e;hco Mthh the
unity of the Composer’s design. en stage
vn:ymched the Polyphonic School may be said
to have been fairly established; and it only re-
mained to bring out its resources by aid of the
genius of the great writers who practised it. The
list of these Masters is a long one; but certain
names stand out before all others, as borne by men
whose labours have left an indelible impression
upon the Schools to which they ed. Of
these men, Guillaume Dufay was one, and Ocken-
heim another; but the greatest genius of the 15th
century was undoubtedly Josquin des Prés, the in-
genuity of whose contrupuntal devices has never
been ded. Uberto Waelrant, Jacques Arch-

Rude as this is, it manifests a laudable de-
sire for the attainment of that melodious motion
of the separate Parts, which, not long after the
death of its Composer, became the distinguishing
characteristic of medimval Music. With all their
stiffness, and strange predilection for combina-
tions now condemned as intolerable, we cannot
| but seo that the older writes did their best to
provide every Singer with an interesting Part.
Nevertheless, true Polyphony, was not yet in-
vented. For that, it was , not only
that every Voice should sing a mel:rdly'om strain;
but, that each should take its share in the
elucidation of one single idea, not singing for
itself alone, but answering its {;llow Voices, and
commenting, as it were, upon the passages s

1 by them. In other WOI‘dl.P;)t Wa8 necessary 3;%

every voice should take up a given Subject,
and aesist in developing it into a Fugue, or
Canon, or other kind of composition for which
it might be best suited. is was the ome
great end and aim of true Polyphony; and,
for the ical realisation of the idea, we are
undoal indebted to the Great Masters of
the early Flemish School, to whose ingenuity
we owe the invention of some of the most attrac-
tive forms of Imitation and Fugal Device on re-
cord. The following quotation from & ¢ Chanson
b trois voix’ by one of the earliest of them,
Antonius Busnois, who is I]:nown to have been
employed a8 a Singer in the Chapel of Charles
the Bold, Duke of Burgundy, in the year 1467,
will serve to shew the enormous strides that Art

was making in the right direction,
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adelt, and Adrian Willaert, wrote in simpler
form, but bequeathed to their successors an
amount of delicate e,x'gteuion which was turned
to excellent aocount by their scholars in Italy.
Their gentler fervour was eagerly caught up
by Costanzo Feeta, Giovanni Croce, Luca Ma-
renzio, and a host of others whose talents were
scarcely inferior to.theirs; while, facfle prin-
ceps, Palestrina rose above them' all, and clothed
Polyphony with a beauty so inimitable, that
his name has been bestowed upon the School as
freely as if he had-lived in the 15th century to
inaugurate it,

A careful study of the works of this great
writer will shew that, when regarded from a
purely technical point of view, their

greatest
merit lies in the strictneas with which the Poly-*

honic principle has been carried out, in their
evelopment. Of course, their real excellence
lies in the genius which dictated them: but,
setting this aside, and examining merely their
mechanical structure, we find, not only that
every Part is n to the well-being of the
wl:iye, but, that it is absolutely impoesible to say
in which Part the chief interest of the Com-
position is concentrated. In this respect, Pales-
trina has carried out, to their legitimate con-
clusion, the principles we laid down in the
inning of our article, as those upon which
the very existence of Polyphony depended. It
would seem impossible that Art could go beyond
this ; and, in this particulardirection, it never has
gone beyond it. It is impoasible, now, even to
guess what would have happened had the Poly-
phonio School been cultivated, in the .17th
century, with the zeal which was brought to
bear upon it in the 16th. That it waa not so
cultivated is a miserable fact which.can.never be
sufficiently deplored. Palestrina’ died in 1594;
and, as early as the year 1600, his work was
forgotten, and its greatest triumphs contemned
as puerilities, Monteverde- sapped the founda-
tions of the School by his contempt for contra-
puntal ]aws. Instrumental Accompaviment was
substituted for the ingenuity. of pure vocal
writing. The Choir was sacrificed to the Sufo.
And, before many years had passed, the Poly-

Here we see a regular Subject started by the
Tenor, and answered by the Triplum, note for

phonic School was known no more, and Monodia
reﬁn' ed triumphant. Happily, the laws to which
Palestrina yielded his willing obedience, and to
the action of which his Music owes 0 much of

=i
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its outward and technical value, are as well
understood now as in the days in which he
practised them. There is, therefore, no reason
why the practioe of the purest Polyphony should
not, some day, be revived among us. We see
but little promise of such a consummation at the

t moment; but it is som to know
that it is not imposaible. [W.8.R.]

POMPOSO, ¢ gompounly,’ is used by Schumann
in the Humoreske, op. 20, for pianoforte. He
marks the last movement but one ¢ :lhi‘i:n?el
Pomp,” or ‘Un poco pomposo.’
empll())yed the term a century before in the first
movement of the overture to Samson. It is also
used by Sterndale Bennett as the title of the trio
in the Symphony G minor, op. 43. [J.A.F.M.]

PONCHIELLI, AMILOARE, was born at
Paderno Fasolaro, Cremona, Sept. 1, 1834. In
Nov. 1843 he entered the Conservatorio of Milan,
and remained there till Sept. 1854. Two years
afterwards, on Aug. 30, 1856, he was able to
produce at the Concordia at Cremona his first
opera, ‘I promeesi Sposi.’ His next were ‘La
Savojarda,’ Cremona, Jan. 19, 1861 ; ¢ Roderico,’
Piacenza, 1864; and ‘La Stella del Monte,’
in 1867. Hitherto Signor Ponchielli’s reputa-.
tion had been confined to the provinces; but in
1873 he was fortunate enough to find an oppor-
tunity of oomin'g before the general public at
the opening of the New Theatre * Verme’
at Milan, where his ‘ Promessi Sposi’ was per-
formed Dec. 5. He rewrote a considerable por-
tion of the opera for the occasion, and its success
was immediate and complete. The managers
of the theatre of ‘La Scala’ at Milan at once
ocommissioned him to write a ballet, * Le due
Gemelle,” which was produced there Feb. 1873,
received with frantic enthusiasm, and immedi-
ately published (Ricordi). This was followed
by a ballet, ‘ Clarina’ (Dal Verme, Sept. 1873);
a (‘Scherzo’ or comedy, * Il parlatore eterno’
¢Lecoo, Oct. 18, 1873); and a piece in 3 acts,
¢I Lituani,’ given with immense success at the
Scala, March 7, 1874. In the following year he
wrote & cantata for the reception of the remains
of Donizetti and Simone Mayr at Bergamo, a
work of some extent and importance, which was

ormed there Sept. 13, 1875. On April 8,
1876, he produced a new opera at the Scala
called ‘Gioconda,” with the same success as
before ; and on Nov, 17, 1877, he gave at the
¢Dal Verme,’ the scene of his first triumph, a
3-act piece called ‘Lina,’ which was a réchauffé
of his early opera ‘ La Savojarda,” and does not
appear to have pleased. His last opera, ‘Il
Figlivol prodigo,” was produced at the Scala,
Dec. 26, 1880, with astonishing success,

Signor Ponchielli is married to Teresina Bram-
billa, a singer, and a member of the musical
family of that name. He enjoys a position
in Italy second only to Verdi, whose successor
he is universally regarded as being. Out of
Ttaly his works have as yet hardly begun to
penetrate. In England, the ‘ Danze delle Ore,’
some brilliant and elegant ballet music from his

PONS.

‘ Gioconda,’ played at the Crystal Palace, Oct. 25,
1879, and a selection from ‘Le due Gemelle,
also played at the Palace, Nov. 5, 1880,
are probably the only productions of his that have
been heard in public. ’

The above notice is indebted to Paloschi's ¢ An-
nuario’ and Pougin's Supplement to Fétis. [G.]

PONIATOWSKI, JoszpE MICHAEL XAVIER
Franas JoEN—nephew of the Prinoe Poniatow-
ski whowas a marshal of the French army and died
in the battle of Leipzig, Oct. 19, 1813, and whose

ritrait was found by Mendelssohn at Wyler!

bed ¢ Brinz Baniadofa%'—l’tinoe of Monte
Rotondo, born at Rome, Feb. 20, 1816. He
devoted himself so entirely to music that he can
hardly be called an amateur, He regularly
attended the musical classes at the Lycée at
Florenoe, and also studied under Ceccherini. He
made his début at the Pergola, Florence, as &
tenor singer; uced his first opers, ¢ Giovanni
da Procida’—in which he sang the title role—at
Lucca in 1838, and from that time for more than
30 {eu-a supplied the theatres of Italy and Paris
with a large number of o After the Revo-
lution of 48 he settled in Paris as plenipotentiary
of the Grand Duke of Tuscany, and was made
Senator under the Empire. After Sedan he fol-
lowed his friend Napoleon III. to England, pro-
duced his operas ‘Gelmina’ at Covent Garden,
June 4, 1872, his operetta ¢ Au travers du mur’
at St. George's Hall, June 6, 1873, and selections
from his Mass in F at Her Majesty's Theatre,
June 27, 1873, and died July 3 of the same year.
He was buried at Chislehurst.

His operas are ‘Giovanni da Procida’ (Florence
and Lucca 1838); ¢ Don Desiderio’ (Piss 1839,
Paris 1858); ‘Ruy Blas’ (Lucca 1843); *Boni-
fazio’ (Rome 1844); ‘I Lambertazzi’ (Florence
1845); ‘Malek Adel’ (Genoa 1846); ¢ Esmeralds’
(Leghorn 1847); ‘La Spoea d’Abido’ (Venice
1847); ‘Pierre de’ Medicis’ (Paris 1860); ‘Au
travers du mur’ (Ibid. 1861); *L’'Aventurier’
(Tbid. 1865); *La Contessina’ (Ibid. 1868).

His music evinces much melody and knowledge
of the voice, considerable &miliarity with stage
effect, fluency and power of sustained writing
—ev ing in short but genius and indivi-
duality. His manners were remarkably simple
and affable, and he was beloved by all who knew
him. [G.C]]

PONS, Jose, a Spanish musician, born at
Gerona, Catalonia, in 1768. He studied under
Balins, chapel-master at Cordova. Pons was

pel-master of the cathedral of his native town,
a post which he left for that at Valentia, where he
died in 1818, He is distinguished for his Vilhan-
cicos or €hristmas pieces, a kind of oratorios for
voices with orchestra or organ, which are said to
be still extensively performed in his own country.
He wrote also Misereres for the Holy Wee
Eslava (Liro Sacro-hispana iv.) gives a ‘Letrida’
of his, * O madre,’ for 8 voices, and characterises
him as the typical composer of the Catalan school,
a8 opposed to that of Valencia. [GJ]

1 Latter, Aug. 9, 1581,
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PONTE.

PONTE, LoRuxzo DA, the elegant poet who
wrote the words for three of Mozart's operas—
Figaro, Don Giovanni, and Coel fan tutte—was
Ceneda, in the Venetian States, March
He borrowed his name from a bishop,
, but was the child of very poor
was left without any education
fourteen. He was then allowed to
Seminary of his native town, and after
ve years went to Venice to seck his
the aid of his pen. In this gay city,
of theatres and every kind of pleasure,
number of amorous adventures, and
obliged to eacape to Treviso, where he
inted professor of rhetoric. But having
againast the government of the Republic,
ordered to ﬁve. He then took refuge
Vienna, where Salieri? presented him to the
Emperor Joeeph IL., who made him court poet in
place of Metastasio recently deceased. Here, not-
withstanding the difference of their characters, he
became an intimate friend of Mozart, and wrote
libretti for the three operas above named.
o grant comconsb, supponed to b originally s Jom
s cox » SUP] to be originally & Jew
'm turned Christian and dubbed himself
an abbé. After the death of the Emperor, Feb.
20, 1790, he was obliged to quit Vienna, and at
Trieste married an kEnglish lady. Finding no
Esq:wt of permanent employment in Austria,

took his wife to Paris in August 1792. But
Paris was then t0o stormy for him, and he soon
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left for London. Here he became a favourite
teacher of the Italian was ap-
poet to the Italian O then under

aylor’s part of his duty he
h’vi:’hd in Italy in 1798¢ in search of singers.
In 1801 he took a of Domenico Corri’s music
shop to sell Italian books, but this soon ended in
pecuniary difficulties. He was in the habit of
getting bills discounted for Taylor, and was im-
pruodent enough to endorse them, thus making
himself liable for several thousand pounds. As
Taylor was not accustomed to pay his debts,
Da Ponte naturally got into great difficulties,
and his only resource was to join his wife at
New York. 8o on March 5, 1803,° this strange
man sailed for America, and after a miserable
of 86 days arrived at Philadelphia en

route to New York. Here he was unsuccessful
as a desler in tea, tobacco, and drugs, but became
a grest favourite as professor of Italian. In 1811
he wenttoSunbury (. lvania) to manufacture
Liqueurs, but as usual lost his money, and returned
to his pupils at New York. He now began to
foel the weight of years and the disrepute into
which his conduct had brought him, when in
1836 Manunel Garcia arrived with his family
in New York. Though they had never met, Da

1 In his satoblography (* Memorie d1 L. ds Ponte,’ New York 1990-30)
:.‘hﬁmpns_ﬂnummm M.dels
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Ponte rushed to Garcia’s lodgings. and announced
himself a8 ‘Da Ponte, author of the libretto of
Don Giovanni, and the friend of Mozart.’” Garcia
embraced the poet, singing ‘Fin ch’ han dal
vino,’ and ultimately the opera was performed
at New York, Garcia playing the part of Don
Giovanni, and his danghter (afterwards Madame
Malibran) that of Zerlina. This was the last
happy day for Da Ponte. He died at New York
August 17, 1838, aged 89, neglected and in the
deepest misery. [V.deP.]
PONTICELLO (Ital. for the bridge of a
stringed instrument) or ‘SUL PONTIOELLO '—a
term indicating that a passage on the violin,
tenor, or violoncello, is to be played by croseing
the strings with the bow close to the bridge. In
this way the vibration of the string is partiall
stopped, and a singular hissing sound produced.
It oocurs in solo pieces as well as in concerted
music. The cl passage of the Presto, No. 5
of Beethoven’s Quartet in C§ minor, op. 131, is &
well-known instance. [P.D.]

PONTIFICAL CHOIR. Soe S1sTINE CHOIR.

POOLE, EL1ZABETH, a very favourite English
actress and mezzo-soprano singer, born in London
April 5, 1830, her first appearance in a
pantomime at the Olympic Theatre in 1827, and
continued forsome to play children’s parts —
Duke of York to Kean's Richard; Albert to
Macready’s Tell ; Ariel, etc. In 1834 she came
out in opera at Drury Lane, as the Page in
‘Gustavus’; in 1839 visited the United States
and sang in ‘Sonnambula’ and other operas ;
in 1841 was engaged by Mr. Bunn for his English
operas at Drury Lane. Here she sang many
parts, especially Lazarillo in ‘Maritana. At
the same time her ballads and songs were highly
popular at concerts, both in London and the Pro-
vinces. 5 Mise I’oole6 a.;;vspea.l-ed!l ntl mtﬁlhn-
monic, June 15, 1846. She was a ing singer
in the o brought out at the Surrey Theatre
by Miss Romer, in 1852, where she sang in ‘The
Daughterof the Regiment,” ‘Huguenots,’ etc., and
was also much engaged by Charles Kean, F, Chat-
terton, and German Reed. Miss Poole (then Mrs.
Bacon) retired from public life in 1870, and is still
living. She was a clever, indefatigable, artist,
always to be relied upon. Her voice was good,
extensive, and very mellow and sympathetic in
quality ; her repertoire in opera was very large,
and in English songs and ballads ehe
rival. Her portrait is preserved in the collection
of the Garrick Club. [G.]

POOLE, Miss. See DicEONS, MBs,, vol. i.
P 444

POPPER, Davip, born June 18, 1846, at
Prague, in the Conservatorium of which place he
received his musical education. He learnt the
violoncello under Goltermann, and soon gave
evidence of the possession of a remarkable talent.
In 1863 he made his first musical tour in Ger-
many, and quickly rose to very high rank as
a player. In the course of the journey he met
von Biilow, who was charmed with his playing,
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Erformod with bim in publie, and induced Prince
ohenzollern to make him his ¢ Kammervirtuos.’
Popper afterwards extended his tour to Holland,
land. At the festival
rlsrube in 1864, he was
allowed to be the best of all the solo-gl:.ym In
1867 he played for the first time in Vienna,
where he was made first solo-player at the Hof-
. oper, » post, however, which he resigned after &
few years, that he might continue his concert
tours on a great scale. His tone is large and full
of sentiment ; his execution highly finished, and
his style classical. His compositions are eminently
suited to the instrument, and are ised as
such by the first living cello-players. is most
popular pieces are the Sarabande and Gavotte
(op. 10), Drei Stiicke (op. 11), and a Conoert
Polonaise (op. 28). (C.F.P.]
Early in 1872 Popper married Friulein SoPHIE
MENTER, & very distinguished pisnoforte-ﬁlayer,
daughter of Joseph Menter the cellist, who was
born at Munich July 29, 1848, and after a
childhood of great ity entered the Munich
Conservatorium under Professor Leonhard. At
13 she left that establishment for private tuition
under Niest, and at a later period under Liszt;
in her r15th year took her first artistic tournée ;
in 1867 appeared at the Gewandhaus, Leipzig,
and has since taken her place throughout Ger-
many as one of the great players of the day. [G.]
POPULAR ANCIENT ENGLISH MUSIC.
The classical work on this subject is! entitled
¢ Popular Music of the Olden Time : a Collection
of the Ancient Songs, Ballads, and Dance Tunes,
illustrative of the National Music of England.
With short introductions to the different reigns,
and notices of the Airs from writers of the 16th
and 17th centuries. Also a Short Aocount of the
Minstrels. By W.Chappell, F.8.A. The whole of
the airs harmonized by G. A. Macfarren. London:
Cramer, Beale and Chappell.’ The foundation of
the above work was published in 1838-40 under
the title of *A Collection of National English Airs,
consisting of Ancient Songs, Ballads and Dance
Tunes, interspersed with remarks and anecdote,
and preceded by an Essay on English Minstrelsy.
The Airs harmonized for the Pianoforte, by W.
Crotch, Mus. Doo., G. Alex. Macfarren, and J.
Augustine Wade. Edited by W.Chappell.’ This
work contains 245 tunes, and was out of print
in about 14 years time from the date of its pub-
lication. The ‘Popular Music’ was published
in 17 parts (2 large 8vo. volumes, and 797 pages)
and contains more than 400 airs with five fac-
similes of music and two copious Indexes. The
following are the headings-of the chapters :—

Vot. I. Bongs and Ballads of the reigns
Minstrelsy from the Saxon pe-{of Henry VIl., Henry VIIL, Ed-
riod to the reign of Edward L|ward VI, and Queen Mary.
Music of the Middle Ages, and| Introduction to the relgn of
Musio in England to the end off Queen Elizabeth.
the 18th century.
English Minstrelsy from 1270 to| Queen Elizabe
1480, and the gradual extinction| Introd
of the old minstrels. James 1,
Introduction to the reigns of| Songs and Ballads of the reigns
Heary VIL., Heory VII1., Edward| of James L and Charles L.
VI.. and Queen Mary.

1 The title has boen somewhat modified i later editions.
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Congoet Vﬂo-wm Hood, anmamlon to the reigns of
ures as to Robin

ot e usen Anne, George L, and George
tures of Bobin Hood. Songs and Ballads of the reigns

Introduction to the reign of|tions to the Introductions, snd of
Charles further remarks
Ballads from Oh

PORPORA, Niccora,! or NI0OOLO, ANTONIO,
com| and celebrated teacher of singing, was
born at Naples August 19, 1686. His father, »
bookseller with a numerous family, obtained ad-
mission for him at a very early age to the Con-
servatorio of S. M. di Loreto, where he received
instruction from Gaetano Greco, of Venioe, Padre
Gaetano of Perugia, and Francesco Mancini, all
former pupils of the same school. His first opera
was ‘Basilio, re di Oriente,” written for the theatre
‘de’ Fiorentini.” On the title-page of this work
he styles himself ‘chapel-master to the Porto-
guese Ambassador.’ e opera of ¢ Berenice,’
written in 1710 for the Capranica theatre at
Rome, attracted the notice and elicited the com-
mendation of Handel, It wasfollowed by ¢Flavio
Anicio Olibrio’ (1711); by several masses, mo-
tets and other compositions for the church; by
*Faramondo' (1719) and *‘Eumene’ (1721), on
the title-page of which last work he calls him-
self * Virtuoso to the Prince of Heese Darmstadt.’
Having been appointed master of the Conser-
vatorio of San Onofrio, he wrote for it an oratorio,
‘La Martiria di Santa Eugenis,’ which had
much success on its first performance there in
1723. In 1723 he wrote for the wedding of
Prince Montemiletto a cantata, in which Farinelli
sang. He had, before this time, established the
school for singing whence issued those wonder
ful pupils who have made their master's name
famous, After ‘L'Imeneo’ came ‘Amare per
regnare’ and ‘Semiramide’ (according to Vills-
rosa) ; and a MS, in the Conservatoire of Paris
gives evidence of another opera, ¢ Adelaida,” be-
longing to 1723 and performed at Rome. In
1724 Hasse arrived at Naples, with the avowed
intention of becoming Porpora's pupil. After s
short trial however he deeerted this master in
favour of Alessandro Scarlatti, a slight which
Porpora never forgave, and for which, in later

ears, he had abundant opportunity of revenging
zimselfon Hasse. (See Hassk.]

Porpora’s nat: gifta were united to an
extremely restless, changeable disposition. He
seems never to have remained very long in one
place, and the dates of many events in his life
are uncertain. It appears that in 1725 he set off
for Vienna, but he must have stopped at Venice
on his way, as there is evidence to show that he
was appointed to the mastership of one of the
four great singing-schools for girls there, that of
‘La Pietd’ He hoped to get a hearing for some

1 In his autographs Niccola, but on the title-pages of works pub-
lished by himself, and in contemporary MS. copies, Niccolo.
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of his music at Vienna, but the Emperor Charles
V1. distiked his florid style and profuse employ-
ment of vocal ornament, and gave him no en-
coursgement to remain. He therefore returned
as far as Venice, where he produced his opera
* Siface,” and was appointed master to another of
the schools above mentioned, that of the ‘In-
curabili” For his pupils at this institution he
wrote the vocal cantatas, twelve of which he pub-
hisbed in London in 1735, and which are among

In 1728 he set out for Dresden, where the
Electoral Princess, Marie Antoinette, was eager
to receive instruction from the famous maestro.
On the way thither he revisited Vienna, hoping
for a chance of effacing the unfavourable impres-
sion bhe had formerly made; but the Emperor's
prejudice against him was so strong, and carried
s0 much weight, as to make it seem probable
that he would ance more find nothing to do. He
found a friend, however, in the Venetian am-
bessador, who not only received him under his
own roof, but succeeded in obtaining for him an
Imperial commission to write an oratorio, ao-
companied by a hint to be sparing in the use of
trills and flourishes. Accordingly, when the
Emperor came to hear the work rehearsed, he
was charmed at finding it quite simple and
unadorned in style. Only at the end a little
surprise was reeerved for him. The theme
of the concluding fugue commenced by four
ascending notes, with a trill on each. The
strange effect of this series of trills was increased
as each part entered, and in the final stretto
became farcical outright. The Emperor's gravity
oould Mtbpmdi:ﬂ he laughed oonvu:illivelg, :iut

ve sudacious com an m
3.& his work. The mof t.hi-P:intorio
is Jost.

Porpors was warmly received at Dresden,
where he was specially patronised by his pupil,
the Electoral l]’Prinee-, to \vhomsl‘:ei ul;xfht n:dt

sip ut composition. t hap,
::{ vhqglhl‘lg’a-e, with l?i?wife Faustina, appl::ed
on the scene in 1730, he found his old master,
who had neve:h forgi];en his p“pﬂr'll defection, ei:
jon of the field. A great rivalry ensued,
mbeing divided between the :::Z maestri,
who themselves lost no opportunity of exchanging
offices anything but friendly. The erratic Por-
pors bowever did not by any means spend his
whole time in the Saxon capital. Early in 1729
be had produced ‘Semiramide riconosciuta’ at
Venice, and in April of the same year had
obtained leave of abeence in order to go to Lon-
don, there to undertake the direction of the opera-
bouse established by an aristocratic clique in
mdﬁon to that presided over by Handel.
speculation was a failure, and both houses
suffered serious losses. Porpora never was popu-
lar in England as a composer, and even the
presence of Senesino among his company failed
to ensure its success, until, during a sojoury in
Dreeden, he succeeded in ing the great
Farivelli, who appeared in ﬂndon in 1734,
with Senesino and Signora Cuzzoni, and saved
VOL WL P?. I.
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the house. P his Dreasden ent
cancellod in order 8 romain In London. bet that
he must have paid several visits to Venice is cer-
tain, as ‘Annibale’ was produced there by him
in 1731, and ‘Mitridate’ was written there in
1733. It seems that he finally quitted Englmd
in 1736, at the end of Farineivlis third and last
season in that country, and that he established
himself again at Venice; for on the title-page
of a M8, in the Conservatoire at Paris dated
1744, he is described as director of the ¢ a-
letto’ school of music there. About 1745 he once
more went to Vienna, this time in the suite of
the Venetian ambassador, Correr. During a
sojourn there of some years he published a set
of twelve sonatas for violin, with bass,
one of his most esteemed compositiofis, of which
he says in the dedicatory epistle that they are
written ‘in the diatonic, chromatic and enhar-
monic styles’; describing himself as now chapel-
maater to the King of Poland. At this time he
became acquainted with the young Haydn, whom
he helpbet]i with instruction and advice. [See vol. i.
P. 704 0.

He returned to Naples, his native town, be-
tween 1755 and 1760. Gazzanigs, his pupil, in
» biographical notice, says it was in 1759, and
that in 1760 he succeeded Abos in the cg?el-
mastership of the cathedral of Naples and of
the Conservatorio of San Onofrio. the same
year his last opera ‘Camilla’ was represented,
with no success, Afler that he wrote. nothi
but one or two pieces for the Church. He
outlived his reputation 38 a composer. His latest
iean were passed in extreme indigence, a fact

ard to reconcile with that of his holding the
double appointment named above, but which is
vouched for by contemporary writers, and by
Villarosa, and is a di to the memory of
his pupils, especially Farinelli and Caffarelli,
who owed their fame and their vast wealth in
great measure to his instructions. Villaross
says that he died of pleurisy in 1767: Gazza-
niga affirms that his death was the result of an in-
jury to his leg in 1766. Both may be true: it
is at least certain that a subscription was raised
among the musicians of the town to defray the
expenses of the poor old maestro’s burial.

Thirty-three operas of Porpora's are mentioned
by Florimo, but he probably wrote many more.
They may have been popular with singers as show-
ing off what was possible in the way of execution,
but he was devoid of dramatic genius in composi-
tion. Nothing can be more teﬁioul than to read
through an opera of his, where one conventional,
florid air succeeds another, often with no change
of key aud with little change of time; here and
there a stray chorus of the most meagre descrip-
tion. When not writing for the stage he achieved
better things. His cantatas for a single voice,
twelve of whiech were published in London in
1735, have merit, and elevation of style, and the
same is asserted of the sonatas published at
Vienna, for violin, with bass. The ‘six free
fugues’ for clavichord (first published by Clementi
in his ‘Practical Harmony,’ aﬂ«gwudl by M.

17
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Farreno, in the first number of the *Trésor des
Pianistes’) will repay attention on the part of
the modern student. There is & and
piquancy about them which contrasts strangel.
with his operas, and give an ides of what the
talent was that so impressed his contem es.
Specimens of his violin music will be found in
Choron’s ¢ Principes,’ David's ¢ Hoheschule,’ and
Alard's ‘ Maitres classiques’; and 6 Latin duets
on the Passion, and some Solfeggi, were edited by
Nava and published by Breitkopfa.

Porpora was well educated, and conversant
with Latin and Italian literature; he wrote
verses with success, and lme with ease the
French, German, and Engli In
his youth he was bold, spirited, and gay, full of
wit and vivacity, but in age his disposition and
temper became soured by misfortune. He was
oelegaeed for his power of repartee. The fol-
lowing anecdote, extracted from the ‘ Dictionary
of Musicians,” has been told of other people
since his time, but seems to be true of him :—
* Passing one day through an abbey in Germany,
the monks requested him to assist at their office,
in order to hear their organist, whose talents
they greatly extolled. The office finished,
Well, what think you of our organist ! said the
prior. ‘Why, replied Porpors, he is a clever man.
And likewise, interrupted the prior, & good and
charitable man, and his simplicity is really evan-
gelical. Oh! as for his simplicity, replied Por
pora, I perceived that ; for his left knoweth
not what his right hand doeth.’

In one department he has earned for himself
an unique and lasting fame. He was the greatest
singing-master that ever lived. No singers, be-
fore or since, have sung like his pupils. This is
made certain by the universal contem, testi-
mony as to their powers, by the music which was
written for them and which they performed, and
by the fact that such relics of a grand pure style of
vocalisation as remain to us now, lnveceenhanded
down in direct succession from these artists. He
h“::i:gu. no written nooo\mi; :Lhi- manner of
teac , and such solfeggi o a8 we possess
differ only from those zgl.m contemporaries by
being perhaps more exclusively directed than
others are towards the development of flexibility
in the vocal organ. In musical interest they
are inferior to those of Scarlatti and Leo, and
to some of those of Hasse. There is little dif-
ference between them and his songs, which are
for the most part onl{.:lo many solfeggi. The
Lr:babillty is that he no peculiar method of

is own, but that he was one of those artists
whose grand secret lies in their own personality.
To a profound knowledge of the human voice in its
every peculiarity, and an intuitive sympathy with
singers, he must have united that innate capacity
of imposing his own will on others which is a
form of genius. Powerful indeed must have been
the influence that could keep a singer (as he is
said to have kept Caﬂ'mlli;e&r five years to one
sheet of exercises. And if we are inclined to
think that when Caffarelli was dismissed with
the words ‘ You may go, you are the greatest
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singer in Europe,’ there must still have been a
good deal for him to learn which that sheet
of exercises could not teach him, still, no mechan-

y | deal difficulty then stood between him and the

aoquisition of these qualities; the instrument
was perfoct. And the best proof of this is that
when Charles VI. expressed to Farinelli his
regret that so consummate a vocalist should de-
vote himself entirely to exhibitions of skill and
bravura, and Farinelli, struck by the truth of
the criticism, resolved to appeal more to emotion
and less to mere admiration, the vocal instrument

ved adequate to the new demand made upon
t, and its possessor ‘ became the most pathetic, as
he had been the most brilliant of singers.’

Porpora himself aspired to be remembered by
his compositions rather than by the solid work
which has immortalised his name. To be usefal
to others was a lot not brilliant enough to satisfy
his restless ambition, and that in this
lay his real genius was & truth he never could
willingly accept.

Lists of his works are to be found in Vills-
rosa’s notice of his life, and in those by Farrenc
(Trésor des Pianistes, i.) and Fétis. Probably
the most complete is that given in Florimo's
‘Cenno storico sulla Sculs di Napoli,” 1869,
pp- 376-80. (F.A.M)

PORTA, FRARCESCO DELLA, and
church composer, born in Milan about 1590,
as is oonjectured from his baving published in
1619 a oollection of ¢ Villanelle a 1, 3, e 3 voci,
sccommodate per qualsivoglio stromento * (Rome,
Robletti). This fact seems to confute Fétis and
Mendel, who place his birth in the beginning of
the 17th century. His master was Ripalts,
organist of Monza, and he became organist and
maestro di capella of more than one church in
Milan, where he died in 1666. He published
Salmi a capella, motets, ricercadg, etc.; and was
one of the first composers to make practical use
of the basso continuo. [F.G.]

PORTAMENTO (Fr. Porte de voix). A
gradual ‘carrying of the sound or voice with
extreme smovthness from one note to another’
[see vol.i. p. 43, note], which can only be really
executed by the voice or by a bowed instrument.
It is of frequent occurrence as a musical direction
in vocal music or in that for stringed instru-
ments, and also appears in music for keyed in-
struments. In old music one of the AGREMENS
g‘ee ;rﬁtlee before nferr:id to) was so called,

ough of course it was always a v ro-
presentation of the proper effect. egﬂn]

PORTENSE. The FLORILEGIUM PORTENSS
is & vast collection of church music published by
BoDENSCHATZ in 1603 and 1631. ﬁe bel
to Schulpforta near Leipzig, and hence the name
of his collection. For the list of its contents see
vol. i. p. 253. [G]

PORTER, Sauvzr, born at Norwich in 1733,
was & pupil of Dr. Greene. In 1757 he was
elected organist .of Canterbury Cathedral. In
1803 he resigned in favour of oro Skeats,
organist of Salisbury Cathedral. He died Des. 11,
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1810, and was burled in the cloisters at Canter-
bary. A volume of his ‘ Cathedral Music,’ con-
taining 2 Services, 5 Anthems, a Sanctus, Kyrie,
and 9 chants, with his it on the
v. WILLIAM
Master of the College
School, Worcester, who also published two an-
thems and four chants of his own composition, on
the title-page of which he is deecribed as *of the
King's School, Canterbury.” Porter’s Service in
D, which is of a pleasing character, is still (1880
performed. (W.H.H.
PORTER, WaLrEe, son of Henry Porter,
Mus. Bac. Oxon. 1600, was on Jan. 5, 1616,
sworn gentleman of the Chapel Royal without
pey, * for the next place that should fall void :z
the death of any tenor’; a contingency whi
on Jan. 327, 1717, in the person of
Peter Wright, and P was sworn in his
place on Feb. 1. In 1632 he published ‘ Madri-
gales and Ayres of two, three, foure and five
voyces, with the continued bass, with Toccatos,
Sinfonias and Rittornelles to them after the
manner of Consort Musique, To be performed
with the Harpsechord, Lutes, Theorbos, Basse-
Vidll, two Violins or two Viols.” Both Hawkins
and Burney mention a collection bearing the
title of * Airs and Madrigals for two, three, four
and five voices, with a thorough bass for the
or Theorbo Lute, the Italian way,’ dated
1639, which may probably have been a second
edition of the same work. In 1639 Porter was
appointed Master of the Choristers of West-
minster Abbey. After losing both his places on
the suppression of choral service in 1644 he found
s patron in Sir Edward Spencer. In 1657 he
blished ¢ Mottets of Two Voyces for Treble or
T“I: and Bass with the Continued Bass or Score.
0 be performed to an Organ, Harpsycon, Lute,
or Bass-Viol.’ v
Porter was buried at 8t. Margaret's Church,
‘Westminster, Nov. 30, 1659. His work, ‘The

E

Pualms of George Sandye set to Music for two
Voyces with & Thorough-bass for the ,’ Was
published about 1670. (W.H.H.]

PORTMAN, RicHARD, & pupil of Orlando
Gibbons, in 1633 succeeded Thomas Day as
organist of Westminster Abbey. In 1638 he
was admitted a gentleman of the Chapel Royal
upon the death of John Tomkins, A complete
Service !,l! him, including a Venite, is contained
fn the Tudway Collection (Harl. MS. 7337),
where his Christian name is erroneously given
as William; some of his antbems are extant in
eathedral choir books anl elsewhere, and the
words of some may be found in Clifford’s ¢ Divine
Services and Anthems,’ 1663, and in Harl. MS.
6346. 1t is presumed that he was deprived of
his appointments on the suppreesion of choral
service in 1h44. [(W.H.H.]

PORTMANN, JoHANN GOTTLIEB, Cantor, and
writer on the theory of music, born Dec. 4, 1739,
st Ober-Lichtensu near Konigsbrick in Saxony.
He received Lis musical education at the Kreuz-
schule in Dreeden, and then went to Darmstadt,
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where he became first court-singer, and in 1768
Cantor, and Collaborator of the Pidagogium.
He died at Darmstadt, Sept. 28, 1798. His theo-
retical works, which were not unknown in Eng-
land, are full of thought, and as a rule clear and
helpful to the student of harmony and counter-
point. They include ‘Kurzer musikalischer Un. .
terricht fiir Anfinger, etc. with 28 plates of
examples engraved by himself (Darmstadt, pub-
lished by himself, 1785; and ed., by
Wagner; Heyer, Darmstadt, 1799); ¢ Leichtes
Lehrbuch der Harmonie, Composition, und Gene-
ralbass,’ eto., with numerous examples (Darm-
stadt, 1789; 2nd ed., Heyer, 1799); and ‘Die
neuesten und wichtigsten Entdeckungen in der
Harmonie, Melodie, und Contr:gunkt’ (Darm-
stadt, 1798). He also Elblinh the following
compositions —* Neues Hessen-Darmstiidtisches
Choralbuch * (Darmstadt 1786); * Musik auf das
Pfingstfest,’ in score (about 1793) ; and a Mag-
nificat (1790). As a oontributor to the ‘Allge-
meine deutsche Bibliothek,” he was much
dreaded for the severity of his criticisms. Among
his pupils were G. A. eider—born in Darm-
t 1770, became Kapellmeister to the King of
g:um and bandmaster of tlé:(;}luvgvn‘ls, and dil:d in
rlin, Jan. 19, 1839—and agner, a horn-
player, Hoﬁnuglikus. and afterwards Capellmeister
at Darmstadt, where he died in 1822. [C.F.P.]
PORTOGALLO. The sobriquet of s Portu-
guese musician named SrMa0, who, residing in
Italy, was known as 11 Portogallo—‘the Portu-
guese. He was born at Lisbon in 1763, learned
uingingofrom Borselli of the Opera, and counter-
point from Orao, maitre de chapelle in the Cathe-
dral. At 20 years of age he followed Borselli to

Madrid, and became accompanyist at the opera
there. The Portuguese am or sent him to
Italyin 1787,and he his career with ‘ L'Eroe

Cineso’ (Turin, 1788) and ‘ La Bachetta tosa’
(Genoa, 1788). After composing other I?:ru
and gaining a reputation, he paid a visit to Lisbon
in 1790, and was made chapel-master to the king.
He returned to Italy and composed opera after
opera with great sucoess at Parma, Rome, Venice,
and Milan. Fétis quotes ‘ Fernando in Messico,’
written for_our Mrs. Billington (Rome, 1797) as
his chef-d’euvre. His duties called him occa-
sionally to Lisbon, but Italy was the country of
his choice. In 180%, however, the royal family
were driven to Brazl by the French invasion.
Portogallo accompanied them, and remained at
Rio Janeiro till 1815. He then returned to Italy
and resumed his position at Milan with ‘Adriano
in Siria.” On the return of the king he again
went to Lisbon, and died there at the end of 1829
or beginning of 1830. Fétis gives a list of 26 of
his operas.

Portogallo was not unknown in London. His
;lFernand%ein ﬁMe;s{iea' was played at Mrs. Bniil.
ington's benefit, Mar. 31, 1803; his ‘Argenide
[ g::e.' Jan. 25, 18¢6; ¢Semiramide,’ Dec.
13, 1806 ; ‘La morte di Mitridato, at Catalani’s
benefit, April 16, 1807; and ‘Barteni, Regina di
Lidia,’ June 3, 1815.—His brother wrote for the
church, |G.]
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POSAUNE. The German name for the Trom-
bone, also occasionally used for organ reedstops
of a like character. [Ses TRoMBoNE.] [W.H.S.]

POSITIONS, or Shifts. In order to reach the
different parts of the fingerboard of the violin,
the left hand must be moved about, or placed
+ in various ‘positions.” The hand is said to be
in the first posilion, when the thumb and 1st
finger are at the extreme end of the neck of the
violin, close to the nut. In this, the first position,
on an instrument which is tuned in the usual
way (as at No. 1), the 18t finger produces the
four notes shown at No. 3, or their chromatic
alterations. The compass' thus attainable by the
four fingers in the first position extends from A
to B (as at No. 3). The open strings are in-
dependent of the position of the left hand.

f by an upward movement of the hand the
1st finger is put on the place which, in the first
position, was occupied by the and finger, and the
whole hand is similarly advanced, the four notes
shown at No. 4 will be produced, and the hand

(No.1) (No.2) (No.3) (No.4) (No.§)
oy o2 h—

-

- =

i
(No.6) o (No.7) =8

——r

is said to be in the second position ; and while in
this position an additional note is reached on
the 18t string (see No. 5), on the other hand, the
low A—produced in the first position by the 1st
finger on the 4th string—is lost. The notes which
were taken in the first position on the other three
strings by the 1st finger, are now produced by
the 4th finger on the next lower string; the 2nd
finger takes the place of the 3rd, and the 3rd the
place of the 4th.

The third position extends from C to D (see
No. 6), and stands in exactly the same relation
to the second position, as the second stood to the
first. And so does every following position to
the one below it.

Eleven ditferent positions exhaust all capabil-
ities of the violin, and represent a compass from
G to Ein altissimo (gee glo. 7). Notes beyond
this compass are almost always reached from
lower positions, or harmonics are substituted for
them. But even the positions above the seventh
are but rarely employed.

The term ‘half-position’ (German Sattel-Lage)
is used for a modified first position, in which
the 2nd, 3rd, and 4th finger takes the places
generally taken by the 1st, 3nd, and 3rd finger.
It facilitates the execution of pi in certain
keys. A passage like this—

lllu
FIIJ

—r—
g
13 31 3 4 3 3
1 Besides the natural compass of a poeltion, notes which really lle
beyond it are fi ly reached by of the fingers, withous

the haud leaving its position. -
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is best played in the half-position, with the
fingering as marked.

It will appear from the above that the same
note can be produced in different positions,
on different strings, and by different fingers.

For example : the note , naturally taken

in the first position by the and finger on the 1at
string, can also be produced
1. On 18t string by 18t finger in 2nd position.
3. On and string by 4th ,, 3rd
” ” 3rd » 4“1 ”

” » 2nd " 5th ”»
» » 1st " 6th "
3. On 3rd string by 4th  ,, 7th
” ” 3rd ”» sth ”
4. On 4th string by 4th ,, 11th?

Theoretically every single note lying within
the compass of a ep‘::yoiti:g can be wueed in
that position; but practically the choice of position
for the rendering of a given phrase or passage
is made
1, On grounds of abeolute mechanical ne-

cessity, or

2. of convenience, or

3. tosatiafy the requirements of good phrasing,

or of a special musical character.

1. Absolute mecessity. Many donble-mr
formed by notes within the compass of the
first or any other position, cannot be executed
in that position—

(@) if, in that position, both notes lie on the

same string. Such double-stops as —

must be played in the second position (and and
4th finger) or in the third position (1st and 3rd
finger), in either of which positions each note
lies on a separate string, while in the first position
they are both on one and the same string,
cannot therefore be sounded simultaneously.

(%) Double-stops formed by notes which lie
in one tion on non-contiguous strings (1st
and 3rd, or 2nd and 4th) cannot be played in
that position, but must be played in a position
where the notes lie on strings that can be sounded

together. This double-stop

fore impoesible in the first position, where F lies
on the 1st and G on the 3rd string. But it is
easily given in the third position, where F lies
on the and and G on the 3rd string.

is there-

Again, in » passage like this—
MozarT, Violin Conesrto.
F = = = =

in order to sound the open G-string at the same
time, the whole of the upper part must be played
on the 3rd string, thereby necessitating an ascent
to the suventh position.

36 lly taken as & b
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2. Convenience. Many passages, especially
in which notes of widely different range
each other rapidly, would be impractic-
but for the use of higher positions, even
for those notes which might, theoretically speak-
ing, be taken in lower positions.
In a passage like this—

j.- 4

%if

&

11

rb

2
y —
—1—1

the three lower notes of each group might be

yed in the first ition, if by themselves;

in connexion with the two high notes, the
jump from the first to the fifth poeition, which is
abeolutely in order to reach them, would
make s mmooth execution of the phrase, ';ven ;}
» moderately rapid pace, quite impossible.
started at once x}; tbeﬁf&hpo-itionpmro is no
difficulty at all.

3. The tasteful and characteristic rendering of
many phrases and es requires a careful
chaice of positions, on the distinct and
ocontrasting qualities of sound of the four dif.
ferent strings. Where sameness of sound is
required, the change from one string to another
if pomtible, be avoided; where contrast is
different strings will be used even in

BreTHOVEN,
Kreutzer Sonata.

thoogh lying entirely within the compass of the
first position, must, in order to sound as cantabile
be played entirely on the 2nd string,
ms third or second position alter-
the first position a constant
from the 1st to the 2nd string would be necessary,
ad the nnne would thereby sound jerky and
wneven, the very opposite of what it ough(tkt: be.

tate

passage In Spohr's Scena
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cannot be properly marked. It will thus clearly
appear that a complete command of the finger-
board in all positions is one of the chief tech-
nical requirements of the art of violin-playing,
and that the right choice of position, on which
s :.imly m;uiea.l, w“l't.i and characteristic
rendering of e composition largely depends,
is one of the main teomf a viorlg:isy"s :l::iuﬂc
feeling and judgment. Studies in all the usual
Kitionn are given in every good violin school.
e best known are those in Baillot’s ‘ L’art du
Violon,” but they have the defect of being all
written in C major, [(P.D.]
fOSgTIVE ORGAN (Fr. Positif; Ger. Posi-
tiv). Originally a stationary organ, as opposed
to a portative or ble instrument uged in
processions. [See ORGAN, p. 575b.] Hence the
term ¢ positive ' came to signify a ‘chamber organ’;
and later still, when in a ciurch instrument a
separate manval was set aside for the accom-
paniment of the choir, this also was called a
‘ positive,” owing no doubt to the fact that it
generally had much the same delicate voicing as
a chamber organ, and contained about the same
number and disposition of stops. By old English
authors the term is generally applied to a chamber
organ; the ‘positive’ of our church instru-
ments being called from ita functions the * choir
organ.” When placed behind the player (Ger.
Riickpositiv) it was often styled a  chasr organ,’
but it is difficult to say whether this name
arose from a play upon the terms *choir’ and
¢ohair,” or from a misunderstanding as to the
arigin of its distinctive title. With the French
the ‘Clavier de positif’ is our ‘Choir manual’
Small portable organs were called Regals, [See
REcaL.) [J3.8.]
POSTANS, Miss. See SHAW, MBS. ALPRED.
POSTHORN. A luul.lill :t::gngo brass or
o] instrument, varying in le: m two to .
folgrp:‘:et, of & bore usually resembling the conical
bugle more than the trumpet, played by means
of a small and shallow-cupped mouthpiece.
Originally intended as a si for ce
carrying mails, it has to & limited extent been
dopted into light music for the production of

if not played entirely on the sonorous 4th string,
would abeolutely lose its peculiar character. In
other instances the meaning of a is only
made intelligible by its being played in the proper
pusition. The following is from Bach’s Preludium
m E (bars 13 and 14):—
(]

In this Mnee‘h\:nlg the whl:ol:e l;.:r the lower
partis on the 2 i igher positions,
the mph’d mtlutmt;ngho pedal note E,
vhich is strongly given by the

occasional effects by exceptional players.

Its pitch varies according to length from the
four-foot C to its two-foot octave. The scale con-
sists of the ordinary open notes, commencin,
with the first harmoniec. The fundamental soun
cannot be obtained with the mouthpiece used.
Five, or at most six, sounds, forming a common
chord, are available, but no means exist for
bridging over the gaps between them. In a
four-foot instrument such as was commonly used
by mail guards, the sequence would a8
follows—

(Dificult.)

A -horn galop was played on this instrument
by the late Mr. Keenig. Mr. T. Harper, the
eminent trumpet-player, has composed another,
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named ¢ Down-the-road Galop,’” with obbligato
r:-u for two posthorns, one in F and another

A. Beethoven has quoted a post-horn solo.
[See PosTILLONS.] [W.H.8.)

POSTHUMOUS. A term applied to works
published after the death of the author. It is
frequently used with reference to Beethoven's
last five quartets, though the term is in no way
applicable to the first of the five—op. 137, in
Eb—which was published by Schott & Sons,
on March 26, 1826, exactly & year before Bee-
thoven's death, March 26, 1827. The following
table of the order of composition, date of publica-
tion, and opus-nuinber, of these five exceptional
works may be useful.

Key. Dsteof Opu:
Eb March 26, 1826 Op. 127
A minor Sept. 1827 » 132
Bb May 7, 1827 » 130
C$ minor April, 1827 » 181
F Sept. 1827 , 135

Schubert died Nov. 19, 1828, and all works
by him after op. 88 are Posthumous, excepting
°) interreise’ part 1 (x-n);ﬁop. 9o (nos. 1 and
2); ops. 91, 92, 93, 94. 95, 96, 97, 100, 101, 105,
106, 108. Men ellsolm’us pgsthgumonl works be-
gin with op. 73; Schumann's with op. 136. [G.]

POSTILLON DE LONGJUMEAU, LE. An
opéra-comique in 3 acts, or rather perhaps an

. extravaganza ; words by De Leuven and Bruns-
wick, music by A. Adam. Produced at the Opéra
Comique, Oct. 13, 1836. [(G]

POSTILLONS. ‘Symfonie allegro Postillons’
is Handel's autograph inscription to the piece of
orchestral music which precedes the entry of the
‘Wise Men in ‘ Belshazzar,’ and begins as follows:—

pre eers
&jl === ==c=3

2. 2. & o
+ -y

it

) o —
T  —

It is written for the with oboes in
unison ; no horn is employed ; some of the later
passages resemble those which can be played on

-
=

the ordinary orn; but there is nothing to
say whether this was the origin of the indication,

or whether it refers to the haste in which the
Wise Men may be supposed to have arrived, or
contains some allusion now lost.

Sebastian Bach, in his Capriccio describing
the departure of his brother, has introduced an

‘Aria di Postiglione’ and a ‘Fuga all’ imita-
" zione delle cornetta di Postiglione.” One of the

figures in the former has some likeness to that
quoted above.

£ £ 2 A
Beethoven, in a sketch-book of 1812, quoted
by Nottebohm (Mus. Wochenblatt, April 25,

POTTER.

1879), hnb.g\’:oted a flourish of the ‘Postillon |

von Karls

But this is a mere ordinary phrase, and may be
heard from many a postilion or driver in Germany
of less renown than the one from whoee instru-
ment Beethoven is supposed to have taken it
down. (See Thayer, ¢ Beethoven,’ iii. 183, with
the remarks of Nottebohm, as above.) [G.]

POSTLUDE, a piece played after service, an
outgoing voluntary. The term is an adaptation
from the Latin-German °Postludium.’ Hen
Smart has ocoasionally employed it. (G.

POT-POURRI. A name first given by J. B.
Cramer to a kind of drawing-room composition
consisting of a string of well-known airs from
some particular opera, or even of national or
other familiar tunes having no association with
each other. These were connected by a few
showy passages, or sometimes by variations on
the different themes. The pot-pourri was a less
ambitious form of composition than the (modern)
fantasia, as there was little or no working-out of
the subjects taken, and very little ‘fancy’ was
required in ite production. It had its own class
of admirers, and was at one time a very popular
form of composition. Peters's Catalogue contains
38 by V. Felix, and 64 by Ollivier, on all the
chief operas. Chopin, in a letter, calls his op.13
a ‘Potpurri’ on Polish airs. The pot-pourri
has been invaded by the *transcription,” which
closely resembles it in form although taking only
one subject as a rule, instead of many. *Olla

rida’ was another name for the same sort of
production. [J.A.F.M)]

POTT, Auvcust, born November 7, 1806, at
Nordheim, Hanover, where his father was Stadt-
musikus. He adopted the violin as his instrument,
and shortly after Spohr's appointment to be Hof-
Capellmeister at Cassel, went there as his pupil,
and there made his first public appearance in
1824. He occupied the next few years in travel-
ling through Denmark and Germany. In 1832 he
was appointed Concertmeister to the Duke of
Oldenburg, and afterwards advanced to the post
of Capellmeister at the same court. This he
resigned in 1861, and is now (1880) living at
Gratz. In 1838 he visited England, and played
Lipinski’s concerto in B minor at the Pll:i.lha.h
monic on May 21 with great applause, The
critic of the * Musical World’ speaks with enthu-
siasm of the extraordinary power of his tone,
his ir::t execution, and the purity of his style.
He published two Concertos, and various
smaller pieces for the violin with and without
orchestra. [G.]

POTTER, PaILIP C1PRIANT! HANMBLY, born in

London in 1792, began his musical education at 7,
under his father, a teacher of the pianoforte. He

1 He derived this name from his godmother, a sister of J. B. Olpriant
the palater.
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sfterwards studied counterpoint under Attwood,
sod theory under Callcott and Crotch, and on
Woelfl's arrival in England received instruction
from him during five years. In 1816 an overture

Mr. Potter was commissioned and performed
11) the Philharmonic Society, and
on April 29 of the same year he made his first

public appearance as a performer at the Society’s
concert, and played the pianoforte part in
sestet of his own composition, for pianoforte and

stringed instruments. He again performed March
and studied composition under Firster, receiving
friendly advice from Beethoven. Writing
jes in London, on March 5, 1818, the
says, ‘Potter has visited me several
to be & man, and has
ition.' After visiting other
made a tour in Italy, and
to in 1821, when he formed
Concerto in D at the Phi onic
In 1822 he was appointed professor
pianoforte at the Royal Academy of Music,
on resignation of Dr. Crotch in June
3 succeeded him as Principal. The latter
he resigned in 1859, in favour of Stern-
Bennett.

Mr. Potter’s published works extend to op. 29,
and include 3 sonatas, 9 rondos, 2 toccatas, 6 sets
variations, waltzes, a polonaise, a large num-
ber of impromptus, fantasias, romances, amuse-
ments, etc., two books of studies® composed
for the Academy of Music—all for PF.
wlo. Also a ‘Duet Symphony’ in D, and 4 other
duets, besides arrangements og 2 of his symphonies
aad an overture—all for 4 hands ; a fantasia and
fogue for 2 PFs.; a trio for 3 players on the PF.;
ssestet for PF. and instruments ; a duo for PF.
andV.; a sonata for PF. and horn, 3 trios, etc., etc.
His MS. works comprise 9 symphonies for full
archestra, of which 6 are in the Philharmonic
Library; 4 overtures (3 ditto) ; 3 concertos, PF.
sad orch. (ditto); & concertante, PF. and cello;
s cantata,, ‘ Medora e Corrado’; an Ode to Har-
mony; adiditional accompaniments to ‘Acis and
Galstea,” and many other pieces of more or less
importance, These compositions, though well
recsived,? and many of them in their time
much in vogue, are now forgotten, except the

Asa he ranked high, and he had
the bonour to introduce Beethoven's
in C, C minor, and G, to the English public at
the Philharmonic. As & conductor he is most
‘%NL ken of, and it may be worth mentioning
that time with his hand and not with a
baton. He died Sept. 26, 1871. 'thl,': ﬁ-:‘l;ha:d
genial it, and the eagerness whi o
'dmg":’nd tried new music from whatever
quarter, will not be forgotten by thoee who had

by Mr. W. H. Holmes in * Notes upon Notes®
$4 in number snd are arTanged for a key
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the pleasure and profit of his acquaintance. One
of '.ge last occasions on whic.?he was seen in
ublic was assisting in the accompaniment of
Enhms’s Bea:llx‘:m,. at its first performance in
London, not months before his death. He
contributed a few papers to periodicals—* Recol-
lections of Beethoven,” to the Musical World,
April 19, 1836 (reprinted in Mus. Times, Dec. 1,
1861) ; ‘ Companion to the Orchestra, or Hints
on Instrumentation, Musical World, Oct. 28,
Dec. 23, 1836, Mar. 10, May 12, 1837. Mr.
Potter edited the ‘Complete Pianoforte Works of
W" gl; lgjem; Nodvello; and Schumann’s
‘Album ie Ju; * (op. 68) for Messrs.
Wsuel&Co.in1857g.'en ©p. 8)

In 1860 a subecription was raised and an
Exhibition founded at the Royal Academy of
Music in honour of Mr. Potter. It is called
after him, and entitles the holder to one year's
instruction in the Academy. [W.H.H.]

POUGIN, ARraus, born Aug. 6, 1834, at
Chateauroux, where he is registered as Frangois
Auguste Arthur Parcisse-Pougin. As the son
of an itinerant actor he had few educational
advantages, and his literary attainments are
therefore due to his own exertions alone; his
knowledge of music was partly obtained at the
Paris Conservatoire, where he passed through
the violin-class and harmony with Henri Reber.
From the ago of 13 he played the violin at &
theatre ; and at 21 became conductor of the
ThéAtre Beaumarchais, which however he soon
quitted for Musard’s orchestra. From 1856 to
59 he was vice-conductor and répétiteur (or con-
ductor of rehearsals) at the Folies Nouvelles.
Pougin soon turned his attention to musical
literature, beginning with biographical articles
on French musicians of the 18th century in the
‘Revue et Gazette Musicale.” Musical biography
remains his favourite study, but he has been an
extensive writer on many other subjects. At
an early period of his career he gave up teach-
ing, and resigned his post among the violins at
the Opéra Comique (1860 to 63) in order the
better to carry out his literary projects. Besides
his frequent contributions to the ‘ Ménestrel,”
‘La France musicale, ‘L’Art musical,’ and
other periodicals specially devoted to music, he
edited the musicyl articles in the * Dictionnaire
universel* of Larousse, and has been suoces-
sively musical feuilletoniste to the ¢Soir, the
¢ Tribune,’ ¢ L’Evdnement,’ and, since 1878, to
the ‘Journal Officiel * where he succeeded Eugine
Gautier.

Among his numerous works, the following may
be ?ecx ed :—* Meﬁerbecr. notes biognghiquu'
(1864, 12mo); ‘F.Halévy, écrivain’ (1865, 8vo);
‘W. Vincent Wallace, étude biographique et
critique’ (1866, 8vo); ¢ Bellini, sa vie, ses ceuvres’
(1868, 12mo); * Albert Grisar, étude artistique’
(1870, 12mo) ; * Rossini, notes, impressions, ete.’
(1871, 8vo); “Boieldieu, sa vie, etc’ (1875, 12mo0);

¢ Figures d’opéra-comique: Elleviou; Mme. Du-
g n; la m&é:

gazo! de Gavaudan' (1875, 8vo); ‘ Ra-
meau, sa vie et ses ceuvres ' (1876, 16mo);
¢ Adolphe Adam, se vie, etc.’ (1876, 12mo),—all
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published in Paris ; and finally the ‘ Supplément
et Complément’ to the * Biographie Universelle
des Musiciens ’ of Fétis, a wurk of great extent
and industry, and containing a mass of new
names and information (2 vols. 8vo, Paris,
1878-80). [G.C.]

POWELL, WaLTER, born at Oxford in 1697,
was on July 1, 1704 admitted a chorister of

Mnﬁdalun College. In 1714 he was appointed a
clerk in the same college. 6:: April 16, 1718 he
was elected Yeoman Bedell of Divinity and on
Jan. 26, 1732 Esquire Bedell of the same faculty.
He was also & member of the choirs of Christ
Church and St. John's Colleges. In July 1733
he eang in the oratorios ii.ven by Handel during
his visit to Oxford, and later in the year at the
Meeting of the Three Choirs at Gloucester. He
is said, but erroneously, to have been afterwards
inted a gentleman of the Chapal Royal. His
voice (countertenor) and singing were greatly ad-
mired. He died Nov. 6, 1744, and was buried at
8t. Peter’s in the East, Oxford. (W.H.H.]
PRACTICAL HARMONY, INTRODUOTION
70. The title of a treatise, and collection of
pieces by masters of different schools, edited
and arranged by Muzio Clementi, in 4 volumes,
oblong quarto. The original title is ¢ Clementi's
Selection of Practical Harmony, for the Organ or
Piano Forte; containing Voluntaries, Fugues,
Canons and other Ingenious Pieces. By the
most eminent composers. To which is prefixed
an Epitome of Counterpoint by the Editor.
(Here follow 5 lines from Paradise Lost, Bk. xi).
London printed by Clementi, Banger, Hyde,
Collard & Davis, No. 26 Cheapside.” The price

of each volume was one guinea. Vols. 1 and 2
alone are in the British Museum. The following
is & complete catalogue of the contents.
Vol. L. MImunmmnc

Treat! Harmony and Coun- r.

mm byclo:n,nnﬂ. Bach, Iml:' Fantasis and
E T2 e LY. s

minor, Bb, D minor. in G, Saite (5th

Gavotte in D minor. Fugue|

X Q.

tsberger. 9 Fugues, in B
minor, B, A minor, ¥, O,
Eb. 0, A minor, :M A,

ia G minor.
Marpurg. Preludeand Fugoe in G,

Vol. IL.
Albrechtsberger, 6 Fugues, in G,
B minor, G, G minor, D, and
D minor.

Eberlin. 4 Voluntaries and Fugues,
in G minor, D, G, snd B
minor.

Mozart. Fantasie in Fminor, ar-

ranged.
Bach, O. P. E. Fantasla and
Fugue in C minor. Faotasis
in 0. Voluntary and Fugue

and G minor N
Mozart. Fugue io D minor from Fugue’). (the *Cass
the u by| ¥, .‘“‘; :Ounmol:'ng-lw
Bach, 0. P. E._3 Voluntaries and oun;of,ml E minor. Can-
Fugues, In A and D minor. zona in F. Corrente In ¥
Fantasie and Fugue o G mioor. Toocsta la ¥,

" | name of the great Italian com

PRAETORIUS.

Vol. IIL. Bach. J. 0. ¥. Fuguve i C minor.
Bach, W.¥. Fugue and Capricolo Rondo in C. Minuet in C.
in D minor. 2 Polonalses in Pol inG. Bonatain C.
F. Fugue in D. Adagloin Bach, J. Christoph (third son of
B minor. Vivace in D J.8. Bach). g8onstas, n B
Polonsise in D. Fugue and sad C minor.
Poloaalse In C. 2 Fugues, in | Bach, J. 8. 2 Fugues, in A minor
O minor and Bb. 3 Polon- snd O.
hmhuﬂ’ Pologatse o0 Vol. IV.
ol
Eb. Pugue and Polonaise |Padre Martini, 9 Sonatas—in B
in E minor. Polonslse in K. minor, B minor, D, D minor,
Fugue sad Polonalse in ¥ Bb. G, C minor, Cand F.
minor. Fugue and Polon- ‘“"";"‘;W A P
aise in O minor. . F minor, G, G minor. A
Bach, C. P. E. Fantasis In C lnd'Anlnor:(Mprreadd
minor. Fugue in 0 minor by ‘Cadenzas or Preludes )
for organ (by J. 8. Bach, in D, A, E. E minor, 4, Bb
wrongly attributed to C.P.E. and O; (these with Preludes)
Bach]. Rondo in C minor, th-l-{m&o,A
Fantasia in 0. Fugue in C minor, B minor; (the rest
minor on the name * Bach.’ wi'thonl Pn!udea)lnl)lplw
Allagro In C.  Andantino in = Christus resusrexit,’ in O
Ominor. Presto in C minor. —'Allelujs.’ in O—* Allelja
Allegro in C. Bonsta In F, = Ito Misss est.
and Sinfonia in ¥. (_J.A.F.M.]

PRAEGER, FERDINAND CHRISTIAN WILHELNM,
son of Heinrich Aloys Praeger, violinist, com-
, and capellmeister, was born at Leipzig,

an. 22,1815. His musical gifts developed them-
selves very early; at nine he played the cello
with ability, but was diverted from that instru-
ment to the piano by the advice of Hummel. At
sixteen he established himself as teacher at the
Hague, meanwhile strenuously maintaining his
ractice of the pisno, violin, and composition.
Yn 1834 he settled in London, where he still re-
sides, a well-known and much esteemed teacher.
But though living in London Mr. Pracger has
not broken his connexion with the Continent: he
is still correspondent of the ‘ Neue Zeitschrift fiir
Musik,’ a post for which he was selected by Schu-
mann himself in 1842. In Jan. 1851 he gave
a recital in Paris of his own compositions with
success; in 1852 he played at the Gewandbaus,
Leipzig, and at Berlin, Hamburg, etc.; and later,
in 1867, a new PF. trio of his was selected by the
United German Musicians, and performed at their
festival at Meiningen. He has always been an
enthusiast for Wagner, and it was partly owing to
his endeavours that Waer was engaged to oon-
duct the Philharmonic Concerts in 1855. He is
beloved by his numerous pupils, and a ooncert of
his compositions was organised by them in his
honour, on July 10, 1879, in Lom‘{on. An over-
ture from his pen entitled * Abellino’ was played
at tbe New Philharmonic Conoerts of May 24,
1854, and July 4, 1855 (under Lindpaintner and
Berlioz); and a Symphonic Prelude to Manfred
at the Crystal Palace, April 17, 1880. A selec-
tion of his best pieces is published in 2 vola.
under the title of the ¢ Praeger Album '’ (Kahnt,
Leipzig). G.]

PRAENESTINUS. The Latinised form of the
, derived from
the town of Prmeneste, one of the most ancient
cities of Italy, and now called Palestrina.
‘Jobannes Petrus Aloisius Preenestinus’ answers
to the Italian ‘Giovanni Pier Luigi ds Pales-
trina.’ G.]

PRAETORIUS, or PRATORIUS. The
amumed surname of more than ome family of
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distinguished German Musicians, whose true
pstronymic was Schultz.!

Of the numerous Composers whose works are
published under this name, the most celebrated
was MICHAEL PRETORIUS, a learned and indus-
trious writer, of whoee personal history very little
is known, beyond the facts, that he was born at
Creatsberg in Thuringia, on Feb. 15, 1571; that
he began his artistic career, in the character of
Kapellmeister, at Luneburg; that he afterwards
entered the service of the Duke of Brunswick,
first as Organist, and then as Kapellmeister and
Secretary; was appointed Prior of the Monastery
of Ri eim, near Gozlar, without neceuity of
resideace ; and died at Wolfenbiittel, on his fiftieth
birthday, Feb. 15, 1621.

The Compositions of Michael Prmtorius are

voluminous. He himself has left us, at the
eod of his ‘Syntagma Musicum,’ a catalogue, the
most im| t items of which are, 15 volumes
of * Polybymnia,” adapted partly to Latin, and
y to German words ; 16 volumes of ‘Mus®
im’ of which the first five are in Latin, and
inder in ; 9 volumes of a s@cular
work, called ¢ Musa Aonia,’ of which the several
books are entitled ¢ Terpsichore’ (2 vols.), ‘Cal-
liope’ (3 vols.), * Thalia’ (2 vols.), *Erato’ (1 vol.),
¢ Diana Teutonica ’ (1 vol.), and ¢ Regensburgische
Beho’ (1 vol.) ; and a long list of other works,
* partly printed, and partly, through God's mercy,
tobeprinted.” The first of these is the ‘Syntagma
Musicum’ (Musical Treatise) itself—a book the
excemive rarity and great historical value of
which entitle it to a special notice.

The full title of this remarkable work is,
‘Syntagma Musicum ; ex veterum et recentiorum
Ecclesiasticorum autorum lectione, Polyhistorum
consignatione, Variarum li notatione,
Hodierni seculi usurpatione, ipsius denique
Musice artis observatione: in Cantorum, Or-
ganistarum, Organopceorum, ceterorumque Mu-
scam scientisain amantium & tractantium gratiam
collectum ; et Secundum generalem Indicem toti
Operi prefixum, In Quatuor Tomos distributum,
A Michaéle Pretorio Creutsbergensi, Ccenobii
medhau imensis Priwi,[ gvm a:l: Brunsvicensi

i Musici istro. ittel (sic), Anno
1615]° N ot:‘i‘tﬁmding this di:gi:ct mention
of four volumes, it is morally certain that no more
than three were ever printed, and that the much
cveted copy of the fourth, noticed in Forkel's

was nothing more than the separate
easliier of plates attached to the second.

Tou. I. (Wittenberg, 1615), written chiefly in
Latin, but with frequent interpolations in Ger-
maa, is arranged in two principal Parts, each sub-
divided into innumerable minor sections. Part I.
I entirely devoted to the consideration of Ec-
clasiastical Music; and its four sections treat,
Tespectively, (1) of Choral Music and Psalmody,
a practised in the Jewish, Egyptian, Asiatic,?
Greek, and Latin Churches; () of the Music of
the Mass; (3) of the Music of the Antiphons,

} The word Sehultss signifes the Head-man of & village or small
tows: end may therofore be translated by Prator.
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Psalms, Tones, Respounsoria, H , and Can-
ticles, as sung at Matins and Vespers, and the

Greater and Litanies ; and (4), of Instru-
mental Music, as used in the Jewish and early
Christian Churches, including a detailed descrip-
tion of all the Musical Instruments mentioned
either in the Old, or the New Testament. Part II.
treats of the Smcular Music of the Antients, in-
cluding, (1) Dissertations on the Invention and
Inventors of the Art of Music, its most eminent
Teachers, its Modes, and Melodies, its connection
with Dancing and the Theatre, its use at Funeral
Ceremonies, and many other kindred matters;
and (2), Descriptions of all the Instruments used
in antient Secular Music, on the forms and pecu-
liarities of some of which much light is thrown by
copious quotations from the works of Classical
Authors.

Tou. II, printed at Wolfenbiittel in 1518,
and written wholly in German, is called Organo-
graphia, and divided into five principal sections.
Part 1. treats of the nomenclature and classifica-
tion of all the Musical Instruments in use at the
beginning of the 17th century —that critical
period in the History of Instrumental Music
which witnessed the first development of the
Operatic Orchestra, and concerning which we are
here furnished with much invaluable information.
Part II. contains descriptions of the form, com-
pass, quality of tone, and other peculiarities of
all theso Instruments, seriatim ; including, among
Wind Instruments, Trombones of four different
sizes, the various kinds of Trumpet, Horns (Jiger
Trommetten), Flutes, both of the old and the
transverse forms, Cornets, Hautboys, both Treble
and Bass (here called Pommern, Bombardoni,
and Schalmeyen), Bassoons and Dolcians, Double
Bassoons ang Sordoni, Doppioni, Racketten, and
the different kinds of Krumhorn (or Lituus),
Corna-muse, Bassanello, Schreyerpfeiffe, and Sack-

feiffe, or Bagpipes. These are followed by the
gtringed Instruments, divided into two classes—
Viole da Gamba, or Viols f.lsyed between the
knees, and Viole da Brazzo, played upon the arm.
In the former class are comprised several different
kinds of the ordinary Viol da Gamba, the Viol-
bastarda, and the Violoné, or Double Bass: in the
latter, the ordinary Viola da Braccio, the Violino
da Braccio, the Violetta picciola, and the Tenor
Viola da Braccio. The Lyres, Lutes, Theorbas
(sic). Mandolins, Guitars, , and other In-
struments in which the strings are plucked by the
fingers or by a Plectrum, are classed by them-
selves ; as are the Keyed Instruments, including
the Hna:ichord (Clavicymbalum), Spinet (Vir-
ginall), Clavicytherium, Claviorganum, Arpichor-
dum, the ‘Ntirmbergisch Geigenwerck,” and
Organs of all kinds, be%mmng with the antient
Regall, and Positieff. Part IIL., carrying on the
subject with which the former division ended,
treats of antient Organs, in detail, giving much
valuable information concerning their form and
ﬁmﬁaiow . gi(;:;:mmin 1111' t:;l description
modern e which were con-
sidered modern 260 years ago—with details of

8 Pétls saya, 1519; but this is an ecror.
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their construction, the form of their Pipes, the
number and quality of their Stops, or Registers,
and other equally interesting and important
matters relating to them. Part V. treats of certain
individual Organs, celebrated either for their size
or the excellence of their tone, with special ac-
counts of more than 30 Instruments, including
those in the Nicolaikirche and Thomaskirche at
Leipzig, the Cathedrals of Ulm, Liibeck, Magde-
burg, and Brunswick, and many other well-known
Churches.

It would be difficult to exaggerate the interest
of this part of the work, which is rendered still
more valuable by an Appendix, printed at Wolfen-
biittel in 1620, two years after the publication
of Tom. I1. and I1I., under the title of ‘ Theatrum
Instrumentorum, seu Sciagraphia, Michaélis
Praetorii, C.' This consists of 42 well-executed
plates, exhibiting woodcuts of all the more im-
portant instruments previously described in the
text, drawn with sufficient clearness of detail to
give a fair idea of many forms now so far obso-
lete that it would be difficult to find a real

imen in anything like working order. Among
:gese, the;ethue If;w mg;e cu;ioct;m than th: en-

ing of the * Nitrmbergi eigenwerck,’ in
exi:.lfgthe clumsiness of {lﬂ” Treadle (mentioned
under P1aNo-ViouiN, vol. ii. pp. 745-746), is
brought into very strong relief.

Towm. III., also printed at Wolfenbiittel, in 1618,
is in three main sections. Part I. treats
of all the different kinds of Seecular Composition
practised during the first half of the 17th century,
in Italy, France, England, and Germany; with
separate accounts of the Concerto, Motet, Faux-
bourdon, Madrigal, Stanza, Sestina, Sonnet, Dia-
logue, Canzone, Canzonetta, Aria, Messanza,
Quodlibet, Giustiniano, Serenata, Ballo or
Balletto, Vinetto, Giardiniero, Villanella, Pré-
lude, Phantasie, Capriccio, Fuga, Ricercare,
Symphonia, Sonata, Intrada, Toccata, Padovana,
Passamezzo, Galliarda, Bransle, Courante, Volta,
Allemanda, and Mascherada, the distinctive
peculiarities of each of which are described with
s clearness which throws much light on cer
tain forms now practically forgotten. Part II.
deals with the technical mysteries of Solmisation,
Notation, Ligatures, Proportions, Sharps, Flats,
Naturals, Modes or Tones, Signs of all kinds,
Tactus or Rhythm, Transposition, the Arrange-
ment of Voices, the Management of Double,
Triple, and Quadruple Choirs, and other like
matters. Part IIL. is devoted to the explanation
of Italian technical terms, the arrangement of a
complete Cappella, either Vocal, or Instrumental,
the Rules of General-Bass (Thorough-Bass), and
the management of a Concert for Voices and
Instruments of all kinds; the whole concluding
with a detailed list of the author’s own Com-
posi;ions, l;othl Safcred and Secular; and a com-

ium of rules for the training of Boys' Voil
mr the Iltalian Method. T TR

Tou. IV., had it been completed, was to have
treated of Counterpoint.

The chief value of the ‘S a Musicum’
lies in the insight it gives us into the technical

PRATT.

of a lying midway between the
triumphs of the Polyphonic School and the full
development of Modern Music—an less
rich in such records than either that which pre-
ceded, or that which followed it. It has now
become exceedingly acarce. There is no copy? in
the British Museum, nor, so far as we have been
able to discover, in any other Library in London ;
but one is Sreserved in the Euing Library in
Anderson’s University, Glasgow. For the use of
the remarkably fine examplar which served as
the basis of our description, we are indebted to
the Rev. Sir F. A. Gore Ouseley, who placed it
unreservedly at our dispoeal. One of the volumes
contains the autograph of a Bach, and another
of Telemann. Not less scarce and costly are
the Author’s Compositions. There is rather an
extensive collection of separate volumes in the
British Museum ; but, of Part IX. of the ‘ Muss
Sionise,” embracing several of the last volumes,
it is doubtful whether & copy is anywhere to
be found.

Of the other Composers, who have written
under the name of Preetorius, one of the most
celebrated was GopEescaLcus PRETORIUS (or
ScaULZ), born at Salzburg, in 1528, and for many
years Professor of Philosophy at Wittenberg. He
published, at Magdeburg, in 1556, a volume
entitled * Melodiz Scholasticze,” in the prepara-
tion of which he was assisted by Martin Agricola.
He died July 8, 1573.

The famous Organist, HIERONYMUS PRZTORIUS
(JEBOM SCHULZ), was born, in 1560, at Hamburg,
where, after attaining an extraordinary reputa-
tion, he died, in 1629. Among his numerous
Compositions, the best-known is a Christmas
Carol for 8 voices, ‘ Ein Kindelein so lebelich,’
Hamburg, 16132

JaocoB PrETORIUS (or ScHULZ), the son of
Jerom, whose talent as an Organist he richly
inherited, was born at Hamburg, in the year
1600; attained a great reputation in his native
city; and died there in 1651. He is best known
by a ¢ Choralbuch,’ which, in conjunction with
Hieron. Pratorius, Joachim Becker, and David
Scheidemann, he publiched at Hamburg in 1604.

BARTHOLOMEUS PRETORIUS is known as the
Composer of *‘Newe liebliche Paduanen, und
Galliarden, mit 5 Stimmen,’ Berlin, 1617.

JOHANN PRETORIUS, & man no less remarkable
for the depth of his learning than for his great
musical talent, was born at Quedlinburg, in
1634 ; and, after holding several important ap-
pointments at Jena, Gotha, and Halle, produced
an Oratorio called ¢David’ in the last-named
city, in 1681, and died there in 1705. [W.8.R.]

PRATT, JoEN, son of Jonas Pratt, music-
seller and teacher, was born at Cambridge in
1772. In 1780 he was admitted a chorister of
King's College. After quitting the choir he
became a pupil of, and deputy for, Dr. Randall,
the college organist, and on his death in March
171?9 was appointed his successor. In September
following he was appointed organist to the Uni-
1 Except of the cahier of Plates.

2 Gerber erroneously attributes this work to Michael Prestorius.
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versity, and in 1813 organist of St, Peter’s Coll

He composed several services and anthems, He
ﬁuhed ‘A Collection of Anthems, selected
the works of Handel, Haydn, Mozart, Clari,

Leo and Carissimi’ (an adaptation to English.

words of detached movements from the masses,
ete. of those composers), and a selection of psalm
and hymn ﬁun:edenﬁiﬂed ¢ Psalmodia Canta-
brigiensis.” He di arch g, 1855, poesessed of
a good local reputation. [W.H.H.]

PRATTEN, RoBERT SIDNEY, a very distin-
guished English flute-player, born Jan. 23, 1824,
at Bristol, where his father was a professor of
music. The boy was considered a prodigy on
the flate, and in his 12th year was much in
request at the Concerts at Bath and Bristol.
From thence he migrated to Dublin, where he
played first flute at the Theatre Royal and
musical societies. In 1846 he came to {.ondon,
and was soon engaged as first flute at the Royal
Italian the Sacred Harmonic and Phil-
harmonic Societies, the Musical Society of Lon-
don, Mr, Alfred Mellon’s Concerts, etc. Through
the kindnees of the Duke of Cambridge, Mr.
Pratten some time in Germany in the
study of theory and composition, and became
s clever writer for his instrument. His Con-
certatiick and Fantasia on Marie Stuart are
among the best of his productions. He died at
Ramsgate, Feb. 10, 1868, beloved by a large
circle. Mr. Pratten had a very powerful tone
and remarkable power of execution. His ear
was extraordinarily sensitive, and in consequence
his intonation the gradation of his nuances
were perfect, though his taste was perhape a trifle
too florid. His widow is a well-known professor
of the guitar.—His brother, Frederick Sidney
Pratten was an eminent contrabassist, engaged
in the same orchestras aa himself. He died in
London, Mar. 3, 1873. [G]

PREAMBULUM. See PRELUDS.

PRE AUX CLERCS, LE. An opéra comique
in 3 acts; words by Planard, music by Hérold.
Produced at the Opéra Comique, Dec. 15, 1833,
a few weeks before the composer's death, Jan. 19,
1833. The 1000th representation, Oct. 10, 1871.
Given in London (in French) at the Princess’s,
May 2, 1849, and in Italian (same title) at Covent
Gardea, June 26, 1880. [G.]

The director
collegiate, or monastic
church. In the English cathedrals of the old
foundation, as well as in the cathedrals of France,
ﬁ. and Germany, the Precentor was always a
dgnitary, and rinked next to the Dean, although
in a few instances the Archdeacons preceded him.
At Exeter the Precentor installed the Canons ;
st York he installed the Dean and other dig-
nitaries ; and at Lichfield even the Bishop re-
ceived visible poesession of his office from his
bands, At Paris the Precentor of Notre Dame
divided with the Chancellor the supervision
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of the schools and teachers in the city, and of the
respondents in the university. The dignity of
Precentor was established at Exeter, Salisbury,
York, and Lincoln in the 11th century; at
Rouen, Amiens, Chichester, Wells, Lichfield, and
Hereford in the 13th century ; and at St. David’s
and St. Paul's (London) in the 13th century, In
cathedrals of the new foundation (with the exeep-
tion of Christ Church, Dublin) the Precentor is &
minor canon appointed by the Dean and Chapter,
and removable at their pleasure. The duties of the
Precentor were to conduct the musical portion of
the servioe, to superintend the choir generally, to
distribute copes and regulate processions ; on Sun-
days and great festivals to begin the h: ,
responses, etc.,, and at Mass to give the note to
the Bishop and Dean, as the Succentor did to the
canons and clerks, In monasteries the Precent.
had similar duties,and was in addition generally
chief librarian and registrar, as well as super-
intendent of much of the ecclesiastical discipline
of the establishment. Insome French cathedrals
he carries & silver or white staff, as the badge of
his dignity. In the Anglican Church his duties
are to superintend the musical portions of the
service, and he has the general management of
the choir. His stall in the cathedral corresponds
with that of the Dean. (Waloott, ‘ Sacred Arche-
ology’; Hook, ¢ Church Dictionary.’) [W.B.S.]

PRECIOSA. A playin 4 acts by P. A. Wolff,
with overture and music by Weber; music com-
pleted July 15, 1820 Produced in Berlin, Mar,
14, 1821, at the Royal Opera-house. In Paris,
in 1825, at the Odéon, adapted and arranged by
Sauvage and Cremont; and April 16, 1858, at
Thétre Lyrique, reduced to one act by Nuitter
and Beaumont. In London, in English, at Covent
Garden, April 28, 1825.

In the autograph of the overture the March
is stated to be from a real gipsy melody.  [G.]

PREDIERI, Luoc-ANTOXIO, born at Bologna,
Sept. 13, 1688, became maestro di capella of the
cathedral, and on the recommendation of Fux
was appointed by the Emperor Charles V1. vice-
Capellmeister of the court-chapel at Vienna in
Feb. 1739. He was promoted to the chief Capell-
meistership in 1746, but dismissed in 1751 with
title and full salary, apparently in favour of
Reutter. He returned to Bologna, and died there
in 1769. Among the MSS, of the Gesellschaft
der Musikfreunde at Vienna are many scores of
his operas, oratorios, feste di camers, serenatss,
etc., which pleased in their day, and were for the
most part produced at court. [C.F.P.]

PREGHIERA, a prayer., A name which
some modern writers En' the pianoforte (Rubin-
stein among them) have chosen to prefix to
drawing-room pieces, consisting, as a rule, of a
well-defined melody, adorned with more or less
showy passages. The form of piece is, as its
name implies, supposed to be solemn in character,
but the display which for some unaccountable
reason is seldom separate from it quite destroys
any devotional feeling which may have given rise
to the piece and to its name. (J.A.F.M]
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PREINDL, JosepH, born 1758 at Marbach
on the Danube, a pupil of Albrechtsberger in
Vienna, became in 1790 choirmaster of the
Peterskirche, and in 1809 Capellmeister of St.
Stephen’s, in which post he died Oct. 26, 1823.
He was a solid and correct composer, a skilled
pianist and organist, and a valued teacher of
singing. His compositions include masses, &
requiem, smaller church pieces, and pianoforte
and organ-music, partly published in Vienna.
He also printed a ‘ Gesanglehre * (2nd ed. Stei-
ner), and ‘Melodien aller deutschen Kirchen-
lieder welche in St. Stephansdom in Wien
gesungen werden,” with cadences, symphonies,
and preludes, for organ or pianoforte (Diabelli,
3rd ed. revised and enl by Sechter). Sey-
fried edited his posthumous work ‘ Wiener Ton-
schule,” a method of instruction in harmony,
counterpoint, and fugue (Haslinger, 1827; 2nd
ed. 1832). [C.F.P.]

PRELLEUR, PrTER, was of French extrac-
tion and in early life & writing master. About
1728 he was elected organist of St. Alban, Wood
Street, and shortly afterwards to play
the harpsichord at Goodman’s Fields Theatre,
which he continued to do until the suppression of
the theatre under the Licensing Act in 1737, com-
posing also the dances and occasional music. In
1730 he published ‘ The Modern Musick Master,
or, the Universal Musician,’ containing an intro-
duction to singing, instructions for playing the
flute, German flute, bautboy, violin, and .
chord, with a brief History of Music, and &
Musical Dictionary. In 1735 he was elected
the first organist of Christ Church, Spitalfields.
After the closing of Goodman’s Fields Theatre
he was engaged at a newly opened place of
entertainment in Leman Street close by, called
the New Wells, for which he com some

and an interlude entitled ‘Baucis and
Philemon,’ containing a good overture and some
pleasing songs and duets, the score of which he
published. Fi hymn tunes by him were
included in a collection of twenty-four published
by one Moze, an organist, in 1758, under the
title of ‘Divine Melody,” in which he is spoken
of ag if then dead. w. ﬁ?}l.]

PRELUDE (Fr. Prélude ; It. Preludio; Lat.

reludium ; Ger. Vorspiel). A preliminary move-
ment, ostensibly an introduction to the main body
of a work, but frequently of intrinsic and indepen-
dent value and importance. [See INTRODUCTION,
OvERTURE.] The term is rarely used in connec-
tion with oratorio, cantata, or opera, either as a
synonym for overture or as a title for the in-
strumental introduction takin‘gvthe place of an
overture in regular form. agner, however,
employs the word Vorspfel in the majority of
his music dramas, notably in ‘Lohengrin’' and
¢« Die Meistersinger.” In each of these several
instances the movement so denominated is mot
only of extreme significance, but is capable, like
an overture, of being performed apart from the
opera. In ‘Tristan und Isolde’ he prefers
Linleitung (Introduction), but in the four sections
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of * Der Ring des Nibelungen’ we have Vorspiel,
and the terms in an operatic sense may be con-
sidered practically inte ble.

The Prelude was for a long period s charac-
teristic portion of the Sonata or Suite. For
example, Corelli in his ‘ Sonate da Camers,’ com-
mences almost invariably with a Preludio, that
is, an introduction of 8, 13, or 16 bars, largo or
adagio, leading generally into an Allemande.
In the works of Corelli's successors, Italiay and
German, we find the Prelade more developed, but
it seems to have been a matter of choice with the
ocomposer whether & movement so named should
precede the Allemande. Bach, whose command-
ing genius led him to improve upon the lines of
his predecessors, has left some masterly preludes
in what is generally known as the ancient binary
or sonata form ; these movements being as im-
portant and interesting as any in his suites. [See
SoNaTA, SUITE.] But the term is used in another
sense, which must be dealt with here—that is, as
a title to the movement introductory to a fugue.
The Wohltemperirte Clavier of h affords
& great variety of forms and styles included
undér the same heading. In some instances, as
for example Book I. No. 5 in C, No. 32 in C
minor, and No. 3 in C§, the prelude is a mere
ltudyin;rgeg'oc;inothenitiain ar
form, as in Book II. No. 5 in D and No.g in E,
Sometimes it is of ter length than the suc-
ceeding fugue, of which Book II. No. 17 in Ab,
is an instance in point.

The organ preludes of Bach are of far greater
interest than even his masterly compositions for
the clavichord. In Book II. of the complete organ
works there are some moﬁ:iﬁcent preludes, es-

ially those in A minor, E minor, G minor amd
%elcninor. The contrapuntal ingenuity and musical
beauty of the one last-named are ter than
they are in the fugue following. But perha
the finest of the entire series is that in Eb,
Book III., associated with the fugue popularly
known as ¢ St. Ann’s.’ The form of the meve-
ment is very nearly that of the modern rondo,
and in regard to symmetrical p ion, melodic
beauty, and depth of feeling, it has few rivals in
the instrumental works of any composer. But a
lengthy treatise might be penned on the organ
preludes of John Sebastian Bach. Among the
multitudinous imitations by recent composers
the three preludes of Mendelssohn in op. 37 hold
the foremost place. His six Preludes(and.Fugues)
for piano (op. 35) are also interesting, more
especially that in E minor No. 1, which almost
deserves a place among the ‘Lieder ohne Worte.’
Chopin, who was a law unto himself in man
things, has left a series of Préludes, each of whi
is complete in itself, and not intended as an
introduction to something else.. The apparent
anomaly may be forgiven, out of consideration to
the originality of the pieees, which whether they
were suggested by his visit to Majorca or not,
are among the most characteristic of Chopin’s
compositions. It will be seen by the foregoing
remarks that the title of Prelude has never been
associated with any particular form in music, bus
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is equally cable to a phrase of a few bars or
an extended composition in strict or free style.
Occasionally the synonymous word PREAM-
BULUM is employed, of which the most salient
modern instance occurs in Schumann’s ¢ Carnaval,’
0p.9. Prelude is sometimes used to signify the
introductory bars of symphony in a song or other
vocal pieoe ; also thebrief improvisationof a player
before commencing his performance proper. Bee-
thoven's two Preludes through the 13 keys, op.
39, are in the improvisatory style. [H.F.F.]

PRELUDES, LES. The third of Liszt’s
phonic Poems ' (Symphonische Dichtungen)

for fall orchestra; probably composed in the
winter of 1849, and first performed at Weimar,
Feb. 23, 1854. ) [G.]

PREPARATION. The possibility of using a
very large proportion of the dissonant combina-
tions in music was only discovered at first throl:ih
the process of ‘suspension,’ which amounts to the
delaying of the progression of a part or voice out of
a concordant combination while the other parts
move on to & fresh combination; so that until
the delayed part moves also to its destination s
disscnance is heard, As long as the parts which
bave moved first wait for the suspended notes to
move into their places before moving further, the
group to the order of ordinary s ions
(Ex. 1); but when they move again while the
part which was as it were left behind moves into
its place, a different class of discords is created
(Ex.2). In both these cases the sounding of the

discordant note in the previous combination (4. e.
the C in the first chord of both examples)
is the ¢ preparation’ of the discord, and the
latter class are sometimes distinguished especially
» discords. The note which prepares
» di must be ultimately capable of being
faken without preparation; hence for a long
:20 onl&:bloluuly cgmord‘:nt :ot;a could be
for urpose. But when by degrees the
Dominant .gventh, and later the major and
aminor ninths of the Dominant, and some similarly
constructed chromatic chords of seventh and ninth,
came to be used as freely as concords, their dis-
cordant notes became equally available to prepare
lem privileged discords. (CH.H.P.]
PRRSA (literally, ‘s Taking"). A sign, used
fo indicate the places at which the Guida (or
8ubject) of & Canon is tu be taken up by the
several Voices.
The following are the forms most frequently

s 8 & + =
In the famous ‘Enimme,’ or Znigmatical
Canons, of the 15th and 16th centuries, an In-
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scription is usually substituted for the Preaa,
though in many cases even this is wanting, and
the Singer is left without assistance. [See INSCRIP-
TION.] [W.S.R.]

PRESTISSIMO, * very guickly,’ indicates the
highest rate of speed used in music. It is used,
like Presto, generally for the whole movement,
which is as a rule the finale. Examples in
Beethoven's sonatas are, Op. 2, No. 1, and
Op. 53. It is used for the second movement of

Op. 109. (J.AFM]

PRESTO, ‘fast,” indicates a rate of speed
quicker than allegro, or any other sign except
prestissimo. It is generally used at the begin-
ning of movements, such movements being as
a rule the last of the work, or the finale, as for
instance, Beethoven’s sonatas, Op. 10, No. 3; Op.
a7, No. 2; Op. 31, No. 3. It is used as the 18t
movement in Sonata, Op. 10, No. 3, and in Op.
79 When the time becomes faster in the
middle of a movement, Pid presto is used, as for
instance in Beethoven’s Quartet in Eb (Op. 74),
3rd movement (Presto), where the direction for
the part of the movement that serves as the trio
is ‘Pid presto quasi prestissimo.” A curious
instance of the use of this direction is in the
pianoforte sonata of Schumann, Op. 23, where
the 1st movement is headed ‘Il pid presto
possibile,” and in German below ‘So rasch wie
moglich.” At 41 bars from the end of the move-
ment comes ‘Pid mosso,’ translated ¢ Schneller,
and again, 25 bars from the end, * Ancora pid
mosso,’ ¢ Noch schneller.’ [J.AFM)

PREVOST, Evoing, born in Paris, Aug. 23,
1809, studied harmony and counterpoint at the
Conservatoire with Seuriot and Jelensperger,
and composition with Lesueur ; took the second
Grand priz in 1829, and the Priz de Rome in
1831 for his cantata * Bianca Capella.” Previous
to this he had produced ‘L'Hétel des Princes,’
and ‘Le Grenadier de Wagram'—r-act pieces
containing pretty music—both with success, at
the Ambigu-Comique. On his return from
Italy, ‘Cosimo,” an opéra-bouffe in 2 acts, was
well received at the Opéra Comique, and followed
by ‘Le bon Gargon,” 1 act, of no remarkable
merit. After his marriage with Eléonore Colon,
sister of the favourite singer Jenny Colon, Prévost
left Paris to become conductor of the theatre
at. Havre. His unusually retentive memory
proved a disadvantage in this post, for in con-
stantly studying the works of others he lost his
originality. In 1838 he left Havre for New
Orleans, where he remained 20 years. He was
in great request as a singing-master, conducted
the French theatre at New Orleans, and produced
with marked success a mass for full orchestra, and
several dramatic works, including * Esmeralds,’
which contained some striking music. None of
these were engraved. When the war broke out
he returned to Pyris, and became favourably
known as a conductor. He directed the conoerts
of the Champs Elysées, and the fantasias which he
arranged for them show greatskill inorchestration.
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¢« L'Tllustre Gaspard’ (1 act) was produced at the
Opéra Comique (Feb. 11, 1863), but the fellow
pupil of Berlioz, Reber, and A. Thomas, had vir-
tually fallen out of the race. His son Léon, alsoa
good conductor, recalled him to New Orleans,
where he settled finally towards the end of 1867,
and died July 1873. [G.C.]

PREYER, GorTrFRIZD, born at Hausbrunn in
Lower Austria, March 15, 1808. He studied at
Vienna with Sechter, became in 1835 organist of
the Reformed Church, in 1844 supernumerary
vice-Capellmeister to the court, in 1846 court-
organist, in 1862 vice-Capellmeister, and retired
on & pension in 1876. Since 1853 he has been,
and still is (1880), Capellmeister of the Cathedral.
His connection with the Conservatorium dates
from 1838, when he became dprofeuor of harmony
and counterpoint, and conductor of the pupils’
concerts ; from 1844 to 48 he directed the insti-
tution. The Tonkiinstler-Societiit performed his
oratorio ‘Noah’ in 1843, 45, and 51. He has
printed a symphony, op. 16 (Diabelli); several
masses and smaller church pieces; music for
pianoforte and organ, choruses, and a large quan-
tity of popular Lieder (chiefly Diabelli); and
¢ Hymns for the Orthodox Greek Church,’in 3
vols., Vienna, 1847 ; a grand mass for four male
voices with organ, op. 76, etc. He has a grand
opera among his MSS. (C g.‘P]

PRICK SONG. The name given by old
writers upon music to divisions or descant upon
a Plain-song or Ground, which were written,
or Pricked, down, in contradistinction to those
which were performed extemporaneously. (See
Morley's Introduction, Seeongo Part.) The term
is derived from the word ‘prick,” as used to ex-
press the point or dot forming the head of the
note. Shakspere (Romeo and Juliet, Act ii.
Sc. 4) makes Mercutio describe Tybalt as one
who ‘fights as you sing prick , keeps time,
distance, and proportion ; rests me his minim rest
one, two, sncr the third in your bosom.’ The
term *pricking of musick bookes’ was formerly
employed to express the writing of them. Pay-
ments for so doing are frequently found in the ac-
counts of cathedral and college choirs. [W.H. H.]

PRIEST, Josias, a dancing-master connected
with the theatres in the last quarter of the 17th
century, who also kept a boarding-school for
gentlewomen in Leicester Fields, which he re-
moved in 1680 to Chelses. Priest’s claim to
notice is his having engaged Henry Purcell to
compose his first opers, ‘Dido and Aneas,’ for
performance at his echool. He invented the
dances for Purcell's operas, ‘The Prophetess,’
‘King Arthur,’ and *The Fairy Queen,’ and other
pieces. [W.H.H.]

PRIME (Lat. Prima ; Hora prima. Officium
(vel Oratio) ad Horam primam). The first of
the ‘ Leeser Hours ' in the Roman Breviary.

The Office of Prime consists of the Versicle
and Responee, * Deus in adjutorium’; & Hymn,
‘“Te lucis orto sidere,’ which never changes;
and three Psalms, sung under a single Antiphon.

PRINCE DE LA MOSKOWA.

These are followed, on Sundays, by the Hymn
‘ Quicunque vult,’ commonly called the Creed of
8. Athanasius. On other occasions the Antiphon
is immediately succeeded by the Capitulum and
Reeponsorium breve. The disposition of the
next division of the Office, including the Preces
and the Martyrologium for the day, depends
entirely upon the rank of the Festival on which
it is . Certain Prayers are said, next in
order ; and the whole concludes with the Lectio
brevis and the Benediction.

The Plain Chaunt Music for Prime will be
found in the ‘Antiphonarium Romanum’ and
the * Directorium Chori.’ [WS.R.]

PRIMER—from primus, first—a first or ele-
mentary book for beginners. The first of Messra,
Novello & Co's. Music Primers, edited by Dr.
Stainer, was issued Aug. 1, 1877, and the
following have appeared to . 31, 1880 :—
Pianoforte (Pauer), Rudiments of Music (Cum-
qhqs), (Stainer), Harmonium (King Hall),
Singing (Randegger), Speech in Song (Ellis),
Musical Forms (Pauver), Harmony (Staimer),
Counberrpoint (Bridge), Fugue (Higgs), Scientific
Basis of Music (Stone), Church-Choir Training
(Troutbeck), Plain Song (Helmore), Instrumen-
tation (Prout), Elements of the Beautiful in
Music (Pauer), The Violin (Berthold Tours),
Tonic Sol-fa (J. Curwen), Lancashire Sol-fa
(Greenwood), Comg):ition (Stainer), Musical
Terms (Stainer and Barrett).

That on Pianoforte Playing by Mr. Franklin
Taylor forms one of Messrs. Macmillan's series
of Shilling Primers, and was issued Sept. 26,1 877.

‘(Published inGerman by J.J.Weber, Leipzig.) [G.)

PRIMO, ‘first,’ is used in two ways in music.
(1) In pianoforte duets, Primo or 1mo is gene-
rally put over the right-hand page, and then
means the part taken by the *treble’ rlayer,
while Secondo or 2do is put over that for the
‘bass.’ (2) In the reprise of the first section of a
movement, a few bars are often necessary before
the double-bar to lead back to the repetition,
which are not required the second time of play-
ing the section. The words Primo, 1mo, 1ma
volta, or 1st t{me are then put over all these
bars, so that when the repeated portion reaches
this direction, the player goes on to the part
after the double-bar, leaving out the bars over
which ‘Primo’ is written. The first few bars
after the double-bar are frequently, but not
always, labelled Secondo, 2do, or 3nd time. The
*Primo’ varies greatly in length. Beethoven
often does without it at all (C minor and Pastoral
Symphonies) ; in his No 2 Symphony it is 2 bars
long, in his No. 4 it is 14 bars long, and in Men-
delssohn’s Italian Symphony 23 bars (1st move-
ment in all cases). [J.A.F.M]

PRINCE DE LA MOSKOWA, JosePE Naro-
LEON NEY, eldest son of Marshal Ney, born in
Paris, May 8, 1803. As a lad he showed great
aptitude for music, and composed a mass, which
was performed at Lucca, where he lived after
his father's death. In 1831 he was made ‘ Pair
de France,’ but sought distinction in s totally
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different line from that of his brother the Duc
d’Elchingen. He contributed to various period-
icals, ?ecial.ly some articles in the ‘ Revue des
deux Mondes' and the ‘Constitutionnel,” which
excited considerable interest. His love of sport
was great, and he was one of the founders of the
Joockey Club of Paris. In 1828 he mfarried the
only ter of Laffitte, the banker. The ser-
vices by the Prince to music are con-
siderable. In connexion with Adolphe Adam he
founded the ‘Société des Concerts de musique
religieuse et classique,” an association for the
practice of vocal music, and to this he devoted
gm& amount of learning, taste, and judgment.
e append a catalogue of the works contained
in this fine collection (11 vols. 8vo.), published
for the Society by the Prince, which has now
become very scarce.! The Prince lived on in-
timate terms with Delsarte the singer, and
with Niedermeyer the composer, whom he ma-
terially assisted in the foundation of his ¢ Ecole
de musique religiecuse.” In 1831 a mass of his
for voices and orchestra was executed by the
pupils of Choron, and called forth the strong
encomiums of M. Fétis. Although naturally
inclined to the madrigal style and sacred music,
he also attempted the theatre, producing at the
Opéra Comique, ‘Le Cent-Suisse’ (June 7%,
1840), & one-act piece, which had a considerable
run, and ‘Yvoune’ (March 16, 1855), a one-act
opéra comique, a clever imitation of the antique
style. The Prince died July 25, 1857, at 8t.
Germain-en-Laye.

Recueil des morceaux de musigue anclenne, ete.,

vols. i to xi, 8vo,

ABegri . . . . Delamentatione Jeremim, A ¢ . .

Do.. . . . . Miserare. 3choirs . . . . . . 1L 168
Avesto . . . . Averegins coslorum, $choirs . . vi. 188
Do.. .. .. Adoramus, ad. . . . .. .. . vi. 23
Asonymous . . Bougs of the Moravian Brothers, A4 . 11. 238
Do.. ... . AllaTrinitabesta,dd¢ . . . . . . . Hus
DPo. .. .. Bellequitiens mavie. Pavanedd. . . v.83
Pe.. . . . . ¥From snold Nodl, sop. solo and chor, . . 2.9
Do.. . .. . Sequestavalledimiseria . . .. .. =x118
Arcadelt . . . AveMaria a4 . . .. .. .... 43
Do. . .. . llblancvedolcocigno,dd. . . . . . v. 97
J.8sbustian Bech Tantumergo. 44 . . . . . . . . . LI
De. .. .. premso (Matthew Passion) . . . . . iv.438
Bubleri . . . VenldeLibano,a6. . . . . .. .. v
Bemovoll . . . Sanctusdl6 . . .. .. ..... x.29
B { .. InteDomine, dd¢ . . ... ... viil. 481
Coclasimi . . . Ofolizanimads. . . . . ... vi. 906
Do . ... Ut &4 . . ... .. ... villa®
Ds. ... . Sorpamus.eamus, a8 . . . . . . .. viiL4o
Do. ... . ConjugationofhMicandhoc, a4 . . . . xi.3%00
Cart. . . . . Ceotandoundiad, | e e e o il.996
Do ..., Nontosdegnar,a2 . . . .. .. .. M.
Da . ... Addlocompagnesmene,dS. . . . . . #3518
Do . ... Gruissegimus,dd . . . . . . . . . VL5
DeCeurrey . . Rodl! Nodl! A4 . . . . ... ... =x
Colomma . . . Dominedab. . . . .. ... ... viLes
Dometo . . . . Villoteneapolitana,ad¢ . . . . . .. =zl
DemJuanlV. . Cruzfidelisdd . . . . . . . ... vios
Dwrsate . . . Chriseecieison a4 . . .. . .. .. vys
@Gubrioll, A, . . Magnificat, Scholrs . . . . . . < vis
Ds. . ... Bepedictus,do. . . . . .. .. . w16
De. .. .. Gentounrumor,d8 . . . . . . .3
Gebriol. @. . . Magnificat, a8 . ., . .. .. <. iz08
De . ... LY R ' B ¢ -]
Gl . . . . Mediavita, 3choin .. . . . <. ovig
De. . ... us, 46 . . .. ... e e e WMES
De. . . . . Eecoquomodo moriturjustus, 44 . . . vi.28
Gameldt . . . Vierlistovoglio, a8 . . . . . . . il
Gesmalde . . . Gelohsamadonna a8 . ... ... v.103
De. ... .Comoemersuo,a8. . ..., .... VI8
L% Le vieux cb a lenot) . . . 3zL%07

§ There is & e39y of this Callection in the British Museum.

PRINCIPAL. 31
Gibbons, Orlando Le croisé captif (Thesilverswan) . . . xi.99
Gluck . . . . Madrigal(Orphée) . . . . . . . . . {20
Handel . . . . Lasciachloplangacaria . . . . . . H. 341
Do. . .. . Ah! miocor,aris(Alcing) =« . .« . 1L 346
Do. . . . . Tuttarsccoltaancor,arls . . . . . . lL3%3
Do. . . . . Chevalcercando,duet . . . . . . . .36
Do. . ... Aleluischorus . . o o « &« « « . 111, 873
Haydn . . . . EDio,alr(Creation) . . . . . . . fv. 444
Do. . ... Trioandchorus(Creation) . . . . . . {iv.49
Do. . . . .Insanmetvanmecurm, 44 . . . . . . {(v.488
Do, . . . . Vidit suum dulcem natum, air (Stabat) . jv. 618
Do. .. .. Faomoveroair(Stabat) . . . ., . {v.00
Do. . . . . Virgovirginum, 4tet (Stabat) . ., . . . iv.097
Do. . . . . Quando corpus, 4tet and chorus (Stabat) . iv.08
Jannequin . . Labataillode Marignan, ad¢ ., . . . v.13
Do. . . .. Lechantdesolseaux,d4. . . . . . ., =x.38
Josquin des Prés ion de Jean Ockegh chorus v.2
Lels « + « O, 2cholrs .. 1. 96
Leo . « « o Blcuterat, 410 . vill. 48
Lotti. . . . . Bpirtodi Dio, madrigal, & . <« 1N
Do. . ... Mirerero, a4 . . . . . . .. ... .51
Do. . .. . Benedictus,dd . . . . . . . . .. b 5]
Do. . .. . ChristeXleison,a8 . ... . ... 2%
Lupus . . . . Audivivocem. 46 . . . . . . . .. W28
Mafllart . . . 'Toutsurebours’Canondb . . . . . xi.33
Marcsllo . . . Dondecotanto fremito.chorus . . . . HL32
Do. . . . . Iclellimmenst, soloandchorus . . . . .58
Do. . . . . Eifuordell'scque,aSbasst . . . .. v.li4
« « . Ahl s e e et e e e e .. X
Nanini . . . Diflussest motet,d¢. . . . . ... WV.IB
Orlando Lasso . Regioacoll. hd . . . . . . .. .. 1L188
Do. . .. .Balvereginads . . . . ... ... Hin
Do. . .. .Miserere.dd . ... .. ..... MW
Do. . . . . BalstudirelAve?dd. . . . . . .., v.48
Do. . .. . Bllelongtemps, hd . . o s 0 o A X ]
Do. . . . . Oofsuxsamour,ds. . . ., . P .9
Do. . . . . Fuyonstousd'amcurlejeu, &4 .. v.58
Do. . . . . Bonjour moncomur, &4 . .. .. v. 58
Do. . . .. “ . v.0R
Do. . ... PN v.6
Do. . ... « .. v
Do. . ... DY v. 7
Po. . .. .Quiscinerem. a8 . .. .. .. .. wI®
Do, . . . . DePsalmis peenitentialibus,ASanda 4 . 1z.100
Palestrina. . . Messedupape Marcell, 46 . . . . , . L1
Do. . . . . Messe Xterna Christi,' ¢ . . . . . 1.8
Do. . . . . Btabat,3cholrs . . . . .. .. .. 1.108
Do. . . . . Fratres ego enim, Schoirs . . . . . . iim
Do. ... .Adoramus,dd . .. .. ..... L4
Do. . . . . Plenisunt,as8 . ... ..., ... 1146
Do. . . . . Allarivadel Tebro, madrigal, 3¢ . . . L1@®
Do. . .. . Vaghlpenster.a¢ . . . . .. ... v.88
Do. .. ..Lhverlsuroradd. ... ..... vw@®@
Do. .. . . Tribularersinescirem 46 . . . . . . vil.293
Po. . .. . AgnusDel, a8 . . . . ., ... viLoe
Do. . . . . Populemeus. Schoirs. . . . .. vilLSQ1
Do. . . . . OCanitetuba,as . . . . viLsm
Do .. .. Vineameadd . . oo vl
Do. ... .Unahorads. . . . ... o o Vi385
Do. . . . . Tantumergo, A6 c e . . Vil 368
Do. . . . Inmonte Oliveti. ¢ . . . . . . . vil.om
Do. . . . . Tristisestanima ad . ., . . . .. Vi3S
Do. ... .Esurlientes, a5 . . . . .. .. .. vigs
Do. . . . . Corporismysterium,d4 . . . . . . . vl
Po. . .. .OboneJesudd. . .. ... ... vies
Po. . .. .Blcuterat,d6. . . . . ... ... vi%o
DPo. . .. . Deimateraimadd. . . ... ... vil.de
Do. . . . . Llaudsanims, a8 . . . . . ... . vil.%
Do. . . » . Hodle Christus natusest,Scholrs . . . vil. 407
Do, . . . . Gloria Patri,2¢cholrs . . . . . . . . vi.48
Do. . . . . Missacanonica, dd. ix.1
Do. .. . . Requiem a8 . . . . . . c e e . e
Do. « « o . Diessanctificatus, & ¢ . oo x1
Do. . . . . Bloutcervus, g . . . . = 1n
Do. . ... ldm(nAr) . . .. "
Do. . .. Laus, honor, a6 . . . . x5
Do. . . . . Venisponsa, &¢ . . . . x. %1
Scariatt! . . . Cor mio. madrigala5 . . < .9
Stradella . . . Pleth Signore,arla . . . . . . . . . L8
Talls . . . . Kyrieclotson.d¢ . . . . . .. .. {il3ss
Vittoria . . . Jesudulcsmemoria.dd4. . . . . . . vi2OT
Do. . . . . Puerl Hebrmorum, a4 . . . . . ., . .94
Do. . .. .Ovosomnes, d¢. . . .. ..... N
Do. . .. .GloriaPatris,a6. . . . ... ... vi¥s
DPo. . . . . Oquamgioriosum,d4 . . . . . . . V.9
Do. . . « . Vorelanguores, 8¢ . . . . . . . . o 2.4
Vulplus . . . Exultstojustlb,ddé . . . . . . ., .. vi.¥0
[G.C.]

PRINCIPAL. A word with

ings. .
?; An orgsn stop. In Germany the term
is very properly applied to the most important

various mean-
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8-feet stops of open flue-pipes on the manuals,
and to open 16-feet stops on the pedals, thus
corresponding to our ‘open dispasons” But in
this country the Principal is, with very foew
exceptions, the chief open metal stop of 4-feet
itch, and should more properly be termed an
ve or Principal octave, since it sounds an
octave above the diapasons. [J.8.]

II. PRINCIPAL or PRINZIPALE. A term
employed in many of Handel's scores for the
third trumpet part. This is not usually in
unison with the first and second trumpets, which
are designated as Tromba 1m° and 3zvdo, It is
often written for in the old soprano clef with C
on the lowest line, and has a range somewhat
lower than the trombe. The older works on in-
strumentation, such as those of Schilling, Koch,
Schladebach and Lichtenthal, recognise the dif-
ferenceand draw a distinction between ¢ Principal-
Stimme’ and °‘Clarin-Stimme." It is obvious
that whereas the tromba or clarino represented
the old small-bored instrument now obsolete, for
which the majority of Handel's and Bach's high
and difficult solos were composed, the Principal,
in tone and compass, more nearly resembled the
modern large-bored military trumpet. The con-
trast can easily be recognised by an examination
of the overture to the Occasional Oratorio
Arnold's edition, or that of the Dettingen Te
Deum as published by the German Handel
Society. ﬂx the latter the old soprano, in the
former the usual treble clef, is adopted.

IIIL Principals,in modern mucicafl:nguage,m
the solo singers or players in a concert. [W.H.S.]

PRING, JacoB Cusrrt, Mus, Bac.; JoskPH,
Mus. Doo.; and Isaac, Mus. Bac., sons of James
Pring, were all choristers of St. Paul's under
Robert Hudson.

JacoB CuBITT PRING, born at Lewisham in
1771, was organist of St. Botolph, Aldgate. He
graduated at Oxford in 1797, was the composer
of several anthems, glees, and other vocal pieces,
and one of the founders of the Concentores So-
dales. He published a set of eight anthems.
Seven glees and a catch by him are included in
Warren's Collections. He died 1799.

JoserH PrING, born at Kensington, Jan. 13,
1776, was on April 1, 1793 appointed organist
of Bangor Cathedral on the resignation of Olive,
but not formally elected until Sept. 28, 1810.
In 1805 he published ‘Twenty Anthems,’ and
on Jan. 27, 1808 accumula the d of
Mus. Bac. and Mus. Doc. at Oxford. In June
1813 he and three of the vicars-choral of Bangor
Cathedral presented a petition to the Court of
Chancery for the proper application of certain
tithes which had, by an act of Parliament passed
in 1685, been appropriated for the maintenance
- of the cathedral choir, but bad been diverted by
the capitular body to other uxosec. The suit
lasted until 1819, when Lors ancellor Eldon,
setting at naught the express provisions of the
Act, sanctioned a scheme, which indeed gave to
the organist and choir increased stipends, but
yot kept them considerably below the amounts
they would have received if the Act had been
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fully carried out. Dr. Pring, in 1819, printed
copies of the proceedings in the suit, and other
documents, with annotations, forming a history
of the transactions, which has long been a scarce
book. He died at Bangor, Feb. 13, 1843.
Isaa0 PriNg, born at Kensington, 1777, be-
came in 1794 assistant organist to Dr. Philip
Hayes at Oxford, and on his death in 1797
suoceeded him as organist of New College.
He graduated at Oxford in March, 1799, and
died of oconsumption Oct. 18, in the same
year. [W.H.H.)
PROCH, HreiNrIcH, well-known composer of
Lieder, Capellmeister, and teacher of singing,
born July 323, 1809, in Vienna ; was destined for
the law, but studied the violin with enthusiasm,
and in 1833-34 frequently played in public in
Vienna. He became in 1837 Capellmeister of
the Josephstadt theatre, Vienna, and in 1840
of the Court opera, retiring with a ion in
1870. On the foundation of the shortlived Comic
(H)pen in 1874 he was appointed its Capellmeister.
is popularity is mainly due to his Lieder,
among the best-known of which we may cite
‘Das Alpenhorn’ He trained & large number
of celebrated singers—among others Dustmann,
illag, and Tietjens. Several good German
translations of Italian operas—the Trovatore for
example—are from his pen. Proch died Deoc. 18,
1878. His daughter LovisE is a singer and
actress of some ability, with & powerful mezso-
soprano voice. (FG.)

PRODIGAL SON, THE. An oratorio by
Arthur Sullivan, composed for the Worcester
Festival, 1869, and produced there Sept. 8. The
subject has been treated by Gaveaux, Auber, and
others, under the title of ‘L’Enfant prodigue’;
and by Ponchielli, whose * Figliuol prodigo’ was

roduced at the Scala, Milan, Dec. 26, 1880.
See vol. i. 4884a.] [G.]

PROFESSOR. At Oxford, the Professorship
of Music was founded by Dr. William Heather
in 1626. The first Professors were college
organists, not known outside the University.
Crotch, who took the office in 1797, and held it
till 1848, was the first musician of eminence.
His successor was Bishop. The present Profeseor,
SirF. A.G.Ouseley, Bt.,was appointed on Bishop's
death in 1855. During a long period the office
was & sinecure. In the reforms carried out about
25 years ago, it was attempted to restore reality to
the School of Music at Oxford by requiring the
Professor to lecture at least once in each term,
and by instituting musical performances under
the superintendence of the Choragus. [See CBo-
RAGUS,] The latter part of the scheme has totally
failed; so that the Professor’s lectures, about
three & year, and the examinations for Musical
degrees, are the only form in which the Uni-
versity advances the study of music. The terminal
lectures, which are usually illustrated by an
orchestra, bear rather the character of an inter-
esting public entertainment than that of technical
instruction. The more strictly academic work
of the Professor consists in the examination for
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Musical degrees. ([See Dxarxes.] The endow-
mant of the chair is little mare than nominal.

The Cambridge Profeasorship was founded by
the University in 1684, and iu been held by
Staggins (1684), Tudway (1705), Greene (1730),
Randall (1755), Hague (1799), Clarke-Whitfeld
(1821), Walmisley (1836), Sterndale Bennett
(1856), and G. A. farren (1875), successively.
The duties, like those sthxfotd, consist chi:nz
in examining candidates for Musical degrees,
in prescribing those objects of musical study in
which changes are made from time to time, The
mlary of the Professor is £200 per annum.

The Edinburgh Professorship was endowed by
General Reid in 1839. The Professor is ap-
pointed by the University Court. Sir Herbert
Oukeley, the t occupant of the chair, was
olected in 1865: his eceasors were John
Thomeon, 1839; Sir H. R. Bishop, 1841; H.
H. Pierson, 1844 ; John Donaldson, 1845. Un-
like the non-resident Professors at Oxford and
Cambridge, the Profeseor at Edinburgh is a mem-
ber of the educational staff of the University. He
receives s salary of £430 per annum, and a further
sum of £200 per annum 1s allowed for assistants
and for class-expenses. There is a regular double
course of musical instruction :—(1) Lectures by
the Professor on the history and development of the
art ’:)d :::m of m:::;x; the various -chgoll and
styles ; the history construction of the prin-
cipal musical instruments ; the modern orchestra,
etc., or on the works of the great masters. Or-
gan performances, with instructive remarks in
programmes, are given from time to time duri
the session. (3)Separate and individual instruc-
tion in or pianoforte-playing is given to &
certain number of the younger studemts. To
thess the theary of music is practically imparted.
Sir Herbert Oakeley is also president and con-
doctor of the Edinburgh University Musical
Society, established in 1867.

The Dublin Professorship was dormant till
1764, when Lord Mornington was appointed.
He held office for ten years, after which time
the Professorship again sank into oblivion. It
was revived in 1845, in the person of Dr. Smith,
snd a few examinations of a rudimentary charac-
ter were held, and degrees given. It was, how-
ever, reserved for the present Professor, Sir
Robert Stewart, elected in 1862, to raise the
standard of musical science in Dublin by ex-
amining in history, counterpoint, orchestration,
and all that is included in modern musical study.
Although the statutory duties of the Profeesor
are confined to examinations and to the conduct
of business relating to Musical and
although there exists no endowment at Dublin
Bke that which defrays class at Edin-

yet the actual condition of musical study
s Dublin resembles that of Edinburgh rather
than the two English Universities. Sir Robert
Stewart, who is resident at the University, and
is the organist of Trinity College Chapel, both
delivers courses of lectures and imparts practical
instruction by training the University Choral
Society, and conducting the orchestral concerts,
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which, after weekly rehearsals, are held from
three to five times during the season. The im-
gor\mt change lately made at Oxford and Cam-
ridge, by introducing literary elements into the
examination for Musical degrees, was offected at
Dublin by the preeent Professor many years
before. [5. .F.]
PROGRAMME (from »pd, before,'and ypdpupua,
‘a writing’). A list of the pieces to be performed
at & concert, usually accompanied by the names
of the performers. The term seems to have come
into use in this connexion in the present century,
and is now often further applied to the boo?
containing the words, and the remarks on the
ieces, which are becoming so usual. It is not
owever used for the book of words of an oratorio

or opera.
es are now commonly restricted in
length to 2 hours or 2§. The concerts of the
Philharmonic Societies of London and Vienna,
the Gewandhaus at Leipsic, and the Conservatoire
at Paris, are of that length, usually containing a
symphony and a smaller ol'cheatm{ piece, & solo
concerto, two or three vocal pieces for solo or
chorus,d!mg eodnien or two overtures. eﬁ'l::u is some-
times divi to two parts, sometimes on
without break. . g0
Fotmerly concerts wereof greater length. In the
old days of the Philharmonic two symphonies were
de rigueur, and even such colossi as Beethoven’s
Eroica, No. 7, and No. 9, were accompanied by a
symphony of Haydn, Mozart, or Spohr, besides
4 vocal pieces, 2 overtures (the concluding one

ng | often styled a ‘¢ Finale”), a concerto, and some

such trifie as Beethoven’s Septet. This was a
survival from an older order of things. " The
Haydn-Salomon Concerts of 1792-6 contained
each 2 (once at least 3) Symphonies, and & final
orcheetral piece, 2 concertos, and 4 vocal pieces;
and these again weremodelled on the programmes
of the petty German Concerts. Jahn in his Life of
Mozart (i. 394) mentions that at Vienna about
1778, Count %‘mniun'l soirées lasted for 6 hours;
at one of them ‘several symphonies’ by Christian
Bach, and four by Martini, were performed ; at
another * twelve new Violin Concertos’ by Benda.
At a private concert at Dresden, Sept. 31, 1773,
given for the benefit of Dr. Burney (Tour, ii. 44),
the programme was in two parts, each containing
» symphony, a violin solo, a flute concerto, and an
oboe concerto; and, in addition, ‘by way of a bonne
bouche, Fischer’s well-known rondesu minuet.’
It must be remembered that these pieces were
probably not nearly so long as those which now
go by the same names. Our next instance, how-
ever, contains pieces of which we can all judie.
It is the 3rogrsmme of a concert given by
Mozart at Vienna, on March 23, 1783. All the
pieces are by him.

b i o oo o il patre.”"Bead: Lange.

. PF. Concerto in C,
4. Scena and Ars, ‘ Misera dove son.’ Herr Adam-

5. Andante grazioso and Rondo allegro, from Serensade
in D; for orchestra.
6. The favourite PF. Conoerto

in D.
7. Boens, * Parto’ (Lucio 8illa. Mad. T;)ybor.
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8. Extempore Fantasia on the PF. on an air by Paisiello;
en when Mozart again extemporised on an air

9. szncglmd Al:’i:‘.ﬁ::‘:;.l;nn adorsts.' Nad. Lange

10. The Hafner Symphony (Minuet and Finale).

Beethoven indulged in long programmes when
his own oompodtioli‘::ere concerned. At the con-
ocart, in March 1807, at which his Bb Symphony
was first performed, the new work was ed by
all the three foregoing ones ! Later, on Nov. 29,
1813, he gave the Symphony in A, the ‘Glor-
reiche Augenblick’ (7 nos.), and the ¢Battle of
Vittoria,’ in the same programme. But then,
these were his own music, and orchestral con-
certs were rare, That his judgment on this
subject, when unbiassed, was as sound as it was
elsewhere, is evident from the note prefixed to
the score of the Eroica Symphony, in which he
requests that it may be played near the begin-
ning of the programme, and be accompanied only
by an Overture, an Air and a Concerto, that it
may not fail to produce its ¢ own intended effect.’
If this was his sober judgment we may doubt
whether he would have approved such a pro-

eas that in which a great artist latelyplayed
the whole of the five last Sonatas (op. 101, 106,
109, 110, 111) ¢ tively, without any relief—
ificent interpretations, but surely an undue
strain on both player and hearer. A recent
performance of the Choral Symphony twice in
one programme, with an interval of half an hour,
is more excusable, for who ever heard that mag-
niﬁoea;t v'i:);k without wishing to hear it all over
again e arrangement of a programme is not
without its difficulties, as the eg'ect of the pieces
may be much improved by judicious contrast of
the keys, the style, and the nature of the compo-
sition. We have elsewhere mentioned Mendels-
sohn'’s fastidious care on these points, and all are
agreed that his Programmes when he conducted at
the Gewandhaus were models. [See vol. ii. 297b.]
He is said to have proposed to write the music for
an en e, in which he would no doubt
have completely satisfied his canons of taste.

Of Benefit Concerts we say nothing. They
have heen known in this country (1840-50) to
contain 40 pieces, played or sung by nearly as
many solo artists, and to last more than 5 hours!

It was once the custom in France, and even
in Germany, occasionally to divide the piéce de
résistance of the programme into two, and play
half a symphony at the beginning of the concert
and half at the end. Mozart himself gives an
example in the programme quoted above, But
now-a-days such an attempt would be treated
by any good audience with merited displeasure.

When Beethoven's Violin Concerto was first
played (Dec. 33, 1806) by Clement, to whom it
is dedicated, the selection was as follows :—

Overture . . . Clement

Violin Concerto .

Extempore piecce . . Clement

Sonata on one string, with the Violin
reversed.

But the curiosities of programmes are endless. [G.]

PROGRAMME-MUSIC is an epithet origin-
ally intended to apply to that small but interest~
ing class of music which, while uracovmpanied

PROGRAMME-MUSIC.

words, secks to y. or at least su
:?tbe mind, & oerhmp?w;?ﬁnite series ofog'g"
or events. But the term is also applied, with
deplorable vagueness of meaning, to all dra-
matic, istic, or imitative music what-
ever. It must always remain an open question
how far music is able of itself to influence the
mind's eye, for the simple resson that some
imaginations are vastly more susoeptible than
others, and can therefore find vivid pictures
where others see and hear nothing. Also, im
musio of all kinds, the imagination
is always turned in the required direction by
the title of the piece, if by nothing else. It is
held by some that music should never seek to
convey anything beyond the ¢ concourse of sweet
sounds,’ or at least ehould only Fo\:m states
of feeling. But what is the opinion of t{e bulk
of audiencvs, who, though artistically ignorant,
are not of necessity vulgar-minded? To the
uninitiated & symphony is & chaoe of sound, re-
lieved by mt{ its of ‘tune’; great then is
their delight when they can find & reason and
» meaning in what is to them like a in
» foreign tongue, A cuckoo or s thunderstorm
assiste the mind which is endeavouring to conjure
up the required And two other facts
should be borne in mind : one is that there is &
growing tendency amongst critics and eduoated
musicians to invent imaginary ‘programmes’
where composers have mentioned none—as in
the case of Weber's Concertstick and Schubert’s
C major Symphony, for instance—and another,
that music, when aocompanied by words, can never
be too deecriptive or dramatic, as in Wagner's
music-dramas and the * Faust’ of Berlios.

May it not at least be conceded that though
it is & degradation of art to employ music in
imitating the sounds of nature—illustrious ex-
amples to the con notwithstanding—i¢ is a
legitimate function of music to assist the mind,
by every means in its power, to conjure up
thoughts of & poetic and idealistic kind ! If this
be granted, programme-music becomes a legiti-
mate branch of art, in fact the noblest, the nature
of the programme being the vital point.

The ‘Leit-motif’ is ‘an ingenious device to
overcome the objection that music'cannot paimt

actualities. If a striking phrase once acoom-
pany a character or an event in an , such &
phrase will surely be ever a identified

jed. - The ‘Zamiel
motive’ in ‘ Der Freischiitz’ is a striking and
early example of this association of phrase with
character. [For a full consideration of this sub-
ject see Lurr-Morir.]

But admirable as this plan may be in opera,
where the eye assists the ear, it cannot be said
that the attempts of Lisst and Berlioz to apply
it to orchestral music have been wholly sue-
ceesful. It is mot enough for the composer to
label his themes in the soore and tell us, as in the
¢Dante’ Symphony for instance, that & mono-
tone phrase for Brass instruments represemts
¢ All hope abandon, ye who enter here,’ or that
a melodious phrase typifies Francesca ds Rimini.

with what it first accompan

.
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other hand, it is quite possible for a
usical piece to follow the general course of a
poem or story, aund, if omnly by evoking similar
states of mind to those induced by considering
the story, to form a fitting musioal commentary
on it. Such programme pieces are Sterndale
Bennett’s ¢ Paradise and the Peri’ overture, Von
Bilow’s ‘8anger’s Fluch,’ and Liszt's * Mazeppa.’
But as the extent to which composers have
gone in ill théir chosen subjects differs
vulel as much ws the ‘ Eroica’ from
Symphony,’ #0 it will be well now
to review the list of compositions—not & very
bulky one before the present century—writben
with imitative or descriptive intention, and let
each case rest om its own merita,
Becker, in his * Haasmusik in Denhchlmd
possessing a 16-?m vocal canon ‘on
of Summer,’ by & Flemish com-
of the xsth century, in which
is lmihted. but given incor-
rectly. This incorrectnees—D C msteod of EbC
—~ray perhaps be to the fact (discussed
wome t
bird al

g

end
note

ime ago in the ‘ Musical Times') that this
ters her interval as summer goes on! It
s but natural that the cuckoo should have
afforded the earliest as well as the most frequent
sobject for musical imitation, as hers is the only
bird's note which is reducible to our scale,

om, to copy some others. Another
, written in 1540 by Lemlin,
h auf dem Zaune lua, Becket
. Here two voices repeat
alternately throughout the
uotes a part-song by Antonio
l £70) in wlnch the cacklin
an egg is comically imitaf
ks, ne-ey! Ka, ka, ka, ka,
ngthmsnyoﬂheoeutho
chansons’ (Antwerp, 1545)
British Museum, which con-
taille M Quatre de Clem. Jannequin’
ded by Ph. Vadelot), ‘Le
ux’ by N. Gombert, ‘ La chasse
de lidvre,’ anonymous, and another {Chasee de
Libvre’ by Gombert. Two at least of these part-
e detailed notice, having been re-
in Paris. The ﬁ’r:tn :u l;‘en
is * Mu.
8.11 5;5;‘?@ is & descrip-
tion of the bottlo of Mangn.n Beginning in the
cantrapuntal madrigal style with the words
lnolmz, tous gonﬁlshnlloin,h victoire du noble
rngo,;, st the words ‘Sonney trompettes
the voices imitate trumpet-o.lls thus,

}

Frere-le-lo lan M, frero-le-le lan fan
md the assault is described byuooplonsuloof
ias, such as ‘ pon, pon, pon,’ * patipatoc,’
mﬁ.‘ mixed up with ml.mrt‘iom and
llmsn;mumm Tooted s cuckoo fa Bwitzerlead
the intermediate note—G, ¥,
ll—mummohlﬂwwﬁm
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. war-cries. Two bars of quotation will perhaps
convey some idea.

3
pa-tl - ps-toc trique trique Wrac pa-ti-pa.

L
Ia pa-ti-pa-tocpa-ti-pa-toc pa-ti- ps-toc pa-ti-pa-

= Pe-4i-pa-toc pa-ti- pa-00 pa-ti-pa-
This kind of thing goes on with much spirit for
a long while, ending at last with cries of ¢ Vic-
toire- au noble roy Francois! Escampe toutte
frelon bigot!’ Jannequin is said to have written
some other descriptive pieces, in the list of which
the ‘Chant des oyseaux’ of Gombert is wrongly in-
cluded. [See JaNNzqUIN.] This latber composition
is chiefly in for the manner in which the
articulation of the nj, htmga!e is imitated, the song
being thus written : ‘Tar, tar, tar, tar, tar,
fria, fria, tu tu tu, qm lm, qm lara, huit huic
huit huit, oyti oyti, coqui coqui, Ia vechi la vechi,
ti ti cl ti ti ch titi cn, quiby qmby, tu fouquet.
tu fouquet, trop coqu trop coqu,’ etc. But it is &
ludicrous idea to attempt an imitation of a bird
by & part-song for Soprano, Alto, Tenor and Bass,

f; hough some slight effort is made to follow the

hrasing of the nightingale’s song. The ‘Chasse
ge lidvre* describes & hunt, but 18 not otherwise
remarkable.

The old musicians do not display much ori-
ginality in their choice of subjects, whether for
imitation or otherwise. ‘Mr. Bird's Battle’ is
the title of & ‘%eoe for virginals contained in &
MS. book of Byrd's in the Christ Church
Library, Oxford. The several movements are
headed * The soldiers’ summons—the March of
footmen—of horsemen—the Trumpets—the Irish
mmh—'.be Bagpipe and Drum—etc.” and the
p)ece is ntl unfinished. Mention may

e of Battaglia’ by Francesco
dx M:lmo (about 1530) and another battle-

ece by an anonymous Flemish composer a
rttlel.ur Eckhard or Eocard (1589) is said
to have described in music the hul bub of the
Piazza San Marco at Venice, but details of this
achievement u'e wanting. The beginmng of the
17th century gives us an English ‘ Fantasia on
the weather, %John Mundy, prof '?‘E to de-
scribe ¢ Faire edler.' ‘Ligh under,’
and ‘A faire Day.’ Thuutobenenm ‘Queen
Elizabeth's Virginal Book.” The three subjects
quoted overleaf alternate frequently, giving thir-
teen changes of weather, and the piece ends

lmthafewbuvmpu-ing acle?)nz
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There is also ‘A Harmony for 4 Voices’ by
Ravenscroft, ¢ expressing the five usual Recrea-
tions of Hunting, Hawking, Dancing, Drinking,
and Enamouring ’: but here it is probable that
the words onl&re deseriptive. A madrigal by
Leo Leoni (1606) beginning * Dimmi Clori gentil®
contains an imitation of a nightingale. Then
the Viennese composer Froberger (d. 1667) is
mentioned by several authorities to have had &
marvellous power of pourtraying all kinds of
incidents and ideas in music, but the sole speci-
men of his programme-music quoted by Becker
—another battle-piece—is a most feeble produc-
tion. Adam Krieger (1667) gives us a four-part
vocal fugue entirely imitative of cats, the subject
being as follows—

-

R R T S S

sat
Titles now begin to be more impressive, and the
attempt of Buxtehude (b. 1637) to describe * the
Nature and Properties of the Planets’ in a series
of seven Suites for Clavier would be very ambi-
tious had it extended further than the title-page.
Kuhnau’s ‘ Biblische Historien * are more notice-
able. These were six Organ Sonatas describi
various scenes in the sacred narrative. ¢ Davi
playing before Saul’ is one—a good musical sub-
Ject; ¢ Jacob's wedding’ is more of a programme
piece, and contains & ‘bridal song’ for Rachel.
¢ Gideon’ is of the usual order of battle-pieces, and
¢ Iarael's death’ is not very descriptive. Burney
gives * David and Goliath * and ¢ The ten plagues
of Egypt’ as the titles of the other two.

Amo descriptive vocal pieces of this
period should be noticed the scene in
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Purcell’s * King Arthur,’ in which the odd effect
of shivering and teeth-chattering is rendered by
the chorus. Also the following aria from an
opera by Alessandro Melani (1660-96) :—

Tooejs gomte o tege

Tribbia grillo tri th tri,

L'Agnellino fa bé ﬁ

1,'Usignuolo chiu chia chiu,

Ed il gal curi chi chi,

These imitations are said to have created much

delight among the audience; Coming now to
the {:&t masters we find singularly few items for
our list, J.S,Bach has only one, the io
sopra la lontananza del suo fratello diletissimo,’
for pianoforte solo, in which oocurs an imitation
of & posthorn. We cannot include the descriptive
choruses which abound in cantatas and oratorios,
the catalogue would be endless. We need only

" | mention casually the ¢ Schlacht bei Hochstadt® of

Em. Bach, and dismiss Couperin with the remark
that though he frequently gives his harpsichord
jeces sentimental and flowery names, these
ve no more application than the titles be-
stowed 80 freely and universally on the ¢ drawing-
room’ music of the present g-y. D. Scarlatti
wrote & well-known ¢ Cat’s Fugue.” Handel has
not attempted to describe in music without the
aid of words—for the * Harmonious Blacksmith*
is a mere after-invention, but he oecasionally
follows mot only the spirit but the letter of his
text with a faithfulness somewhat queetionable,
as in the setting of such phrases as ¢ the hail
ran along upon the ground,’ ‘we have turned,’
and others, where the music literally executes
runs and turns. But this too li following
of the words has been even perpetrated b
Bach (‘Mein Jesu ziche mich, so will ic]
laufen’), and by Beethoven (Mass in D, ‘et
ascendit in ccelum’); and in the present day
the writer has heard more than one organist
at church gravely illustrating the words ‘The
mountains skipped like rams’ in his accompani-
ment, and on the slightest allusion to thunder
pressing down three or four of the lowest
pedals as a matter of course. Berlioz has ridi.
culed the idea of interpreting the words ‘ high®
and ‘low’ literally in musio, but the idea is
now too firmly rooted to be disturbed. Who
would seek to convey ethereal or heavenly ideas
other than by high notes or soprano voices, and
& notion of ‘the great deep’ or of gloomy subjects
other than by low notes and bass voices?

A number of Haydn’s Symphonies are distin-
guished by names, but none are sufficiently de-
scriptive to be included here. Characteristic music
thereis in plenty in the ‘Seasons,” and ‘Creation,’
but the only pieces of actual programme-music
—and those mnot striking imens—are the
Earthquake movement, ‘Il Terremoto,’ in the
‘Seven Last Words,’ and the ¢ Representation of
Chaos' in the Creation,’ by an exceedingly un-
chaotic fugue. Mozart adds nothing to our list,
though it should be remembered how greatly he
improved dramatic musicc. We now come to
the latter part of the 18th century, when pro-
gramme pieces are in plenty. It is but natural
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at the numerous battles of that stormy epoch
should have been commemorated by the arts,
and accordingly we find Battle Sonatas and Sym-
phonies by the dozen. Butﬁntspain{mgnﬁon
should be made of the three sym i
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Ditters von Dittersdorf (1789) on subjects from
Ovid’s Metamorphoses, viz. The four ages of the
warld; The fall of Phaeton; and Actmon’s Me-
tamorphosis into a stag.
In an old volume of pianoforte music in the
zﬁd Museum hil:ary (g. 138) may be seen
following si compositions : — '
1 'Briunni:‘:ﬁ Allegonpq:sl Overture by D.
Steibelt, deseribing the victory over the Dutch
FleetbyAdmh-:lngnmn.' In this, as well as all
ather similar pieces, the composer has kindly sup-
plied pri ‘stage directions’ throughout. Thus
- io : the stillness of the night. The waves
of the sea. Advice from Captain Trollope’
(which is thus nalvely depicted) :—

= ;———‘—E:

Dutch Fleet announced (by a
iy ‘siumg' e e so.'.ﬁ.‘."‘?&*

.” Sailing of the Fleet. of the
Roaring of the sea. Joy on sight of
the enemy. Signal to . Approach to the
Cannons. ment. Discharge of
arms. ‘Falling of the mast (a descending

pamage). Cries of the wounded :—

Heat of the mction. Cry of victory. “Rule
Britannia,” (interrupted by) Distrees of the Van-
quished. Sailing after victory. Return into port
sad scdamation of the populace. “God save the
King.”’ This composer Ku also written a well-
kzown descriptive rondo, ‘ The Storm,’ as well
s other me pieces, the titles of which will
be found under P1raROPORTE MUSI0 [vol.ii. 725b].

2. *The Royal Embarkation at Greenwich
charscteristic Sonata by Theodore Bridault.’
This Jueo professes to describe ‘Grand Saluta-
tion of Cannon and Music. The rowing off

% the Yatch. “Rule Britannia.” His Majesty
going on bLoard. Acclamations of the people’
(spparently not very enthusiastic).

~—

3. ‘The Battle of Egypt, by Dr. Domenico
Briscoli.’ This is & piece of the same kind, with
full deemigtlona, and ending, as usual, with ‘God
save the King.’

4. ‘ The Landing of the Brave 42nd in Egypt.
Military Rondo for Pianoforte, by T. H. Butler.’
The programme is thus stated: ‘Braving all
gpoution they 1and near Fort Aboukir, pursue

e French up the sand-hills, and in a bloody
battle conquer Buonaparte’s best ttoops.’

5. Another ‘ Admiral Duncan’s VE:MW.’ by
J. Dale.

6. ‘Nelson and the Navy, a Sonats in com-
memoration of the glorious 18t of August, 1798,
bf J. Dale’ A similar sea-piece, in which the
blowing u;:::l L'Orient is represented by a grand

o

ln-uge.
7. A third ‘ Admiral Duncan,” by Dussek.

8. ‘The Sufferings of the Queen of France,’
by Dussek. This is a series of very short move-
ments strung together, each ing & name.
A deep moumning line surrounds the title-page,
*The Queen’s imprisonment (largo). She re-
flects on her former greatness (maestoso). They
separate her from her children (agitato assai).
Farewell. They pronounce the sentence of death
(allegro con furia). Her resignation to her fate
( ioinnocente). The situation and reflections
the night before her execution (andante agitato).
The guards come to conduct her to the place of
exeoution, They enter the prison door. Funeral
March, The savage tumult of the rabble. The
Queen's invocation to the Almighty just before
her death (devotamente). The ’ﬁ:n]lotine drops
(» glissando descending ecale). The Apotheosis.’

9. ‘A complete delineation of the ion
. ... in the Ceremony of Thanksgiving, 1797,
by Dussek. The full title nearly fills & page.

ere we have horses prancing and%um firing,
and the whole concludes with Handel's Corona-
tion Anthem.

10. ‘A Deecription in Music of Anacreon’s
L'Amour piqué par une abeille,’ by J. Mugnié.
This is perhaps the first attempt to illustrate
& poem, and as such is commendable.

11. ‘The Chace, or Royal Windsor Hunt,” by
H. B. Schroeder ; a descriptive hunting-piece.

13, 13. ‘The Biege of Valenciennes,’ and
¢ Nelson’s Victory,’ anonymous.

Far more famous, though not a whit superior
to any of these, was Kotzwara’s *Battle of
Prague.’ It seems to be a mere accident that we
have not a piece of the same kind by Beethoven
on the B&tt{:ofCopenhtgen!‘ There is also &
‘Conquest of Belgrade,” by ; and &
oomposition by Bierey, in which one voice is ac-
companied by four others imitating —_ 1\1&
qua ! ’—belongs also to this period. , Julian

1 Bee his letters to Thomson, in Thayer, Jii. 448, 9. He asked 50 gold
ducata for the Job.
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Marshall s number of compositions of
an obeoure but original-minded composer of this
time (though perhaps a Prince), Signor Sampieri.
He ap] to have been a pianoforte teacher
who sought to make his compositions interest-
ing to his pupils by means of programmes, and
even by illustrations placed among the notes.
One of his pieces is ‘ A Grand Series of Musical
Campositions expressing Various Motions of the
Sea.” Here we bave * enade, Calm, Storm,
Distrees of the Passengers, Veasel nearly lost,’
etc. Another is modestly entitled ‘A Novel,
Sublime, and Celestial, Piece of Music called
Nicar; Divided into 5 Parts, viz. Evening,
Midnight, Aurora, Daylight, and The Rising of
the Sun.’ On the cover is given ‘A short Ac-
ount how this Piece is to be played. As it is
supposed the Day is more Chearful than the
Night, in consequence of which, the Evening,
begins by a giece of Serious Musio.— Midnight,
by simple and innocent, at the same time shew-
ing the Horror & Dead of the Night. Ausrora,
by a Mild encreasing swelling or crescendo

usic, to shew the gradual approach of the Day.
Daylight, by a Gay & pleasing Movement, the
Rising of the Sun, concludes by an animating &
lively Rondo, & as the Sun advance into the
Centre of the Globe, the more the Music is
animating, and finishes the Piece.’

In this composition oocur some imitations of
birds. That of the Thrush is not bad :

lQ) P WO
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The Blackbird and the Goldfinch are less happily
copied. Other works of this composer bear the
titles of ‘The Elysian Fields,’ ‘TK:.Ie’rogteu of
Nature in various departments,’ ‘ New Grand
Pastorale and Rondo with imitation of the bag-
pipes’; and there is & curiously illustrated piece
descriptive of & Country Fair, and all the
smusements therein.

Coming now to Beethovem, we have his own
authority for the fact, that when composing he
had always a picture in his mind, to which he
worked.! But in two instances only has he de-
acribed at all in detail what the picture was.
These two works, the Pastoral and the Battle
fS_vmplwnlc:l,il are of vastly cllliﬂ'er?t oahgre. The
former, without in the slightest degree departing
from orthodox form, is‘:wsplendid precedent for
P me-music. In this, as in most works of
the higher kind of programme-music, the composer
seeks less to imitate the actual sounds of nature
than to evoke the same feelings as are caused by
the contemplation of a fair landscape, etc. And
with such consummate skill is this intention
wrought out that few people will be found to
agree with & writer in the ‘Encyclopedia
Britannica ' (former edition) who declares that if
this symphony were played to one ignorant of
the composer's intention the hearer would mot

1 In o conversation with Neate, in n‘..l:am near Baden (Thayer,

{it. 343). * Ich habe immer ein meinen weun
fch am compoairen bin, und arbeite nach demselben.”

!
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be able to find out the pregramme for himself.
But even were this the case—as it undoubtedly
is with many other pieces—it would be no ar-
gument against programme-music, which never
professes to propound conundrums. It may be
worth mentioning that the Pastoral Symphony
has actually been ‘illustrated’ by soenes, ballet
and pantomimne action in theatres. is was
done at » festival of the Kiinstler Liedertafel of
Diisseldorf in 1863 ‘by a series of living and
moving tableaux in which the situations de-
ocrlbed' by the Tone-poem are scenically and
pantomimically illustrated.’? A similar enter-
tainment was given.by Howard Glover in Lan-
don the same and following year,
Another interesting fact concerning the Pas-
toral Symphony is the identity of its pro-
with that of the ‘Portrait Musical de
g Nature’ of Knecht, described below. The
similarity however does not extend to the
music, in which there is not a trace of resem-
blance. Mention has elsewhere been made of
an anticipation of the Storm music in the * Pro-
metheus’ ballet music, which is interceting to
note. Some description of the little-known
‘ Battle Symphony ' may not be out of place
here. It is in two parts; the first begins
with ¢English drums and trumpets’ followed by
‘Rule Britannia,’ then come ‘French drums
and trumpets’ followed by ‘ Malbrook.” More
trumpets to give the si for the aseault on
either side, and the battle is represented by an
Allegro movement of an impetuous character.
Cannon of course are imitated — Storming March
—Presto—and the tumult increases. Then
Malbrook is played slowly and in a minor key,
clearly, if somewhat inadequately, depicting the
defeat of the French. This ends the 1st part.
Part 2 is entitled ¢ Victory Symphony’ and
consists of an Allegro con brio fomed by *God
save the King’—a melody, it may be remarked,
which Beethoven greatly admired. The Allegro
is resumed, and then the anthem is worked up
in & spirited fugato to conclude.
Of the other works of Beethoven which are

considered asp: e,or at least characteristic
music, » list has been already given at p. 206b of
vol. i. It is sufficient here to remark that the

‘ Eroica’ Symphony only strives to produce a
general impression of deur and heroism, and
the ‘Pathetic’ and * Farewell ° Sonatas do bat
pourtray states of feeling, ideas which music is
peculiarly fitted to convey. The title ¢ Wuth
Uber den verlorenen Groschen,’ etc., given by
Beethoven to a Rondo (op. 129) is & mere joke.

Knecht's Symphony here demands & mare de-
tailed notice than has yet been given it. The
title-page runs as follows—

Le Portralt Musical de 1a Nature, ou Grande 8imphonle.. . (Wor
ordinary orchestrs minws clarinets) Laquelle va exprimer par le
moyen des sons :

1. Une belle Contrée ou le Boleil luit, les doux Zephirs vol
les Rulssesux traversent le vallon, les olseaux gazoulllent, un torrent.
tombe du haut en murmursnt, le berger siffie, los moutons sauteat,
et la bergére fait entendre sa douce volx.

3. Le clel commence & devenir soudain et sombre, tout le volsin-
age s do la peine do respirer ot s'ciraye, les nuages DoIrs Monteat,

9 8¢ ° Besthoven im Malkasten’ by Jahn, ‘Gossin. Aufsditss.*
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hmnmll:lnnwm bruit, le tonnerre gronds de loin ot

Torags approche & pas

L L secompagnéd des wents murmurans et des pluies bat-

%as groude svec toute la foroe, les sommets des arbres font un murm,

o Ju torremnt roule ses caux avec un bruit ble.

;&wn’whmsmhnmuwuhml
clalr,

§ La Natare transportée de la jole &éve sa volx vers le clol ot
tend 00 créateny les plus vives graces par des chants doux et agréables,

Dedide A Monsleur I'Abbé Vogler Premier Maitre de Chapells Elec-
tarale de Palatio-Bavar, par Justin Honri Knecht.

{See KxECHT, Vol. ii. p. 66.]

* In spite of these elaborate promises the sym-
phony, regarded as descriptive music, is a sadly
weak affair; its sole merit lying in the origin-
ality of its form. In the first movement (G
major, Allegretto) instead of the ‘ working out’
section there is an episode, Andante pastorale,
D msjer (a), formed the first subject (b) by
metamorphosis, thus—

T Ei

The Abbé Vogler, to whom this composition is
dedicated, was himself a great writer of pro-
gramme-music, having described in his Organ
Concertns such elaborate scenes as the drowning
of the Duke Leopold in a storm, the Last Judge-
ment, with graves opening, appearance of the
mystic horsemen and choruses of damned and
blegsed—and a naval battle in the fashion of
Dussek and the rest.

Comiag now to modern times, we find a perfeot
mania for giving names to pieces—showing the
biss of popular taste. Every concert overture
wagt have a title, whether it be programme-
music or not. Every ‘drawing-room’ piece, every
waltz or galop, must have its distinctive name,
till we cease to look for much descriptiveness in
say music. It cannot be said that all Mendels-

's overtures are programme-music. The
Midsunmmer Night's Dream, with its tripping
dves and braying donkey, certainly is, but the
‘Meeresstille,” ¢ Hebrides,’ and ¢ Melusine' are
only pieces which assume a definite colour or
character, the’;‘amt;u hi:f'luhhan'hg; and ‘Sootch’
symphonies. To this perfectly legitimate extent
many modern pieces go ; and some term like
‘tinted music ' should be invented for this large
class of compositions, which includes the greater
Rl: of Schumann's pianoforte works, for instance.

‘Carneval’ is decidedly programme-music,
%0 are most of the ‘Kinderacenen '’ and ¢ Wald-
wenen”; while others, despite their sometimes
extra titles, are purely abatract music: for
itis known that gehumann often invented
the titles after the pieces were written. Such
pieces as the ‘Fantasia in C’ and the longer
‘Novelletten,” from their poetic cast and free
form give a decided impression of being intended
for descriptive music.

Spohr's 8ymphony ¢ Die Weihe der Tone’ (The
Consecration or Sound) bears some relation to the

Lo
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Pastoral Symlghony in fts first movement; the
imitations of Nature’s sounds are perhaps some-
what too realistic for a true work of art, but
have certainly conduced to its popularity. For
no faults are too grave to be forgiven when
a work has true beauty. His ¢ Seasons’ and
¢ Historical * Symphonies are less characteristic.

Felicien David's wonderful ode-symphonie ‘ Lo
Désert’ must not be omitted, though it is almost
» cantatas, like the * Faust’ of Berlioz. Modern
dramatic musjc, in which descriptiveness is car-
ried to an extent.that the old masters never
dreamed of, forms a class to itself. This is not
the place to do more than glance at the wonder-
ful achievements of Weber and Wagner.

Berlioz was one of the greatest champions of
programme-music; he wrote nothing that was
not directly or indirectly connected with poetical
words or ideas; but his love of the w and
terrible has had a lamentable effect in repelli
public admiration for such works as the ce
Juges’ and ‘King Lear’ overtures. Music
which seeks to inspire awe and terror rather than
delight can never be popular. This remark
applies also to much of Liszt's music. The
novelty in construction of the ‘Symphonische
Dichtungen’ would be freely forgiven were simple
beauty result. But such subjects as ‘Pro-
metheus’ and ‘The Battle of the Huns,’ when
illustrated in a sternly realistic manner, are too
repulsive, the latter of these compoeitions having
indeed lately called forth the severe remark from
an eminent critic that ¢ These composers (Liszt
etc.) prowl about Golgotha for bones, and, when
found, they rattle them together and call the
noise music.” But no one can be insensible to
the charms of the preludes ‘Tasso,” ‘ Dante,’
and * Faust,’ or of some unpretentious pianoforte
pieces, such as ‘St. Francois d’Assise prédicant
aux oiseaux,’ ‘ Au bord d'une source,’ ¢ Waldes-
rauschen,’” and others.

Sterndale Bennett’s charming ¢ Paradise and
the Peri’ overture is & specimen of & work
whose intrinsic beauty pulls it through., An un-
musical story, illustrated too literally by the
music,—iet the result is delightful. ff, who
ought to know public taste as well as any man, has
named seven out of his nine symphonies, but they
are descriptive in a very unequal degree. The
‘Lenore’ follows the course of Biirger's well-
known ballad, and the ‘Im Walde’ depicts four
scenes of forest life. Others bear the titles of
‘The Alps,’ ‘Spring,’ ‘Summer,’ etc., but are
character-music only. Raff, unlike Liszt, re-
mains faithful to classical form in his symphonies,
though this brings him into difficulties in the

e of the * Forest’ symphony, where the
shades of evening have to fall and the * Wild
Hunt’ to twice over. The same difficulty
is felt in t's Overture.

That the taste for ‘musio that means some-
thing’ is an in ing, and therefore a sound
one, no one can doubt who looks on the encrmous
mass of modern music which comes under that
head. Letting alone the music which is only
intended for the uneducated, the exiravagant
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rogramme quadrilles of Jullien, and the clever,
?fvulgar, in:litative choruses of Offenbach and his
followers, it is certain that every piece of music
now derives additional interest the mere
fact of having ; distinctive titl:l.) Two exee:lent
specimens of the ue without vulgarity in
modern ﬁm are Gounod's ¢ Funeral
March of a Marionette’ and 8aint-Saéns’ * Danse
Macabre.’” In neither of these is the mark over-
stepped. More dignified and poetic are the other
¢ Podmes Symshoniquu * of the latter composer,
the ‘ Rouet d’'Omphale’ beina: perfect gem in
its way. We may include Goldmark’s ¢ Lénd-
liche Hochgeit’ -ympho;z in our list, and if the
CharacteristicStudies of Moscheles, Liszt, Henselt
and others are omitted, it is because they belong
rather to the other large class of character-pieces.
It will be noticed, on regarding this catalogue,
how much too extended is the application of the
term * programme-musio’ in the present day. If
every piece which has a distinct character is to
be accounted programme-music, then the ‘ Eroica’
Symphony goes side by side with Jullien’s
¢ British Army Quadrille,’ Berlioz's ¢ gipode de
1a vie d’un Artiste’ with Dussek's ¢ Sufferings of
the Queen of France,’ or Beethoven's ¢ Turkish
March’ with his ¢ Lebewohl’ sonata. It is ab-
surd, therefore,to nrgue for or against programme-
music in general, when it contains as many and
diverse classes as does abstract music. As
before stated, theorising is useless—the result is
ev. g. A beautiful piece of music defies the
critics, and all the really beautiful pieces in the
present list survive, independently of the ques-
tion whether programme-music is & legitimate
form of art or not. [F.C.]

PROGRESSION is motion from note to note,
or from chord to chord. The term is sometimes
used to define the general aspect of a more or less
extended group of such motions. It is also used
of a group of modulations, with reference to
the order of their succession. The expression
‘ progreasion of parts’ is used with special re-
ference to their relative motion in respect of one
another, and of the laws to which such relative

motion is subject. [See MorioN.] [C.H.H.P.]

PROLATION (Lat. Prolatio; Ital. Prola-
zione). A subdivision of the rhythmic system,
which, in Medieval Music, governed the pro-
ﬁgﬁ.omte durationl of the Semibreve and the

inim,

Prolation was of two kinds, the Greater, and
the Leaser—called by early English writers, the
More, and the Lesse, and by Italians, Prolazione
Perfetta, and Imperfetta. In the former—usually
indicated by a Circle, or Semicircle, with a Point
of Perfection in its centre—the Semibreve was
equal to three Minims. In the latter—distin-
guished by the same =i without the Point—
it was equal to two. iSee Point.] The signs,
however, varied tly at different periods. In
the latter half of the 16th century, for instance,
the Circle was constantly either used in con-
nection with, or replaced by, the figure 3, to which
circumstance we owe the presence of that figure

PROMENADE CONCERTS.

in our own Time-Signatures, the Time now
known as 3-3 being, in fact, the exact modern
equivalent of the Greater Prolation, and that
ocommonly called Alla Breve, , of the Lesser.
The Greater Prolation. The Lesser Prolation.

-
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Prolation was generally intermixed with Mode,
and Time, in curiously intricate proportions,
which however were greatly simplified by the
best Masters of the best Period. [See MODE,
TIME, PROPORTION, NOTATION.] [W.B.R.]

PROMENADE CONCERTS. Although the
znoerh 'vt;n at Vauxhall, Rmelngh,be le-

ne, and other public ens, might be placed
under this he.d.Pthe clf:d of emmnment now
s0 well known in this country under the name
was introduced into London from Paris. In
1838 some of the leading London instrumen-
talists gave concerts at the English Opera House
(Lyceum) under the title of * Promenade Concerts
a la Musard’ The pit was boarded over and an
orchestra erected upon the stage in the manner
now familiar to all, though then so strange.
The band consisted of 60 performers, including
many of the most eminent professors; Mr. J. T.
Willy was the leader, and Signor Negri the

conductor; the programmes were com, ex-
clusively of instrumental music, each consist-
ing of 4 overtures, 4 quadrilles (principally by
Musard), 4 waltzes (by Strauss and er),

and a solo, usually for a wind instrument. The
first of the oonoerts was given on Dec. 13, and
they were continued, with great success, duri

the winter, Early in 1839 the band of Valen-
tino, the rival of Musard, came to London, and
gave concerts at the Crown and Anchor Tavern ;
the programmes being composed of music of a
higher class, the first part usually including &
symphony ; but they met with little support. In
Oct. 1839 the original speculators resumed opera-
tions at the Lyceum. On June 8, 1840, ‘Concerts
d'Et6' were commenced at Drury Lane under
the conductorship of Eliason, the violinist, with
Jullien as his assistant, and a band of nearly
100, and a small chorus. Some dissensions
among the original managers led to concerts of
the same class being given by Mr. Willy in the
autumn and winter at the Princess’s Theatre,
the majority of the band however still perform-
ing’ at the Lyceum. About the same period
promenade concerts were given at Dmryme.
and Musard was brought over to conduct them. In
Jan. 1841 ‘Concerts d'Hiver’ were given in the
same house by Jullien, who soon firmly esta-
blished himself in public favour and continued
to give this class of concerts until 1859. [See
JuLLex.] In 1851 promenade concerts conducted
by Balfe were given at Her Majesty's Theatre
under the title of ‘National Concerts’; a large
band and chorus and some eminent principal
singers were engaged, but the speculation proved
unsuccessful. Since Jullien’s retirement, pro-
menade concerts have been annually given in the
autumn at Covent Garden, with Alfred Mellon
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u conductor until 1866, and afterwards under
various conductors, Signor Arditi, M. Hervé,
Mr. Arthur Sullivan, M. Riviere, etc. [W.H.H.]

PROMETHEUS.b ]g:lethoven'% only Ballet
(op. 43) ; deeigned vatore Vigano; com-
min 1800, and pm{iuced, for Mlle. Casentini's

March 328, 1801, in the Burg-theater,
Vienna, under the title of ¢ Die Geschopfe des
Prometheus.” It contains an overture, an ‘Intro-
duction,” and 16 numbers. The title of the first
elition, an arrangement for the pil.no (Vienna,
1801, numbered in error op. 24), is ¢ Gli Uomini
di Prometeo’; English edition, ‘The men of
Prometheus.” If Beyle—who under the name
of Bombet wrote the famous letters on Haydn—
may be trusted, the representation of Chaos from
the ‘Creation ’ was interpolated by Vigano into
Beethoven's Ballet at Milan, to express ‘the first
dawn of sentiment in the mind of beauty”’ (what-
ever that may mean).!

No. 5 is a very early instance of the use of
the Harp with the Orchestra.—The Introduction
contains & partial anticipation of the Storm in
the Pastoral Sywphony.—The Finale contains
two tunes which Beethoven has used elsewhere;
the first of these, in Eb, appears as a Contre-
tanz, No. 7 of 12 ; as the theme of 15 variations
and a fugue for the PF. in Eb (op. 35, composed
in 1802); and as the principal theme in the
Finale to the Eroica Symphony. The second—
in as a Contretanz, No. 11 of the
set firt mentioned. Such repetitions are rare in
Beethoven.—The autograph of Prometheus has
disappeared, but the Hofbibliothek at Vienna
pomemses & transcript with Beethoven's cor-
rections, [G.]

PROPHKTE, LE. Opera in 5 acts ; words by
Soribe, music by Meyerbeer. Produced at the
Opéra, Paris, April 16, 1849. In Italian, in
4acta, at Covent Garden, July 24, 1849. ([G.)

PROPORTION (Lat. Proportio; Ital. Pro-
portione). A term used in Arithmetic to express
drtain harmonious relations existing between the
sveral elements of a series of numbers; and trans-
ferred fram the terminology of Mathematics to
that of Music, in which it plays a very prominent
part. In Music, however, the word is not always
employed in its strict mathematical sense: for,
s true Proportion can only exist in the presence
of three terms ; in which point it differs from the
Ratio, which is naturally expressed by two. Now,
the so-called * Proportions’ of Musical Science are
aslmost always expressible by two terms only, and
shoald therefore be more correctly called Ratios;
bot we shall find it convenient to assume, that,
in mosical phraseology, the two words may be
lawfully treated as synonymous—as, in fact, they
actaslly have been treated, by almost all who have
written on the subject, from Joannes Tinctor, who
pablished the first Musical Dictionary, in the
Yyear 1474,2 to the Theorists of the 18th and 1g9th
centaries.

Of the three principal kinds of Proportion
3 Jattrm ur Hagen, Ro. 18; May S1, 180,
. ‘Temisoram Nasics Diffnitorium.’ Lit. P)

* (Josnnis Tinctorls
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known to Mathematicians, two only—the Arith-
metical and Geometrical species—are extensivel
used in Music: the former in connection wit
differences of Pitch and Rhythm ; the latter, in
the con;trucﬁondof ;he Time-table, the Scale of
Organ Pipes, and other matters of importance.
Thomupeltforley, in his ‘Plaine snc{o easie In-
troduction toPracticall Musicke’ (London 1597),

X E Rt |k
Y Y | i |
1} |
VSV SSVEVSVSRV SV
Telals | s sl 6] 21 8] 9|10
2 4 6 l 8 |10 |12 |14 | 16 | 18 20
3 6 9 |12 |55 |18 [21 |24 |27 | 30
4| 8 |13 |16 |30 |24 |28 | 32 | 36 | 40
§ |10 |85 |20 |25 | 30 | 35 [ 40 | 45 | so
6 b 18 {24 |30 | 36 |42 | 4B | 54 | GO
7 |14 {31 |38 |35 |43 |49 | 56 [ 63 [ 70
8 |16 |34 |32 |40 | 48 | 56 | 64 | 92 ?
9 |18 |27 |36 |45 | s4 |63 |73 |81 | go
10 |20 [30 |40 |50 | 6o | 50 | 80 | 90 .;

ives a Table, which exhibits, at one view, all the
sliﬂ'erent kinds of Proportion then in general use ;
thereby saving so much time and troub_le, in the
way of reference, that we have thought it well to
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reproduce his Diagram, before proceeding to the |

practical application of our subject.

To use this Table, (1) When the name of the
Proportion is known, but mot its oonstituents,
find the name in the upper part of the Diagram;
follow down the lines of the lozenge in which it
is enclosed, as far as the first horizontal line of
figures; and the two required numbers will be
found under the points to which these diagonal
lines lead. Thus, Tripla Sesquialtera lies near
the left-hand side of the Diagram, about mid-
way between the top and bottom; and the
diagonal lines leading down from it conduct us
to the numbers 2 and 7, which express the re-
quired Proportion in its lowest terms. (2) When
the constituents of the Proportion are known,
but not its name, find the two known numbers
in the same horizontal line; follow the lines
which enclose them, upwards, into the diagonal
portion of the Diagram; and, at the apex of the
triangle thus formed will be found the required
name. Thus the lines leading from 2 and 8 con-
duct us to Quadrupla. .

The uppermost of the horizontal lines comprises
all the Proportions possible, between the series of
numbers from I to 10 inclusive, reduced to their
lowest terms. The subsequent lines give their
multiples, as far as 100; and, as these multiples
always bear the same names as their lowest re-
presentatives, the lines drawn from them lead
always to the apex of the same triangle.

By means of the Proportions here indicated,
the Theorist is enabled to define the difference of

PROPORTION.

i5th and earlier years of thea6th centuries. It
was chiefly for the sake of elucidating the mys-
teries of this style of writing that Morley gave
his Table to the world ; and, by way of making
the matter clearer, he followed it up by a setting
of Christes Crosse be my speed,’ for",l‘hree Voices,
containing examples of Dupla, Tripls, Quadrupla,
Sesquialters, Sesquiquarta, Quadrup! ui-
quarta, Quintupla, Sextupla, Septupla, Nonupla,
Decupls, and Supertripartiens quartas, giving it
to his pupil, Philomathes, with the encouraging
direction—* Take this Song, peruse it, and sing it
perfeotlg; and I doubt not but you may sing any
reasonable hard wrote Song that may oome to
your sight.’

Nevertheless, Morley himself confesses that
these ourious combinations had fallen quite into
disuse long before the close of the 16th century.

Ornithoparcus, writing in 1517,' mentions
eight combinations of Proportion only, all of
which have their analogues in modern Music,
though, the Large and Long being no longer in
use, they cannot all be conveniently expreseed in
modern Notation. (1) The Greater Mode Per-
fect, with Perfect Time; (2) the Greater Mode
Imperfect, with Perfect Time; (3) the Lesser
Mode Perfect, with Imperfect Time; (4) the
Lesser Mode Imperfect, with Imperfect Time ;
(5) the Greater Prolation, with Perfect Time;
(6) the Greater Prolation, with Imperfect Time ;
(7) Perfect Time, with the Lesser Prolation ;
(8) Imperfect Time, with the Lesser Prolation.

1. 2. 3. 7 8.

pitch between two given ds with math .
tical exactness. Thus, the Octave, sounded by
the balf of an Open String, is represented by the
Proportion called Dupla; the Perfect Fifth,
sounded by 2-3 of the String, by that called
Sesquialtera; the Perfect Fourth, sounded by
3-4, by Sesquitertia. TFhese Ratios are simple
enough, and scarcely need a diagram for their
elucidation ; but, as we proceed to more complex
Intervals, and especially to those of a dissonant
character, the Proportions grow far more intri-
cate, and Morley’s Table becomes really valuable,

A certain number of these Proportions are also
used for the purpose of defining differences of
Rhythm; and, in Medieval Music, the latter class
of (%ﬁ’ereneeo involvee even greater complications
than the former.

The nature of MopE, TIME, and PROLATION
will be found fully explained under their own
special headings; and the reader who has care-
fully studied these antient rhythmic systems will
be quite prepared to appreciate the confusion
which could scarcely fail to arise from their un-
restrained commixture. [See NoraTioN.] Time
was, when this commixture was looked upon as
the cachet of a refined and classical style. The
early Flemish Composers delighted in it. Jos-
quin constantly made ome Voice sing in one
kind of Rhythm, while another sang in another.
Hobrecht, in his ‘ Missa Je ne demande,’ uses
no less than five different Time-signatures at the
beginning of a single Stave—an expedient which

became quite characteristic of the Music of the
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Adam de Fulda, Sebald Heyden, and Hermann
Finck, use a different form of Signature ; distin-
guishing the Perfect, or Imperfect Modes, by a
large Circle, or Semicircle ; Perfect, or Imperfect
Tiwe, by a smaller one, enclosed within it; and
the Greater, or Lesser Prolation, by the presence,
or absence, of a Point of Perfection in the centre
of the whole ; thus—

In his First Book of Masses, published in 1554,
Palestrina has employed Perfect and Imperfect
Time, and the Greater and Lesser Prolation,
simultaneously, in highly complex Proportions,

more especially in the ‘ Missa Virtute magna,’
the second Osannn of which presents difficulties
with which few modern Choirs could cope ; while,
in his learned ‘Missa L'homme armé,” he has
produced a rhythmic labyrinth which even Jos-
quin might have envied. But, after the pro-
duction of the ¢ Missa Papa Marcelli,’ in the year
1565, he confined himself almost exclusively to
the use of Imperfect Time, with the Leaser .
lation, equivalent to our Alla Breve, with four
Minims in the Measure; the Lesser Prolation,
alone, answering to our Common Time, with four
Crotchets in the Measure; Perfect Time, with
the Lesser Prolation, containing three Semibreves

1 Micrologus, 1ib. il. cap. &
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in the Measure ; and the Greater Prolation, alone
represented by our 3-2. A very little considera~
tion will suffice to shew that all these combina-
tions are reducible to simple Dupla, and Tripla.
Our modern Proportions are equally unpreten.
tious, and far more clearly expressed ; all Simple
Times being either Duple, or Triple, with Duple
subdivisions; and und Times,- Duple, or
Triple, with Triple subdivisions. Modern Com-
posers sometimes intermix these different species
of Rhythm, just as the Greater and Lasser Pro-
lation were intermixed, in the Middle Ages; but,
the simplicity of our Time-signatures deprives the
process of almost all its complication. No one,
for instance, finds any difficulty in reading the
Third and Fourth Doubles in the last Movement
of Handel’s Fifth Suite (the * Harmonioua Black-
smith"), though one hand plays in Common Time,
and the other in 34-16. Equally clear in its
intention, and intelligible in the appearance it
presents to the eye, is the celebrated Scene in
‘Don Giovanni,” in which the First Orchestra
plays & Minuet, in 3-4; the Second, a Gavotte,
m 2-4; the Third, & Valse, in 3-8; all
ing together in one harmonious whole—a
tiumph of ingenious Proportion worthy of a
Netherlander of the 15th century, which could
only have been conceived by a Musician as re-
markable for the depth of his learning as for the
geniality of his style. Spohr has used the same
expedient, with striking effect, in the Slow Move-
ment of bis Symphony ‘ Die Weihe der Tone';
and otber still later Composers have adopted it,
with very fair sucoess, and with a very moderate
degree of difficulty—for our Rhythmic Sigas are
o clear to admit the poesibility of misappre-
bension. Our Time-table, too, is simplicity itself,
thoogh in strict Geometrical Proportion— the
Breve being twice as long as the Scmibreve, the
Semibreve twice as long as the Minim, and so
with the rest. We have, in fact, done all in our
power to render the rudiments of the Art intelli-
ible to the meanest capacity : and only in a very
cases—such as those which concern the ‘Seo-
tion of the Canon,’ as demonstrated by Euclid,
and other writers on the origin and constitution
of the Scale; the regulation of Temperament ;
the Scale of Organ Pipes ; and others of like nature
~—are we concerned with Proportions sufficiently
intricate to demand the aid of the Mathematician
for their elucidation, (WS.R:]

PROPOSTA (Lat. Duz; Eng. Subject). A
fterm applied to the Leading Part, in a Fugue,
or Point of Imitation, in contradistinction to the
Risposta, or Response (Eng. Answer; Lat.
Comes). The Leading Part of a Canon is usually
called the Guida, though the term P‘ro.goota
is sometimes applied to that also. [W.S.R.]

PROPRIETAS, propriety (Germ. Kigenkeit).
A peculiarity attributed, by Medieval writers,
%o thoss Ligatures in which the first note
was sung as & Breve: the Breve being always
understood to roerzment s complete Measure
(Lat. Tactus; Old Emg. Stroke). Franco of
Cologne describes Ligatures beginning with
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Breves, Longs, and Semibreves, as Ligaturs
cun, sine, and cum opposila Proprietate, respec-
tively. (WS.R]

PROSE. [See SEQuExTIA.]

PROSKE, KaRL, editor of the celebrated
collection of ancient church-music called Musica
Divina, born Feb. 11, 1794, at Grobing in Upper
Silesia, where his father was a wealthy land-
owner. Having studied medicine he made the
campaign of 1813-15 a8 an army surgeon, but
being compelled to retire by his health, he took
hisngegree as Doctor of Medicine at Halle, and
settled as government physician at Oppeln in
Upper Silesin, Here he suddenly became a reli-
gous enthusiast, a change to which his devotion

church music doubtless contributed. On
April 11, 1826, he was ordained priest by Bishop
Sailer at Ratisbon, where he became vicar-choral
in 1827, and Canon and Oapellmeister of the
Cathedral in 1830. From this time, with the
aid of his private fortune, he began his cele-
brated collection of church music, residing for
long in Italy exploring the great MS. collections
there, and scoring from the voice-parts many
very beautiful, but hitherto unknown works, and
publishing them in a cheap, accurate, and legible
form as ‘Musica Divina' (see vol. ii. p. 411].
Each volume is preceded by introductory remarks,
biographical and bibliographical. Attention has
been repeatedly called in this Dictionary to the
merits of this collection. E‘See among others
Mass; IMproPERIA.] Proske died of angina

ctoris, Dec. 20, 1861, bequeathing his collec-
m to the episcopal library of Ratisbon, of which
it forms one of the chief ornamenta. [(F.G.]

PROUT, EBexEzER, B.A., born at Oundle,
Northamptonshire, March 1, 1835, graduated
at London, 1854. He studied the pianoforte
under Charles Salaman. In 18632 he gained the
first prize of the Society of British Musicians for
the best string quartet, and in 1865 their firut

rize for pianoforte quartet. From 1871 to 1871
Ke was editor of ‘The Monthly Musical Record,
and since then has been successively music
critic of ‘The Academy’ and ‘The Athen®um.’
He is conductor of the Borough of Hackney
Choral Association, and Professor of harmony
and composition at the Royal Academy of
Music and the National Training School of
Music. His compositions include String Quartet
in Eb, op. 1; PF.Quartet in C. op. 2; PF. Quin-
tet in G, op. 3; Concert for Organ and Orchestra,
op. 5; Magnificat in C, op. 7; and Evening
Service in Eb, op. 8, both with orchestra ; * Here-
ward,’ dramatic cantata, op. 12 (produced at
St. Jamee’s Hall, June 4, 1879); and two MS.
symphonies in C major and G minor. [W.H.H.]

PRUDENT, ExiLE, born at Angouléme, April
3, 1817, never knew his parents, but was adopted
by a piano-tuner, who taught him a little music.
l!e entered the Paris Conservatoire at 10, and
obtained the first piano prize in 1833, and the
second harmony prize in 1834. He had no patrons
to push him, and his want of education not being
supplied by natural facility, he had a long struggle
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with the stern realities of life, but by dint of pa-
tience and perseverance he overcame all obouc{el.
His first formance in public was at & concert
with berg, whose style he imitated, and the
success of his fantasia on ‘Lucia di Lammermoor’
(op. 8) established him with the public. He then
made constant excursions in France, and occa-
sional trips abroad, but his home continued to be
in Paris,and there he composed and produced his
new pieces. His compositions, about 70 in num-
ber, Ewlude a trio for PF., violin, and cello; a
concerto-symphonie ‘Les trois Réves’ (op. 67);
several brilliant and pleasing morceaux de genre,
such as ‘ Les Bois,’ and ‘La Danse des Fées’; fan-
tasias on opera-airs, or themes by classical com-
posers ; transcriptions with and without varia-
tions, cleverly ca?euhted to display the virtuosity
of a pianist; and finally ¢ Etudes de genre,’ also
intended to show off manual dexterity. His
music is clear, melodious, and correct ; i

the ear without straining the attention. Prudent
is no flery or original genius, but an artist with a
real love for his instrument, and & thorough
understanding of its resources, and a musician of
taste and progress. From Thalberg to Mendels-
sohn is a long way to traverse, and Prudent
was studying the latter composer with enthusiasm
when he was carried off after 48 hours’ illness,
by diphtheria, on May 14, 1863. His kind and
generous disposition caused bim to be universally
regretted. ’g:lwu a good teacher, and formed
several distinguished pupils, especially ladies;
among these Mlle. Louise Murer, who took the
first piano prize at the Conservatoire in 1854, was
the best interpreter of his works, In England
he was well known. He played a concerto in
Bb of his own composition at the Philharmonic,
May 1, 1848 returned in 1853 and introduced
his elegant morceau ‘La Chasse,” which he re-
peated at the New Philharmonic Concert June 1,
1853. (G.C]

PRUME, Francois HUBERT, violinist, was
born in 1816 at Stavelot near Lidge. Having
received his first instruction at Malmédy, he
entered in 1827 the newly opened Conservatoire
st Li and in 1830 that at Paris, where he
studied for two under Habeneck. Re-
turning to Lidge he was appointed professor at
the Conservatoire, although only seventeen years
of age. In 1839 he began to travel, and visited
with much success Germany, Russia, and the
Scandinavian ocountries. He died in 1849 at
Stavelot. Prume was an elegant virtuoso, with
most of the characteristic qualities of the modern
Franco-Belgian school. He is chiefly remem-
bered as the composer of ‘La Melancholie’ a
sentimental pidce de salon which for a time
attained an extraordinary popularity, without
ing the artistic worth of the rest
of Prume's compositions. [P.D.]

PRUMIER, ANTOINE, born in Paris July 3,
1794, learned the harp from his mother, and
sfterwards entered the Conservatoire, and ob-
tained the second harmony prize in Catel's class
in 18132, After this however he was compelled

PSALTERY.

by military law to enter the Ecole polytechnique ;
but in 1815 he gave up mathematics, re-en

the Conservatoire, and finished his studies in
ocounterpoint under Eler. He then became harpist
in the orchestra of the Italiens, and, on the death
of Nadermann in 1835, profeesor of the harp at
the Conservatoire. In the same year he migrated
to the Comique, but resigned his post in
1840 in favour of his son, the best of his pupils.
Prumier composed and published about a hun
fantasias, rondeaux, and airs with variations for
the harp—all well written but now antiquated.
He received the Legion of Honour in 1845, and
was vice-president of the Association des Artistes
Musiciens for 17 years consecutively. He died
from the rupture of an aneurism at a committee
meeti.n‘f of the Conservatoire, Jan. 21, 1868.
He had retired on his on the year before,
and been succeeded by Labarre, at whose death
(April 1870) the professorship devolved upon

CoNRAD PRUMIER, born in Paris, Jan. 5, 1820,
and lauréat in 1838. Like his father he writes
well for 'the inmstrument, and is considered a
skilled performer and & musician of taste. [G.C.)

PSALTERY (yarrfipior; Old English Sautry ;
French Psalterion ; Ital. Salterio ; Ger. Psalter).
A dulcimer, played with the fingers or &
Electrum instead of by hammers. The French

ave adopted the Greek name without change.
There exists a classic sculptured representation
of the Muse Erato, holding a long ten-stringed
lyre, with the name WAATPIAN cut on its base.
From this it has been inferred that the strings of
this lyre were touched by the fingers without
the usual plectrum of ivory or metal. Chaucer's
‘sautrie’ in the Miller's Tale! came direct from
the East, perhaps imported by returning Cru-
saders, its kinship to the Persian and Arabic
santir and kanun being unmistakable. The
tery was the prototype of the spinet and
ichord, F\rﬁcularly in the form which is
described by Pretorius in his ¢ Organographia,’
as the ‘ Istromento di porco,’ so called from its
likeness to a pig's head.

The illustration is drawn from a 15th-cent
painting by Filipino Lippi in the National (ﬁ
lery, and represents a ¢stromento di porco’ strung
vertically, & mode less usual than the hori-
zontal stringing, but more like that of a harp-
sichord or grand piano. Notwithstanding the
general use of keyed instruments in 1650 we
read in the ‘ Musurgia’ of Athanasius Kircher,
that the psaltery played with a skilled hand
stood second to no other instrument, and Mer-
senne, about the same date, praises its silvery
tone in preference to that of any other, and its
purity of intonation, so easily controlled by the

ors.

No * Istromento di porco’ being now known to
exist, we have to look for ite likeness in painted
or sculptured representations. The earliest occurs
in & 13th-century MS. in the library at Douai.
It is there played without a plectrum. From

1 *And all above ther lay & gay sautrie
On which he made on nightes melodie,
80 swetely, that sll the chambre
And Angelus ad virginem he song.’
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the 14th century there remain frequent exu:rlec,
notably at Florence, in the famous Organ Podium
of Luca della Robbis, & cast of which is in the
Sonth Kensington Museum.

But other forms were admired. Exactly like
an Arabic basun is a pealtery painted A.D. 1348.
by that Joving delineator of musical instruments, ,

himself & musician, in his * Trionfo della
Morte,’ at Pisa. The strings of the instrument
are in groups of three, each group, as in a grand
piano, being tuned in unison to make one note.
Sometimes there were .groups of four, & not
uent stringing in the DuLciMER. There is
[ coloured lithograph of O a’s fresco in
‘Les Arts an Moyen ' by Paul ix (Paris,
1874, p. 282); it is there called * Le wnfe de
Ia Vie.’ A fine representation of such a psaltery,
strung in threes, by will be found in our
National Gallery (Catalogue No. 569). [AJ.H.]
PUCITTA, ViNCENZO, was born at Rome,
1778, and bronght up at the Pietd, at Naples,
under Fenaroli and Sala, He wrote his first
opera for Sinigaglis, near Ancona, and from that
time till his death composed for the stage dili-
Miz“ ‘I due Prigionieri’ (Rome 1801) was
the first to make him widely known. He was,
bowever, often away from Italy, first at Lisbon,
where he brought out ¢ L' Andromacca,’ and then
in London, where he became for a time Director
of the Music at the Opera.

His name first ap, in 1809, when three of
his were per};:'ed—‘l Villeggiaturi bi-
marri, * La Caccia d'Enrico IV,’ and ¢ Le quattro
Nazioni' In 1810 we find his ¢ La Vestale,’ in
1811 *La tre Sultane,’ in 1812 ‘ La Ginevra di
Scozia,’ in 1813 ¢ Boadices,” and in 1814 * Aristo-
demo.’ He then left the Opera and travelled with
Madame Catalani; and when, in 181 3, she took the
direction of the Italian Opera at Paris, he became
accompanyist, and three of his works were brought
out there in 1815, 16 and 17. He then went to
Rome, and remained in Italy till his death, at
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Milan, Dec. 20, 1861. Fétis gives a list of 23 of
his operas, and says that his music shows great
facility but no invention. Ten volumes of his
songs, entitled ‘ Mille Melodie,’ are published by
Ricordi. [G.]

PUGET, Loisa, born at Paris about 1810;
thoufh an_amateur, achieved an extraordinary
popularity in the reign of Louis Philippe by her
songs, composed to Gustave Lemoine’s words.
Among the best known of these were, ‘A Ia

rice de Dieu,’ * Ave Maria,” ‘Le Soleil de ma

retagne,” ‘Ta dot,” ‘Mon pays,’ ‘Les réves
d'une jeune fille,’ etc. Musically speaking they
are inferior to those of Panseron, La , or Ma-
sini; but the melodies were always so natural
and so suited to the words, and the words them-
selves were so full of that good, dourgeois cha-
racter, which at that time was all the fashion in
France, that their vogue was iminense. En-
couraged by her success, Puget aspired to the
theatre. e took lessons from Adolphe Adam,
and on Oct. 1, 1836, produced at the Opera
Comique a ome-act piece, ‘Le mauvais (Eil,’
which wag sung to perfection by Ponchard and
Mme. Damoreau. In 1842 she married Le-
moine, and finding the popularity of her songs
on the wane, had the tact to publish no more.
She broke silence only once again with an oper-
etta called * La Veilleuse, ou les Nuits de ﬁi-
lady,’ produced at the Gymnase, Sapt. 27, 1869.
Madame Lemoine has for some time resided at
Pau, where she is still living (1881). [G.C.]

PUGNANI, GAgTANO, oelebrated violinist,
was born at Turin (or according to another
source at Canaveee) in 1727. He must be con-
sidered as one of the best representatives of the
Piedmontese School of violin;glging. Being a
pupil first of Somis, who studied under Corelli,
ans afterwards of Tartini, he combined the pro-
minent qualities of the style and technique of
both these great masters. He was appointed
first violin to the Sardinian court in 1753, and
began to travel in 1754. He made lengthened
stays at Paris and in London, where he was
for a time leader of the opera band, produced an
opera of his own (Burney, Hist. iv. 494), and
published trios, quartets, quintets, and sympho-
nies. In 1770 Burney found him at Turin, and
there he remained as leader, conductor, teacher
and composer, for the rest of his life. He died
in 1803.

To Pugnani more than to any other master
of the violin appears to be due the preservation
of the pure grand style of Corelli, Tartini and
Vivaldi, and its transmission to the next genera-
tion of violinists, Apart from being himself
an excellent player he trained a large number
of eminent violinists—such as Conforti, Bruni,
Polledro and, above all, Viotti. He was also a
prolific composer: he wrote a number of operas
and ballets, which however appear not to have
been very successful. Fétis gives the names of
9,and a list of his published instrumental compo-
sitions :—one violin-concerto (out of 9), 3 sets of
violin-sonatas, duos, trios, quartets, quintets, and
12 symphonies for strings, oboes and horna. [P.D.]
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PUPPO, Gruserre, eminent violinist, was
born at Lucea in 1749. He was a pupil of the
Conservatorio at Naples, and when still very
young gained considerable reputation in Italy as
a virtuoso. He came to Paris in 1775; thence
he went to Spain and Portugal, where he is
reported to have amassed a fortune. After
having stayed for eome years in England he
returned to Paris in 1784, and remained there
till 1811, occu the post of leader, first at
the Théstre de Monsieur, which was then
under Viotti's direction, then at the Théktre
Feydeau, and finally conduoting the band at the
Thédtre Francais, As he was an excellent ac
companyist, he was much in request in the
musical circles of the rich and noble, and might
have secured for himself a competency if it had
not been for his eccentricity and unsteadiness,
which brought him into constant troubles. In
1811 he suddenly left Paris, abandoning his wife
and children for ever. Arrived at Naples he
was lucky enough to secure the leadership of the
band at & theatre. He however did not stay
long, but went to Lucca, thence ta Florence,
and finally found employment as teacher at a
music school at Pontremoli. After two years
he threw up this appointment and returned
to Florence, was there found, utterly destitute,
by Mr. Edward Taylor, Gresham Professor of
Musio, and by his ‘%enerooity was placed in &
hoapice, where he died in 1837. Fétis gives
interesting details of his adventurous life, and
several of his bow mots. It was he who so
happily described Boccherini as *the wife of
Haydn.' His published compositions are few
and of no importance. (P.D]

PURCELL. The name of a fmﬂr{ of musi-
cians in the 17th and 18th centuries, which
included amongst fts members the greatest and
most original of English composers.

1. The name of ‘ Pursell,” presumably HExrY
PuRceLL the elder, is first found in Pepys's diary,
under date Feb. 21, 1660, where he is styled
* Master of Musique." Upon the re-establishment
of the Chapel Royal (in 1660) Henry Purcell was
8] ted one of the Gentlemen. He was also

aster of the Choristers of Westminster Abbey.
On Dec. 21, 1663, he succeeded Signor Anielo
as one of the King's Band of Music. He died
Augl. 11, 1664. and was buried in the east cloister
of Westminster Abbey, Aug. 3. There is a three-
Eart song, ‘Sweet tyranness, I now resign my

eart,’ in Playford's ¢ Musical Companion,’ 1667,
which is probably of his composition, although it
is sometimes attributed to his more celebrated son.
It was reprinted in Burney’s History, iii. 486.

2. His eldest son, EDWARD, born 1653, was
Gentleman Usher to Charles II, and afterwards
entered the army and served with Sir George
Rooke at the taking of Gibraltar, and the Prince
of Hesse at the defence of it. Upon the death of
Queen Anne he retired and resided in the house
of the Earl of Abingdon, where he died June 10,
:ZI 7. He was buried in the chancel of the church

Wytham, near Oxford.

3. HeNRY PUERCELL, the second son of Henry
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Purcell the elder, is traditionally said t6 have
been born in Old Pye Street, Westminster, in or
about 1658. He lost his father before he was
six °{eus old,' and soon afterwards was admitted
s chorister of the Chapel Royal under Capt.
Henry Cooke, after whose death, in 1672,‘719
continued under Pelham Humfrey. He is said
to have composed anthems whilst yet a chorister,
but there are now no means of verifying the
fact, although it is highly probable. He may
possibly have remained in the choir for a brief
period after the appointment of Blow as successor
to Humfrey as Master of the Children, but the
probability is that, after quitting the choir on
the breaking of his voice, he studied composition
under Blow as a private pupil, and so justified
the statement on Blow's monument he was
‘master to the famous Mr. H. Purcell’ In
1675, when only 17 years of age, Purcell was
engaged by Josias est, & dancing-master
connected with the theatres, who also kept a
* boarding school for young gentlewomen’ in
Leicester Fields, to compose an o written by
Nahum Tate, called ‘Dido and /Eneas,’ for per-
for at his school. Purcell executed his
task in & manner which would have added to the
reputation of many an older musician. The o]

is without spoken dialogue, the place of which
is supplied by recitative ; it contains some beau-
tiful airs, and some spirited choruses, especially
that ing ‘To the hills and the vales.’
The work, although not performed on the public
stage, acquired considerable popularity, as is
evident from the mumber of manuscript copiéw
in existence; but, with the exception of ome
song, printed in the * Orpheus Britannicus,’ and
the rondo ¢ Fear no danger,’ grinted by Warren
and others, it remained uupublished until 1840,
when it was printed by the ¢ Musical Antiquarian
Soclety.'? TE:m uction of ‘ Dido and ZEneas’
led to Purcell's introductibn to the publie
theatre. In 1676 he was engaged to write
music for den’s tragedy ¢ Aurenge-Zebe,” and
for Shadwell’s comedy ‘ Epsom Wells,’ and part
of the music for his tragedy * The Libertine.’
The latter contains the pleasing air ‘ Nymphs
and Shepherds,’ and the well-known chorus  In
theee delightful pleasant groves’ In the same
year & by him a?pe-red in the new edition
of Book I. of Playford's publication, ¢ Choioce
Ajyres, Songs and Dialogues.” In 1677 he far
nished an overture, eight act and other tunes,”
and songs for Mre. Behn's tragedy ‘ Abdelasor,’
and composed an elegy on the death of Matthew
Lock, g;nnted in B:(,?'n, of the * Choice Ayres,’
etc., 1679. In 1678 he composed the overture and
instrumental music and the masque in S8hadwell's
alteration of Shakspere’s ‘Timon of Athens,’
representing the -contest between Cupid and
Bacchus for supremacy over mankind, aud their

1 Fis mother, Elisabeth, survived to witness the whole of ber son's
career, and died in August 1609,

3 Priest removed his school in 1670 to Chelses. where ‘Dido and
Zneas® was again a8 appears from an undated printed
oopy of the words published In London. This copy contalns s pro-
logue for music which Purcell does not appear to have set. The

was revived at the B.A.M. Concert-room, London, July 10, 1678,
Mr. Maleolm Lawson.
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ultimate agreement to exercise a joint influence;
s very beautiful and characteristic composition.
He not appear to have produced anything
for the theatre in 1679, but several of his songs
were published in that year in Playford’s second
Book just named; and an extant letter, dated
Feb. 8, 1678-9, from his uncle Thomas, to the
Rev. John Gostling, the celebrated bass singer,
then at Canterbury, shows that he then produced
something for the church; the writer telling
Gostling that his son, Henry (as he affectionately
ealled his nephew), was then composing and that
the composition was likely to cause Gostling to
bu:lled to London. Goetling was i t;’dba
gentleman extraordinary of the Cbapel Royal Feb.
s, 1679, and a gentleman in ordinary soon after-
wards. It would be very interesting to know
which of Purcell's anthems was then produced, but
ot present there seems no clue. In 1680, however,
be composed music for Lee's ly ‘Theodosius,’
and the overture and act tunes for D'Urfey’s
comedy ‘TheVirtuous Wife,’and produced the first
&ix nnmm;‘lodes, viz. ‘ An Ode or We{gomﬁ
for his Royal Highuess (the Duke of Yor
nhﬁntumfromﬂcoﬂde’and‘ASongto
welcome home His Majesty from Windsor.' Im
the same he obtained the appointment of
organist of Westminster Abbey, and then gave
his oomnection with the theatre, which he
Dot remew for six years. In this interval
it may be assumed that much of his church
music was composed. In 1681 he com
amother Ode or Weloome Song for the King,
* Swifter, Isis, swifter flow.” On July 14, 1683,
he was appointed organist of the Chapel Royal
in the place of Edward Lowe, deceased, but was
not sworn in until Sept. 16 following. He com-
an Ode or Welcome Song to the King on
return from Newmarket, Oct. 21,—' The
summer’s absence unconcerned we bear,’—and
some songs for the inauguration of the Lord
Mayor, Sir William Pritchard, Oct. 29. In1683
Purcell came forward in & new capacity, vie. as
s composer of instrumental chamber music, by
tvh? g:blie.non of ‘Sonnatas of ITT parts, two

and Basse to the or Harpsichord,’
with an engraved it of himself, at the age
of 24, prefixed. ese sonatas are 12 inmumber,

and each comprises an adagio, a canzone (fugue),
s slow movement, and an air ; they are avowedly
formed upon Italian models, as the composer in
his preface says, * For its author he has faithfully
endeavoured a just imitation of the most famed
Italian masters, principally to bring the serious-
ness and gravity of that sort of musick into vogue

tation among our countrymen, whose
hmn:r?ﬁl time now should begin to loath the
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levity and belladry of our neighbours. The
sttempt he confesses to be bold and daring;
their being pens and artists of more eminent
abilities, much better qualified for the imploy-
ment than his or himself, which he well hopes
these bis weak endeavours will in due time

e to a more accurate under-
asshamed to own his unskilful-

language, but that is the

i
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unhappinessof his education, which cannot justly
be counted his fault ; however he thinks he may
warrantably affirm that he is not mistaken in
the power of the Italian notes, or elegancy of
their compositions.’ In the same year he com-
an Ode or Welcome Song for the King,
‘PFIy, bold Rebellion,’ and inln uly an Ode to
rince George of Denmark on his marriage with
the Princess, afterwards Queen, Anne,—‘ From
hardy climes." He likewise composed an Ode
by Christopher Fishburn, ¢ Welcome to all the
pleasures,’ which was performed Nov. 22 at the
annual celebration on 8t. Cecilia’s Day, the score
of which he published in the following year.
He also composed another Ode, ¢ Raise, raise the
voice,” and a Latin Ode or motet, ‘ Laudate
Ceciliam,’ in honour of St. Cecilia, both of which
still remain in M8, In 1684 he composed an
Ode or Welcome Song, by Thomas Flatman, ‘on
the King’s return to Whitehall after his Summer’s
progress '—* From these serene and rapturous
joys’——the last production of the kind he was to
dress to Charles. In 1685 he ted the new
ing, James, with an Ode or Welcome Song,
‘Why are all the Muses mute?’ For the coro-
nation of James and his queen on April 23 he
produced two anthems, ‘I was glad,’ and ‘ My
heart is inditing,’ both remarkably fine com-
positions. He was employed in superintending
the erection of an organ in the Abbey expressly
for the coronation, and was paid—out of what
was then termed the *secret service money,’ but
was really the fund for defraying extraordinary
royal expenses,—£34 12s. od. ‘for so much money
by him disbursed and craved for providing and
setting u}) an o in the Abbey church of
‘Westm®. for the solemnuity of the coronation, and
for the temovli]ng th‘; ﬁe, and o;lellelr lemt:
performed in his sai ‘ties cha since
a5th of March, 1685, according bopa bill signed
by the Bishop of London.” In 1686 he returned
to dnmadtic composition, and produced the Il;ulic
for en's revived tragedy ‘ Tyrannic Love,’
in wggh is the fine duet of the spirits, Nakar
and Damilcar (or, as Purcell has it, Doridear),
‘Hark ! my Doridcar, hark!’ and the pleasing
air, ‘Ah| how sweet it is to love.” He also
produced an Ode or Welcome Song for the King,
‘Ye tuneful Muses.” In 1687 he composed an-
other Ode of the same kind, ‘Sound the trumpet,
beat the drum,’ in which is the duet for altos,
‘Let Cesar and Urania live,” which continued
s0 long im favour that succeeding composers
of odes for royal birthdays were accustomed to
introduce it into their own productions until
after the middle of the 18th century. Later in
the year Purcell wrote his anthem °Blessed
are they that fear the Lord,’ for the thmklgiving
for the queen’s pregnancy, in January 1687-8.
In 1688 he com the songs for D'Urfey's
comedy, ‘A Fool's Preferment. With one ex-
ception they all belong to the character of Lionel,
s young man mad for love, and they express in
the most admirable manner the varied emotions
which agitate his mind—disdain, despondency,
tender affection and wild fantastic delusion.
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They were sung by William Mountford, the
unfortunate actor who was murdered in the
street by the ruffians Lord Mohun and Capt.
Hill in revenge for his having frustrated their
attempted forcible abduction of the celebrated
actress Mrs. Bracegirdle, and who, we learn from
Colley Cibber, ¢ sung & clear countertenor, and
had a melodious warbling throat’ The music
was published in 4to in the same year, and
appended to the printed copy of the comedy.
'le)thisyearahobelon a solo anthem for a
bass voioe with chorus, ‘The Lord is king’ (one
of the very few of Purcell’s church compositions
of which the date of production is known), and
& Welcome Song for the King, the last he wrote
for James II. In 1689 he composed an Ode,
¢ Celestial Music,’ which was ¢ performed at Mr..
Maidwell's, a schoolmaster’s,on the 5th of August,’
and ‘A Welcome Song at the Prince of Denmark’s
coming home." He also composed for the annual
gathering in London of the natives of the county
of York the famous Ode in praise of that county
and the deeds of its sons, Fmiculnrly the part
taken by them at the Revolution, which is com-
monly known as ‘The Yorkshire Feast Song,
and which D'Urfey (the author of the words)
justly calls ‘one of the finest compositions he
ever made.” It was performed at an ex of
£100 at the County Feasf held in Merchant
Taylors’ Hall, March 27, 16go. Many parts of
it were printed in the ¢ Orpheus Britannicus’;
it was printed entire by Goodison about 1788,
andel:hy the Purcell Society go years later, under
the editorial care of Mr. W, H. Cummings. In
this year Purcell became involved in a dispute
with the Dean and Chapter of Westminster. He
had received money from for admission
into the organ-loft to view the coromation of
William and Mary, considering the organ-loft as
his, in right of his office ; but the Dean and Chapter
claimed the mon:;iycl a8 their;, a.:i:d called upon tn;n
to pay it over; , upon his declining, went the
length of making an order, dated April 18, 1689,
that unlees he paid over the money his p
should be declared null and void, and his stipend
detained by the Treasurer. It is presumed that
the matter was in some way accommodated, as he
retained his appointment until his death. Im
16go Purcell com| new music for Shadwell’s
version of ‘The Temnpest,’ in which the advan-
tageous result of his study of the great Italian
masters is strikingly apparent. Smooth and
eng flowing, yet nervous melodies, clearness
and distinctness of form, and more varied ac-
companiment, are conspicuous. Two of the songs,
‘ Come unto these yellow sands,’ and * Full fathom
five, have retained uninterrupted poeseesion of
the stage from the time they were composed till
this day, and much of the remainder of the
music, especially that of the concluding ue,
has only been laid aside because it is allied to
verses not by Shakspere, and which the better
judgment of our time has decreed shall no longer
be permitted to supplant his poetry. In the
same year Purcell produced the music for the
‘alterations and additions after the manner of
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an opers’ which Betterton had made to Beau-
mont and Fletcher's phy. ‘The Prophetess, or,
The History of Dioclesian.’ Here again the
t advance made by the composer is visible.

e calls into play larger orchestral resources
than before; some of the movements are scored
for two trumpets, two oboes, a tenor oboe, and a
bassoon, beside the string quartet, and the wood
wind instruments areoccasionally made responsi ve
to the trumpets and strings in a manner that
was then new. The vocal music comprises some
fine songs and bold choruses. Among the songs
may be named ¢ What shall I do to show how
much I love her !’ (the air of which was long
known from its adaptation to the words ¢ Virgins
are like the fair flower in its lustre,’ in ‘The
Beggar's Opera’) and * Sound, Fame, thy brazen
trumpet,’ with its bold and difficult obbligato
trumpet accompaniment. Purcell published the
score of this opera b{)subscription in 1691, with
s dedication to the Duke of Somerset, in which
he says,  Musick and Poetry have ever been ac-
knowledged sisters, which, walking hand in hand,
support each other ; As Poetry is the harmony
of words so Musick is that of notes; and =as
Poetry is a rise above Prose and Oratory, 8o is
Musick the exaltation of P Both of them
may excel apart, but surely they are most ex-
cellent when they ave joyn'd, because nothing is
then wanting to either of their proportions; for
thus they appear like wit mtr beauty in the

same person. Poetry and Painting have arriv’d
to perfection in our own v::omn.r{l;l usick is yet
but in its nonage, a forward child, which gives

hope of what it may be hereafter in England
when the masters of it shall find more enco

ment, ’Tis now learning Italian, which is its
best master, and studying a little of the French
air, to give it somewhat more of gyety and
fashion. Thus being further from the sun we
are of later growth than our neighbour countries,
and must be content to shalke off our barbarity by
degrees. The present age seems di

y disposed
lace | to be refin'd, and to distinguish between wild

fancy and a just, numerous composition.’ Here
we see Purcell’s modest estimate of the state of
English musical art in his day, but we may see
also that although he viewed his countrymen as
standing only upon the threshold of the temple
of music, he felt the strong conviction that it
would be within their power to enter and explore
its innermost recesses. The composer’s desire to
please his subscribers occasioned him to fix the
+subscription at so moderate a rate that it scarcely
sufficed to meet the expense of the publication.
He also wrote in 1690 the fine bass song, ‘ Thy
genius, lo! from his sweet bed of rest,’ for Lee’s
tragedy  The Massacre in Paris,” and the over-
ture, act-tunes and songs for Dryden’s comedy
¢ Amphitryon.’ Besides these he set D'Urfey's
Ode for the queen's birthday, April 29, ¢ Arise,
my Muse,’'—an admirable composition—and an
Ode for King William, ‘Sound the trumpet.’
The next year witnessed the production of
Purcell's dramatic chef-d’ eurre, ‘King Arthur.’
He had previously composed music for some of

.



PURCELL.

Dryden’s plays, but had had merely to set such
verses a8 the poet had handed him.y It is how-
ever apparent from Dryden’s dedication of * King
Arthur’ that in constructing that drama he had
followed a different course, and had consulted
Purcell as to where, when, and how music could
be effectively introduced, and had acted upon
his suggestions. He had supplied the composer,
st his desire, with variety of measure, and dis-
the scenes 80 as to afford striking contrasts.

's music is a succession of beauties;—

the sacrificial acene of the Pagan Saxons; the
martial song of the Britons, ‘Come if you dare’ ;
the scene with the spirits, Philidel and Grim-
bald ; the and dances of the shepherds;
the admirably bold and original frost scene ; the
lovely duet of the S; in the enchanted forest,
‘Two daughters of this
of the other spirits; and the varied and
contrasted pieces in the concluding masque
(including the beautiful melody ¢ Fairest isle, all
isles excelling’), form a combination which no

mtqngunry musician was able to equal, and
which for long afterwards remained unrivalled.
All conf testimony tells of the great
saccem of ¢ King Arthur,’ yet, with the exception
of about a dozen songs which were included in
the *Orpheus Britannicus,’ and those portions of
the music which Arne retained in the version
made in 1770, it remained unpublished until
1843, when it was printed by tﬁe Mu-iulhAnﬁ-
quarian , four songs, however, i
been lost mteﬂd. Purcell’s other drama“%
compositions in 1691 were the overture and act
tunes for Elkanah Settle’s tragedy ¢ Distressed
. songs in the comedy ‘The Gor-
dian knot untyed,’ and Southerne’s comedy * Sir
Antony Love.” He also composed the Ode for
queen’s birthday, * Welcome, glorious morn."
In 1692 be composed the music for Howard and
's ‘Indian Queen,’ in which are the
recttative * Ye twice ten hundred deities’ (which
considered to be * perhaps the best piece
of recitative in onr "), with the air ‘ By
the ing of the toad,” and the beautiful little
rondo* I attempt from Love's sickness tofly.’ The
greater part of the songe in * The Indian Queen’
were printed in 1695 by May and Hudgebutt,
who prefized to their publication a carious letter
%o the informing him that as they had
met with the score of his work they had printed
it, lest others should put out imperfect copies,
and craving his pardon for their presumption.
The entire work was printed by Goodison. He
also songs for den’s ‘ Indian Em-
perar’ (a sequel to ‘The Indisn Queen’) and
¢ ’ Southerne’s comedy ‘The Wives’
Excuse,” and D’Urfey’s comedy ‘ The Marriage
Md Drydmmwh'd,md :ll.::gzmic in the t%ird act
and Lee’s y ‘(Edipus.’ But per-
bape the most important dramatic epon'lponit.io}:e he
produced this year was the opera of ¢ The Fair?
Queen,’ an mo;ymous adaptation of Shakspere’s
‘ Midsummer Night's Dream.’ which was very
well received by the public, although the great
incurred for acemery,

aged stream,’ and the | G:
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dered it but little productive to the managers,
The composer published in the same year ‘ Some
Select Songs as they are sung in The Fairy
Queen,” 10 in number; 10 other pieces are in
the ¢ Orpheus Britannicus,’ and the instrumental
music is in the ‘Ayres for the Theatre’; the
Sacred Harmonic Society possesses a MS. of
nearly the whole of the fourth act, but the
remainder of the choral portions and two or
three more songs are irretrievably lost. The
score was lost in or before 1700, in October of
which year the patentees of the theatre offered
s reward of £20 for the recovery of it or a copy
of it. That they did not recover it may
inferred from the piece never having been revived.
One of the songs which has been preserved, ¢ If
love’s a sweet passion,’ long remained in favour:
ay wrote .one of the songs in ‘The Beggar's
Opera’ to the air. In the same year Purcell set
Sir Charles Sedley's Ode for the queen’s birth-
day, ¢ Love's Goddess sure was blind.’ One of
the airs in this Ode, ‘May her blest example
chase,” has for its bass the air of the old song
¢Cold and raw’; the occasion of which was
thus : —Queen Mary had one day sent for Arabells
Hunt and Gostling to sing to her, with Purcell
as accompanyist. After they had performed
several fine compositions by Purcell and others,
the queen asked Arabella Hunt to sing the
bdhg of ‘Cold and raw.” Purcell, nettled at
finding & common ballad preferred to his music,
but seeing it pleased the queen, determined that
she should hear it again when she least expected
it, and adopted this ingenious method of effecting
his object. He also set Brady’s Ode ‘Hail!
great Cecilia,” which was performed at the annual
celebration on St. Cecilia's day, Purcell himself
singing the alto song ¢'Tis Nature's voice.” This
Ode—one of the finest of its composer’s works of
that class—was printed by the Musical Anti-
quarian Society. In 1693 Purcell composed an
overture and act-tunes for Congreve’s comedy
*The Old Bachelor,’ and songs for D'Urfey’s
comedy ‘The Richmond Heirees,” Southerne’s
comedy ¢ The Maid’s Last Prayer,’ and Bancroft's
tragedy ¢ Henry the Second.’ He also set Tate's
Ode for the queen's birthday, ¢ Celebrate this
festival’ (printed by Goodison), and his Ode in
commemoration of the centenary of the foundation
of Trinity College, Dublin, ‘Great Parent, hail I’
(also printed by Goodison), said to have been
performed at Christ Church, Dublin, Jan. 9,
1693-4. Strange to say, Trinity College register
does not contain any record 6091' orf alhﬁ;ion to the
centenary celebration. In 1694 Purcell composed
rtions of the music for Parts L. and II. of
*Urfey'’s * Don Quixote’ (Part I. containing the
duet ‘Sing, all ye Muses,” and the fine bass song
¢Let the dreadful engines’), an overture, aoct-
tunes and songs for Congreve's comedy, ‘The
Double Dealer,’ and songs for Crowne's comedy
‘The Married Beau,’ Southerne's tragedy ‘ The
Fatal iage,’ and Dryden’s play ‘Love
triumphant’ He also composed the Ode for the
queen’s birthday, ‘Come, come. ye Sons of Art’;

dresses, etc., ren- | and, for the Cecilian celebration, h;? celebrated
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*Te Deum and Jubilste in D,’ with orchestral
acoompaniments—the first of the kind produced
in this country. Queen dying on Deoc. 28
in this year, Purcell, immediately afterwards,
oom)| for her funeral the from the
Burial Servioe, ¢ Thou knowest, the secrets
of our hearts,’ in a manner 8o solemn, pathetic,
and devout, that Croft, when setting the Burial
Service, abstained from resetting the .r:nge.
and adopted Purcell’s . Purcell also com-
posed for the funeral an anthem, * Blessed is the
man.’ Early in 1695 he composed two Elegies
:gon the queen’s death, which were ublxed‘

th one by Dr. Blow. He com an Ode
for the birthday of the young Duke of Gloucester,
son of the Przwa- Anne, July 34, ‘Who can
from joy refrain 1’ and also the music for Powell's
adaptation of Beaumont and Fletcher's tragedy
*Bonduca,’! including the famous war-song
¢ Britons, strike home’; and songs for Soott’s
comedy ‘The Mock Marriage,’ Gould's tragedy
‘The Rival Sisters,’ Southerne’s tragedy ¢ Oroo-
noko,” Ravenscroft’s comedy ‘The Canterbury
Guests,’ Beaumont and Fletchar's play ¢The
Knight of Malta,’ and Part IIL of D Urfey’s
*Don Quixote.” In the latter is contained * the
last Song that Mr. Purcell eett, it being in his
sickness.” This wubonone otherofth&n the fine
cantata ‘ From wers,’ one e greatest
compositions h:o.zver produced, and & most
striking proof that, however the ocomposer's
frame might be enfeebled by disease, his mental
powers remained vigorous and unimpaired to
the last.

Purcell died at his house in Dean’s Yard,
Westminster, Nov. a1, 1695. On the day of his
death he made his will, whereby he bequeathed
the whole of his pro, to his * loveing wife,

Purcell,’ absolutely, and appointed her
sole executrix. It wassaid that he contracted the
disorder of which he died through his wife having

urposely caused him to be kept waiting outside
is own door because he did not return home
until » late hour. But this seems inconsistent
mhthinf:lct:ihinh&vingm-deherhhz:
tee, with her expressions respecting hi
in the dedication of the ¢ Orpheus Britannicus.’
8ir John Hawkins’s conjecture that he died of a
lingering, rather than an acute disease, probably
consumption, is nruch more likely to be correct,
and more in with the recorded fact of
Purcell's ability to continue to compose duri
his mortal sickness. He was buried Nov. 32
in the north aisle of Westminster Abbey, under
the organ. A tablet to his memory, attached to
s pillar, and placed there by his pupil, Lady
Howard, wife of S8ir Robert How: bears this
inscription, attributed, but upon insufficient
to den—* Here lyes Henry Purcell,
.; who left this life, aud is gone to that
blessed place where only his harmony can be ex-
ceeded. Obiit 21mo die Novembris, Anno Ztatis
sus 37mo, Anno q: Domini, 1695.'* On a flat

1 This was printed by the Musical Antiquarian Soclety.
3 Other eminen} composers have died about the same age as Pur-
osll, o.¢. F bert, Mend: and Weber.

han ]
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stone over his grave was inscribed the following
epitaph :—

Plaudite, falices

tanto hospits, nostris
Preefuerat, vestris o

ite ille choris:

Vivit T bt chvat. dute ieioa ongaba rpirant,
Dumque colet numaeris turba canors R

This having long become totally effaced was,
s few years ago, renewed in a more durable
manner by a subscription originated by Mr.
James Turle, the preeent organist of the Abbey.
Purcell had six children, three of whom pre-
deceased him, viz. John Bs‘Pmt, baptized Aug.

, 1682, buried Oct. 17, following; Thomas,

uried Aug. 3, 1686; and Henry, baptized
June g, 1687, buried t. 23, following. His
other children are mentioned hereafter. His
widow survived him until Feb. 1706. She died
at Richmond, Surrey, and was buried on Feb. 14,
in the north aisle of Westminster Abbey, near
her husband.

The compositions of Purcell not before men-
tioned, and i ve of his sacred music, were
‘Ten Sonatas in four Eorh,' ublished by his
widow in 1697, the ninth of which, called, for its
excellence, the Golden Sonata, is given in score
in Hawkins's History (Novello’s edit. 755);
Leesons for the Harpsichord or Spinnet, pub-
lished in 1696; numerous catches included in
*The Catch Club, or Merry Companions,’ and
other colleetions ; and many single songs which
are to be found in all the collections of songs of
the period. In 1697 his widow published, under
the title of * A Collection of Ayres com for
the Theatre and upon other occasions, the in-
strumental music the plays of ¢ Abdelazor,’
¢The Virtuous Wife, ‘l'i'he Indian Queen,’
¢ Diocleeian,’ ‘King Arthur,’ ¢Amphil .
‘The Gordian Knot unty’'d,’ ‘ Distressed
cence,” ‘The Fairy Queen,’ ‘The Old Bachelor,’
¢The Married Beau,’ ‘The Double Dealer,’ and
‘Bonduca.’ In 1698 she published, under the
title of ¢Orpheus Britannicus,’ a collection of
Purcell's songs for one, two, and three voices,
chiefly ]:electedh m slhs:;' Od::al and ldnmﬂc
pieces, but includi sev single songs,
smungvt them the famous ‘ Bess of Bedlam.! A
second book was published in 1703. A second
edition of the first book, with large additions and
some omissions, appeared in 1706, and & second
edition of the second book, with six additional
songs, in 1711. A third edition of both books,
now very rare, was issued in 1731. There is
another composition, which i8 now pretty gene-
rally admitted to be the work of Purcell, vis.
the music for the first act of Charles Davenant’s
twl;fedy ‘Circe." MS. scores are in the Fits-

iam Museum at Cambridge, the Sacred Har-
3 Which has been thus rendered in English:—
* Applaud 50 great s guest, celestial pow’'rs,
Who now resides with you, but once was oars ;
Yet lot invidious earth no more reclaim

Her short-liv'd far'rite and her chiofest fame ;
4 0 died
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monic Society’s Library, and elsewhere. It was
probably composed for some projected revival of
the play, but, for reasons which cannot now be
discovered, the completion of the work by the
composition of music for the remainder of
the piece was not effected. Purcell also made
some valuable additions to the tract upon com-
position in the later editions of Playford’s ‘ In-
troduction to the Skill of Musick.’

Paroell’'s sacred music consists of his church
services and anthems, hymns, songs, duets, etec.,
and Latin pealms. His church music may be
divided into two classes, viz. services and
snthems, with orchestral accompaniments, and
those with organ accompaniment only. The
former, with two or three exceptions alread
mentioned, were composed for the Chapel Roy:
the laster for Westminster Abbey. Many of the
oongs, duets, etc, and a few anthems were
g:ﬂ in the several editions of ‘Harmonia

’ 1688, 1693, 1714, etc., and several of the
services anthems in the collections of Boyce,
Armold, and Page. The noble collection edited
by Vincent Novello (1829-18§z), under the title
of *Parcell’'s Sacred Music,’ includes the Te
Deum and Jubilate for St. Cecilia’s day, 3
services, § chants by different members of the
Purcell family, » psalm-tune known as ¢ Burford,’
20 snthems with orchestral accompaniments, 32
anthems with organ accompaniment, 19 songs,
wme with chorumes, 2 duets, a trio, 11 hymns
for three and four voices, 2 Latin psalms, and

canons. MS. copies of 3 other anthems, a

and 2 Latin motets, which Novello was
unable to meet with, are now known to be in
existence.

It will have been observed that Purcell es-
myed every species of composition. He wrote
for the church, the theatre, and the chamber.
His church music exhibits his great mastery of
fogue, canon, imitation, and other scholastic de-
vices, combined with fine harmony and expres-
sive melody, and the introduction of novel and
beautiful enriching it whilst preserving
its broad and solemn style.f‘cgis se]::‘t:lar mu;::

- his imaginative ty, his singu
dnna.bcd.ph’? instinct and skill in marking character,
his rare gift of invention, and great powers of
expremion. Although viewed by the light of
our own day, his instrumental chamber composi-
tions appear of an inferior order, they will yet,
when compared with those of his predecessors
and contemporaries, be found greatly in advance
of his time. We see in him the improver of our
cathedral music; the originator of English me-
lody, as the term is now understood ; the esta-
blisher of a form of English opera which was
almost universally adopted for upwards of a
centary and a half; the introducer of & new and
more effective employment of the orchestra in
accompaniment ; the man who excelled all others
in his accurate, vigorous, and energetic setting of
English words; and the most original and ex-
traordinary musical genius that our country has
produced. It is

scarcely possible to estimate
the loss to English art by the early death of
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Henry Purcell. Had his life been prolonged for
him to have witnessed the introdncn?or:linto Eng-
land of the Italian opera and the early career in
this country of Handel, what might not have
been expected from him ?

Several portraits of Purcell are extant; ome,
taken when a chapel boy, was formerly in Dul-
wich College; another, by Sir Godfrey Kneller
(engraved for Novello's * Purcell's Music ),
was in the mﬁm of the descendants of Joah
Bates; a third was engraved as a frontispiece
to the Sonatas, 1683. John Closterman painted
two—one, now in the possession of the Royal
Society of Musicians, and ved in mezzotint
by Zobel ; the other engraved by White foe the
¢ Orpheus Britannicus,” which we have here repro
duced. Another, formerly in Dulwich College,
and engraved by W. N. Gardiner, has now dis-
appeared.

4. EDWARD, youngest, but only surviving, son of
the great Henry Purcell, was {a tized in West-
minster Abbey, Sept. 6,1689. He was therefore
(like his father) only six years old when his
father died. When sixteen years old he lost
his mother, who by her nuncupative will stated
that, ¢ according to her husband's desire, she had
given her deare son education, and she alsoe
did give him all the Bookes of M usick in generall,
the Organ, the double spinett, the single spinett,
a silver tankard, a silver watch, two pairs of gold
buttons, a hair rinf, a mourning rini‘of Dr.
Busby’s, a Larum clock, Mr. Edward Purcell’s
picture, handsome furniture for a room, and he
was to be maintained until provided for’ Em-
bracing the profession of music, he became organ-
ist of 8t. Clement, Eastcheap. On July 8, 1726,
he was appointed organist of St. Margaret’s,
‘Westminster. er died about the end o{ ‘.{uly
or inning of August, 1740, He left a
m,bﬁgllnrx:gwho was a chorister of the Chapel
Royal, under Bernard Gates. On the death of
his father he succeeded him qu;ganist of
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§t. Clement, Eastcheap. He afterwards becamé
orgauist of St. Edmund the King, Lombard Street,
and of St. John, Hackney. He died about 1750.
Hawkins says Edward Purcell was agood organist,
but his son a very indifferent one.

5. Francss, eidest daughter of Henry Purcell,
the com , was baptized in Westminster
Abbey May 30, 1688. In 1706 her mother
appointed her her residuary legatee and her ex-
ecutrix, when she should reach the age of 18.
She proved the will July 6, 1706. She married,
shortly after her mother’s death, Leonard Wel-
sted, Gent., poet and dramatist, and died 1724.
Her only daughter, FRaNCEs, born 1708, died
unmarried 1726. Her younger sister, MARY
PrTERS, was baptized in Westminster Abbey,
Dec. 10, 1693 It is presumed that she survived
her father, but predeceased her mother, as she is
not named in ttl‘:e latter's will. (H P .

6. DANIEL, the youngest son of Henry Purcell
the elder, born probably about 1660, was also a
musician, but from whom he received instruction
is unknown. In 1688 he was apf)ointed organist
of Magdalen College, Oxford. In 1693 he com-

the music for Thomas Yalden’s Ode on
t. Cecilia's Day, which was probably performed
at Oxford. In 1695 he resigned his appointment
at Magdalen College, and came to London. In
1%6 he com, songs for Pix’s
‘Ibrahim XII.' and Cibber’s comedy ¢Love's
Lnst Shift,’ and the masque in the fifth act of
‘The Indian Queen.’ In 1697 he composed the

musio for Powell and Verbruggen’s opera ¢ Brutus
of Alba,’ Settle’s opera ¢ The New World in the
Moon,’ and the instrumental music for D'Urfey’s

opers ‘Cynthia and Endymion.” In 1698 he
eop:: y:l"ae songs in Gildon's tragedy ‘ Phaeton,
or, The Fatal Divorce,’ an Ode for the Princess
Anne’s birthday, and Bishop’s Ode on St. Cecilia's
Day. In l6i9e he joined with Jeremiah Clark
Richard Leveridgs in furnishing the music
for Motteux's opera ‘The Island Princess,’ and
also set Addison’s second Ode on St. Cecilia’s
Day for Oxford. In 1700 he set Oldmixon's
opera ‘The Grove,’ and gained the third of
the four prizes given for the composition of Con-
greve's masque ‘The Judgment of Paris,’ the
others being awarded to John Weldon, John
Eccles, and Godfrey Finger. In 1701 he wrote
the instrumental music for Catherine Trotter's
y ¢The Unhappy Penitent,’ and in 1703
that for Farquhar's comedy ‘The Inconstant.’
In 1707 he composed an Ode for St. Cecilin's
Day, which was performed at 8t. Mary Hall,
Oxford. In 1713 he was appointed organist
of St. Andrew, Holborn, but was displaced in
fl:"‘t;}).fuw. He publisllied ‘The Psalmes set
or the Organ or Harpsicord, as they are
plaid in Churches and Chappels in the maner
iven out, a8 also with their Interludes of great
ariety’; & very singular illustration of the
manner in which metrical ms were then
formed. S8ix aAnthems by him are in the choir
books of Magdalen College, and songs in * The

1 One ‘B. Peters’ was one of the witnesses to Purcell's will;
Probably he was godfather to this girl.
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Banquet of Musiek,” 1689 ; * Thesaurus Musicus’
and ¢ Delicis® Music®,” 1696; and ‘Thessurus
Musicus,’ cirea 1750. He composed ¢ A Lamen-
tation for the Death of Mr. Henry Purcell,’
written by Tate, the words of which are prefixed
to the ‘Orpheus Britannicus' He was also
author of some sonatas for flute and bass and
violin and bass, He died in 1718. He was held
in great repute in his day as a punster.

7. KATHERINE, daughter of Henry Purcell the
elder, was baptized in Westminster Abbey,
March 13, 1662. She married in June 1691
the Rev. William Sale, of Sheldwich, Kent, and
was her mother's administratrix, Sept. 7, 1699.

8. THOMAS, brother to Henry Purcell the elder,
was appointed Gentleman of the Chapel Royal in
1660. In 1661 he was lay vicar of Westminster
Abbey and copyist. On Aug. 8, 1662, he was
appointed, jaintly; with Pelham Humfrey, Com-
poser in Ordis for the Violins to His Majosty,
and on Nov. 29 following, ¢ Musician in Ordinary
for the Lute and Voice in the room of Henry
Lawes, deceased.” In 1673 he wsas, with Hum-
frey, made Master of the King's Band of Musio.
He died July 31, and was buried in the cloisters
of Westminster Abbey, Aug. 3, 1683. He had

robably been long before in ill-health, as on
ay 15, 1681, he granted a power of attorney
to son Matthew to receive his salary as
Gentleman of the Chapel Royal. He was the
composer of the well-known Burial Chant and
other chants.? [W.H.H.]

PURCELL CLUB, THE, was constituted at a
meeting held in August 1836: the first members
were Messrs. Turle (conductar), King, Bellany,
Fitzwilliam, J. W, Hobbs, and E. Hawkins
(secretary). The club was limited to twenty pro-
fessional and twenty non-professional members,
who met twice a year; on the seoond Thursday
in February, when they dined ther, and on
the last Thursday in July, when they assembled
in Westminster Abbey, at the morning service,
by permission of the Dean, for the purpose of
assisting in such Purcell music as might be
selected for the occasion. On the evening of the
same day the members again met to
secular music composed by Purcell ; the oos;ano
parts were sung by the chorister-boys from W eet-
minster Abbey, the Chapel Royal, and St. Paul’s
Cathedral, but ladies were admitted amongst the
audience.

On Feb. 327, 1843, a special meeting was held,
when Professor Taylor was elected President, and
the dates of meeting were changed to Jan. 30
and the first Thursday in July. Interesting
performances of many of Purcell's works were
given year by year, and a book of words of 194
pages was privately printed for the use of the
members, under the editorship of Professor
Taylor. The Club was dissolved in 1863, and
the valuable library, which had been acquired

8 Tam indebted to Colonel Chester's Westminster Abbey
for much of the family history cuntained in the above article, and
1 gladly avall myself of this opportunity of acknowledging my
obligations to that gentleman for the very kind and ready manner

in which he has furnished me with much valuable informstion on
many other occasions.
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% gift and purchase, was deposited at Wedt-
minster Abb:g, under the guardianship of the
organists of Westminster Abbey and St. Paul’s
Cathedral. (W.HC.)

PURCELL COMMEMORATION, THE,
was held on Jan. 30, 1858, to celebrate the
bicen of Purcell's birth: the members of
the Club and a large number of pro-
femors of music and of eminent amateurs, ous
to do honour to the greatest of English musi-
cans asembled in the evening at the Albion
Tavern, Aldersgate Street, London, when, after
) » selection of Purcell music was per-

and some interesting addresses were

given by Professor Taylor, who presided. The
consisted entirely of music composed

and was as follows :—Grace, ¢ Gloria

Patri’; anthems ‘O give thanks,” ‘O God, thou
hast cast us out,’ ‘O sing unto the Lord’ ; song and
chorus, ¢ Celebrate this festival’;- a selection from
*King Arthur’; cantats, ‘Cupid the slyest rogue
alive’; song, ¢ Let the dreadful engines’; chorus,
*Soul of the world, inspired by thee.’ [{W.H.C.]

PURCELL SOCIETY, THE. Founded Feb.
31,1876, *for the purpose’—in the words of the pro-
spectus—*of doing justice to the memorilo.f Henry
Purcell, firstly by the publication of his works,
most of which exist only in MS,, and secondly,
by meeting for the study and performance of his
various compositions.” The ‘Permanent Cowmn-
mittee * conaists of the Rev. Sir F. A, G. Ouseley,
Bart.; G. A. Macfarren; Sir Herbert S. Oakeley;
SirJohn Goes ; Sir George Elvey; Joseph Barnby;
JT Bennett; J. F. Bridge; W. Chap 1{;
Ww. Cmnmigl: J. W. Davison; E. J. Ho
kins; Jobn Hullah; H Leslie; A. E
Litdeton, Hon. Secretary; Walter Macfarren ;
Julisn Marshall; E. Prout; E. F. Rimbault;
Heary Smart; John Stainer; Rev. J. Troutbeck;
James Turle.—The us, issued May 16,
1876, contains a list of Odes and Welcome
(38), and of Operas and Dramas (45), by Purcell ;
aod an announcement that the first works pub-
lished would be the Yorkshire Feast , and’
the masque in * Timon of Athens,’ both in full
wore. The Yorkshire Feast Song was issued on
Oct. 14, 1878, edited, with a preface, by Mr.

ings, and beautifully engraved and printed.
* Timon of Athens,’ edited by the Rev. Sir F. A.G.
Ouseley, with a by Mr. Julian Marshall,
is now due. The subscription to the Society is
31s. a year for the publications, and 10s. 6d.
extrs for the music meetings. (G.]

PURFLING (Fr. pourfler). The ornamental
border with which the backs and bellies of stringed
mstruments are usually finished. It is the onl

rezmant of the elaborate decoration with whicg
siringed instruments were anciently covered. It
waally consists of a slip of maple or sycamore
glued between two slips of ebony. Some makers
wed whalebone, as more pliable.
eaarefully cut all round the edges for its insertion,
md the ing is then let in, Next to cutting
this is the most difficult operation in
Sddie-making, as the purfling invariably breaks
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to pieces fn’thie hands of the unskilled workman.
The secret consists in geumg it well bent to the
required shape before letting it into the groove,
In the works of the best makers the i
is bold, even, solid, perfectly finished, an:
accurately joined in the angles, The prince of
purflers was Stradivarius. Many old instru-
ments have a painted border instead of structural
purfling, and modetn fiddles of the ocommonest
clags have often only a double line in ink or
peint round the edges. Only a single strip of

urfling is usually employed; but double pur-
ing, which in general injures the tone without
improving the looks of an instrument, is often
found; and instruments may be seen with a
second row of purfling by a different hand. The
purfling is not merel! ornamental, as the groove
protects the body of the violin by checking frac-
tures proceeding from the edge. In ornamental
instruments the purfling is sometimes inlaid with
mother of pearl. [E.J.P.]
PURITANI DI SCOZIA, 1. Operain 2 acts;
words by Count Pepoli, music by Bellini. Written
for Grisi, Rubini, Tamburini, and Lablache, and
produced at the Théatre Ttalien, Paris, Jan. 25,
1835. In London, at the King’s Theatre, as ‘I
Puritani ed I Cavalieri,’ May 31, 1835.  [G.]
PURITAN’S DAUGHTER, THE. ‘Agrand
romantic drama’ in 3 acts; words by J. V. Bridge-
man, music by Balfe. Produced at the English
House, Covent Garden, London, Nov. 30,

1861 (Pyne and Harrison). [G.]
PUTZLI. ‘*Prince Fitzli Putzli ' was Beetho-
ven's nickname for his friend Prince Lobkowitz,
8ee Thayer's Beethoven, iii. 239. 3
PYE, KeLLow JoHN, well known in London
musical ciroles; the son of a merchant; was
born at Exeter, Feb. g, 1812. His musical ten-
dencies showed themselves early. He entered
the Royal Academy of Music, London, in Feb.
1823, immediately after its foundation, and took
the first pianoforte lesson ever given within its
walls, This was under Cipriani Potter. He
also studied harmony, counterpoint, and compo-
sition there, under Dr. Crotch, the Principal, and
remained 8 pupil till 1829. He then returned
to Exeter, and for some years enjoyed consider-
able local fame in the south-west of England.
In 1834 he gained the Gresham medal for his
full anthem *Turn Thee again, O Lord’ (No-
vello), which with other anthems of his are in
use in the Cathedrals. In 1843 he took the
degree of Mus. Bac. at Oxford. Soon after this
he came to London, and though forsaking the
profession of music for business, retained his
connexion with the art by joining the direction
of the R.A.M. where he succeeded Sir G. Clerk
a8 chairman of the committee of management
(1864-67). He is also & member of the Execu-
tive and Finance Committees of the Royal and
National College of Music (President H.R.H. the
Prince of Wales). His published works, besides
those mentioned, comprise ‘ Stray Leaves,” 12 nos.
(Lamborn Cock & Co.), 4 Full Anthems (Novello),
3'Short Full Anthems (Do.), Songs, ete.  [G.]
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PYNE, Louisa Faxny, daughter of George
(alto singer, born 1790, died March 135,
1877), and niece of James Kendrick Pyne (tenor
singer, died Sept. 323, 1857), was barn in 1833.
At a very early .;%e %l:)e atusdied ingi underbslir
George Smart, and about 1842 appeared in public
with her elder sister, Susan (l:;ﬁarwndl Mrs.
Galton), with great success. In 1847 the sisters
ormed in Paris. In ueug. 1849 Bouiu made

er first appearance on the stage at Boulogne as
Amina inq:La Sonnambula.’ On Oct. 1 follow-
ing she commenced an engagement st the
Princess’s Theatre as Zerlina, in an English ver-
gion of ‘Don Juan,' Her first original part was

POHLENZ.

at concerts. In Aug 1854 she embarked for
America in company with her sister Susan, W.
Harrison, and Borrani. She performed in the
principal cities of the United States for three
years, being received everywhere with the
greatest favour. On her return to England she,
in partnership with Harrison, formed a compan
for the performance of English operas, whi
they gave first at the Lyceum and afterwards
at Drury Lane and Covent Garden Theatres,
until 1863, when the partnership was dissolved.
See HARRISON, WILLIAM, vol. i. %692 ]@ Miss
ne subsequently appeared at Her Majesty's
eatre.b.;g 1868);hopwu married to Mr. i:::’ﬁk

Fanny in Macfarren's ¢ Charles the Second,’

duoedYOct. 37, 1849. On March 1850 she sang
at the Philharmonic ; was the same year
at Liverpool, and in 1851 at the Hsymarket.
On Aug. 14, 1851, she ormed the Queen
of Night in ‘Il Flauto Magico’ at the Royal
Italian Opera. She also sang in oratorios and

Bodda, the baritone singer. She has now retired
from public life, and devotes herself to teaching.
Her voice was a soprano of beautiful quality
and great compass and flexibility; she ng
with great taste and judgment, and excell

in the florid style, of which she was a perfect
mistress, (WH.H.)

PAPPENHEIM, EuvG£NIE, a soprano singer
who excited some attention in London for a
oouple of years. She is an Austrian by birth,
and was first heard of at Mannheim, and then at
Hamburg, where she was one of the oaera troupe
in 1873-75, and in 74 gave some ‘Gastspiele ’
at Kroll's Theatre, lin, with great succees,
especially as Leonora (Fidelio). She next went
to America as & member of & German company
under Wachtel, and remained there till 1878, when
on June 15 she made a successful début in London,
at Her Msjesty's Theatre, as Valentine in ‘The
Huguenots." She followed this with a perform-
ance of Leonora in * Fidelio," and also appeared
in the following sensons as Donna Anna, the
Countess (Figaro), Leonora (Trovatore), Aida,
Reiza, Agatba, and Elsa (Lohengrin). Though
not endowed with a voice of remarkable quality
or com, Madame Pappenheim is thoroughly

and careful both as a r and an actress,

er parts are always studied with care and con-
soientiousness, and she is capable of considerable
dramatic intensity. She is now a member of the
German Theatre at Pesth. [A.C]

PISCHEK, JoHANN BAPTIST, & fine baritone
singer, born Oct. 14, 1814, at Melnick in Bo-
hemia, made his début on the boards at the age
of 31. In 1844 he was appointed Court-singer to
the King of Wurtemberg at Stuttgart, an appoint-
ment which he retained until his retirement
July 1, 1863. He entered on his duties May 1,
1844. At a later date he was also made ‘ Kam-
mersiinger.” Pischek travelled a great deal, and
was known and liked in all the principal towns
of North and South Germany, especially at
Iglrmkfort, where we ﬁl}d him singing, bot{l on

e stage in & variety of parts, and in concerts,

car afier year from ¥84o to 1848, In England
e Was & very t favourite for several years,
He made his Er'::a.peumoehereonMayx,
1845, at & concert of ihdune Caradori Allan's;

sang at the Philharmonic on the following Mon-
day and thrice besides during the season there.
He reappeared in this country in 1846, 47, and
49, and maintained his popularity in axe concert-
room, and in oratorio, singing in 49 the part of
Elijah at the Birmingham festival with great
energy, passion, and effect. On the stage of the
German opera at Drury Lane during the same
year his Don Juan was not 8o successful, his act-
ing being thought exaggerated. He was heard
gﬁn in 1853 at the New Philharmonic Concerts.

e died at Stuttgart, Feb. 16, 1873.

In voice, enunciation, feeling, and style, Pischek
wasfirst-rate. His repertoire was large, embracing
operas and pieces of Gluck, Mozart, Méhul, Bee-
thoven, Spohr, Weber, Donizetti, Hérold, Lach-
ner, Kreutzer, Lindpaintner. In his latter days
one of his most favourite was Hassan in
Benedict's *Der Alte vom Berge’ (Crusaderxs) ;

‘others were Hans Heiling, Ashton (Lucia), and

the Jiiger, in the ‘Nachtl von Granads.” He
also sang Mendelssohn’s Elijah, as already men-
tioned. As an actor he was prone to exaggera-
tion, But it was in his btlrada. especially in
Lindpaintner’s ‘Standard-bearer,’ that he carried
away his audience, His taste, as in Beethoven's
¢ Adelaide,’ was by no means uniformly pure, but
the charm of his voice and style always brought
down the house, His voice was & fine rich basa,
with a very pure falsetto of 3 or 4 notes, which he
managed exquisitely. He does not seem to have
attempted any of the songs of Schubert, Schu-
mann, or Mendelssohn, which are now so well
known. [A.C.]
POHLENZ, CHRISTIAN AUGUST, born July 3,
1790, at Saalgast in Lower Lusatia. In 1829
we find him well es;.sbluhe(: in Leipzig as a
einging-master, a conductor of concerts, i
director of the Singakademie and the Eunkt’-
verein, etc. At the end of 1834 he resigned the
post of Conductor of the Gewandhaus subscription
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concerts, which he to have held for nine
years, and fn which he was succeeded by Men-
delmohn in the following October. A the
death of Weinlig, on March 6, 1843, and before
the tment of Ha later in the same
year, Pohlens filled the office of Cantor at the
s&l:banu'-Scho;Le Indeod,{;theb::nsuuol
music at Ledpzig, he seems to have & person
of consideration, which is confirmed by the fact
of Mendelssohn's having chosen him as teacher of
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singing in t}xeﬁxhci:nmseoﬁum thu& in the

us of whi name in the 3
mmm Zeitung of an.‘gm& HeAvlvlagl
not however destin:g to take part in that good
work, for he died of apoplexy at Leipzig on
March 9, 1843, just three weeks before the oper-
ations were He published Polonaises for
the PF., but his best works are part-songs for equal
voices, of which one or two specimens are
given in OrPHEUS. [Bee vol. il. p. 613.] ([G.]

Q.

UADRILLE (German Coniretanz), s
dance executed by an equal number of
drawn up in a square. The name

(which #s derived from the I squadra) was
originally not solely applied to dances, but was

wsed to denote & ©om)| or squadron of
horsemen, from 3 to 15 in number, i ly
mounted and i take part in a

elaborate French ballets® of the 18th century.
The introduction of ‘contredanses’ into the
ballet, which first took place in the sth act of
Roussesu’s ‘Fétes de Polymnie’ (1745), and
the oomsequent popularity of these dances,
are the origin of the dance which, at first
known as the * Quadrille de Contredanses’ was
won abbreviated into ¢ quadrille.’ The quadrille
a4 settled in its present shape at the begin-
ning of the 19th century, and it has undergone
bat Litte save in the simplification
of its steps. It was very popular in Paris
during the Consulate and the first Empire, and
afer the fall of Napoleon was brought to
England by Lady Jersey, who in 1815 danced
i time at Almack’s? with Lady
Harriet Butler, Susan Ryde, Miss Mont-
, Count St. Aldegonde, Mr. Montgomery,
. Montague, and Mr. Standish. The English
took it up with the same rnees which they
&::p with regard to the polka in 1845,
caricatures of the period abound with
smuing illustrations of the quadrille mania. 1t
? popular in Berlin in 1821,

z
3
g

ey

» song which began as follows:
o
N’a pas de fond,
wad was ted to the dance. The music

consists of 32 in 6-8 time, No. 2 is ‘L'Eté,’
of a very difficult and graceful

The BaBets were divided fato 8 acts. each act into 8,4, 9, or 12
and each ‘entrée’ was performed by one or more

 fse Captala Gronow's Beminiscences (1981).

* contredanse’ popular in the year 1800; it con-
sists of 32 bars in 3-4 time. No. 3 is ‘La
Poule’ (32 bars in 6-8 time) which dates from
the year 1802. For No. 4 (32 bars in 2-4 time)
two figures are danced, ‘La Trénise,’ named

after the celebrated dancer Trenitz, and ‘La
Pastourelle,’ haps a survival of the old
‘ Pastorale.” No. 5—* Finale’—consists of three

parts, repeated four times. In all these figures
(except the Finale, which sometimes ends with
s coda) the dance begins at the gth bar of the
mausic, the first 8 bars being repeated at the end
by way of conclusion. The music of quadrilles
is scarcely ever original ; operatic and popular
tunes are strung together, and even the works
of the t oom are sometimes made use
of.? e quadrilles of Musard are almost the
only exception ; tho¥nlmay lay claim e?l some
recognition as graceful original musical' com-
positions. [W.BS]

QUANTITY. The duration of syllables, and
therefore the varieties of metrical feet. This is
fully explained under the head of MeTRE. [G.]

QUANTZ, JOHARN JOACHIN, celebrated flute-
player and composer, born, according to his
autobiogn hy in Marpurg’s ¢ Beitriige zur Auf-
nahme der Musik,’ Jan. 30, 1697, at Oberscheden,
a village between Géttingen and Miinden. His
father, & blacksmith, urged him on his death-bed
(1707) to follow the same calling, but, in his
own words, ‘ Providence, who disposes all for the
best, soon pointed out a different path for my
future.” From the age of 8 he had been in the
habit of playing the double-bass with his elder
brother at vil fétes, and judging from this
that he had a talent for music, his uncle Justus
Quantz, Stadtmusikus of Merseburg, offered to
bring him up as a musician. He went to Merse-
burg in August 1708,* but his uncle did not long
survive his father, and Quantz under the
care of the new Stadtmusikus, Fleischhack, who
had married his predecessor’s daughter. For the
next 54 years he studied various instruments,

3 Bome of our readers may recollect the clever * Bologna Quadrilles®
on themes from Rossinl’s ‘Stabet Mater,” which were published
shortly after the appearance of that work. The plates of these quad-
rilles were yed on the publishers learning the source from
‘which the suthor had obtained the melodles.

4 Not 1707, as Moendol states.
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Kiesewetter being his master for.the pianoforte.
In Dec. 1713 he was released from his apprentice-
ship, and soon after became assistant, first to Knoll,
Stadtmusikus of Radeberg, and then to Schalle of
Pirna near Dresden. Here he studied Vivaldi's
violin-concertos, and made the acquaintance of
Heine, & musician in Dresden, with whom he
went to live i{nhMmh 1716. He nowchlud
opportunities of hearing great artists, such as
Pisendel, Veracini, Sylvgiun Weiss, Richter and
Buffardin, the flute-player. In 1717 he went,
during his three months’ leave, to Vienna, and
studied counterpoint in the octave with Zerlenka,
a pupil of Fux. In 1718 he entered the chapel
of the King of Poland, which consisted of 13
players, and was stationed alternately in War-
saw and Dresden. His ealary was 150 thalers,
with free quarters in Warsaw, but finding no
opportunity of distinguishing himself either
on the oboe, the instrument for which he was
engaged, or the violin, he took up the flute,
studying it with Buffardin. In 1733 he went
with Weiss to Prague, and the two played in
Fux's opera ‘ Costanza e Fortezza' performed in
honour of the coronation of Charles VI, Here
also he heard Tartini. In 1724 Quantz accom-
panied Count Lagnasco to Italy, arriving in
Rome on July 11, and going at once for lessons
in counterpoint to Gasparini, whom he describes
a8 & ¢ tured and honourable man.’ In
1725 he went on to Naples, and there made the
acquaintance of Scarlatti, Hasse, Mancini, Leo,
Feo, and other musicians of a similar stamp.
In May 1726 we find him in Reggio and Parma,
whence he travelled by Milan, Turin, Geneva,
and Lyons to Paris, arriving on Aug. 15. In
Paris—where his name was remembered! as
¢Quouance’—he remained seven months, and
occupied himself with contriving improvements
in the flute, the most important being the ad-
dition of a second key, as described by himself
in his ¢ Versuch einer Anweisung die Flste zu
spielen,’ vol. iii. chap. 58 (Berlin, 1752). He was
at 1 recalled to Dresden, but first visited
London for three months. He arrived there on
March 20, 1727, when Handel was at the very
summit of his operatic career, with Faustina,
Cuzzoni, Castrucci, Senesino, Attilio, and Tosi in
his train. He returned to Dresden on July 23,
1727, and in the following March re-en the
chapel, and again devoted himself to the flute.
During a visit to Berlin in 1728 the Crown Prince,
afterwards Frederic the Great, was so charmed
with his playing, that he determined to learn the

J) in future Quantz went twice a year to
give him instruction. In 1741 his pupil, having
succeeded to the throne, made him liberal offers
if he would settle in Berlin, which he did,
remaining till his death on July 13, 1773. He
was Kammermusicus and court-composer, with
a salary of 2000 tbalers, an additional pay-
ment for each composition, and 100 ducats for
each flute which he supplied. His chief duties
were to conduct the private concerts at the
Palace, in which the king played the flute, and

) In Bolvin‘s Catalogue. -

QUARTET:

to compose pieces for his royal pupili - He left in
MS. 300 ooncertos for one and two flutes—of
which 277 are preserved in the Neue Palais at
Potedam—and 300 other pieces; flute solos, and
dosens of triose and quatuors, of which 37 are
to be found at Dreeden. His printed works are
three—* Sei Sonate’ dedicated to Augustus III.
of Poland, Dresden, 1734 ; ‘Sei duetti,’ Berlin,
1759; & method for the flute—¢ Versuch einer
Anweisung die Flite traversitre su spielen’ dedi-
cated to Frederick ¢ Konige in Preussen,’ Berlin,
1753, 4t0, with 24 copper-plates. This
through three (or four) German editions, and was
also published in French and Dutch. He left
also & serenats, a few songs, music to 22 of
Gellert's hymns, ‘Neue Kirchenmelodien,’ etc.
(Berlin, 1760), and an autobiography (in Mar-
purg's Beitrigen). Three of the Melodien are
given by von Winterfeld, ¢ Evang. Kircheng.' iii.
273, Besides the key which he added to the
flute, he invented the sliding top for tuning the
instrument. His playing, whicﬁ was unusually
correct for the imperfect instruments of the day,
delighted not only Frederic, but Marpurg, » more
fastidious critic. He married, not happily, in
1737; and died in easy circumstances and gener-
ally respected at Potsdam, July 13, 1773.

All details regarding him may be found in
¢ Leben und Werken,’ etc., by his grandson Albert
Quants (Berlin, 1877). [F.G.]

QUARLES, CHABLES, Mus. Bac., graduated
a{ Cambridge in 1698. He was organist of
Trinity College, Cambridge. He was appointed
organist of York Minster, June 30, 1723 ; and
died early in 1737. ‘A Lesson’ for the harp-
sichord by him was printed by Goodison about
1788, [(W.H.H.)

QUARTERLY MUSICAL MAGAZINE
AND REVIEW, conducted by R. M. Bacowr of
Norwich. [See vol.i. 288a; vol. ii. 427a.] [G.]

QUARTET (Fr. Quatuor ; Ital. Quartetto). A
composition for four solo instruments or voices.

I. With regard to instrumental quartets the
favourite combination has naturally been always
that of 2 violins, viola, and cello, the chief repre-
sentativessince thedaysof Monteverde of soprano,
alto, tenor, and bass, in the orchestra : in fact,
when ‘quartet’ only is spoken of, the *string
quartet’ is generally understood ; any other com-
bination being more fully particularised ; and it
is to the string quartet we will turn our principal
attention. e origin of the quartet was the
invention of four harmony, but it was long
before a composition fur four instruments came
to be regarded as a distinct and worthy means _
for the expression of musical ideas. Even the
prolificJ.S. Bach does not appear to have favoured
this combination, though he wrote trios in plenty.
With the symphony was born the string quartet as
we now understand it—the symphony in minia-
ture; and both were born of tﬁe same father,
Haydn. Although 24 bars comprise all the first
part of the first movement of Haydn’s 1t Quartet,
we see there the embryo which Beethoven de-
veloped to such gigantio proportions.



These first quartets of Haydn seem to us
aadly feeble in the present day; there is not
enough flesh to cover the skeleton, and the joints
are terribly awkward ; but there is the unmis-
takeable infant quartet, and certainly not more
cdumsy and unpromising than the human infant.

The due proportions are all there too—in fact,
there are 5 movements instead of 4, Haydn
wually writing two minuets to these early

works, In the course of his long life and in-*

cemant practice in honic composition, Haydn
zmde vast 'y,mgo that the later quartets
op. 71, etc.) begin to show, in the lower parts,
some of the boldness which had before been only
to the 18t violin. 83 quartets of Haydn
are catalogued and grinted, while of the 93 of his
contemporary Boccherini, scarcely one survives.
Mozart, with his splendid genius for poly-
phony as well as melody, at once opened up a
new world. In the set of 6 dedicated to Haydn
we notice, besides the development in form, the
development of the idea, which it bas only been
given to Beethoven fully to carry out—the mak-
mg each part of equal interest and importance.
ically, in a perfect quartet, whether vocal
or instrumental, there should be no * rrindpal
part.’ The six quartets just spoken of were so
far in advance of their time, as to be considered
on all sides as ¢ hideous stuff.” In our time we
find little that is startling i them, except perhaps
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‘the'famous openiing 6f No 6, which will always

sound harsh from the false relations in the 2nd

Mozart’s 36 ‘quartets all live, the 6 dedicated
to Haydn, and the last 3 composed for the King
of Prussia, being immortal.

Thoee writers whose quartets were simply the
echo of Mozart’s—such as Romberg, Onslow,
Ries, and Fesca—made no advance in the treat-
ment of the four instruments.

It is not our province here.to speak of the
growth of the symphonic form as exhibited in the
string quartet, this subject having been already
discussed under FoRrM, but rather to notice the
extraordinary development of the art of part-
writing, and the manner in which the most ela-
borate compositions have been constructed with
such apparently inadequate materials. In these
points the quartets of Beethoven so far eclipse
all others that we might oconfine our attention
exclusively to them. %n the very first (op. 18,
No. 1) the phrase

1 1
[ JERJAN S8 55 uE) ) 8
-

of the 18t movement is delivered so impartially
to each of the four players, as though to see what
each can make of it, that we feel them to be on
an equality never before attained to. If the 1st
violin has fine running passages, those of the and
violin and viola are not a whit inferior. Does

the 18t violin sing & celestial adagio, the cello is
not put off with mere bass notes to mark the
time. All four participate equally in the merri-
ment of the scherzo and the dash of the finale.
This much strikes one in the earlier quartets,
but later, when such writing as the following—

we find that we are no longer listening to four
voices disposed 80 as to sound together harmo-
niously, but that we are being shown the outline,
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the faint pencil sketoh, of works for whose setual
presentation the most perfect earthly orchestrs
would be too intolerably coarse. The
humous quartets are y to be regarded as
pleces writtel::. for v:lolml, bu: :e d‘i;: rather m
to imagine that in despair of finding colours deli

cate and true enough the artist has preferred to

leave his conoeptions as charcoal sketches. This 8

fancy is borne out when we note how large s com-
pass the four parts are constantly made to cover,
;‘:twe of nearly five octaves sometimes

ed over, with little care for the poorness
scratchiness of tone thus produced.

The 16 quartets of Becthoven are all com-
stantly before the musical public, the last four
naturally less frequently than the others.

There is & wide contrast between these stu-
pendous works of genius and the polished and
thoroughly legitimate workmanship of Schubert’s
quartets. Here we find everything done which
ought to be done and nothing which ought not.
They are indeed irreproachable models. One
little point deserves notice here as illustrating
the comparative strength of two great men : Bee-
thoven gives frequent rests to one or two of the

layers, allowing the mind to fill in the lacking
Lmony, and thus producing a clearness, bold-
ness and contrast which no other composer has
attained ; Schubert, on the other hand, makes all
four parts work their hardest to hide that thinness
of sound which is the drawback of the quartet.

Mention of Spohr’s quartets might almost be
omitted in spite of their large number and their
great beauty. Technically they are no more ad-
vanced than those of Haydn, the interest lying
too often in the top part. They also lose muc!
through the peculiar mannerism of the com-
poser's harmony, which so constantly occupies
three of the parts in the performance of pedal
notes, and portions of the chromatic scale.

8till more than Schubert does Mendelssohn
seem to chafe at the insufficiency of four stringed
instruments to express his ideas. Not only this,
but he fails, through no fault of his own, in
one point needful for successful quartet-writing.
Beethoven and Schubert have shown us that
the theoretically perfect string-quartet should
have an almost equal amount of interest in each
of the four parts; care should therefore be taken
to make the merest aeoomgnn.iment—ﬁgures in the
middle parts of value and character. Tremolos
and reiterated chords should be shunned, and
indeed the very idea of accompaniment is barely
admissible. The quartet, though differing from
the symphony only in the absence of instru-
mental colouring and limitation of polyphony,
is best fitted for the expression of ideas ofp 8 cer-
tain delicacy, refinement and complexity, any-
thing like boldness being out of place, from the
weakness of the body of tone produced. Now
the chief characteristic of Mendelssohn’s music
is its broad and singing character, passage-writing
is his weak point. Consequently, however good
his quartets, one cannot but feel that they would
sound better if scored for full orchestra. Take
the opening of Op. 44, No. 1, for instance—
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In the first place, this is not quartet-writing at
all; there is a melody, » bass, and the rest is
mere fill-up matter : in the second, we have here
as thorough an orchestral theme as could be de-
vised—the ear yearns for trumpets and drums in
the fourth bar. A similar case oocurs in the
F minor Quartet (op. 80), and the expressioh
‘symphony in disguise’ has accordingly often been
applied to these works. This is curious, because
endelssohn has shown himself capable of ex-
smsing his ideas with small means in other
epartments. The 4-part songs for male voices,
for instance, are abeolutely perfect models for
what such things ought to be. Schumann (op. 41)
is the only writer who can be said to have fol-
lowed in the wake of Beethoven with to
using the quartet as s species of sh . All
his three quartets have an intensity, a depth
of soul, which, as with Beethoven, shrinks from
plainer methods of expression.

gf the earnest bag )of follo:vl,eu in this school
—Brahms (op. 51, 67), Bargiel, Rheinberger—
all that can be said is that they are followers.
If the quartet is yet capable of new treatment,
the second Beethoven who is to show us fresh
marvels has not yet come.

II. Quartets for strings and wind instruments
are uncommon, but Mozart has one for oboe,
violin, viola, and cello. Next to the string
quartet ranks the pianoforte quartet, which,
however, is built on quite a different principle :

here the composition becomes either e%ni ent
to an accompanied trio, or to a phony in
which the piano takes the place of the stri

quartet,’ and the other instruments—usually
violin, viola, and cello—the place of wind in-
struments. In any case the piano does quite
half the work. ozart has written two such
quartets, Beethoven only one, besides three early
compositions, Mendelssohn three, while Brahms
(op. 33, 26, 60) and the modern compoeers have
favoured this form of quartet still more.
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II. Vocal quartets are s0o called whether
sccompanied by instruments or not. The 4-part
wogs of Mendelssohn have been mentioned.
No modern oratorio is considered complete with-
out its unaccompanied quartet, Spohr having set
the fashion with his exquisite aro the de-

*inthe ‘Last Judgment.” Modern opera is
todispense with concerted music, Richard

Waguer having set the fashion. To enumerate the
fine operatic quartets from ‘Don Giovanni’ to
*Faust,’would be useless. Inlight the ‘Spin-
ning-wheel’ quartet in* Marta’ pre-eminent.

IV. The whole body of stringed instruments
in the orchestra is often inoorreotly spoken of as
‘the Quartet,’ from the fact that until the time
of Beethoven the strings seldom played in other
than four-part harmony.
costom to write the parts for cello and double
bass on separate staves, and in Germany these
instruments are grouped apart, a practice which
is decidedly unwise, seeing that the double bass
requires the support of the cello to give the tone
firmness, more especially the German four-
ﬁngedmmt,the tone of which is so

y.

V. term is also applied to the performers
of a quartet, as well as to the composition
itaelf. [F.0]
QUARTET, DOUBLE—for 4 violins, 2 violas,
and 3 cellos. This variety of quartet should bear
the same relation to an octet that a double
chorus bears to an 8-part chorus; the parts
being divided into two sets of four.
Spohr’s three Double Quartets (Op. 65, 77, 87)
are probably the only specimens in print. [F.C.)

QUARTETT ASSOCIATION, THE. A
society for the performance of chamber music,
started in 1852 by Mesars. Sainton, Cooper, Hill,
and Piatti, with euch eminent artists as Sterndale
Bermett, Mlle. Clauss, Mme. Pleyel, Miss God-
dard, Pauer, Charles Halle, etc., at the pianoforte.

gave six conocerts each season at Willis's
Roome, but ended with the third season, the time
oot having yet arrived for a eufficient support of
chamber music by the London public. The pro-
grammes were selected with much freedom, em-
beacing English composers—Bennett, Ellerton,
Loder, Macfarren, Mellon, etc. ; foreign musicians
then bat seldom heard —Schumann, Cherubini,
Hummel, etc., and Beethoven's Posthumous
Quartets. The pieces were analysed by Mr,
Macfarren, [G.)

QUASI, as if—i.e. an approach to. ¢ Andante
quasi allegretto’ or ¢ Allegretto quasi vivace’
means a little quicker than the one and not 8o
quick as the other—answering to poco allegretto,
or pit tosto allegro. [G.]

QUATRE FILS AYMON, LES. An opéra
eomique ; words by MM. Leuven and Brunswick,
music by Balfe. Produced at the Opéra Comique,
Paria, July 15, 1844, and at the Princess’s Theatre,
Loudon. a8 * The Castle of Aymon, or The Four
Brothers,” in 3 acts, Nov. 20, 1844. (G}

QUAVER (Ger. Achtelnote; Fr. Croohe; Ital.
Croma). A note which is half the length of a

It is now the usual
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crotchet, and therefore the eighth part of & semi-
breve; hence the German name, which signifies
‘eighth-note.’ It is written thus [, its Reet be-
ing represented by «.

The ides of expressing the values of notes by
diversity of form has been ascribed by certain
writers to De Muris (about 1340), but this is
undoubtedly an error, the origin of which. is
traced by Hawkins (Hist. of Music) and
Fétis (art. Muris) to & work entitled ¢ L'antica
Musica ridotta alla moderna Prattica,’ by Vicen-
tino (1555), in whioh it is explicitly stated that
De Muris invented all the notes, from the Large
to the Semiquaver. It is however certain that
the longer notes were in use nearly 300 years
earlier, in the time of Franco of Cologne [Nora-
TION, vol. ii, p. 470], and it seems equally clear
that the introduction of the shorter kinds is of
later date than the time of De Muris. The fact
ap) to be that the invention of the shorter
notes followed the demand &eated by the general
K:ogreu of music, a demand which may fairly

supposed to have reached its limit in the
E

quarter-demisemiquaver, or s of a quaver,
occasionally met with in modern music.

The Quaver, originally called Chroma or P
sometimes Unoa (& hook), was probably inven:
some time during the 15th century, for Morley
(1597)8ays that*there were within these 200 years’
(and therefore in 1400) * but four® (notes) known
or used of the musicians, those were the Long,
Breve, Semibreve, and Minim’; and Thomas
Walsingham, in a MS, treatise written somewhat
later (probably about 1440), and quoted by Haw-
kins, gives the same notes, and adds that ‘of late
a New character has been introduced, called a
Crotchet, which would be of no use, would
musicians remember that beyond the minim no
subdivision ought to be made.’ Franchinus Ga-
furius also, in his ‘Practica Musice’ (1496)
quoting from Prosdocimus de Beldemandis, who
flourished in the early part of the 15th century,
vescribes the division of the minim into halves
and quarters, called respectively the greater and
lesser semiminiin, and written in two ways, white
and black (Ex. 1). The white forms of these notes
soon fell into disuse, and the black ones have be-
come the crotchet ? and quaver of modern music.

Greater Lesser
Semiminim., Semiminim.
The subdivision of the quaver into semiquaver
and demisemiquaver followed somewhat later.

Gafurius, in the work quoted above, mentions
a note g of & minim in length, called by various

mmu,mdwﬂtteneithertor‘,but the true

1 There were really five, Including the Large, which Morley calls
the Double Long.

21t is worthy of notice that in the ancient manuscript by Eng-
1ish suthors known as the Waltham Holy Cross MS. a note Is
mentioned, called & * simple,’ which has the value of & crotchet, but
is written with a hooked slem like 8 modern quaver. That anote half
the value of & minim should at any period have been written with &
hook may help to sccount for the modern name eroichet, Which
being clearly derived from the Freuch orce. o crochel, & book, is
somewhat anoma'ous as sppiied to *he note in its present form,
which has no hook,
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semiquaver or semichroma, the earest form of
which was P, does not appear until later, while

the demisemiquaver must have been a novelty as
late as 1697, at least in this country, judging
from the 13th edition of Playford's ¢ Introduction
to the Skill of Musick,’ in which, after deecribing
jt, the author goes on to say ‘but tbe Printer
having none of that character by him, I was
oblés:d to omit it.’

en two or more &u&veﬂ (or shorter notes)
occur consecutively, they are usually grouped
together by omitting the hooks and drawing a
thick stroke across their stems, thus ,m. .The
credit of having invented this great improvement
in notation is due, according to Hawkins, to John
Playford, whose example in this matter was soon
followed by the Dutch, and afterwards by the
French and Germans. In Playford's ‘ Introduc-
tion eto.” the notes are described as * Tyed together
by a long stroke on fhe Top of their Tails,” and it
is curious that in the example he gives (Ex. 2)the
characteristic hook of the quaver or semiquaver
is allowed to appear at the end of each group.

- -,
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As late a8 the 13th edition, however (1697), the
examples throughout Playford’s book, with the
single exception of the one just quoted, are
printed witll: separate quavers and semiquavers,
and it is not until the 15th edition (1703) which
is announced as *Corrected, and done on the
New Ty'd-Note,” that the notes are grouped as
in modern music.

In vocal music, notes which havs to be sung
to separate syllables are written detached, while
those which are sung to a single syllable are
grouped ; for example—

-~ ~

T S A S .

e = Wl a0l
R e i o — g i S SR E e
The peo-plothat walk-ed in dark - - -

Dess, that
[F.T.)

QUEISSER, CarL TBAUGOTT, & great trom-:
bone player, was born of poor parents at Diben,
near Leipzig, Jan. 11, 1800. His turn for music
showed itself early, and he soon mastered all the
ordinary orchestral instruments. He ultimately
confined himself to the viola, and to the tromnbone,
which he may really be said to have created, sinoe,
for instance, the solo in the Tuba mfrum of
Mozart’s Requiem was before his time usually
played on a Bassoon. In 1817 he was appointed
to play violin and trombone in the town
orchestra, and by 1830 had worked his way
into the other orchestras of Leipzig, including
that of the Gewandhaus. He played the viola
in Matthii’s well-known quartet for many years;
was one of the founders of the Leipzig ¢ Euterpe,’
and led its orchestra for a long time; and in short
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was one of the most prominent nmsicxl fightres
in Leipzig during its very best period.

_ As a solo trombone-player he appeared fre-
quently in the Gewandhaus Concerts, with con-
certos, concertinos, fantasias and variations,
many of them composed expresmly for him by
C. dv Miiller, F. David, Meyer, Kummer, and
others; and the reports of these appearances rarely
mention him without some term of pride or

‘| endearment. ¢ For fulness, purity aud power of

tone, lightness of lip, and extrao;

facility
,’ says his bivgrapher,' ‘ he

in

all the trombone-players of Germany.’ There
was a Leipzig story to the effect that at the first
rehearsal of the Lobgesang, Queisser lod off the
Introduction as follows :—

to Mendelssohn’s infinite amusement.
vero, e ben trovalo.

Queisser was well-known throughout Germany,
but appears never to bave left his native country.
He died at Leipzig June 13, 1846. [G.]

QUICK-STEP (Fr. Pas redoublé; Ger. Gesch-
wind Marsch) is the English name for the music
of the Quick march in the army, a march in which
116 steps of 30 inches go to the minute. (See
Boosé's Journal of Marches, Quicksteps, Danoces,
etc.) It may be well to mention that in the
Slow march there are 75 steps of 30 inches, and
in the ¢ Double’ 165 of 33 inches, [See MaRCH,
vol. ii. p. 212.] [G]

QUILISMA. Ar antient form of Neums,
representing & kind of Shake. [See NoraTioN,
P 468a.] [WS.R.)

QUINAULT, PHILIPPE, eminent French dra-
matist, born in Paris 1635, died Nov. 16, 1688,
may be considered the creator of a new branch
of the drama, the lyric tragedy. The numerous
operas which he wrote for Lully long served as
models to other French dramatic authors, and
are still woﬂ.h‘{nof notice for their literary merit,

Se non e

and the smoothness and melody of the versifica-
tion. [G.C.)

QUINTA FALSA (False Fifth). The for-
bidden Interval, between Mi, in the Hexachordon
durum, and Fa, in the Hexachordon naturale—
the Diminished Fifth of nodern Music. [See M1
CONTRA Fa.) [W.S.R.]

QUINTET (Fr. Quintuor; Ital. Quintelto). A
composition for five instruments or voices with
or without accompaniment.

L. Quintetsforstrings have been far lees written
than quartets, owing to the greater complexity
demanded in the Fol yphony. Boocherini, however,
published 135, of which 12 only were written for
3 violins, 2 violas, and 1 cello, the others having
3 cellos and 1 viola. The former is the more
unsual choice of instruments, probably because the
lower parts are apt to be too heavy soundi
with two cellos, owing to the greater body

1 Allg. musikalische Zettung, July & 1866,
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tone in this instrument. Schubert's noble Quintet
in C (op-. 163), is for zi::llos, but the first cello
B constantly in upper octave, soaring
above the viola. yOnslow’a—l;: in number—are
far & deuble bass and cello,

Beethoven’s two Quintets, in Eb and C, be-
long to his earlier periods, and have therefore
none of the extraordinary features of the later
quartets. Mendelssohn’s Quintet in Bb (op. 87),
B 30 orchestral as to seem almost & symphony in
disguise, but that in A (op. 18) is an exquisite
specimen of what a string quintet should be.

Many other combinations of five instruments
bave found favour with musicians, mostly in-

s pianoforte. Thus there is Mozart's
Quintet in Eb for oboe, clarinet, horn, bassoon,
and piano—which the composer esteemed the
best thing he ever wrote,—the beautiful one for
darinet and strings, and another for the lfoiquznt
combination of flute, oboe, viola, cello, and
musical Perhaps the most effective
association is that of piano, violin, viola, cello,
and double bass, as in Schubert's well-known
*Trout’ Quintet (op. 114). Beethoven's Quintet
for piano and vmdp instruments (op. 16), in Eb,
is a noble tative of a very small class.
Hummel has also written a well-known one.

IL In vocal music none who have ever heard
it can forget the admirable quintet (for 2 soprani,
contralto, tenor, and bass) which forms the
finale to Act 1 of Spohr's ‘Azor and Zemira.’
In modern opera two most striking specimens
oocur in Goetz's ¢ Widerspiinstige Zahmung,’
and Wagner’s ¢ Meistersinger.’ Five-part har-
mony has a peculiarly rich effect, and deserves
to be more practised than it is, especially in
oratorio chorus. It is, however, by no means
easy to write naturally.

QUINTOYER (Old Eng. Quinible). To sing
in Fifths—a French verb, in frequent use among

Iname Organizers during the Middle Ages.
[See OroawuM, PART-WRITING.] [W.SR]

QUINTUS (the Fifth). The Fifth Part in
s composition for five Voices: called also Pars
quinta and Quincuplum. In Music of the 15th
sad 16th centuries, the Fifth Part always
corresponded exactly, in com: with one of
the other four; it would, thepr:z're, have been
impossible to describe it as First or Second
COantus, Altus, Tenor, or Bassus. [WS.R.]

QUINTUPLE TIME. The rhythm of five

bests in a bar. As a rule, quintuple time has
two accents, one on the first beat of the bar, and
the other on either the third or fourth, the bar
being thus divided into two unequal parts. On
this account it can scarcely be considered a dis-
tinct of rhythm, but rather a compound of
two ordinary kinds, duple and triple, em[.tvl:{ed
altermately. Although of little practical value,
i time pr:nfucu an effect sufficiently
istic and interesting to have induced

various com| to make experiments therein,
e earlicst attempt of any ce being
probably an air to the words ‘Se la sorte mi

condanna’ in the opers of ¢ Ariadne’ by Adolfati,

[F.C].
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written in 1750, and it is also met in some of the
national airs of Spain, Greece, Germany, etc.
Thus Reichas, in & note to No. 20 of his set of 36
fugues (each of which embodies some curious
experiment in either tonality or rhythm), states
that in a certain district of the Lower Rhine,
named Kochersberg, the airs of most of the
dances have a well-marked rhythin of five beats,
and hé gives as an example the following waltz—
1

~

In the above example the second accent falls on
the third beat, the rhythm being that of 3-8 fol-
lowed by 3-8, and the same order is observed in a
very charming movement by Hiller, from the Trio
op.64, in which the quintup{e rhythm is expressed
by alternate bars of 2-4 and 3-4, as follows—

In Reicha’s fugue above referred to, the reverse
is the case, the fourth beat receiving the accent,
a8 is shown by the composer’s own time-signature,
as well as by his explicit directions as to per-
formance. e following is the subject : —

Other instances of quintuple rhythm are to be
found in & Trio for strings by K. J. Bischoff, for
which a prize was awarded by the Deutsche
Tonhalle in 1853, in Chopin's Sonata in C minor,
op. 4, in Hiller's ¢ Rhythmische Studien ' op. 53,

etc. ; but perhaps the most characteristic example

occurs in the ‘Gypsies’ Glee,’ by W. Reeve (1796),

the last movement of which runs as follows.
Allegro.

EEe ===
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Come, stain your cheekswith nut or" ber - ry.
|

7] Ld
Come, staln your cheeks with nut or  ber - ry.

This may fairly be considered an example of
genuine qu'mtuple rhythm, for instead of the
usual division of the bar into two parts, such as
might be expressed by alternate bars of 3-4 and
2-4, or 3—4 and 3-4, there are five diatincttem
in every bar, each consisting of an accent and a
non-accent. This freedom from the
alternation of two and three is well expressed by
the grouping of the accompaniment, which varies
throughout the movement, after the manner
shown in the following extract :—
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(F.T.)
QUIRE. Anocther mode of spelling Cro1g. [G.]
QUODLIBET (Lat. ‘ What you please’), also

called QUOTLIBET (‘As many as you please’),
and in Italian Mzssanza or MISTICHANZA (‘A
mixture’). This was a kind of musical joke in
the 16th and early part of the 17th centuries, the
fun of which consisted in the extempore juxta-
position of different melodies, whether sacred or
secular, which were incongruous either in their
musical character, or in the words with which
they were associated; sometimes, however, the
words were the same in all parts, but were sung
in snatches and scraps, as in the quodlibets of
Melchior Franck. (See Pretorius, Syntagma
Musicumn, tom. iii. cap. v.) There were two ways
of performing this: one was to string the melodies
together simply and without any attempt at con-
necting them by paseages such as those found in
modern * fantasias’; the other, the more elaborate
method, consisted in singing or playing the melo-
dies simultaneously, the only modifications al-
lowed being those of time. The effect of this,
unless only very skilful musicians engaged in it,
must have been very like what we now call &
“Dutch chorus’ This pastime was a favourite
one with the Bachs, at whose annual family
gatherings the singing of quodlibets was a great
feature. (See Spitta, ‘J. S. Bach,’ i. 153, ii.
654.) Sebastian Bach himself has left us one
delightful example of a written-down quodlibet,
at the end of the 30 variations’ in G major,
for a detailed analysis of which see Spitta, ii. ﬁ.
The two tunes used in it are ‘ Ich bin so lang bei
dir nicht gewest,’ and ‘ Kraut und Riiben, Haben
mich vertrieben.’ One of the best modern ex-
amples, although only two themes are used, is in
Reinecke's variations for two pianos on a gavotte
of Gluck’s, where, in the last variation, he brings
in simultaneously with the gavotte the well-known
musette of Bach which oocurs in the third ¢ Eng-
lish* suite. A good instance, and one in which the

R

AATFF, ANTON, one of the most distin-
guished tenors of his day; born 1714 in
the village of Holzem, near Bonn, and

educated for the priesthood at the Jesuit College
at Cologne. There he learned his notes for the
first time at 20 years old, having previously
sung by ear. His fine voice so struck the
Elector Clement Augustus, that he offered to
have him trained for a singer, and after making
him sing in an oratorio, took him to Munich,

BAAFF.

extempore character is retained, is the singing of
the three tunes * Polly Hopkins,’ ¢ Buy a broom,’
and ‘The Merry SBwiss Boy,’ together, which is
sometimes done for a joke. A very interesting
specimen of a 16th-century quodlibet by Johann
Gdldel, consisting of five chorale-tunes—vis. (1)
¢ Erhalt uns. Herr bei deinem Wort,” (2) ‘ Ach
Gott, vom Himmel,’ (3) ¢ Vater unser im Himmel-
reich,’ (4) * Wir glauben all,’ (5) ‘ Durch Adam’s
Fall’—is given as an appendix to Hilgenfeldt's
Life of Bach. We quote a few bars as an
en::ﬂle of the ingenuity with which the five
melodies are brought together :—

®)
. ¥ ) eam—— o
E o= -

(J.AF.M.]

where Ferrandini brought him forward in am
opera. Raaff then determined to devote himsel€
entirely to music, and after studying for a short
time with Bernacchi at Bologna, became one of
the first tenors of the day. In 1738 he sang at
Florence on the betrothal of Maria Thereas, and
followed up this successful début at many of the
Italian theatres. In 1743 he returned to Bonn,
and sang at several of the German courts, par-
ticularly at Vienns, where he appeared in
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Jomelli’s * Didone’ (1749), to Metastasio’s great
mtisfaction. In 17532 he passed through Italy
to Lisbon, where he was engaged for three years
on highly advantageous terms. In 1755 he ac-
& summons to Madrid, where he remained
under Farinelli's direction, enjoying every possible
mark of favour from the court and public. In
1759 he accompanied Farinelli to Naples, where
he afterwards met with Naumann, and where his
fine singing cured the Princess Belmonte Pigna-
telli of a profound melancholy into which she
had fallen on the death of her husband. In 1770
be returned to Germany and entered the service
of the elector, Karl Theodor, at Mannheim. In
1778 he was in Paris with Mozart, and in 1779
he !onowedhtlle eour? ;)’ Munich, where Mm
compesed the of Idomeneo for him.
afterwards hep;l:l::ed htil: g, Iua‘l lf;lo;k to
teaching singing, but his pupils leR him on
account of his extreme ltnctnerl Towards the
close of his life he gave up music entirely, giving
away his piano and his music, and abandoning
himself to contemplation. He died in Munich,
May 27, 1797. ‘Raaff’'s voice was the finest
y pure in tone, and even
threaghout the register, from deep bass to ex-
treme high notes. He was moreover a complete
master theu-tofli?ging,uisaho.:n by his
extraordinary power of reading at sight, by the
skill with which he inttodu:g:l vaﬁangtiom and
cadenzas, and by his wonderful expression, which
made his ginging seem an accurate reflection of
his mind and heart. Another admirable quality
was his pure ul.’nﬁ) lc:iwinct dl:)\;nciat:gn of the
wards, ev being audible in the largest
N ;(ryoa:’rtinhialettenspea.hot‘himu
his ‘best and dearest friend,’ especially in one
from Paris, dated June 12, 1778. He composed
for him in Manuheim the air, ‘ Se al labro mio
noa credi ’ (Kichel 295). [C.F.P)]
RACCOLTA GENERALE DELLE OPERE
CLASSICHR MUSICALI. A collection of pieces of
which the full title is as follows :—* Collection
générale des ouvrages classiques de musique, ou
ix do chefs d’ceuvres, en tout genre, des plus
grands compositeurs de toutes les Ecoles, recu-
eillis, mis en ordre et enrichis de Notices his-
toriques, par Alex. E. Choron, pour servir de
suite anx Principes de Composition des écoles
dTtalie’ A notice on the wrapper further
mys that the price of the work to subscribers
s calculated at the rate of 5 sous per page, thus
curiously anticipating Mr. Novello’s famous re-
duction of his publications to 24d. per page. The
numbers were not to be issued periodically, but
the annual cost to subscribers was fixed at from
36 to 40 francs. The work was in folio, en-
g'lved by Gillé fils, and published by Leduc & Co.,
aris, Rue de Richelieu, 78, with agents at Bor-
desux, Marseilles, Leipzig, Munich, Vienna, Lyon,
Turin, Milan, Rome and Naples. It was got up
with great care and taste. The parts are in
y wrappers, with an ornamental title.
only numbers which the writer has been
to discover are as follows :—No. 1, Miserere
core,

o

{

Leo; No. 3, Missa ad fugam, Pales-

RADZIWIL. 63

trina (3 4); No. 3, Stabat, Palestrina (8 voices);
No. 4, Stabat, Josquin (A 5) ; No. 5, Miserere a
cinque voci, Jomelli; No. 6, Missa pro defunctis,
Jomelli. It is probable that the issue of the
work did not continue beyond these six pieces.
For ALFIRRI'S ¢ Raccolta di musica sacra’ see
Appendix. [G.])
- RADICAL CADENCE. A term applied, in
modern Music, to a Close, either partial or com-
glete, formed of two Fundamental Chords. [See
ADENCE. ] [W.8.R.]

RADZIWIL, Arron HzINBICH, Prince of,
Royal Prussian ‘Statthalter’ of the Grand Duchy
of Posen, born at Wilna, June 13, 1775, married
in 1796 the Princess Luise, sister of that dis-
tinguished amateur Prince Louis Ferdinand of
Prussia. [See vol. ii. p. 1685.] Radziwil was
known in Berlin not only as an ardent admirer
of good music, but as a fine violoncello player,
and ‘a singer of such taste and ability ae is
very rarely met with amongst amateurs.’! Bee-
thoven was the great object of his admiration.
He played his quartets with devotion, made a
long journey to Prince Galitzin's on purpose to
hear the Mass in D, was invited by Beethoven
to subscribe to the publication of that work, and
indeed was one of the seven who sent in their
names in answer to that appeal. To him Bee-
thoven dedicated the Overture in C, op. 115
(known a8 ‘ Namensfeier '), which was published
a8 ‘ Grosses Ouverture in O dur gedichtet’ ete., by
Steiner of Vienna in 18a5.

Further relations between the Prince and the
composer there must have been, but at present
we know nothing of them. No letters from Bee-
thoven to him are included in those hitherto pub-
lished, nor has Mr. Thayer yet thrown any light
on the matter in his biography of the composer.

Radziwil was not only a player, s singer,
and a passionate lover of music, he was also &
composer of no mean order. Whistling's ¢ Hand-
buch’ (1828) names 3 Romances for voice and
PF. (Peters), and songs with guitar and cello
(B. & H.), and Mendel mentions duets with PF,
accompaniment, a Complaint of Maria Stuart,
with PF. and cello, and many part-songs com-
posed for Zelter's Liedertafel, of which he was an
3enthusiastic supporter, and which are still in M8,
But these were only preparations for his great
work, entitled * Compositions to Goethe’s dramatic
poem of Faust’ This, which was published in
score and arrangement by Trautwein of Berlin
in Nov. 1835, contains 25 numbers, occupying
589 . A portion was sung by the Sing-
almiemie as early as May 1, 1810; the choruses
were performed in May 1816, three new scenes
as late as Nov. a1, 1830, and the whole worly
was bronght out by that institution after the
death of the composer, which took place April
8, 1833. The work was repeatedly performed
during several years in Berlin, Dantzig, Han-
over, Leipzig, Prague, and man{eother places, as
may be seen from the index to the A. M. Zeitung.

1 AM.Z.1851, July 27. Bee also 1809, June 98; 1514, Sept. 28
2 Zelter's Correspondence with Goethe teems with notices of the
Prince.
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v become his pupil at Leipzig he left Liszt for that
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It curiously made its .pmrmce in a performance
at Hyde Park College, London, on May 21, 1880,
under the direction of L. Martin-Eiffe, A length-
ened analysis of it will be found in the A. M.
Zeltung for 1836, pp. 601, 617; and there is &
copy in the British Museum, [G]

RAFF, JoserH JoACHIM, born May 37, 1822,at
Lachenonthe Lakeof Zurich. Hereceived hisearly
education at Wiesenstetten in Witrtemberg, in the
home of his parents, and then at the Jesuit Lyceum
of Schwyz, where he carried off the first prizes
in German, Latin, and mathematics, Want of
means compelled him to give up his classical
studies, and become a schoolmaster, but he stuck
to music, and though unable to afford a teacher,
made such not only with the piano and
the violin, but also in composition, that Men-
delssohn, to whom he sent some MSS,,gave him in
1843 a recommendation to Breitkopf & Hirtel.
This introduction seems to have led to his ap-
pearing before the public, and to the first drops
of that flood of compositions of all sorts and
dimensions which since 1844 he has poured forth
in an almost unintermitting stream. Of Opus 1
we have found no critical record ; but op. 2 is
kindly noticed by the N, Zeitachrift (Schumann's
paper) for Aug. 5, 1844, the reviewer finding in
1t ‘something which points to a fl;ture for th;
composer.” Encouraging notices o . 3 to
inclusive are also gli:?n inthe A. M. xtung for
the 218t of the same month, Amidst privations
which would have daunted any one of less deter-
mination he worked steadily on, and at length
having fallen in with Liszt, was treated by him
with the kindness which has always marked his

~ interoourse with rising or struggling talent, and
as taken by him on a concert-tour. Meeting

@endelssohn for the first time at Cologne in
846, and being afterwards invited by him to

purpose. Before he could carry this project into
effect, however, Mendelssohn died, and Raff re-
mained at Cologne, oocupying himself inter alia
in writing critiques for Dehn’s Cicilia. Later
he published ‘Die Wagnerfrage,’ a pamphlet

< f\k/which excited considerable attention. Lizst’s

endeavours to secure him a patron in Vienna
in the person of Mechetti the publisher, were
frustrated by Mechetti’s death while Raff was
actuslly on the way to see him. Undismayed
by these repeated obstacles he devoted himself
to a severe course of study, partly at home and
partly at Stuttgart, with t.ie view to remedy the
deficiencies of his early training. At Stuttgart
he made the acquaintance of Biillow, who be-
came deeply interested in him, and did him a
b service by taking up his new Concertatiick,

or PF. and orchestra, and playing it in public,
By degrees Raff attached himself more and
more closely to the new German school, and in
1850 went to Weimar to be near Liszt, who had
at that time abandoned his career as a virtuoso
and was settled there. Here he remodelled an
opera ‘Konig Alfred,” which he bad composed
in Stuttgart three years before, and it was pro-
duced at the Court Theatre, where it is still
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often performed. It has also been given else-
where. Other works followed—a collection of
PF. pieces called ‘Frithlingsboten’ in 1853,
the first string quartet in 1855, and the first
grand sonata for PF. and violin (E minor) in
1857. In the meantime he had himself
to Genast, daughter of the well-known actor
and r, and herself on the stage; and in
1856 he followed her to Wiesbaden, where he
was soon in great request as a pianoforte teacher.
In 1858 he com his second violin-sonata,
and the incidental musio for ‘Bernhard von Wei-
mar,’ & drama by Wilhelm Genast, the overtare
to which speedily became a favourite, and was
much played throughout Germany. In 1859 he
marri In 1863 his first symphony ‘An das
Vaterland® obtained the prize offered by the
Gesellschaft der Musikfreunde in Vienna (out
of 32 oon?etiwn), and was followed by the and
(in C) and the 3rd (in F, ‘Im Walde"') in 1869,
the 4th (in G minor) in 1871, the 5th (* Lenore")
in 1873, the 6th (‘ Gelebt, gestrebt, gelitten,
stritten, gestorben, umworben ') in 1876, and the
7th (‘ Alpensinfonie’) in 1877, the 8th (Friih-
lingsklinge ') in 1878, and the gth ‘Im Sommer-
zeit’in1880. A 1oth (‘Zur Herbstzeit ') was lately
played at Wiesbaden. In 1870 his comic opers
‘Dame Kobold’ was produced at Weimar. A
serious opera in 5 acts entitled ‘Samson,’ for which
he himself wrote the libretto, has not yet been
performed in public. Two cantatas, ¢ Wachet auf’
and another written for the Festival in com-
memoration of the battle of Leipzig, were his
first works for men's voices, and are popular with
the choral societies. His ent of Bach’s
6 violin sonatas for PF. is a worE of great merit.
Detailed analyses of the first six of these Sym-
phonies will be found in the ‘Monthly Musical
Record’ for 1875, and from these a very good
idea of the composer's style may be gathered.
Remembering his struggles and "hard life it is
only a matter for wonder that he should have
striven so earnestly and so long in a path that
was not his natural walk, A glance at the
nearly complete list of his works at the foot of
this notice will explain our meaning. The enor-
mous mass of ‘ drawing-room music’ tells its own
tale. Raff had to live, and having by nature e
remarkable gift of melody and perhaps not much
artistic refinement, he wrote what would pay.
But on looking at his works in the higher branch
of music—his symphonies, concertos, and chamber
music—one cannot but be struck by the conscien-
tious striving towards a very highideal. In the
whole of his nine published Symphonies the alow
movements, without a single exception, are of
extreme melodic beauty, although weak from a
symphonic point of view: the first movemnents
are invariably worked out with surprising tech-
nical skill, the subjects appearing frequently in
double counterpoint and in every kind of canon.
And however modern and common his themes
may appear, they have often been built up with
the greatest care, note by note, to this end;
showing that he does not, as is often said, put
down the first thing that comes into his mind.
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Obeerve the following treatment of the first sub-
ject in his 18t Symphony ‘An das Vaterland’:—

RAFF. 65

Raff’s views on art must admire the energy and
spirit with which he has worked his way upwards
in spite of every obstacle poverty could throw
in his way. He is & member of several societies,
and has received various orders. In 1877 he was
appointed with much éclat director of the Hoch-
conservatoire at Frankfort, a post he still retains.

The first of his large works performed in this
country was probably the Lenore Symphony at
the Crystal Palace, Nov. 14, 1874. This was
followed by the ‘Im Walde,’ and the PF. Concerto
in C minor (Jaell), at the Philharmonic; the
Symphonies in G minor, ‘Im Walde,” ¢ ings-’
k]y‘.zge’ and ‘Im Sommerzeit,” with the Concertos
for cello and violin, and the Suite for PF. and
orchestra, at the Crystal Palace. His Quintet
(op. 107), 2 Trios (op. 103, 113), Sonata (op. 138),
and other pieces, have been played at the Monday
Popular Concerts. [F.G.]

Catalogue of Raff’s works.!

de. PF. solo. Andre.

K
- =1
< 1

tt4

— e
canom in sugmentation and double augmenta-
ion. Such instances as this are numerous, and
the art with which these contrapuntal devices
are made to spontaneous is consummate.
In the Pianoforte Concerto in C minor (op. 185),
in each movement all the subjects are in double
counterpoint with one another, yet this is one of
Raf’s freshest and most melodious works. To
return to the Symphonies: the Scherzos are, as
» rule, weak, and the Finales without exception
boisterons and indeed vulgar. Writing here, as
ever, for an uneducated public, Raff has for-
that for a symphony to descend from a
tone is for it to be unworthy of the name.

A remarkable set of 30 Songs (Sanges-Friihling,
op. 98) deserves notice for its wealth of fine

e

t Trols caracterist-
iques. PF. solo. B. 4 H3
1 8 Bihasno (Ominor). PF.solo.

«H.

4. Morcean de Salon . . . sur
‘Maris de Rudent’ PF.
solo. B.aH.

8. 4 Galopa. PF. solo. B.aH.

6. Morceau inst. Fantalsio et
Varns. PF. solo. B.a H.

7. Rondeau sur ‘Io son ricco.’
PF.solo. B.aH.

8. 12 Romances en form d'E-
tudes; en 2 Cahlers. PF.
solo. B.aH.

9. Impromptu brillant. PF.
solo. B.a H.

10. Hommage au Néoromant-
fsme, Grand Caprice. PF.

Huguenots.® PF. duet.
B. & H

14. Bonats & Fugue (Ebminor).
PF.solo. B.aH,

15 8 Podmes. PF. solo. Bchott.

16. Bond. .

ies, some of which have become national
(‘Kein Sorg um den Weg'; ‘Schon’
m) ; and among his pianoforte music is a
set of 30 Variations on an original theme (op. 179)
which displays an astonishing fertility of resource,
the theme—of an almost impossible rhythm of
5 and 7 quavers in the bar—being built up into
canons and scherzos of great variety and elegance.
Raf’s Pianoforte Concerto is very popular,
and his Suite for Violin and Orchestra (op. 180)
only kittle less s0. His versatility need not be
aalarged upon. 1n all the forms of musical com-
position he has shown the same brilliant qualities
and the same regretable shortcomings. His gift
of melody, his technical skill, his inexhaustible
ity, and above all his power of never repeat-

ing himself—all these are beyond praise. But.
his very fertility is a misfortune, since it renders
b careless in the choice of his subjects; writing
‘pot-boilers’ has injured the development of a
delicate feeling for what is lofty and refined : in
short, he stands far before all second-rate com-
Posers, yet the conscientious critic hesitates to

allow him & place in the front rank of all.

Even those who have least sympathy with
VOL.IIL PT.L

mantkreuz.’ PF.

17. Album Lyrique. PF. solo.
8chuberth (4 books con-
taining 9 pleces).

Paraphrases (2). PF. solo.

19. Fantaisie dramatique. PF.
solo. Litolff.

90. 2 Morcesux de Salon. Bere-
nade italienne; Alr Rhe-
nan, PF. solo. Litolft.

91 Loreley, Dichtang ohne

Bcherzo. PF. solo.
7. Angelens letzter Tag

Kloster. Ein Cyclusete. (12

mt books). P¥. solo.
8
%,
0.
8L 6 Liedertibertragen. PF.s0lo.

Eboer.

32. Am Rhein, RBomanze. P¥.
solo. Spins.

8cl

38. Fantaisie Militaire (on mo-
tifs from °*Huguenots’).
PF. solo. Schuberth.

87. Mélange (on motifs from
‘S8onnambula ‘). PF. solo.
Schuberth.

3. Grand Mazourks. PF.sclo.
8toll.

8. Nocturne (on romance by
Liszt). PF.solo. Kistner.

40. Capriccietio & la Bohémi-

Kistner.

PF. solo.
‘La

en (8 Nos.).
Kistner.

43. Divertissement sur
Julve.' PF.so0lo. Bchuberth.

44 Fantasina sur ‘Le Barbler
de Seville.’ PP.solo. Schu-

berth.

48. Bouvenirde ‘ Don Glovanni.’
PF.so0lo. Schuberth.

48. ‘La dernlore Rose’—(The
last rose of summer). lm-
promptu. PF.solo. Cranz.

47. 3Lloder (by J. G.Fischer) for
Bar.or Altoand PF. Senff.

48. 2 Liedor for Yoice and PF.
Benf!.

49. 8 Lioder (by J. G. Fischer)
for Voice and PF. Helin-
richshofen.

80. 2 Italienische Lieder (by
Bternau) for Volce and PF.
Helnrichshofen.

Bl. 8 Lieder for Voice and PF.
Kistner.

82. 8 Lieder for Voice and PF.
Bchiesluger.

83. 2 Lieder vom Rheln forVolos
and P¥. Schloss.

Bahn.
85 Frihilingsboten —12 short
pleces for PF. solo. 8cho-

bert.

86. 3 Balon Stacke PF. solo.
Bachmann.

67. * Aus der Bchweiz Fantas-
tische Egloge. Bachmann.

88, 2Nucturnes. PF. and Violin.

Schuberth,

8. Duo in A, PF. and Cello.
Nagel

0. Bchwolzerweisen (9 Nos).
PF.wlo. 8chuberth.

1 The Editor destres to express his oblizations to Messrs. Augener &
Co. for great assistance kindly rendered him in the dificult task of

drawing up this list,

an..n..mui‘punuul.
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Op-. 81. No. ‘l. ‘Wagnmer’s *
'namu

PF. s0l0.—No.2. Do. ‘'Tenn-
hiuser,’ Fantasie. PF.solo.
No.S. Do. ‘ Fliegende Hol-
linder,” Reminiscenren.
PF. nolo. No. 4. lchu-
mann's Pr.

solo. Bchuberth.
62, Salon-Etuden from Wag-

RAFF.

95. ‘La Polka de ls Reine,’
Oaprics. PY.s0lo. Pm

96. 'An das Vateriand.
8ympbony (No. 1), Iebu-

bert.

97. 10 Lieder for Male Voices.
Kahot,

98 knpmmlu' 0 Ro-
unun. Balladen,

Lieder,
mhwm

. slonmln(A minor; G;
0). PF.solo. Bchuberth.
100. * Deutach A

lands
hung.’ Fest Cantateon the
60th anoiversary of the
Battle of for Male
Volces and Orch. Kahnt.
101. Buite for Orchestrs. Rchott.

3 doeuon(‘l'r;w-
vatore, Traviata). PF. solo.

Peters.
TL. 8ultein C. PP.solo. Kahn,
» O;I:ohlnlmm. PF. solo.

n.
73 1st Grand Sonate. P¥.and
V. (Eminor). 8chuberth.
74. 8 Clavier solos (Ballade,
Bcherzo, M by

solo.
108. 5 Egl P¥.00lo. Peters.
mhnulslc-l’olonun. PR,

107. Grand innwor (A minor),
PF., 2VV. Viola and Cello.

Schuberth.
108. Baltarello. PP.solo. B.B.
100 n:.v:bloﬂmu PT. solo.

. solo. Schu-

berth.
112 20d Grand Trio (1nG). PT.
V.and Oello. R.B.
Ungarische

solo. Forberg.
116. Valse Caprice. PP. solo.
Forberg.
ur. Fuﬂvd Overture (in A), for
Kistner.

PF. 8chuberth.

75. Buite de(13) Morcesux pour
les petites mains. PF.solo.
Kistner.

76. Odesu Printemps. Morcesu
de Concert. P¥. and Orch.
Bchott.

77. Quatuor (Xo.1) in D nlm.

des 'vcm Sicillennes.'—
No. 2. 'l'lnnhllc de ditto.

PF. 20lo. Petars.
o Bulu de (n) Moroceaux pour
petites mains. PF.
dm Bchuberth.
Mazourks-Caprice. P¥. solo.

84 ‘Chant de 'Ondin,’ Grande
Etude ds I'Arpeggio

solo. R
8. Vilanella. PF.wlo. R.B.
90. Quartet, No. 2, in A, for

Strings. Schuberth.

91. Buite in D. PF.s0lo. Peters.
[ X Olwtedo in D minor. PF.
cun.

s Dl.n. nacelle,’ Réverio-

Baroarolle. PF.5010. Peters.
#4 Impromptu Valse. P¥. solo.
Peters.

1 R B.=Rieter-Biodermann & Oo.

118, Valse favorite. PF. solo.
Kistner,
119. Fantasie. P¥.solo. Kistner.

120, Mustrations de * L'Afrt-
ed;-o (4 Nos.). PF. solo.

i3 1o&mp0u Men's Volces.
mOonem Overture (in ¥).

124. Festival-Overture on 4 fa-
vourite Student-songs, for
the anniversary of

the * Deutschen Burschen-

Oah‘lt. PF.4bands. Prae-

128 Govom Barceuse; Espidgle;
Valse. PF.solo. Siegel.

128. 3 Claviersticke — Menuet,

Romanoe, Capriccietto.P¥.

ofmels
1. m PT. solo. Hofmets-
8. 'Von Rbein,’ 6 Fantasle-
stdcke. PP. solo. l.lmur
138, 3sd String quartet (K minor)
Schuberth,

3 B. B.«=Bote & Bosk.

140. Ind Symphony (In O) for
Orchestrs. Schott.

141. Psalm 190 (‘ De Profundis )
8 volces and Oroh. Schu-
berth.

tner,

163. Parcarolle (Eb). PT. solo.

14. “arantells (0% PT. old.
Kistaer.

140. 3 Eiégies for PF. solo. B.B.
180. Chaconne (A minor). 2FFs.

R.B.
151. Allegro agitato. PPF. solo.
1M, 2 Romances. P¥. solo. R.B.
163, 8rd 8ymphony ‘Im Walde*®
(F). Orchestra. Kistner.
154. ‘Dame Kobold,’ Comle
0| B.B.
188, Onml‘l’s‘o. PF. V. snd
0.
188. Valse briliante (Rb). PY.

solo. Ries.
1. Cavatine (Ab) and Etude
‘La Fileuse.’ FF. solo.

Belts.
168, ﬂh Grand m (D). PTF.
V. and Cello. Seitz.
10, 1st Bulnm‘h (D) in Waltz
form. PF.d: B. B.
ldnuldn ao Sm.).
uet. Megel.
161 Owe-rto for Violin & Orch.
(B minor). Blegel.
162 8uite in G minor. PF. solo.
Challler.
163. Buite in G major. PP. solo.
Beltz.

164 Bicilienns, Romangze, Tar-
aatelle. PP.solo. B.B.

1. lﬂnmn(uvﬁl. (]
" “Nos). P¥.solo. Slegel.

189, &h Bymphony (D minor)
‘ Geleb, gestrebt, gelitten,
estritten, am-

3 gost
* Orch. B.B.
190. Foux follsts, Caprice-étude.
. solo. Stegel.
191
1m. 3 No. & (C

lnlgeoﬂl nge for mixed cholr.

itz

190, 3 8cenes for Solo Votos and
Orch. ‘Jlm-bnm and
* Die Hirtin." Slegel.

00. Suite in lb for PP. and
Orch.

Blegel.
201 7th Symphony, ‘ In the Alps®
. . Beitz.

be
tung (9 Nos.). V.and PP.
Blegel.
204. Buite (Bb). Orch. Challter.
205, §th

and
Orch. (A minor) lqel
207a. ghn.ntub( minor). 3PFs.

165, ‘La Olmmnll" I omveas uul ‘so (E minor).
solo. Biegel. ‘Im Sommer.’ Orch. Sle~
166 1dylle; Valse champétre.
PF. solo. Beits. 200,
107. 4th symphm (G minor).[ 210
Orchestrs. Bchuberth. €11 ‘Blonde! de Nesle,' Cycles
168. Fantalsio-8onate (D minor). von arPp.
PF. solo. sle(el wetlan B aH. ,
Romanre; Valse te.| 202 10th phony. ‘
PF. solo. Slegel. erhm' ter
170. La Polka glissante, Caprioe.
PP. solo. Siegel.
171 *Im Kaha' sad ‘ Der Tanr.’| Works without Opus-number.

Valn-mdlno on motis froem
loman's ‘Diamantkress.’
berth.

von * for Voice| Reminiscences of the ‘Meister-
snd PF. (11 Nos.) Siegel. singer* (4 Pts.). Schots.
Geslage for Volcs & PF.| Valse-imprompta & la Tyrod-
te, {enne. S8chott.
174 *Aus dem T lon, Phan-| Abendiled Com-
tasle 8tacke '(12Nos.). PF.|  cert-paraphrase. Schuberth.
4 bands. Beitz. Berceuse on an Idea of Gounod™s.
. 'w" 8 Moroeaux.| Siegel.
. solo, I

mOthrltllnn(O) Bettz.
177. 5 Symphony ° Lenore.’

Orch. Beitz.

I78. Bestet. ¢ VV, 2 Violas, 8
Oellos. Seite.

17, Variations on an original
theme. PF.solo. Belts.

180. Buite for Bolo V.and Orch.

18, 2nd Humoreske In Walts

Lle:."bablﬂdﬂlm uﬁ~
Valse de Jullette (Gounod).

157. Nos. 1, 2: 106, No. 8; l“
Na..‘l—‘ 197. Beltz.

Oper im Balon—contatning
=

Frablings-Lied. Mes. Scp. and
Stindchen for Voles sad PP,
Ootta.



RAIMONDI.

RAIMONDI, PixTRo, an Italian composer,
Maeatro di Capella at St. Peter’s, who is charao-
terised by Fétis as ing an extraordinary
genius for musical combination. He was barn
st Rome of poor parents, Dec. 20, 1786. At
an early age he six years in the Con-
servatorio of the Pieth de’ Turchini at Naples,
and after many wanderings, mostly on foot—
from Naples to Rome, from Rome to Florencs,
from Florence to Genoa—and many years, he at
length found an opportunity of coming before
the public with an opera entitled ¢ Le Bizarrie
d’Amore,” which was performed at Genoa in 1807.
After three years there, each producing its opera,
be passed a twelvemonth at Florence, and brought
out two more. The next 25 years were spent
between Rome, Milan, Naples, and Sicily, and
each year had its full complement of operas
and ballets. In 1824 he became director of the
royal theatres at Naples, a position which he
retained till 1832. In that year the brilliant
success of his opera buffa ‘Il Ventaglio’ (Na-
g:', 1831) procured him the post of Professor of

position in the Conservatorio at Palermo.
proisteg pupla. - Ta March 1850 o was onlod
ing pu| 1850 he was
nponto-gegeedBuilinMaztrodiCapelh
at St. Peter’s; a post for which, if knowledge,
Eml dopacemnts o his art could quaiy bim
ts of his art could qualify him,
be was amply fitted. Shortly before this, if:y 1848,
be had after four years of toil completed three
oratorios, *Potiphar,” ‘Pharach,’ and ‘Jacob,’
which were not only designed to be performed in
the usual manner, but to be played all three in
combination as one work, under the name of
‘Joseph.’ On Aung. 7, 1853, the new Maestro
broaght out this stupendous work at the Teatro
Argentini. The success of the three single oratorios
was moderate, but when they were united—the
three orchestras and the three troupes forming an
e appaaon of o speiatos Knoea bounds,and
of the épectators knewno boun
% great was his emotion that Raimondi fainted
away. He did not long survive this triumph,
but died at JRome Oct. 30, 1853.

The List of his works is astonishing, and all the
more s0 when we recollect that Raimondi's exist-
ence was all but unknown on this side of the
Alps. It embraces 55 operas; a1 grand ballets,
composed for San Carlo between 1812 and 1828 ;
7 orstorios ; 4 masses with full orchestra ; 2 ditto
with 2 choirs A capella; 2 requiems with full
orchestrs; 1 ditto for 8 and 16 voices; a Credo
for 16 voices; the whole Book of Psalms, a la
Palestrina, for 4. 5, 6, 7 and 8 voices; many Te
Deuams, Stabats, Misereres, Tantum ergos, psalms
sod litanies ; two books of go partiments, each
o a separate bass, with three different accom-
paniments; & ocollection of figured basses with

accompaniments a8 a school of accom-
paniment ; 4 tugues for 4 voices, each indepen-
dent but capablle of being united and sung
together ; 6 fugues for 4 voices capable of com-
bination into I fugue for 24 voices; & fugue for
16 choirs; 16 fugues for 4 voices; 24 fugues for
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4. 5, 6, 7 and 8 voioes, of which 4 and 5 separate
fugues will combine into one. Besides the above
feat with the 3 oratorios he composed an opera
seria and an opera buffa which went equally well
aeg:ntely and in combination. Such stupendous
labours are, as M. Fétis well remarks, enough to
ive the reader the headache: what must they
ve done to the persevering artist who acoom-
plished them? But they also give one the heart-
ache at the thought of their utter futility.
Raimondi’s compositions, with all their ingenuity,
belong to a past age, and we may safely say that
they will never be revived. His o especially
belong to the pra-Rossinian epocg. and it would
have been good for them if they had never been
made, [G.]

8RAIN’gl(:'I;,'I'H. Et.mnxmé born Nov. a3,
1814, studied singing under George P: and
T. Cooke, and uf::g under Mrs. Davim the
eminent comedian. After having fledged her
wings at minor concerts, she appeared upon the
stage at the St. James’s Theatre, Oct. 27, 1836,
a8 Mandane, in Arne's ¢ Artaxerxes,’ with com-
plete suocess. She performed there for the re-
mainder of the season, and then removed to the
English Opera House. Subsequently to her public
appearance she took lessons from Crivelli In
1837 she sang in oratorio at the Sacred Harmonic
Society, and continued to do so for several years.
She made the first of many appearances at the
Philbarmonic, March 18, 1839. In 1840 she was
introduced at the Concert of Ancient Music, and
in 1843 sang at the Birmingham Festival. After
performing at Covent Garden from 1838 to 1843
she transferred her servioes to Drury Lane, where
she made a great hit by her formance of
Arline, in Balfe's * Bohemian Girl,” on its pro-
duction, Nov. 27, 1843. In 1844 she had & most
successful season in Dublin. She was engaged as
prima donna at the Worcester Festival of 1845.
She continued to perform in the metropolis until
about 1852, when she removed to Edinburgh,
where she remained until about 1856. She then
quitted public lifs, and in 1858 went to reside
at Old Windeor, under the wing of her friend
Miss Thackeray, and taught musicin Windsor and
ite neighbourhood until her complete retirement
in March 1871, when she removed to her father’s
at Bristol. Her voice was a high soprano, even
and sweet in quality, but deficient in power, and
she possessed great judgment and much dramatic
feeling. Although her limited power prevented
her from becoming a great singer, her attain-
ments were such as enabled her to fill the first
place with credit to herself, and satisfaction to
her auditors, She died at Redland, Bristol,
Sept. 23, 1877. (W.H.H.]

RALLENTANDO, RITARDANDO, RI-
TENENTE, RITENUTO—° ing slow
again,’ ‘Slackening,’ ‘Holdirg back,’ ‘Held back.’
The first two of these words are used quite in-
differently to express a gradual diminution of the
rate of speed in a compusition, and although the
last is commonly used in exactly the same way,
it seems originally and in & stricth;nn to have
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meant a uniform rate of slower time, so that the
whole passage marked ritenulo would be taken at
the same time, while each bar and each phrase in
s marked rallentando would be a little
slower the one before it. That there exists
a difference in their uses is conclusively proved
bya pun%e in the Quartet op. 131 of Beethoven,
where in the 7th movement (allegro) a phrase of
three recurring minims, which is repeated in all
five times, has the direction ¢ Espressivo, poco ri-
tenuto’ for its first three appearances, which are
separated by two bars a tempo, and for the last
two times has ritardando, which at length leads
into the real a tempo, gf which the for'ﬁ:r separ-

i ents were but a presage. is is one
:tt:l:hif::glrm instances of the use of the word
ritenuto by Beethoven. The conclusion from it
is confirmed by a in Chopin’s Rondo,
op. 16, consisting of the four bars which im-
mediately precede the entry of thesecond subject.
Here the first two bars consist of a fragment
of a preceding figure which is repeated, so that
both these bars are exactly the same ; the last
two bars however have a little chromatic cadence
leading into the second subject. The direction
over the first two bars is ¢ ritenuto’ and over
the last two ‘rallentando,’ by which we mdy be
quite sure that the composer intended the repeated
fragment to be played at the same speed in each
bar, and the chromatic cadence to be slackened
gradually,

Ritenente is used by Beethoven in the PF.
Sonata, op. 110, about the middle of the first
movement, and again in the Sonata, op. 111,
in the first movement, in the seventh and fif-
teenth bars from the beginning of the Allegro
con brio. It would seem that the same effect
is intended as if ‘ritenuto’ were employed; in
each case, the words ‘meno moeso’ might have
been used. Beethoven prefers Ritardando to
Rallentando, which latter is common only in his
earlier works. [J.A.F.M.]

RAMANN, LiNa, musical litterateur and
educationist, was born at Mainstockheim, near
Kitzingen, in Bavaria, June 24, 1833. Her turn
for music and her determination to succeed were
evident from & very early age. It was not, how-
over, till her seventeenth year that she had any
instruction in music. At that time her parents
removed to Leipzig, and from 1850 to 1853 she
there enjoyed the advantage of pianoforte lessons
from the wife of Dr. F. Brendel, herself formerly
a scholar of Field's. From this period she adopted
the career of a teacher of music, and studied
assiduouely, though without help, for that end.

In 1858 she opened an institute in Gliickstadt
(Holstein) for the special training of music-
mistresscs, and maintained it till 1865, in which
year she founded a more important establish-
ment, the Music School at Niirnberg, in con-
junction with Frau Ida Volkmann of Tilsit, and
- assisted by a staff of superior teachers, under
Miss Ramann's own superintendence. With a view
to the special object of her life she has published
two works—* Die Musik als Gegenstand der
Erziehung’ (Leipzig, Merseburger, 1863), and
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¢ Allgemeine Erzieh- und Unterrichts-lehre der
Jugend’ (Leipzig, H. Schmidt, 182; 2nd ed.
1873), which were both received with favour by
the German Press. Since 1860 Miss Ramann
has been musical correspondent of the Hamburg
‘Jahreszeiten.’ A volume of her essays con-
tributed to that paper has been collected and
published, under the title of ‘ Ausder Gegenwart’
(Niirnberg, Schmid, 1868). In the early part of
1880 she published a study of Liszt's ¢ Christus’
(Leipzig, g(almt), and later in the year the first
volume of a Life of Liszt (1811-1840; Leipzig,
Breitkopf & Hartel). This is an important work.
It suffers somewhat from over-enthusiasm, but it
is done with great care, minutenees, and intelli-
gence, and has obviously profited largely by direct
information from Liszt himself, Her cousin,

BrUNO RAMANN, was born about 1830 at Er-
furt, and was brought up to commerce, but his
desire and talent for music were so strong, that
in 1857 or 58 he succeeded in getting rid of his
business and put himself under Dr. F. Brendel
and Riedel, for regular instruction. He then for
five years studied under Hauptmann at Leipzig,
and is now a resident teacher and composer at
Dresden. His works have reached beyond op. 50,
but they consist almost entirely of songs for one
or more voices, and of small and ap, tly senti-
mental pieces forthe pianoforte. Hedoesnotappear
yet to have attempted any large composition. [G.]

RAMEATU, JEAN PHILIPPE, eminent com Y
and writer on the theory of music, born at Dijon,
Sept. 25, 1683, in the house now No. § Rue St.
Michel. His father,! Jean, was & mausician,
and organist of Dijon cathedral, in easy circum-
stances. He intended Jean Philippe, the eldest
of his three sons, to be a magistrate, but
his strong vocation for music and obstinacy of
character frustrated these views. According to
his biographers he played the clavecin at seven,
and read at sight any piece of music put before
him: music indeed absorbed him to such an
extent when at the Jesuit College that he neg-
lected his classical studies, and was altogether
so refractory that his parents were requested to
remove him. Henceforth he never opened s
book, unless it were a musical treatise. He
quickly mastered the clavecin, and studied the
organ and violin with success, but there was no
master in Dijon capable of teaching him to write
mausic, and he was left to discover for himself
the laws of harmony and composition.

At the age of 17 he fell in love with a young
widow in the neighbourhood, who indirectly did
him good service, since the shame which he felt
at the bad ing of his letters drove him to write
correctly. To break off this acquaintance his
father sent him, in 1701, to Italy, where how-
ever he did not remain long, a mistake which,
in after life, he regretted. He liked Milan, and
indeed the attracti of so great a ocentre of
music must have been great; but for some un-
known reason he soon left with a theatrical
manager whom he accompanied as first violin
to Marseilles, Lyons, Nimes, Montpellier, and

1 His mother’s name was Claudine Demartinéoourt.
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other places in the south of France. How long
the tour lasted it is impossible to ascertain, as
2o letters belonging to this period are to be
fornd. From his ‘ Premier Livre de pidces de
davecin®’ (Paris, 1706) we learn that he was
then living in Paris, at a wig-maker's in the
Vieille Rue du Temple, as Haydn did at Keller's,
though without the disastrous results which fol-
lowed that connexion. Meantime he was organist
of the Jesuit convent in the Rue St. Jacques, and
of the chapel of the Pires de la Merci. No
icalars, however, of the length of his stay

i Paris are known, nor how he occupied the
interval between this first visit and his return
sbout 1717. In that year a competition took
place for the post of organist of the church of
8t. Paul, and Rameau was among the candidates.
Marchand, then at the head of the organists in
Paris, was naturally one of the examiners; and
either from fear of being outshone by one whom he
had formerly patronised, or for some other reason,
be used his whole influence in favour of Daquin,
who obtained the post. Mortified at the unjust
preference thus shown to & man in all points his
inferior, Rameau again left Paris for £oil]e, and
became for a short time organist of St. Etienne.
Thence he went to Clermont in Auvergne, where
his brother Claude? resigned the post of organist
of the cathedral in his favour. IEL this secluded
mountain town, with a harsh climate predis-
posing to indoor life, he had plenty of time for
thought and study. The defects of his education
drove him to find out everything for himself
From the works of Descartes, Mersenne, Zarlino,
aad Kircher he gained some general knowledge
o the science of sound, and taking the equal
division of the monochord as the starting-point
of his of harmony, soon conceived the
possibility of placing the theory of music on &
sound basis. Henceforth he devoted all his
energies to drawing up his ‘ Treatise on Harmony
redoced to its natural principles, and as soon
a that important work was finished he deter-
mined to go to Paris and publish it. His en-
mm with the chapter of Clermont had
er several years to run, and there was
great ition to his leaving, owing to the

fertility.

Once free he started immediately for Paris,
and brought out his ‘Traité de I'Harmonie’
(Ballard, 1723, 4to0, 432 pp.).! The work did not
at first attract much attention among French
musicians, and yet, as Fétis observes, it laid
the foundation for a philosophical science of

! Clsnde amanof lo will and cap temper,
4 a clever organist, lived successively at Dijon, Lyons, Marseilles,

Oridans, Strassburg, and Autun. His son Jean Francols, &
bat & & d is ad b;

sihed man, P y y
Diderat in his * KXeveu de Ramesu.’ He published in 1766 & poem in &
‘ Le Ramélde,’ followed in the same year-by ‘ La nouvelle
his schoolfellow Jacques Cazotte. He is
his ‘ Tablesu do Parla.’
tn.nurmgm-m Wmlulhhlﬁm'hh:‘

i
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harmony. Rameau’s style is prolix and obscure,
often calculated rather to repel than attract the
reader, and the very boldness and novelty of
his theories excited surprise and provoked criti-
cism. His discovery of the law of inversion in
chords was a stroke of genius, and led to very
important results, although in founding his

stem of harmony on the sounds of the common
chord, with the addition of thirds above or
thirds below, he put both himself and others
on a wrong track. In the application of his
principle to all the chords he found himself
comglled to give up all idea of tonality, since,
on the principles of tonality he could not make
the thirds for the discords fall on the notes
that his system required. Fétis justly accuses
him of having abandoned the tonal successions
and resolutions prescribed in the old treatises
on harmony, accompaniment, and composition,
and the rules for connecting the chords based on
the ear, for a fixed order of generation, attractive
from its apparent regularity, but with the serious
inconvenience of leaving each chord disconnected
from the rest.

Having rejected the received rules for the
succession and resolution of chords which were
contrary to his system, Rameau perceived the
necessity of formulating new ones, and drew
up a method for composing a fundamental bass
for every species of music. The principles he
laid down for forming a bass different from the
real bass of the music, and for verifying the
right use of the chords, are arbitrary, insufficient
in a large number of cases, and, as many
of the successions, contrary to the judgment of the
ear. Finally, he did not perceive that by umg
the chord of the 6—5-3 both as a fundamen
chord and an inversion he destroyed his whole
system, as in the former case it is impossible to
derive it from the third above or below.? After
more study, however, particularly on the subject
of harmonics, Rameau gave up many of his earlier
notions, and corrected some of his most essential
mistakes. The development and modification of
his ideas may be seen by consulting his works,
of which the following is a list :—‘Nouveau
systtme de musique théorique ... pour servir
d'Introduction au traité d’Harmonie’ (1726,
4t0) ; ‘Génération harmonique’ etc. (1713, 8vo) ;
¢ Démonstration du principe de 'harmonie’ (1750,
8vo) ; “ Nouvelles réflexions sur la démonstration
du principe de I'harmonie’ (17532, 8vo); *Ex-
trait d’une réponse de M. Rameau & M. Euler
sur l'identité des octaves,’ etc. (1753, 8vo)—all
published in Paris. To these specific works, all
dealing with the science of harmony, should be
added the ¢Dissertation sur les différentes mé-
thodes d'accompagnement pour le clavecin ou
pour l'orgue’ (Paris, Boivin, 1733, 4to), and
some articles which appeared in the ‘Mercure
de France,” and in the * Mémoires de Trévoux.’

The mere titles of these works are a imof of
the research and invention which Rameau brought
to bear on the theory of music; but what was

3 Pétis has explained, detailed, and refuted Rameau’s system in his
‘ M%Mnaom'wmmmwwm

of Music, the Principl
London, no data, 8vo, 180 pp.

writer, and to which he refers his readers.
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moot!emnhbleinhile::uh tluthemoooede:
in lines which are y opposed to eac
other, and’ '.lm'mghc;sue:l life ocoupied the first
rank not only as & theorist, but as a player and
com Just when his ‘Traité de I'Har
monie’ was ing to attract attention he
arranged to e music for the little pieces
which his fellow-countryman, Alexis Piron, was
writing for the Théatre de la Foire, and ac-
cordingly, on Feb. 3, 1723, they produced ‘L’En-
driague,’ in 3 acts, with dances, divertissements,
and airs, as stated in the title. In Jan.
1724 he obtained the privilege of publishing
his cantatas, .ndoth“ﬁol:: ‘xs‘lgzomznzl. :z;:'
tions, amongst others hi i e clave

m une Méthode pour la mécanique des doigts,’
etc., republished as ‘Pidces de Clavecin, avec
une table pour les agréments’? (Paris, 1731 and
1736, oblong folio).

As the favourite musio-master among ladies
of rank, and organist of the church of Ste. Croix
de 1a Bretonnerie, Rameau’s position and pro-

now warranted his taking a wife, and on

'eb. 25, 1726, he was united to Marie Louise
Mangot, & good musician with a pretty voice.
The disparity of their ages was considerable, the
bride being only 18, but her loving and gentle

isposition made the marriage a very happy one.

fow days later, on Feb. 29, Rameau pro-
duced at the Théatre de la Foire a 1-act piece
called L’Enrélement d'A.r:zgluin,' followed in
the autumn by ‘Le faux Prodigue,’ 2 acts, both
written by Piron. Such emall comic pieces as
these were obviously composed, by a man of his
age and attainments (he was now 43), solely with
the view of gaining access to a stage of higher
rank, but there was no hope of admission to
the theatre of the Académie without a good
libretto, and this it was as difficult for a be-
ginner to obtain then as it is now. There is &
remarkable letter still extant from Rameau to
Houdar de Lamotte, dated Oct. 1727, asking
him for & lyric tragedy, and ing him that
he was no movice, but one who mastered
the ‘art of concealing his art.” The blind poet
refused his request, but aid came from another
quarter. La Popelinitre, the fermier général,
musician, poet, and artist, whose houses in Paris
and at Passy were frequented by the most
celebrated artists French and foreign, had choeen
Rameau as his clavecinist and conductor of the
music at his fétes, and before long placed at his
d.issoul the organ in his chapel, his orchestra,
and his theatre. He did more, for through his
influence Rameau obtained from Voltaire the
lyric tragedy of ‘Samson,” which he promptly
set to music, though the performance was pro-
hibited on the eve of its representation at the
Académie—an exceptional stroke of ill-fortune.
At last the Abbé Pellegrin agreed to furnish
him with an o in 5 acts, ‘Hippolyte et
Aricle,’ founded on Racine's ‘Phedre’ He
compelled Ramean to sign a bill for 500 livres
as securipy in case the opera failed, but showed
! Both Fétis snd Pougin have fallen Into the mistakie of consldering
this a separate work,
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more sagacity and more heart than might have
been expected from one e

1 dinait de 'autel et soupait du thédtre,

matin catholique et le soir idol&trc 2—
for he was so delighted with the music on its
first performance at La Popelinitre’s, that he
tore up the bill at the end of the first act. The
world in general was less enthusiastic, and after
having overcome the ill-will or stupidity of the
performers, Rameau had toencounter the astonish-
ment of the crowd, the prejudices of routine, and
the jealousy of his brother artists. Campra alone
recognised his genius, and it is to his honour
that when questioned by the Prince de Conti on
the subject, he replied, ¢ There is stuff enough in
Hippolyte et Aricie for ten operas; this man
will eclipse us all.’

The opera was produced at the Académie
on Oct. 1, 1733. Rameau was then turned 50
years of age, and the outery with which his
work was greeted suggested to him that he had
possibly mistaken his career ; for a time he con-
templated retiring from the theatre, but was
reassured by seeing his hearers gradually accus-
toming themselves to the novelties which at first
shocked them. Thesuccess of ‘Les Indes galantes’
(Aug. 23, 1735), of * Castor et Pollux,’ his master-
piece (Oct. 24, 1737), and of ¢ Les Fétes i Hébé'
(May a1, 1739), however, neither disarmed his
critics, nor prevented Rousseau from making him.
self the mouthpiece of those who cried up Lully at
the expense of the new composer. But Ramean
was too well aware of the cost of success to be
hurt by epigrams, especially when he found that
he could count both on the applause of the
multitude, and the genuine appreciation of the
more enlightened.

His industry was immense, as the following
list of his operas and.ballets produced at the
Académie in 30 years will show :—

acts and prologue]  Platée, 3 acts and prologue (Feb.
(lov. 19, 1730). 4, 149).
Les Fétes de Polymnle, 3 scts| Nals, 3 acts and prologue (April
and prologue (Oct. 12, 1745). 22, 1749).
Le Temple de la Gloire, Féte,| Zoroastrs, 5 acts (Dec. 5, 1749).

in 8 acts and prologus (Dec. 7,| La Guirlande, ou les Fleurs en-
1745). chanides, 1 act (Sept. 21. 1751).
Zals, ¢ acts and Acanthe ot Céphise, 3 acts (Nov.
2, 1748). 18, 1761).
Pygmalion, 1 act (Aug. 27, 1748). | Les Surprises ds I'Amour, S acts

Les Fétes de I'Hymen et de|(May 81, 1757).
I'Amour, Sactsand prologue(Nov.| Les Paladins, 3 acts (Feb. I2,
6, 1748). 17%0).

Besides these, Rameau found time to write di-
vertissements for ‘Les Courses de Tempé,’ a
Pastoral (Théatre Fran¢ais, Aug. 1734), and ¢ La
Rose’ (Théatre de la Foire, March, 1744), both
by Piron. From 1740 to 1745 the director of the
Opéra gave him nv employment, and in this
interval he published his ‘ Nouvelles Suites de
Pidces de clavecin’ and his ‘ Pidces de clavecin en
concerts avec un viplon ou une fitite’ (1741), re-
markable compositions which have been reprinted
lﬁ Mme. Farrenc (‘ Le Trésor des Pianistes’) and

. Poisot. He also accepted the of conductor
of the Opéra-Comique, of which Monnet® was

2 Who ined st the altar and supped at the theatre; Oatholic in

the morning, and Idolater at night.
3 Bee Monnet's * ’ 51. This fact




manager, probably in the hope of attracting
pablic attention, and forcing the management of
the Académie to alter their treatment of him.
Finally he composed for the Court ‘Lysis et
Dédlie,” * Daphnis et Eglé,’ ‘ Les Sybarites’ (Oct.
sod Nov. 1753); ‘La Naissance d'Osiris,’ and
‘Auacréon ’ (Oct. 1754), all given at Fontaine-
blean. e years previously, on the occasion
of the marriage of the Dauphin with the Infanta,
be had composed ‘La Princesse de Navarre’
to a libretto of Voltaire’s (3 acts and vprologue,
rfwmd with great splendour at Versailles,

'eb. 23, 1745). This was the most successful
of all his opéras de circonstance, and the authors
sdapted from it ‘Les Fétes de Ramire’ a 1-act
opera-ballet, also performed at Versailles (Dec.
21, 1745).

In estimating Rameau’s merits we cannot in
justice compare him with the great Italian and
German masters of the day, whose names and
works were then equilly unknown in France;
we must measure him with contemporary French
composers for the stage. These writers had
o ides of art beyond attempting a servile copy:
of Lully, with overtures, recitatives, vocal pieces,
snd ballet airs, all cast in one stereot; form.,
Rameau made use of such & variety of means as
»ot only attracted the attention of his hearers, but
retained it. For the placid and monotonous har-
monies of the day, the trite modulation, insignifi-
cant accompaniments, and stereot; ritornelles,
be substituted new forms, varied and piquant
rhythms, ingenious harmonies, bold modulations,
sad a richer and more effective orchestration. He
even ventured on enharmonic changes, and instead
of the time'honoured accompaniments with the
strings in § and flutes and oboes in 3,and
with ¢uttis in which the wind simply doubled the
strings, he gave each instrument a distinct
of its own, and thus imparted life and colour to
the whole. Without interrupting the other
instruments, he introdueelzll il‘llterestin%o::d u!:l
expected passages on the flutes, o , an
bassoons, and thus opened a path which has
been followed up with ever-increasing success.
He also gave importance to the orch i
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which defy the caprices of fashion, and will
command the t of true artists for all time.

Baut if his music was 8o good, how is it that it
never attained the same popularity as that of
Lully? In the first place, he took the wrong line
on a most important point ; and in thesecond, he
was leas favoured by circumstances than his
predeceesor. It was his dootrine, that for a
musician of genius all subjects are equally good,
and hence he contented himself with uninteresting
fables written in wretched style, instead of taki;
pains, as Lully did, to secure pieces construs
with skill and well versified. He used to say
that he could set the ‘Gazette de Hollande’ to
music. Thus he his own fame, for a
French audience will not listen even to good music
unlees it is founded on an interesting drama. His
ballet-musio, too, often only serves to retard the
action of the piece and destroy its dramatic
interest.

Much as Ramean would have gained by the
cooperation of another Quinault, instead of having
to employ Cahusac, there was another reason for
the ter popularity of Lully. Under Louis
XIV. the king’s patronage was quite sufficient
to ensure the success of an artist; but after
the t'hcy, lmlder Louis XV.;‘;:(-her hallllthoritiel
asser emselves, ially the ¢ philosophes.’
Rameau had first tm::ber tlre vehsment.
opposition of the Lullists; this he had suc-
ceeded in overcoming, when a company of
Italian singers arrived in Paris, and at once
obtained :he attention of the %l:blic, and the
support of a powerful . e partisans of
French muligm rallied mﬁ Rameau, and the
two factions carried on what is known as the
* Guerre des Bouffons,” but when the struggle
was over, Rameau perceived that his victory was
only an ephemeral one, and that his works would
not maintain their position in the répertoire of
the Académie beyongo:l few years, With a frank-
nees very touching in a man of his gifts, he said
one evening to the Abbé Arnaud, who had lately
arrived in Paris, ¢ If 1 were 20 years younger
1 would go to Italy, and take Pergolesi for my
model, abandon something of my harmony, and

introducing his operas with a well-constructed
overture, instead of the meagre introduction of
the period, in which the same phrases were re-
peated ad nawseam. Nor did he neglect the
chorus; he developed it, added greatly to its musi-
cal interest, and introduced the syllabic style with
coasiderable effect. Lastly, his ballet-music
was 80 new in its rhythms, and so fresh and
pleasing in melody, that it was at once adopted
and copied in the theatres of Italy and Germany.
We have said enough to prove that Rameau
was a composer of real invention and originality.
His declamation was not always so just as that

of Lully;; his airs have not the same
and are occasionally marred by eccentricity and
barshness, and disfigured by roulades in doubtful
taste; but when inspired by his subject Rameau
found appropriate expression for all sentiments,
whether simple or g:theﬁc, passionate, dramatic,
ic, His operas contain beauties

i

devote myself to attaining truth of declamation,
which should be the sole guide of musicians.
But after sixty one cannot change; experienco
points plainly enough the best course, but the
mind refuses to obey.’ No critic could have
stated the truth more plainly. Not having
heard Italian music in his youth, Rameau never
attained to the skill in writing for the voice that
he might have done; and he is in consequence
only the first French musician of his time, in-
stead of taking his rank among the great com-
of Euro, fame, But for this, he might
ve effected that revolution in dramatic music
which Gluck accomplished some years later.
But even as it was, his life’s work is one of which
any man might have been proud ; and in old age
he enjoyed privileges accorded omly to talent
of the first rank. The directors of the Opéra
decreed him a pension; his atpe.nnoe in his
box was the signal for a general burst of applause,
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and at the last performance of ‘Dardanus’
(Nov. 9, 1760) he received a perfect ovation
from tge sudience. At Dijon the Académie
elected him & member in 1701, and the autho-
rities exempted himself and his family for ever
from the municipal taxes. The king had named
him composer of his chamber music in 1745;
his patent of nobility was registered, and be
was on the point of receiving the order of St.
Michel, when, already suffering from the in-
firmities of age, he took typhoid fever, and
died Sept. 12, 1764. All ce mourned for
him ; Paris gave him a magnificent funeral, and
in many other towns funeral services were held
in his honour. Such marks of esteem are ac-
corded only to the monarchs of art.

Having spoken of Rumeau as a theorist and
composer, we will now say & word about him as
a man. If we are to believe Grimm and Diderot,
he was hard, churlish, and cruel, avaricious
to a degree, and the most ferocious of egotists.
The evidence of these writers is however sus-
picious ; both disliked French music, and Diderot,
as the friend and collaborateur of d'Alembert,
would naturally be opposed to the man who
had had the audacity to declare war against the
Encyclopedists! It is right to say that, though
he & vigorous and scathing portrait of the
composer, he did not publish it.> As to the
charge of avarice, Rameau may have been
fond of money, but he supported his sister
Catherine?® during an illness of many years, and
assisted more than one of his brother artists—
such as Dauvergne, and the organist Balbatre.
He was a vehement controversialist, and those
whom he had offended would naturally say hard
things of him. He was scrupulous in the use of
his time, and detested interruptions; at the
rehearsals of his operas he would sit by himself in
the middle of the pit, and allow no one to speak
to him ; in the street he would walk straight on,
and if a friend stopped him, he seemed to awake
a8 if from a trance. Tall, and thin almost to
emaciation, his sharply-marked features indicated

t strength of character, while his eyes burned
with the fire of genius. There was & decided
resemblance between him and Voltaire, and

inters have often placed their lik side
y side. Amongst the best portraits of Rameau
may be specified those of Benolst (after Restout),
Caflieri, Masquelier, and Carmontelle (full length).
In the fine oil-painting by Chardin in the Museum
of Dijon, he is represented seated, with his
fingers on the strings of his violin, the instru-
ment he generally used in composing. The bust

1 Rameau was asked to correct the articles on music for the Ency-
clopédle, but the Ms8. were not submi to him. He publ in
consequence: ‘ Erreurs sur la musique dans I'Encyclopédie’ (1735) ;
‘Bulte des Erreurs etc.' (1756); ‘Réponse de M. Rameau A MM. les

éditeurs de 1 P sur leur * (1767); * Lettre de
M. d’Alemb R le corps sonore, svec la
réponse de M. R: d, but 1y 1759)—all printed In

3 We refer to Diderot’s violent satire on the morals and philosophic
tendencies of the 15th century, entitled ‘ Le Neveu de Rameau.” 1t is
curfous fact that this brilliantly ';rllun dialogue was only known

fon of

s i Goethe's version. The
first French edition, by Saur, appeared in Paris only in 1831.
l‘l;zA good player on the clavecin ; she lived in Dijon, and died there
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which stood in the foyer of the Opéra was de-
stroyed when the theatre was burnt down in
1781 ; that in the library of the Conservatoire is
by Destreez (1863). A bronze statue by Guil-
laume was erected at Dijon in 1880. The fine
medal of him given to the winners of the grand
priz de Rome was engraved by Gatteaux.

There are many biographies of Rameau ; the
most valuable are, among the older, Chabanon’s
«Eloge’ (1764); Maret's ‘Eloge historique’
(1766) ; and the very curious details contained
in De Croix’s ‘L’Ami des Arts’ (1776); among
the more modern, the notices of Adolphe Adam,
Fétis, Poisot (1864), and Pougin (1876).

Rameau had one son and two daughters, none
of them musicians. He left in MS. 4 cantatas,
3 motets with chorus, and fragments of an opers
*Roland,’ all which are now in the Bibliothdque
Nationale in the Rue Richelien. None of hi
organ pieces have survived; and some cantatas
mentioned by the earlier biographers, besides
two lyric tragedies ¢ Abaris’ and * Linus,’ and a
comic opera, ‘ Le Procureur dupé,’ are lost ; but
they would have added nothing to his fame.

Some of his harpsichord pieces have been pub-
lished in the ¢ Trésor des Pianistes’; in the ‘Alte
Klaviermusik * of Pauer (Ser. 2, pt. 5) and of
Roitach ; also in Pauer’s ‘ Alte Meister,’ and in
the * Perles Musicales’ (51, 53). {(G.C.]

RAMM, FRIEDRICH, eminent oboe-player, born
Nov. 18, 1744, in Mannheim. He was a member
of the Elector’s celebrated band under Cannabich,
first in Mannheim, and then in Munich, whither
the court removed, and where he celebrated his
fiftieth year of service in 1808, His tone was
particularly pure and true, with great roundness,
softness, and power in the lower notes; and he was
also a master of the legato style. ‘Ramm isa
downright good fellow,’ writes Mozart, ¢ amusing
and honourable too; he plays finely, with a pretty
delicate tone.” Mozart sent him the oboe-concerto
(Kochel, 293) composed for Ferlendi (which be-
came his cheval de bataille), and when in Paris
composed & symphonie concertante for Wendling,
Ramm, Punto, and Ritter, to be’'played at the
Concerts Spirituels. It was however never per-
formed, and all trace of it is lost (Jahn, i. 476).

Ramm played in London at the Professional
Concerts in 1784. In Vienna he gave a concert at
the Kirnthnerthor Theatre in 1787, and played
three times at the concerts of the Tonkiinstler-
Societdt between the years 1776 and 81.

He was in Vienna again, after April 1797, and
assisted to accompany Beethoven at a perform-
ance of his PF. Quintet, op. 16. At one of the

uses of the Finale Beethoven went off into &
ong improvisation, and it was, says Ries,! most
amusing to see the players putting up their in-
struments to their lips as they thought that
Beethoven was approaching the reprise of the
themne, and as regularly putting them down in
disappointment as he modulated off in another
direction. Ramm was especislly annoyed. [C.F.P.]

4 Blogr. Nottzen, p. 80. The ing of this anccdote—Am ném-

lichen Abend—on the same evening—would seem to show that Ries's
are ot printed in the order in which he wrote them.,
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RAMSEY, RoBERT, organist of Trinity Col-
lege, Cambridge, from 1628 to 1644 inclusive,
snd ¢ Magister Choristarum’ from 1637 to 1644
imclusive ; but whether before or after those dates
is not certain in either case. He took the degree
of Mus. Bac. at Cambridge about 1639. A Morn-
ing and Evening Service in F by him 18 contained
in the Tudway Collection (Harl. MS. 7340) and
in the Ely Library, where, and at Peterhouse Col-
lege, Cambridge, there are also two anthems of
bis. Add. MS. 11,608 in the British Museum
alao contains a dialogue between Saul, the witch,
and Samuel—*In guiltie night.” Tudway mis-
calls him John. [G.]

RANDALL, JoB~, Mus. Doc., born 1715, was
a chorister of the Chapel Royal under ard
Gates. He was one of the boys who shared in
the representation of Handel’s * Esther’ at Gates'’s
bouse, Feb. 23, 1733, he himself taking the part
of Esther. He graduated as Mus, Bac. at Cam-
bridge in 1744, his exercise being an anthem.
About 1745 he was appointed organist of King's
College, and on the death of Dr. Greene in 1755
was elected Professor of Music at Cambridge.
In 1756 he proceeded Mus. Doc. He composed
the music for Gray’s Ode for the Installation of the
Duke of Grafton as Chancellor of the University
in 1768, and some church music. He died March
18, 1799. His name is preserved in England by
his two Double Chantas, (W.H.H.]

RANDALL, RICHARD, a tenor singer, born
Sept. 1, 1736, whose life is sufficiently described
in the inscription to his portrait, published May
1812 :—* This celebrated tenor singer so remark-
able for his great strength of voice and unrivalled
comic humour was born Sep®r 1%t 1736 and edu-
cated under M* Bernd Gates in the Chapel Royal
where he was early noticed and became a great
favourite of his late Majesty George the second,
by whose command he sung many Solo Anthems,
be is the only remaining chorister who sung with
M. Handel in his Oratorios, and whose composi-
ticns he still performs with most wonderfull effect
st the age of 76.’

Randall died April 15, 1838, aged 92. In his
last days he was an object of much curiosity as
having known Handel, regarding whom he told
several anecdotes. G.

RANDALL, WILLIAM, an emirent publisher
of music. [See WaLsH, JoBN.]

RANDALL. The name of Randall is attached
to an anthem for 6 voicesin the British Museum,
Add. MS. 17,792, probably dating from the be-
ginning of the 18th century. [G.]

RANDEGGER, ALBERTO, composer, con-
ductor, and singing-master, was born at Trieste,
April 13, 1832. He began the study of music at
the age of 13, under Lafont for the PF., and
L. Ricci for composition, soon began to write, and
by the year 1852 was known as the composer of
several maseses and smaller pieces of Church music,
and of two ballets—‘La Fidanzata di Castella-
mare’ and * La Spesa d’ Appenzello,” both produced
at the Teatro grande of Ku native town. In the
latter year he joined three other of Ricci’s pupils
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in the composition of a buffo opera to a libretto
by Gaetano Rossi, entitled ¢ I1 ﬁzmmne,‘ which
had much success, first at the Teatro Maurona at
Trieste, and then elsewhere. The next two years
were occupied as musical director of theatres at
Fiume, Zera, Sinigaglia, Brescia, and Venice. In
the winter of 1854 he brought out a tragic opera in
4 acts called * Biarica Capello® at the chief theatre
of Brescia. At this time Signor Randegger was
induced to come to London. He gradually took
a high position there, and has become widely
known as a teacher of singing, conductor, and com-
poser, and an enthusiastic lover of good music of
whatever school or country. He has resided in
England ever since, and is one of the most
prominent musical figures in the metropolis. In
1864 he produced at the Theatre Royal, Leeds,
‘ The Rival Beauties,’ a comic operetta in 2 acts,
which has had much success in London and
many other places. In 1868 he became Pro-
fessor of Singing at the Royal Academy of
Mousic, and has since been made a director of
that institution and a member of the Committee
of Management. In the autumn of 1857 he con-
ducted a series of Italian operas at St. James's
Theatre, and in 1879-80 the Carl Rosa company
at Her Majesty’s Theatre. He has recently been
appointed conductor of the Norwich Festival
vice Sir Julius Benedict resigned.

Mr. Randegger's published works are numerous
and important. They comprige a large dramatic
cantata (words by Mad. Rudersdorff), entitled
* Fridolin,’ composed for the Birmingham Festi-
val, and produced there with great success, Aug.
28, 1873 (Chappell) ; two soprano scenas—
¢ Medea,’ sunfmby Mad. Rudersdorff at the
Gewandhaus, Leipzig, in 1869, and ¢ Saffo,’ sung
by Mad. Lemmens at the British Orchestral
Society, March 31, 1875 ; the 150th Psalm, for
soprano solo, chorus, orchestra and o for the
Boston Festival, 1872; Funeral Anthem for the
death of the Prince Consort, twice performed in
London; and a large number of songs and con-
certed vocal music for voice and orchestra or
PF. He is also the author of the Primer of
Singing, in Dr. Stainer’s series (Novello). Asa
teacher of singing Mr. Randegger has a large
number of pupils now before the English public
as popular singers. (G.]

RANDHARTINGER, Be~NEDIOT, an Aus-
trian musician, memorable for his connexion
with Schubert. He was born at Ruprechtshofen,
in Lower Austria, July 27, 1802; at 10 years
old came to the Konvict school at Vienna, and
was then a pupil of Salieri's. He afterwards
studied for the law, and for ten years was
Secretary to Count Széchényi, an official about
the Court. But he forsook this line of life for
music; in 1832 entered the Court Chapel as a
tenor singer: in 1844 became Vice-Court-Capell-
meister, and in 1862, after Assmayer's death,
entered on the full enjoyment of ‘iat dignity.
His compositions are more than 600 in number,
compriging an opera, * Konig Enzio’; 20 masses ;
6o motets; symphonies; quartets, etc. ; 400 songs,
76 4-part songs, ete. Of all these, 124, chiefly songs,
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are published ; alsoa vol. of Greek national songs,
and a vol. of Greek liturgies. His acquaintance
with Schubert probably began at the Konvict, and
at Salieri’s ; though as he was Schubert’s junior
by five years, they can have been there together
only for a short time ; but there are many slight
traces of the existence of a close friendship
between them. He was present, for example,
at the first trial of the D minor String Quartet
Jan. 29, 1826), and he was one of the very few
lends—if not the only one—who visited Schu-
bert in the terrible loneliness of his last illness.
But for Randhartinger it is almost certain that
Schubert’s ¢ Schone Miillerin’ would never have
existed. He was called out of his room while
Schubert was paying him a visit, and on his
return found that his friend had disa
with a volume of W. Milller’s which he
had accidentally looked into while waiting, and
had been so much interested in as to eanzogﬂl
On his going the next day to reclaim the book,
8chubert presented him with some of the now
well-known songs, which he had composed during
the night. This wasin 1823. Itissurely enough
to entitle Randharti tos tual memory.
He had a brother JosEP, of whom nothing is
known beyond this—that he was probably one of
the immediate entourage of Beethoven's coffin at
the funeral. He, Lachner, and Schubert are said
to have gone together as torch-bearers (Kreissle
von Hellborn's  Schubert,’ p. 266). T [G]
RANELAGH HOUSE AND GARDENS
were situated on the bank of the Thames, east-
ward of Chelsea Hospital. They were erected
and laid out about 1690 by Richard Jones, Vis-
count (afterwards Earl of) g.melagh, who resided
there until his death in 1712. In 1733 the pro-
perty was sold in lots, and eventually the house
and part of the gardens came into the hands of
a number of persons who converted them into a
place of public entertainment. In 1741 they com-
menced the erection of a spacious Rotunda (185
feet external, and 150 feet internal diameter),
with four entrances through porticos. Surround-
ing it was an arcade, and over that a covered
ery, above which were the windows, 6o in
number. In the centre of the interior and sup-
porting the roof was a square erection containing
the orchestra, as well as fireplaces of peculiar
construction for warming the building in winter.
Forty-seven boxes, each to contain eight persons,
were placed round the building, and in these the
company partook of tea and coffee. In the garden
was & Chinese building, and a canal upon which
the visitors were rowed about in boats. Ranelagh
was opened with a public breakfast, April 5, 1743,
The admission was 2s. including breakfast. On
May 24 following it was opened for eveni:
conoerts ; Beard was the principal singer, Festing
the leader, and the choruses were chiefly from
oratorios. Twice a week ridottos were given,
the tickets for which were £1 18, each, including
:.Jlﬂ)er. Masquerades were shortly afterwards in-
uced, and the place soon became the favourite
regort of the world of fashion. Ranelagh was
afterwards opened about the end of February for
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breakfasts, and on Easter Monday for the evening
entertainments. On April 10, 1746, & new argan
by Byfield was opened at a public morning re-
hearsal of the music for the season, and Parry,
the celebrated Welsh harper, appeared. In 1749,
in honour of the Peace of Aix-la-Chapelle, an en-
tertainment called ‘A Jubilee Masquerade in
the Venetian manner,’ was given, of which Horace
Walpole, in a letter to Sir Horace Mann, dated .
a(sy 3, 1749, gave the following lively descrip-

on :—

¢It had nothing Venetian about it, but was by far the
mm,in s f;ir.;d nlo.a;u- i it.‘ "I?bzli
at three o'clock, and about five,

le of fashion
togo. When you entered you found the whole en
filled with masks and with tents, which remained
all night very commodely. Inonec*urtermll‘{-
) with gar! and people dancing round it
a tabor and pipe and rustic m\ui&:ll musued,u
were all the various bands of music that were disposed
different of th en, some like huntsmen
and a troop of

(]
with h- ﬁd povss
H:rl auing horg:‘rl.om;hm:. thonl‘i.t'tlo open temple
on the mount. On the canal was a sort of gomdola
adorned with ﬂ.ﬂ and ltrumem.nd filled with music,
rowing about. All round the outeide of the amphitheatre
were s r,ﬁlhd with Dresden china, Japan, e& and
all the shopkeepers in mask. The amphitheatré was
illuminated; and in_the middle was a ciroular bower,
com of all kinds of firs in tubs from twenty o
thirty feet high; under them orange trees with amall
lamps in each orange, and below them all sorts of the
finest auriculas in pots; and festoons of natural flowers
from tree to tree. Between the arches, too,
were and smaller ones in the balconies ve.
There were booths for tea and wine, gaming-tables and
, and about two thousand persons. In short it
Pl me more than anything I ever saw. It is to be
e ek & aubecEipiion mssyuerade, aad pecpie wil
;o in their rich hbi&.' &
This proved so attractive that it was repeated
several times in that and succeeding years, until
the suppression of such entertainments after the
earthquake at Lisbon in 1755. In1751 morning
concerts were given twice a week, Signora Fras
and Beard being the singers. At that date it had
lost none of its ! *You cannot conceive,” says
Mrs. Ellison, in Fielding’s ‘ Amelia,’ ‘ what & sweet
elegant delicious place it is. Paradise itself can
hardly be equal to it.” In 1754 an entertain-
ment of singing, recitation, etc. was given under
the name of *Comus's Court, which was
successful. In 1755 a pastoral, the words from
Shakspere, the music by Arne, was produced ;
Beard and Miss Young were the singers; Han-
del’s * L’ Allegro ed Il Pensieroso’ was introduoed
on Beard's benefit night, and Stanley was the
organist. In 1759 Bonnell Thornton's burlesque
Ode on 8t.Cecilia's day was performed with great
success. In 1762 Tenducci was the principal male
ginger. In 1764 a new orchestra was erected in
one of the porticos of the Rotunda, the original
one being found inconvenient from its height.
On June 329, 1764, Mozart, then eight years old,
performed on the harpsichord and organ several
pieces of his own composition for the benefit of
charity. In 1770 Burney was the organist. Fire-
works were occasionally exhibited, when the price
of admission was raised to 58. In 1777 the ion-
able world played one of its , unreasoning
freaks at Ranelagh. Walpole wrote on June 18 :—
¢ It is the fashion now to go to Ranelagh two hours
after it is over. You may not believe this, but it
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is Bteral. The music ends at ten, the company
goat twelve.” This practice caused the concert
ts be commenced at a later hour than before. In
1790 a representation of Mount Ztna in eruption,
with the Cyclon at work in the centre of the
mountain, and the lava pouring down its side, was
ezhibited. The mountain was 8o feet . In
1733 the Chevalier d’Eon fenced in public with
) professor, and about the same time re-
gattas on the Thames in connection with the place
were established. In 1803 the Installation Ball
of the Knights of the Bath was given at Rane-
» magnificent entertainment by the
Spanish Ambassador. These were the last occur-
rences of any importance; the fortunes of the place
had long been languishing, and it opened for the
last time July 8, 1803. On Sept. 30, 1805, the

mbm gave directions for taking down the
and rotunda; the furniture was soon after
wld by auction, and the buildings removed. The
organ was placed in Tetbury Church, Gloucester-
shire. No traces of Ranelagh remain : the site now
forms part of Chelsea Hospital garden. (W.H.H.]
RANK. A rank of organ-pipes is one com-
series or set, of the same quality of tone

snd kind of construction from the largest to the
smallest, controlled by one draw-stop, acting on
one slider, If the combined movement of draw-

stop and slider admits air to two or more such
series of pipes, an organ-stop is said to be of two
or more

ranks, as the case may be. Occasionally
and fifteenth, or ﬁgeent.h and twenty-
thus united, forming a stop of two
as a rule, only those stops whose
reinforcements of some of the higher
ials of the ground-tone are made to
several ranks, such as the Sesquialtera,
Furniture, etc. These stops have
from mtl:oeif“ ranks each, mnfotr:
ing ( ing to special disposition) the
ground-tone the addition of its 17th, 19th,
a3nd, 24th, 26th, 39th,—that is, of its 3rd, sth,
snd 8th in the third and fourth octave above.
[See 828QUIALTERA.] [9.8.]
RANSFORD, Epwix, baritone vocalist, song-

i

il
5

H

writer, and com , born March 13, 1805, at
Boarton-on-the-Water, Gloucestershire, died in

Loodon July 11, 1876. He first appeared on the
lhgeum'nt;"in theopex: chorus at the
King’s Theatre, Haymarket, and was a

in tg;tu lof ]({)oveat Garden Theutr:i‘
During Mr. es Kemble’s management
that theatre he made his first appearance as Don
Cumsar in “ The Castle of Andalusia,’ on May 27,
1839, and was soon afterwards by Mr.
English Opers House (now the
Lyceam). In the autumn of 1829, and in 1830,
be was at Covent Garden. In 1831 he played
leading characters under Elliston at the Surrey
Theatre, and became a general favourite, In 1832
be was with Joe Grimaldi at Sadler’s Weli-.
r?.ﬂlg'l'om Truck, in Campbell’s nautical drama
*The Battle of Trafalgar,’ in which he made a
great hit with Neukomm's song of ‘ The Sea.” At
this theatre he sustained the part of C#ptain
Cannonade in Barnett’s opera ‘The Pet of the
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Petticoats” Hp afterwards fulfilled important
engagements at Drury Lane, the Lyceum, and
Covent Garden. At Covent Garden he played
the of Venioe in ¢ Othello,” March 25, 1833,
when und Kean last appeared on the stage,
and Sir H, in ‘The School for Scandal’ on
Charles Kemble's last appearance as Charles
Surface. His final theatrical engagement was
with Macready at Covent Garden in 1837-38.
He wrote the words of many songs, his best bemq
Erhapc ‘In the days when we went gipeying.

later years his entertainments, ‘ Gipsy E’fe,’
*Tales of the Sea,’ and ‘Songs of Dibdin,’ eto.,
became deservedly popular. As a genial don
camarade he was universally liked. [W.H.]

RANZ DES VACHES, (Kuhreiken, Kuhrei-
gen; Appenzell patois Chizereiha), a strain of an
irregular description, which in some of
Switzerland is sung or blown on the Alpine horn
in June, to call the cattle from the valleys to the
higher pastures. Several derivations have been
suggested for the words ranz and reiken or reigen.
Ranz has been translated by the English  rant,’
and the French ‘rondeau,’ and has been derived
from the Keltic root ‘renk’ or ‘rank,’ which
may also be the derivation of reihen, in which
case both words would mean the * proceesion, or
march, of the cows.’ Stalder (‘ Schweizerisches
Idiotikon’) thinks that reihen means ‘to reach,’
or ‘fetch,’” while other authorities say that the
word is the same a8 reigen (a dance accompanied
by singing), and derive ranz from the Swiss patois
¢ranner,’ to rejoice.

The Ranz des Vaches are very numerous, and
differ both in music and words in the different
cantons. They are extremely irregular in char-
acter, full of long cadences and abrupt changes
of tempo. It is a curious fact that they are
seldom strictly in tune, more particularly when
played on the Alpine horn, an instrument in
which, like the BAGPIPE, the note represented
by F is really an extra note between I'Pu:d Fg.

is note is very characteristic of the Ranz des
Vaches; like the following being re-
peated and varied almost ad infinitum.

—~ —~
3
- e A 1

.~ 1 )

Though of little musical value, a fictitious
interest has been long attached to the Ranz
des Vaches owing to the surroundings in which
they are generally heard. Sung to s piano-
forte accompaniment in a concert-room, th
would sound little better than a string of semi-
barbarous cadences, but heard at dawn or at

sunset in some remote Alpine valley, and sung
with the -ermge tions of falsetto and chest-
voice softened by distance, they possess a peculiar

1 There 13 a curious analogy betwesn the above and the following
strain, which is sung with infinite variations in the agriculturs! dis-
tricts near London to frighten away the birds from the seed. In both
passages the ¥ is more nearly F§-
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and undeniable charm. The mast celebrated of
them is that of Appenzell, a copy of which is said
to have been sent to our Queen Anne, with whom
it was a great favourite. The first work in which it
was printed is Georg Rhaw’s ‘ Bicinia ' (Witten-
berg, 1545). Itisalsoto be found in a dissertation
on Nostalgia in Zwinger's ¢ Fasciculus Disserta-
tionum Medicarum’ (Basle, 1710). Rousseau
printed a version in his ¢ Dictionnaire de Musique,’
which Laborde for 4 voices in his ¢ Essai
sur la Musique.’ It was used by Grétry in his
Overture to ‘Guillaume Tell,’ and by Adam in
his ‘ Methode de Piano du Conservatoire.’! It
has been also by Webbe, Weigl, Rossini

(‘Guillaume Tell ‘) and Meyerbeer. The following
example is sung in the Alps of Gruydre in the
Canton of Friburg:—

L1é zarmallli  det Co - lom - bet - té

.| 1 T ¢

bonms - tin 86 san 16 - - ha

RASOUMOWSKY.

under Mittag, Thalberg’s teacher. But the violin
was the instrument of his choice, and he suc-
ceeded in studying it under Jansa, who induced
him to go to Londoa in 1850. Here he made no
recorded appesrance. On his return to Vienna
he was so far provided for by the liberality of the
same lady, that he became a pupil of the Conser-
vatoire under Hellmesberger from 1851 to 1854.
He then put himself under Bshm, and shortly
began to travel, and to be spoken of as & promis-
ing player. The first real step in his career was
conducting & concert of Joachim’s at Rotterdam
in 1866. At the end of that gear he went to
Liibeck as Capellmeister, in 1867 to Stettin in
the same capacity, and in 1869 to the Landes-
theater at Prague. During this time he was
working hard at the violin, and also studying com:
position with Sechter and Hiller. From 1870 to
77 he was a colleague of Joachim's at the Hoch-
schule at Berlin—where he proved himself s
first-rate teacher—and & member of his Quartet
party. In 1876 he was made Royal Professor,
and soon after received a call to a Concertmeister-
ship at Dresden. This however his love for
Joachim and for Berlin, where he had advanced
sufficiently to lead the Quartets alternately with

—>- | his chief, induced him for a long time to hesitate

to pt, notwithstanding tke very high terms

Vi-en-dé to - té, Blisntr' et nal -ré,

" Rodr'et mot-al - 16, Dr Jouvenet o - tro, Dé-zo on tacbhno

Q)

1 1T

Liaubal por arl - a!3

[(WBS]

RAPPOLDI, Epuarp, born at Vienna, Feb.
31, 1839. He was placed by his father at an
early age under Doleschall, and made his first
appearance in his 7th year as violinist, pianist,
and composer. His talent for the pianoforte was so
great as to induce the Countess Banffy to put him

1 Other examples and descriptions will be found in the following
works:—Cappeller's * Pilati Montis Historta* (1757) ; Btolberg’s ' Relss
in Deutschland, der Bchwv.lx .’e:.' (LM); Ebel's ‘Schilderung der

der (1708); von Wagner's ‘Acht
8chweizer Kuhrelhen® (1405); the article on Viottl in the ‘ Decade
Phil *(An 6); Castelnau's ‘C sur la N
1808) ; Edward Jones's  Musical Curiosities ' (1811) ; Tarenne's * Bamm-
lung von Schweizer Kuhreihen und Volkslledern® (1818); Huber’s
* Recueil de Ranz de Vaches’ (18%0); and Tobler’s * Appenzellischer
8 .

jprachschatz ).

3 Translation, by Fenimore Cooper:—* The cowherds of Colombette
ariso gt an early hour, Ha. ha! Ha, ha! Lisuba! Lisuba! In order to
milk! Come all of you, Black snd white, Red and mottied, Young and
old; Beneath this oak I am about to milk you. Beneath this poplar
1am sbout to press. Lisuba! Liauba! in order to milk!*

offered. At length, however, he did acoept it,
and is now joint Concertmeister with Lauterbach
at the Dresden opera, and chief teacher in the
Conservatorium. Though a virtuoso of the first
rank, he has followed in the footsteps of Joachim
by sacrificing display to the finer interpretation
of the music, and has succeeded in infusing &
new spirit into chamber-music at Dresden. He
has composed symphonies, quartets, sonatas, and
songs, some of which have been printed. They
are distinguished for earnestness, and for great
beauty of form, and a quartet was performed in
Dresden in the winter of 1878 which aroused
quite an unusual sensation. In 1874 Rappoldi
married a lady who is nearly as distinguished as
himself—Miss LAURA KAHRER, who was born in
Vienna in 1853, and whose acquaintance he made
many years before at Prague. Her talent, like
his, showed iteelf very early, On the nomination
of the Empress Elisabeth she became a pupil of
the Conservatorium at Vienna, under Dachs and

Dessoff, from 1866 to 69. After taking the first
prize, she made a tournée to the principal towns of
Germany, ending at Weimar. There she studied

under Liszt, and matured that beauty of touch,
recision, fire, and intelligence, which have raised
er to the first rank of pianists in Germany, and
which induced Herr von Biilow—no lenient critic
—to praise her playing of Beethoven’s op. 106 in
the highest terms. %ie is the worthy colleague
of her husband in the best concerts of Dres-
den. Mme. Kahrer-Rappoldi has not yet visited
England. [G.]
RASOUMOWSKY,”? ANDRRAS KYRILLO-
VITSCH, & Russian nobleman to whom Beethoven

which is Beeth s spelling in the

Pmm:med
dedicatiBn of the tth snd 6th Symphonies ; Rasoumoffaky in that of
the Quartets.
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dedicated three of his greatest works, and whose
pame will always survive in connexion with the
‘Rasoumowsky Quartets’ (op. 59). He was the

oo of Kynll (i.e. Cyril) Rasum, a peasant of

Lemeschi, a village in the Ukraine, who, with
bis elder brother, was made a Count (Graf) by
the Empress Elisabeth of Russia. Andreas was
born Oct. 23, 1753, served in the English and
Russian navies, rose to the rank of admiral, and
was Russian ambassador at Venice, Naples, Copen-
hagen, Stockholm, and Vienna. In England his
name must have been familiar, or Foote would
bardly have introduced it as he has in ‘The Liar’
(1763). At Vienna he married, in 1783, Elisabeth
Countess of Thun, one of the *three Graces,’
elder sister of the Princess Carl Lichnowsky
[see vol. ii. 132 a]; and on March 25, 1792,
had his audience from the Emperor of Austria
» ian ambassador, a post which he held
with short intervals for more than 20 years. He
was a» thorough musician, an excellent player
of Haydn's quartets, in which he took 2nd
violin, not improbably studying them under
Haydn himself. That, with his connexion with
Lichnowsky, he must have known Beethoven is
obvious ; but no direct trace of the acquaintance
is found until May 26, 1806 (six weeks after the
withdrawal of Fidelio), which Beethoven—in his
usual polyglott—has marked on the first page
of the I?:anet in F oé op. 59, a8 the date on
which be began it—* Quartetto angefangen am
26ton May 1806.

In 1808 the Count was in jon of his
own palace, in the Landstrasse suburb, on the
Donan Canal, an enormous building ‘on which for
nearly 20 years he lavished all his means,” now
the Geological Institute; and in the summer
or autamn of the same year formed his famous
quartet party—Schuppanzigh, 18t violin; Weiss,
viols ; Lincke, cello; and he himself 2nd violin?
—which for many years met in the evenings, und
performed, among other compositions, Beethoven's
pieces, ‘hot from the fire,” under his own im-
leld:su instructions. N

A 1809 appeared the C minor and
Plltatlpgynmphoniea \Nos. 5 and 6), with a dedi-
cation (on the Parts) to Prince Lobkowitz and
*son excellence Monsieur le Comte de Rasum-
offeky’ (Breitkopf & Hiirtel). These dedications
doubtless imply that Beethoven was largely the
recipient of the Count’s bounty, but there is
®o direct evidence of it, and there is a strange
abeence of reference to the Count in Beethoven's
letters. His name is mentioned only once—July
24, 1813—and there is a distant allusion in a
letter of a much later date (Nohl, Briefe B. 1863,
No, 3%); How different to the affection, the
jokes, the grumbling, the intimate character, of
his notes to his other friends and supporters!
In the autumn of 1814 came the Vienna Congress
(Nov.1,1814—June g, 1815), and as the Empress
of ia was in Vienna at the time, the Am-
basador's Palace was naturally the scene of

ial festivities It was not however there
Beethoven was presented to the Empress,

3 Afterwards pleyed by 8ina,

RASOUMOWSKY. 7"

but at the Archduke Rodolph’s.? The Count’s
hospitalities were immense, and, vast as was his
palace, a separate wooden anneze had to be con-
structed capable of dining 700 persons.

On June 3, 1815, six days before the signa-
ture of the final Act of the , the Count
was made Prince (Fiirst), and on the 31st of the
following December the dining-hall just mentioned
was burnt down. The Emperor of Russia gave
400,000 silver roubles (£40,000) towards the
rebuilding, but the misfortune appears to have
been too much for the Prince ; he soon after sold
the property, pensioned his quartet, and disappears
from musical history. The quartet kept together
for many years after this date, Sina playing and
violin. Beethoven mentions them & propos to
the Gallitzin Quartets in the letter to his nephew
already referred to, about 1825. [A.W.T]

The three quartets to which Rasoumowsky’s
name is attached form op. 59, and are in F, E
minor, and C respectively. The first of the three,
as already mentioned, was begun May 26, 1806,
and the whole three were finished and had
evidently been played before Feb. 27, 1807, the
date of a letter in the Allg. mus. Zeitung de-
scribing their characteristics® They were pub-
lished in Jan. 1808 (Vienna Bureau des Arts;
Pesth, Schreyvogel), and the dedication (on the
Parts) begins ‘Trois Quatuors trds humblement
dediées & son Excellence Monsieur le Comte,’
etc. Beethoven himself mentions them in a letter
to Count Branswick, which he has dated May 11,
1806, but which Mr. Thayer (iii. 11) sees reason
to date 1807.

The Quartet in F is the one which Bernard
Romberg is said to have thrown on the ground
and trampled upon as unplayable.—The slow
movement is entitled in the Sketchbook ¢ Einen
Trauerweiden oder Akazienbaum aufs Grabmeines
Bruders'—A weeping willow or acacia tree over
the grave of my brother. But whichbrother? Au-
gust died in 1783, 23 years before, Carl not till
10 years after, and Johann not till 1848. Carl’s
marriage-contract had however been signed only
on May 25, 1806, Is it poasible that this in-
scription is a Beethovenish joke on the occasion t
If 8o, he began in fun and ended in earnest.—
Mendelssohn was accustomed to say that this
Quartet, and that in F minor (op. 95), were the
most Beethovenish of all Beethoven's works.—
The finale has a Russian theme in D minor for
its principal subject :—

Thame russe. Allegro.

2 Schindler, 1. 233 (quoted by Thayer, 11§.321). The statement under
BEETROVEN (vol. I. 1924 13 lucorrect,

3 They are again alluded to in the number for May 5 as more and
more successful, and possib'y to be soon published ; and then, with
astonishing matvelé, follows * kberl's newes: compositions, $00, are

with 'l
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The and of the three has a Russian theme in ' he

E major as the Trio of its third movement :—

;%mdf%ﬂ?_—zt

. £

It would be interesting to know the original
names and forms of these two themes: they do
not appear to have baen yet identified. [G.]

RATAPLAN, like Rub-a-dub, appears to be
an imitative word for the sound of the drum, as
TaN-TA-BA is for that of the trumpet, and Tootle-
tootle for the flute! It is hardly n to
mention its introduction by Donizetti in the
¢Fille du Regiment,” or by Meyerbeer in the
* Huguenots'; and every Londoner is familiar with
it in Sergeant Bouncer’s part in Sullivan’s * Cox
and Box,’ especially in his first song, ‘ Yes, yes,
in those m days.’ ‘Rataplan, der kleine
Tambour ’ is the title of a Singspiel by Pillwits,
which was produced at Bremen in 1831, and had
a considerable run both in North and South
Germany between that year and 1836. (G.]

RAUZZINI, VeENANZIO, born 1747, in Rome,
where he made his début in 1765, captivating
his audience by his fine voice, clever acting,
and prepossessing &p&ean.nce. In 1767 he
sang in Vienna, and then accepted an engage-
ment in Munich, where four of his operas were
performed. In London he made his first ap-

ce in 1774. Here also he distinguished
imself as an excellent teacher of singing, Miss
Storace, Braham, Miss Poole (afterwards Mrs,
Dickons), and Incledon, being among his pupils.
In 1778 and 79 he gave subecription concerts
with the violinist Lamotte, when they were as-
sisted by such eminent artistes as Miss Harrop,
Signor Rovedino, Fischer, Cervetto, Stamitz,
Decamp, and Clementi. He also gave brilliant
concerts in the new Assembly Rooms (built 1771)
at Bath, where he took up his abode on leaving
London. Here he invited Haydn and Dr. Burney
to visit him, and the three spent several pleasant
days together in 1794. On this occasion Haydn
wrote a four-part canon (or more strictly a round)
to an epitaph on a favourite dog buried in Rauz-
zini's garden, ‘Turk was a faithful dog and not a
man.'* Rauzzini’s operas performed in London
were ‘ La Regina di Golconda’ (1775); *Armida’
(1778); ‘Creusa in Delfo’ (1782); and ‘La
Vestale’ (1787). He composed string-quartets,
sonatas for PF., Italian arias and duets, and
English songs; also a Requiem produced at the
little Haymarket Theatre in 1801, by Dr. Arnold
and Salomon. He died, universally regretted, at
Bath in 1810, His brother

MarTEO, born in Rome 1754, made his first
appearance at Munich in 1773, followed his
brother to England, and settled in Dublin, where

1 Other forms are P ) V! imb

See the Dictionnaire Encyclopédique of Sachs & Villaste.
3 For this Round see Yohl, Haydn in London, p. 276

-
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uced an opera, ‘ II R pastare’ He
empm himself in teaching singing, and died
in 1791, [C.F.P.]

RAVENSCROFT, JonN, one of the Tower
Hamlets waits, and violinist at Goodman’s Fields
Theatre, was noted for his skill in the composi-
tion of hornpipes, a collection of which he pub-
lished. Two of them are printed in Hawkins's
History. He died about 1740. [W.H.H.]

RAVENSCROFT, THoMAS, Mus. Bac., born
about 1582, was a chorister of St. Paul's under -
Bdward Pearce, and uated at Cambridge in
1607. In 1609 he edited and published * Pam-
melia. Musickes Miscellanie: or Mixed Varietie
of pleasant Roundelayes and delightful Catches
of 3, 4, 5,6, 7, 8, 9, 10 Parts in one’—the earliest
collection of rounds, catchee and canons printed
in this country. A second im jon appeared
in 1618. Later in 1609 he put forth * Deutero-
melia; or the Second Part of Musick’s Melodie,
or melodius Musicke of Pleasant Roundelaies ;
K. H. mirth, or Freemen's and such de-
ltifhtfull Cate]l:el’; containing the catch, ¢ Hold

peace, thou knave,’ in Shakspere's
"lywemh Night! In 161:0:5 published ¢ Me-
lismata. Mousicall Phansies, fitting the Court,
Citie, and Countrey Humours, to 3, 4 and §
Voyces.' In 1611 he published ‘A Briefe Dis
course of the true (but neglected) use of
Charact’ring the Degrees by their Perfection,
Imperfection, and Diminution in Mensurable
Musicke against the Common Practise and Cus-
tome of these Times; Examples whereof are
exprest in the Harmony of 4 Voyces Concerning
the Pleasure of 5 usuall Recreations. 1. Hunt-
ing. 3. Hawking, 3. Dancing. 4. Dri 3
5. Enamouring'—a vain attempt to resuscitate
an obeolete practice. The musical examples were
composed by Edward Pearce, John Bennet, and
Ravenscroft himself, In 1621 he published the
work by which he is best known, ‘ The Whole
Booke of Psalmes: With the Hymnes Evan-
gelicall and Spirituall. Composed into 4
by Sundry Authors with severall Tunes as have
been and are usually in England, Scotland,
‘Wales, Germany, Italy, ce, and the Nether-
lands.’ Another edition ‘newly corrected and
enlarged’ was published in 1633. Four anthems
or motets by Ravenscroft are among the MSS.
in the library of Christ Church, Oxford. The date
of his death is not known. It is said by some
to have been about 1630, and by others about
1635. [W.H.H]

RAVINA, Jeaxn HENRI, a pianoforte com-
poser, was born May 20, 1818, at Bourdeaux,
where his mother was a prominent musician. At
the instance of Rode and Zimnmermann the lad
was admitted to the Conservatoire of Paris in
1831. His pi was rapid— 2nd prige for
PF. in 1832; 18t prize for the same in 1834;
18t for harmony and accompaniment in 1835,
a joint professorship of PF. Nov. 1835. In Feb.
1837 he left the Conservatoire and embarked on
the world as a virtuoeo and teacher. He has
resided exclusively at Paris, with the exception
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of & journey to Russia in 1853, and Spain in
1871. He received the Legion of Honour in
1861. His compositions—of which the latest is
op- 8o—are almost all salon pieces, many of them
very favourite in their time, graceful and effective,
but with no permanent qualities. He has also
published a 4-hand arrangement of Beethoven's
nine symphonies. Ravina is still living in Paris.
Theabove sketch is indebted to M. Pougin’s sup-
plement to Fétis. [G]

RAWLINGS, or RAWLINS, THoMaS, born
about 1703, was a pupil of Dr. Pepusch, and
s member of HandeY‘l orchestra at both opera
and aratorio performances. On March 14, 1753,
be was appointed organist of Chelsea Hospital.
He died in 1767. His son, ROBERT, born in 1743,
was a pupil of his father, and afterwards of Bar-
mnti. At 17 he was appointed musical page to
the Duke of York, with whom he travelled on
the continent until his death in 1767, when he
returned to England and became a violinist in
the King's band and Queen’s private baud. He
died in 1814, leaving a son, THOMAS A,, born
in 1775, who studied music under his father
snd Dittenhofer. He composed some instru-
mental music performed at the Professional
Concerts, became a violinist at the Opera and
the best concerts, and a teacher of the pianoforte,
violin and thorough-bass. He composed and
arranged many pieces for the pianoforte, and
some songs, [WH.H.]

RAYMOND AND AGNES, a ‘grand ro-
mantic English O, in 3 acts’; words by E.
Fitzball. music by ?} Loder. Produced at St.
James’s Theatre, London, June 11, 1859. [G.)

RE. The second note of the natural scale in
solmisation and in the nomenclature of France
and Italy, as Ut (or Do) is the first, Mi the
third, and Fa the fourth—

Ut queant laxis resonare fibris
Mira gestorum, famuli tuorum.
By the Germans and English it is called D.

The number of double vibrations per second
for D is —; Paris diapason 580'7; Londo
Philbarmonic pitch 606:3. [G.]

REA, WriLLiaM, born in London March 25,
1827; when about ten years old learnt the

i. and from Mr. PiTrMaN, for
whom he acted as deputy for several years. In
about 1843 he was appointed organist to Christ~
church, Watney Street, anl at the same time
stadied the pianoforte, composition, and inatru-
mentation under Sterndale Bennett, appearing
mmathemmofthe&clety of

Musicians in 1845. On leaving Christ-
church he was appointed orga..ist to St. Andrew
Undershaft. In 1849 he went to Leipzg,
where his masters were Moscheles and Richter;
be subsequently studied under Dreyschock at
Prague. On his return to England, Mr. Rea gave
chamber concerts at the Beethoven Rooms, and
became (1853) organist to the Harmonic Union.
In 1856 he founded the London Polybymnian
Choir, to the training of which he de: much
time, and with excellent results; at the same time
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he conducted an amateur orchestral society. In
1858 he was appointed organist at St. Michael's,
Stockwell, and in 1860 was chosen by competition
organist to the corporation of Newcastle on Tyne,
where he also successively filled the same post at
three churches in succession, and at the Elswick
Road Chapel. At Newocastle Mr. Rea has worked
hard to diffuse a taste for good music, though
he has not met with the encouragement which
his labours and enthusiasm deserve. Besides
weekly ol and pianoforte recitals, he formed
a choir of eighty voices, which in 1862 was

ted with the existing Sacred Harmonic
Society of Newcastle. In 1867 he began a
series of excellent orchestral concerts which wers
carried on every season for nine years, when
he was compelled to discontinue them, owing to
the pecuniary loss which they entailed. In 1876
he gave two formances of * Antigone’ at the
Theatre Royal, and since then has devoted most
of his time to training his choir (200 voices),
the Newcastle Amateur Vocal Society, and other
Societies on the Tyne and in Sunderland, be-
sides giving concerts at which the best artists
have performed. Mr. Rea'’s published works com-
prise four sengs, three organ pieces, and some
anthems. At the close of 1880 he was appointed
organist of St. Hilda's, S. Shields. [@3?3. 8]

READING, JonN. There were three mu-
gicians of these names, all organists. The first
was appointed Junior Vicar choral of Lincoln
Cath , Oct. 10, 1667, Poor Vicar, Nov. 28,
1667, and Master of the Choristers, June %, 1670.
He succeeded Randolph Jewett as organist of
Winchester Cathedral in 1675, and retained the
office until 1681, when he was appointed
of Winchester College. He died in 1692. He was
the composer of the Latin Graces sung before
and afier meat at the 1 College electi
times, and the well-known Winchester School
song, * Dulce Domum’; all printed in Dr. Philj
Hayes's ‘ Harmonia Wiccamica.” The secon
was organist of Chichester Cathedral from 1674
to 1720. Several songs included in collections

ublished between 1681 and 1688 are probabl

y one or other of these two Readings. The Q.hi.n{
born 1677, was a chorister of the Chapel
under Dr. Blow. In 1700 he became organist of
Dulwich College. He was appointed Junior Vicar
and Poor Clerk of Lincoln Cathedral, Nov. 21,
17032, Master of the Choristers, Oct. 5, 1703, and
Instructor of the choristers in vocal music, Sept.
28, 1704. He appears to have resigned these
posts in 1707 and to have returned to London,
where he became organist of St. John, Hackney,
St. Dunstan in the West, St. Mary Woolchurchaw,
Lombard Street, and St. Mary Woolnoth. He pub-
lished * A Book of New Songs (after the Italian
manner) with Symphonies and a Thorough Bass
fitted to the grpuichord. etc.,” and, whilst
organist of Hackney, ‘ A Book of New Anthems.’
He was also the rﬂmted composer of the hymn
‘Adeste fideles.” He died Sept. 3, 1764.

There was another person named Reading,
who was a singer at Drury Lane in the latter
part of the 17th century. In June 1695 he and
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Pate, another singer at the theatre, were removed
from their places and fined 20 marks each for
being engaged in a riot at the Dog Tavern, Drury
Lane, but were soon after reinstated.

A Rev. John Reading, D.D., Prebendary of
Canterbury Cathedral, preached there a sermon
in defence of church music, and published it in
1663. [WH.H.]

REAL FUGUE. That species of Fugue in
which the intervals of the Subject and Answer
correepond exactly, without reference—as in Tonal
Fugue—to the Tonic and Dominant of the scale
in which they are written. Thus, in the follow-
ing example, the Answer is an exact reproduction
of the Subject, in the fifth above :—

Subject.

. |

B 7~ w m—_—
v

-~

whereas, according to the laws of Tonal Fugue,
the Tonic in the Subject should have been re-
presented in the Answer by the Dominant, and
vice versd ; thus—

Subject.

Real Fugue is an invention of much older date
than its tonal analogue; and is, indeed, the only
kind of Fugue possible in the Ecclesiastical Modes.

REAL FUGUE.

answered strictly by the Bass in that of F'; again
answered, in the same Hexachord, by the Treble;
and then imitated, first by the Tenor, and after-
wards by the Bass, with a whole Tone, instead
of a Semitone, between the second and third
notes. Among the best writers of the best period
of Art we find these mixed Fugues—which
would now be called  Fugues of Imitation’—in
much more frequent use than those which con-
tinued strict throughout, and forming the founda-
tion of some of the finest polyphonic Masses and
Motets.

‘When the Imitation, instead of breaking off at
the end of the few bars which form the Subject,
continues uninterruptedly throughout an entire
movement, the composition is called s Perpetual
Fugue, or, as we should now eay, a Canon. A
detailed classification of the different varieties
of Real Fugue, perpetual, interrupted, strict, or
free, in use during the 14th and 15th centuries,
would be of very little practical service, since the
student who would really master the subject must
of necessity consult the works of the great masters
for himself. In doing this, he will find no lack
of interesting examples, and will do well to
bi( making & careful analysis of Palestrina’s
‘ Missa ad Fugam,’ which differs from the work
published by Alfieri and Adrien de Lafage under
the title of  Missa Canonica,’ in one point only,
and that a very curious one. In the ‘ Missa
C ica,” in the First or Dorian mode, two

For, in those antient tonalities, the Dominant
differs widely from that of the modern Scale, and
exercises widely different functions; insomuch
that the Answer to a given Subject, constructed
with reference to it, would, in certain Modes, be
so di as to set all recognition at defiance.
The idea of such a Dominant as that upon
which we now base our harmonic combinations,
is one which could never have suggested itself
to the medieval contrapuntist. Accordingly,
the composers of the rsth and 16th centuries
regulated their Subjects and Answers in con-
formity with the principles of the system of
Hexachords, When a strict Answer was in-
tended, its Solmisation was made to correspond
exactly, in one Mexachord, with that of the
Subject in another. Where this uniformity of
Solmisation was wanting—as was necessarily the
case when the Answer was made in any other
Interval than that of the Fourth or Fifth above
or below the Subject—the reply was regarded
as merely an imitative one.! [See HEXACHORD.
But, even in imitative replies, the laws of

Fugue required that a Kifth should always be
answered by a Fifth, and a Fourth by a Fourth ;
the only license permitted being the occasional
substitution of a Tone for & Semitone, or a Major
for & Minor third. In practice both the strict
and the imitative Answer were constantly em-
ployed in the same composition: e.g.in the Kyrie
of Palestrina’s ¢ Missa Brevis,’ already quoted as
an example under HEXACHORD, the Subject is
given out by the Alto in the Hexachord of C;

1 Bee the admirable expusition of the Laws of Fugue, by J. J. Fux,
*Gradus ad Parnassum,’ Vieuna 1725, pp. 143, of seg.

Voices lead off a Perpetual Real Fugue, which
the two remaining Voices supplement with an-
other, distinct from, but ingeniously interwoven
with it; the two Subjects proceeding uninter-
ruptedly together until the end of each several
Movement—a style of composition which is tech-
nically termed ¢Canom, four in two.’ In the
‘Missa ad Fugam,’ in the Seventh Mode, the
four Voices all start with the same Subject, but
after a few bars separate themselves into two
Choirs, each of which diverges into a Perpetual
Real Fugue of its own, which continues unin-
terruptedly to the end of the Movement, after
the manner of the ‘ Missa Canonica.’?

Though less esteemed by modern Composers
than Tonal Fugue, Real Fugue is still practised
with success even in modern tonalities. John
Sebastian Bach has left us many masterly ex-
amples, both for Voices—as in the Mass in B
minor—and for the Organ. Handel has done
the same in some of his finest Choruses, as * The
earth swallowed them’ in Israel in A&
and the matchless ‘ Amen’ in the Messiah ;
while in no less than five of his six beautiful
Fugues for the Pianoforte (op. 25), Mendelssohn
has forsaken the Tonal for the Real method of
construction.

The converse practice, on the part of antient
Composers, is exceedingly rare, though instances
of pure Tonal Fugue may be found, even in the

3 Choron's edition of the *Mixss 84 Fugsm’ Is out of print; but
several coples of the work are preserved in the Library of the British
Museum. [S8e¢ RACCOLTA GENERALE.] Albrechtsberger gives the
Becond Agnus Dei as an example in his ‘GrGnd!iche Anweisung rar
Composition,” vol. iL. p. 330 of Merrick’'s Eng. Transl. (Cocks & Co.)

The * Missa Canonica’ is printed in the *Cing Messes da Palestrina,”
edited by Adrien de Lafsge (Paris, Launer; London, SBchotta Co.) -
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16th century ; as in Palestrina’s beautiful, though
almost unknown Madrigal, ¢ Vestiva i colli.’!

_, Subject.
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like the mandoline, of which it was probably the
parent. It was shaped like the half of a pear, and
was everywhere solid except at the two extremities,
the upper of which was formed into a peg-box
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The subject, in the Hypodorian Mode, here
=-a directly from the note which, in modern
usic, would be the Dominant, to the Final;
while the Answer, in the Dorian Mode, proceeds
from the Final to the Authentic Dominant—a
method of treatment which anticipates the sup-
posed invention of Modern Fugue by more than
a century. Other instances may occasionally be
fornd. among the works of einque cento Com-
posers—as in the Qui tollis of J. L. Hassler's
Missa ¢ Dixit Maria’>—but they are very un-
common ; and indeed it is only in certain Modes
that they are possible, [W.S.R.]
REAY, Sanuxi, born at Hexham, Mar. 17,
1828 ; was noted for his fine voice and careful
singing as a chorister at Durham Cathedral; and
u Henshaw the organist, and Penson the pre-
centor there, became acquainted with much music
outside the regular Cathedral services. After
leaving the choir he had organ lessons from Mr.
Stimpeon of Birmingham, and then became suc-
cessively ist at St. Andrew’s, Newcastle
(1845); St. geter'a, Tiverton (1847); St. John's,
Ham (1854); St. Saviour's, Southwark
(1850) ; St. Stephen’s, Paddington ; Radley Col-
(1859, succeeding Dr. E. G. Monk) ; Bury,
Lancashire (1861); and in 1864 was appointed
‘Song-achoolmaster and organist’ of the pari
Church, Newark, a post which he still hol In
1871 Mr. Reay graduated at Oxford as Mus,
Bac. In 18‘;"3 he distinguished himself by pro-
dueing at the Bromley and Bow Institute,
London, two comic cantatas of J. S. Bach's
(‘Caffee-cantate * and * Bauern-cantate’), which
were performed there—certainly for the firet time
in England—on Oct. 27, under his direction, to
English words of his own adaptation. Mr. Reay
is noted as a fine accompanyist and extempore
player on the organ. He has published a Morn-
ing and Evening Service in F, several anthems,
and 2 madrigals (all Novello); but is best known
a8 a writer of songs, some of which (‘ The
clouds that wrap,” ‘ The dawn of day’) are de-
servedly popular. [G.]
REBEC (Ital. Ribeca, Ribeba; Span. Rabé,
Rabel.) The French name (said to be of Arabic
origin) of that primitive stringed instrument
which was in use throughout western Europe in
the middle ages, and was the parent of the viol and
violin, and is identical with the German * geige’
and the English ‘fiddle’; in outline something
1 Printed. with English wopds, beginning. * Sound out my voice,’ in
K. Yauge's ‘ Wusiea transalpina’ (Lond. 1°GR).

! ¥uremberg. 1599. Reprinted In vol. L of Proske’s ' Musica
@viss.’ Ratisbon 168,

VOL. 111, PT. I.

identical with that still in use, and surmounted
by & carved human head. The lower half was
considerably cut down in level, thus leaving the
upper solid of the instrument to form a
natural finger! . The portion thus cut down
was scooped out, and over the cavity thus formed
was glued a short pine belly, pierced with two
trefoil-shaped soundholes, and fitted with a

bridge and soundpost. The player either rested
the curved end of the instrument lightly against
the breast, or else held it like the violin, between
the chin and the collar-bone, and bowed it like
the violin. It had three stout gut strings, tuned
like the lower strings of the violin (A, D, G).
Its tone was loud and harsh, emulating the female
voice, according to a French poem of the 13th
century :
idam rebecam arcuabant,
Mulieb vocem fi t

An old Spanish poem speaks of ‘el rabé gri-
tador,’ or tll::n'lsqualling rebec.” This powerful
tone made it tseful in the medizval orchestra;
and Henry the Eighth employed the rebec in
his state band. It was chiefly used, however, to
accompany dancing ; and Shakspere’s musicians
in Romeo and Juliet, Hugh Rebeck, Simon
Catling (Catgut), and James Soundpost, were
undoubtedly rebec-players. After the inven-
tion of instruments of the viol and violin type
it was banished to the streets of towns and to
rustic festivities, whence the epithet *jocund’
applied to it in Milton's L'Allegro. It was
usually accompanied by the drum or tambourine.
It was in vulgar use in France in the last cen-
tury, as is proved by an ordinance issued by
Guignon in his official capacity as ‘Roi des
Violons’ in 1742, in which street-fiddlers are
prohibited from using anything else; ‘Il leur

sera permis d'y jouer d'une espéce d'instrument
A trois cordes seulement, et connu sousG le nom
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de rebec, sans qu'ils puiesent se servir d’un
violon & quatre cordes sous quelque prétexte que
ce soit” A similar order is extant, dated 1628,
in which it is forbidden to play the treble or bass
violin, ‘dans les cabarets et les mauvais lieux,’
but only the rebec. The rebec was extinct in
England earlier than in France. It is now totally
disused, and no specimen is known to exist. Re-
presentations of it in sculpture, painting, manu-
scripts, etc., are abundant. The illustration is
from an Italian painting of the 13th cent. engraved
in Vidal's ¢ Instruments & Archet.’ [E.J.P.]

REBEL, JeaN FerRry, born in Paris, 1669.
After a_precocious childhood entered the Opera
a8 s violinist, speedily became accompanyist, and
then leader. In 1703 he produced ¢ Ulysse,’ o
in 5 acts with prologue, containing a pas seul for
Frangoise Prévét, to an air called ‘Le Caprice,’ for
violin solo, The opera failed, but the Caprice
remained for years the test-piece of the ballerine
at the Opéra. After this success, Rebel composed
violin solos for various other ballets, such as ‘La
Boutade,’ ¢ Les Caractres de la Danse,’ ¢ Terpsi-
chore,’ ¢ La Fantaisie,” ‘ Les Plaisirs Champétres,’
and ‘Les Eléments.” Several of these were en-
graved, as were his sonatas for the violin. Rebel
was one of the ‘24 violons,’ and ‘ compositeur de
la chambre’ to the King. He died in Paris,
1747. His eon,

Frangors, born in Paris, June 19, 1701, at
13 played the violin in the O orchestra. He
thus became intimate with Frangois Franceeur,
and the two composed conjointly, and produced
at the Académie, the following operas:—* Py-
rame et Thisbé’ (1726); ¢Tarsis et Zélie’
(1728); ‘Scanderbeg’ (1735); ‘Ballet de la
Paix’ (1738) ; ‘Les Augustales’ and ‘Le Re-
tour du Roi’ (1744); ¢ Zélindor,”  Le Trophée’
(in honour of Fontenoy, 1745) ; ‘Ismene’ (1750);
¢ Les Génies tutélaires’ (1751); and * Le Prince
de Noisy’ (1760); most of which were composed
for court fétes or public rejoicings.

From 1733 to 44 Rebel and Francceur were
joint leaders of the Académie orchestra, and in
1753 were appointed managers. They soon how-
ever retired in disgust at the petty vexations
they were called upon to endure. Louis XV,
made them surintendants of his music, with the
order of St. Michel. In March 1757 these
inseparable friends obtained the privilege of the
Opéra, and directed it for ten years on their own
account, with great administrative ability.

Rebel died in Paris Nov. 7, 1775. e com-

sed some cantatas, 8 Te Deum, and & De

fundis, performed at the Concerts epirétuels,
but all his music is now forgotten, excepting a
lively air in the first finale of ‘ Pyrame et Thisbé,’
which was adapted to a much-admired pas seul
of Mlle. de Camargo, thence became & popular
contredanse—the first instance of such adapta-
tion—and in this form is preserved in the ¢ Clef du
Caveau’ under the title of ¢ La Camargo.’ [G.C.]

REBER, NaroLfoN-HENRI, born at Mul-
bausen, Oct. 21, 1807 ; at 20 entered the Conser-
vatoire, studying counterpoint and fugue under

REBER.

Seuriot and Jelens , and composition under
Lesueur. His aimp};:rxgne:nnm and pl:nﬁned tastes,
high sense of honour, and cultivated mind, gave
him the enirée to salons where the conversation
turned on art and intellectual subjects, instead of
on the commonplaces of ardinary circles. This led
him to compose much chamber-music, and to set
E‘iﬂm by the best French poets of the period.

e success of these elegant and graceful works
induced him to attempt symphony and opera.
His music to the and act of the charming ballet
‘Le Diable amoureux’ (Sept. 23, 1840) excited
considerable attention, and was followed at the
Opéra-Comique by ‘La Nuit de Noél,” 3 acts
(Feb. 9, 1848), ¢ Le Pdre Gaillard,” 3 acts (Sept.
7, 1852), ¢ Les Papillotes de M. Benoit,’ 1 act
(Dec. 28, 1853), and ‘Les Dames Capitaines’
3 acts (June 3, 1857). In these works he strove
to counteract the tendency towards noise and
bombast then 8o prevalent both in French and
Italian opera, and to show how much may be
made out of the simple natural materials of the
old French -comique by the judicious use
of modern orchestration.

In 1851 he was appointed Professor of har-
mony at the Conservatoire, and in 185'1. the
well-merited success of ‘ Le Pere Gaillard’ pro-
cured his election to the Institut as Onslow’s
successor. Soon after this he renounced the
theatre, and returned to chamber-music He
also to write on music, and his ¢ Traité
d’Harmonie ' (1862), now in its 3rd edition, is
without comparison the best work of its kind
in France. The outline is simple and methodical,
the classification of the chords easy to follow and
well-connected, the explanations luminously clear,
the exercises practical and well calculated to
develop musical taste—in a word, everything
combines to make it the safest and most valuable
of instruction-books. The second part especially,
dealing with ‘accidental’ notes—or, notes foreign
to the constitution of chords—contains novel
views, and observations throwing light upon
points and rules of harmony which before were
obscure and confused.

In 1862 M. Reber succeeded Halévy as Pro-
fessor of composition at the Conservatoire; since
1871 he was also Inspector of the succursales or
branches of the Conservatoire. He died in Paris,
after a short illness, Nov. 34, 1880, and was
ded as Profe by M. Saint-Saéns.

His compositions comprise 4 symphounies, a
quintet and 3 quartets for strings, 1 PF. ditto,
7 trios, duets for PF, and violin, and PF.
pieces for 2 and 4 hands. Portions of his ballet
* Le Diable amoureux’ have been published for
orchestra, and are performed at concerts. In
1875 he produced a cantata called ¢ Roland,’ but
‘Le Ménétrier & la cour,’ opéra-comique, and
‘Naim,” grand opera in 5 acts, have never been

rformed, though the overtures are engraved.

is best vocal works are his melodies for a single
voice, but he has composed choruses for 3 and 4
men’s voices, and some sacred pieces.

There is an admirable portrait of this dis-
tinguished compoeer by Henri Lehmann. [G.C.]




RECITAL.

RECITAL, a term which has come into use
in England to signify a performance of solo music
by one instrument and one performer. It was
probably first used by Liszt at his performance
:]:out:s Hmovoir Squa.rethRooms, June 9, 1840,

h as applying to the separate pieces and
not to the wgole performance. The advertise-
meat of the concert in question says that
‘M. Liszt will give Recitals on the Pianoforte
of the foll pieces.” The name has since been
sdopted by Mr. Charles Halle and others.

The term Opera Recital is used for a concert
in which the music of an opera is sung without
costume or acting. [G.

RECITATIVE (Ttal. Recitativo; Germ. Re-

citativ; Fr. Récitatif ; from the Latin recitare).’

A species of declamatory Music, extensively
used in those portions of an Opera, an Oratorio,
or a Cantata, in which the action of the Drama
is too rapid, or the sentiment of the Poetry too
changeful, to adapt itself to the studied rhythm
of a regularly-constructed Aria.

The invention of Recitative marks a crisis in
the History of Music, scarcely lees important
than that to which we owe the discovery of
Harmony. Whether the strange conception in
which it originated was first clothed in tangible
form by Jacopo Peri, or Emilio del Cavaliere,
is a question which has never been decided.
There is, however, little doubt, that both these
bold revolutionists assisted in working out the
theary upon which that conception was based ;
for, both are known to have been members of
that ssthetic brotherhood, which met in Flo-
rence during the later years of the 16th century,
st the house of Giovanni Bardi, for the purpose
of demonstrating the possibility of a modern
revival of the Classic Drama, in its early purity ;
and it is certain that the discussions in which
they then took part led, after a time, to the
invention of the peculiar style of Music we are
now considering. The question, therefore, nar-
rows itself to one of priority of execution only.
Now, the earliest specimens of true Recitative
we are to be found in Peri’s Opera,
*Euridice,” and Emilio’s Oratorio, ‘ La Rappre-
sentazione dell’ Anima e del Corpo,’ both printed
in the year 1600. The Oratorio was first pub-
licly performed in the February of that year, at
Rome: the Opera, in December, at Florence.
But Peri had previously written another Opera,
‘Dafne,” in exactly the same style, and caused
it to be privately performed, at the Palazzo
Corsi, in Florence, in 1597. Emilio del Cava-
liere, too, is known to have written at least
three earlier pieces—‘Il Satiro,’” ‘ La Dispera-
zione di Fileno,” and ‘Il Giuoco della Cieca.
No trace of either of these cax now be found:
and, in our doubt as to whether they may not
have eontained true Recitatives, we can scarcely
do otherwise than ascribe the invention to Peri,

who certainly did use them in * Dafne,’ and | j@

whose style is, moreover, far more truly de-
elamatory than the laboured and half rhythmic
manner of his poesible rival. [See OPERA, vol. ii.
498-500 ; ORATORIO, vol. ii. 534, 535.]
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Thus ﬁ:_-st. launched upon the world, for the
purpose of giving & new impetus to the progress
of Art, this particular Stylle)eof Composition has
undergone less change, during the last 280 years,
than any other. What Simple or Unaocom-
panied Recitative (Recitativo secco) is to-day, it
was, in all essential particulars, in the time of
‘ Euridice." Then, as now, it was supported by
an unpretentious Thorough-Bass (Basso con-
tinuo), figured, in order that the necessary Chords
might be filled in upon the Harpsichord, or
Organ, without the addition of any kind of Sym-
phony, or independent Accompaniment. Then,
a8 now, its periods were moulded with reference
to nothing more than the plain rhetorical de-
livery of the words to which they were set;
melodious or rhythmic phrases being everywhere
carefully avoided, as not only unnecessary, but
absolutely detrimental to the desired effect—so
detrimental, that the difficulty of adapting good
Recitative to Poetry written in short rhymed
verses is almost insuperable, the jingle of the
metre tending to crystallise itselfin regular form
with a persistency which is rarely overcome ex-
cept by the greatest Masters. H{nce it is, that
the best Poetry for Recitative is Blank Verse :
and hence it is, that the same Intervals, the
same Progressions, and the same Cadences, have
been used over and over again, by Composers,
who, in other matters, have scarcely a trait in
common. We shall best illustrate this by select-
ing a few set forms from the inexhaustible store
at our command, and shewing how these have
been used by some of the greatest writers of the
17th, 18th, and 1g9th centuries: premising that,
in phrases ending with two or more reiterated
notes, it has been long the custom to sing the
first as an Appoggiatura, a note higher than the
rest. We have shewn this in three cases, but
the rule applies to many others.

Typical Forms.

Ezamples of thesr occurrence.
PgRr1(2600). (@) CAvVALIERE (1600).
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figures, by Composers of all ages, from Peri down
to Wagner, sufficiently proves their fitness for
the purpose for which tgey were originally de-
signed. But, the staunch conservatism of Reci-
tativo secco goes even farther than this. Its Ac-

* | companiment has never changed. The latest

Composers who have employed it have trusted,
for its support, to the simple Basso continuo,
which neither Peri, nor Carissimi, nor Handel,
nor Mozart, cared to reinforce by the introduction

-
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of & fuller Accompaniment. The only modifi-
ation of the original idea which has found
ﬁfvonr in modern times h;s been the svubsﬁtuhitlm
of Arpeggios, played by the principal Violoncello,
for the Huml:vm{o gmerlly) filled in upon the
Harpsichord, or Organ—and we believe we are
right in asserting that this device has never been
extensively adopted in any other country than
ourown. Here it prevailed exclusively for many
years. A return has however lately geen made
to the old method by the employment of the
Piano, first by Mr. Otto Goldschmidt at a per-
formance of del’s L’Allegro in 1863, and
more recently by Dr. Stainer, at St. Paul’s, in
various Oratorios.

Again, this simple kind of Recitative is as
free, now, as it was in the first year of the 17th
century, from the trammels im by the laws
of Modulation. It is the only kind of Music
which need not begin and end in the same Key.
As a matter of fact, it usually begins upon some
Chord not far removed from the Tonic Harmony
of the Aria, or Concerted Piece, which preceded
it; and ends in, or near, the Key of that which is
tofollow : but its intermediate course is governed
by no law whatever beyond that of euphony.
Its Harmonies exhibit more variety, now, than
they did two centuries ago; but they are none
the less free to wander wherever they please,
pasing through one Key after another, until
they land the hearer somewhere in the immediate
neighbourhood of the Key chosen for the next

ly constructed Movement. Hence it is,
that Recitatives of this kind are always written
without the introduction of Sharps, or Flats, at
the Signature; since it is manitestly more con-
vegient to employ any number of Accidentals
that may be needed, than to place three or four
Sharps at the beginning of a piece which is
perfectly at liberty to end in seven Flats,

Bat, notwithstanding the unchangeable cha-
nracter of Recitativo secco, declamatory Music has
ot been relieved from the condition which im-
poses progress upon every really living branch
of Art. As thePr(;soum of thye va::llxgesm in-
creased, it became evident that they might be no
less profitably employed, in the Accompaniment
of highly impassioned Recitative, than in that
of the Aria, or Chorus: and thus arose a new
style of Rhetorical Composition, called Accom-
panied Recitative (Recilativo stromentato), in
which the vocal phrases, themselves unchanged,
received & vast accession of power, by means of
elabarate Orchestral Symphonies interpolated
between them, or even b{ instrumental

eir support. e in-
vention of this new form of impassioned Mono-
logue is generally ascribed to Alessandro Scar-
latti (1659-1725), who used it with admirable
effect, in his Operas and his Cantatas;
but its advantages, in telling situations, were so
brious, that it was immediately adopted by
other Com and at once ised as a

(-]

as s sub-
stitute for Simple Recitative, which has :lwz-
i e

the ordinary businees of

" construct
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Stage, but, as a means of producing powerfal
effects, in Scenes, or portions of Scenes, in which
the introduction of the measured Aria would
be out of place.

It will be readily understood, that the sta-
bility of Simple Recitative was not communicable
to the newer style, The steadily increasing
weight of the Orchestra, accompanied by a
correspondent increase of attention to Orchestral
Effects, exereised an irresistible influence over
it. Moreover, time has proved it to be no
less sensitive to changes of School, and Style,
than the Aria itself ; whence it frequently happens
that & Composer may be as easily recognised by
his Accompanied Recitatives as by his regularly-

esafdovements; Scarlatti's Accompani-
ments exhibit a freedom of thought immeasur-
ably in advance of the age in which he lived.
Sebastian Bach's Recitatives, though priceless,
a8 Music, are more remarkable for the beauty of
their Harmonies, than for that spontaneity of
expression which is rarely attained by Composers
unfamiliar with the traditions of the Stage.
Handel’s, on the contrary, though generally
based upon the simplest possible harmonic found-
ation, exhibit a rhetorical perfection of which
the most accomplished Orator might well feel
roud : and we cannot doubt that it is to this
igh quality, combined with & never-failing
truthfulness of feeling, tha¥ so many of them
owe their deathless reputation—to the unfair
exclusion ‘of many others, of equal worth, which
still lie hidden among the unclaimed treasures of
his long-forgotten Ogeru. Scarcely less success-
ful, in his own peculiar style, was Haydn, whose
‘Creation’ and ‘ Seasons,’ owe half their charm
to their pictorial Recitatives. Mozart was so
uniformly great, in his declamatory passages,
that it is almost impossible to decide upon their
comparative merits; though he has certainly
never exceeded the perfection of ¢ Die Weiselehre
dieser Knaben,’ or * Non temer.’ Beethoven at-
tained his highest flights in ‘ Abscheulicher! wo
eilst du hini’ and ‘Ah, perfido!’ Spohr, in
‘Faust,’ and ‘Die letzten Dinge.’ Weber, in
¢ Der Freischiitz." The works of Cimarosa, Ros-
gini, and Cherubini, abound in examples of Ac-
companied Recitative, which rival their Airs in
beauty : and it would be difficult to point out
any really great Composer who has failed to
appreciate the value of Scarlatti’s happy in-
vention,

Yet, even this invention failed, either to meet
the needs of the Dramatic Composer, or to ex-
haust his ingenuity. It was reserved for Gluck
to strike out yet another form of Recitative,
destined to furnish & more powerful engine for
the production of a certain class of effects than
any that had preceded it. He it was, who first
conceived the idea of rendering the Orchestra,
and the Singer, to all outward appearance, en-
tirely independent of each other : of filling the
Scene, so to speak, with a finished orchestral
groundwork, complete in iteelf, and needgng no
vocal Melody to enhance its interest, while the
Singer declaimed his part in tones, which, however

4
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artfully combined with the Instrumental Har-
mony, appeared to have no connection with it
whatever; the resulting effect resembling that
which would be produced, if, during the inter-
pretation of a Symphony, some accomplished
Singer were to soliloquise, aloud, in broken
sentences, in such wise as neither to take an
ostensible share in the performance, nor to
disturb it by the introduction of irrelevant
discord. An early instance of this may be
found in ‘Orfeo.’ After the disappearance of
Euridice, the Orchestra plays an excited Cres-
cendo, quite complete in iteelf, during the course
of which Orfeo distractedly calls his lost Bride,
by name, in tones which harmonise with the
Symphony, yet have not the least appearance of
belonging to it. In ‘Iphigénie en Tauride,’
mcf all the later Operas, the same device is
eonntant:ly adogted: and modern Composers have
also used it, freely—notably Spohr, who opens
his ‘Faust’ with a Scene, in which a

behind the stage plays the most delightful of
Minuets, while Faust and Mephistopheles sing
an ordinary Recitative, accompanied by the usual
Chords played by the regular Orchestra in front.

By & process of natural, if not inevitable
development, this new style led to another, in
which the Recitative, though still distinct from
the Accompaniment, assumed a more measured
tone, less melodious than that of the Air, yet
more 8o, by far, than that used for ordinary
declamation. Gluck has used this peculiar kind
of Mezzo Recitativo with indescribable power, in
the Prison Scene, in ‘Iphigénie en Tauride.’
Spohr employs it freely, almost to the exclusion
of symmetrical Melody, in * Die letzten Dinge.’
Wagner makes it his cheval de bataille, intro-
ducing it everywhere, and using it, as an ever-
ready medium, for the production of some of his
most powerful Dramatic Effects. We have al-
ready discussed his theories on this subject, so
fully, that it is u to revert to them
here. {See OPERA, vol. ii. pp. 526-529.] Suffice
it to say that his Melos, though generally pos-
sessing all the more prominent characteristics of
pure Recitative, sometimes ap‘pmaches 80 nearly
to the rhythmic symmetry of the Song, that—
as in the case of ‘Nun sei bedankt, mein lieben
Schwann !'—it is difficult to say, positively, to
which class it belongs. We may, therefore, fairl
accept this as the last link in the chain whic|
fills up the long gap between simple ‘Recitativo
secco,” and the finished Aria. [WS.R.]

RECITING-NOTE (Lat. Repercussio, Nota
dominans). A name sometimes given to that
important note, in a Gregorian Tone, on which
the greater portion of every Verse of a Psalm, or
Canticle, is continuously recited.!

As this particular note invariably corresponds
with the Dominant of the Mode in which the
Psalm-Tone is written, the terms, Dominant, and
Reciting-Note, are frequently treated as inter-

1 In saccordance with this definition, the term should also be ap-
plied to the first notes of the first and third sections of a Double

Chaunt; but, ss the selection of these notes is subject to no rule
whatever, the word is very rarely used in connection with them.
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changeable. [See MoDEs, THE ECCLESIASTICAL,
vol. ii. p. 342.] The Reciting-Notes of the first
eight Tones, therefore, will be A, F, C, A, C, A,
D, and C, respectively.

The Reciting-Note makes its appearance twice,
in the course of every Tone: first, as the initial
member of the Intonation, and, as
that of the Ending; as shewn in the following
example, in which it is written, each time, in the
form of a Large

, Tone L

1 T

The only exception to the general rule is to be
found in the Tonus Peregrinus (or Irregularis),
in which the true Dominant of the Ninth Mode
(E) is used for the first Reciting-Note, and D
for the second.

The Reciting-Notes of Tones III, V, VII, VIII,
and IX, are so high that they cannot be sung, at
their true pitch, without severely straining the
Voice; in practice, therefore, these Tones are
almost always transposed. An attempt has been
sometimes made 80 to arrange their respective
pitches as to let one note—generally A—serve
for all. This plan may, perhaps, be found practi-
cally convenient: but it shews little concern
for the expression of the words, which cannot but
suffer, if the jubilant phrases of one Psalm are to
be recited on exactly the same note as the almost
despairing accents of another. [W.S.R.]

RECORDER. An instrument of the flute
family, now obsolete. Much fruitless ingenuity
has been exercised as to the etymology of the
name; & specimen of which may be seen im
the Pictorial Edition of Shakespeare, on the
passage in Hamlet, Act iii, Sc. 2. The English
verb ‘to record’ may be referred to the Latin
root Cor. ‘Recordare Jesu pie’ forms the opening
of one of the hymns of the ancient church, em-
bodied in the requiem or funeral mass. Here
it has simply the sense of ¢ to remember’? or ‘to
take note of '—a signification which has descended
to the modern words Records and Recorder. But
there was evidently from early times a el
meaning of ‘to sing, chant,’ or ‘to warble like
birds.” This appears Plainly in the beautiful
pasasage of Shakespeare *—

To the lute

She sang, and made the night-bird mute

That etili records with moan.
‘To record,’” says an old writer, ‘ among fowlers,
is v;?en the bird begins to tune or sing within
itself.’

It is possibly from this that the name of the

instrument is derived. In any case it ap;
in one of the ¢proverbis’ written about Henry
VIL’s time on the walls of the manor house
at Leckingfield. It is there said to ‘desire”’
the mean part, ‘but manifold fingering and sto
bringeth high notes from its clear tones." In the
catalogue of instruments left by Henry VIII. are
Recorders of box, oak, and ivory, great and

2 Compare the expression, ‘to get by Aeart.’
3 Pericles, Act. v,
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mull, two base Recorders of walnut, and one
great base Recorder.

The passage in Hamlet referring to the instra-
ment (Act iii. Sc. 2), is well known, and in the
Midsummer Night's Dream, Shakespeare says :
‘He hath played on his prologue like a child on
a recorder.” Sir Philip Sidney describes how “the
shepherds, pulling out recorders, which possessed
the place of pipes, accorded their music to the
others’ voice.” Bacon, in the Sylva Sylvarum,
Century I11I. 231, goes at length into the mechan-
izm of the instrument. He says it is straight,
and has a lesser and a greater bore both above
and below ; that it requires very little breath
from the blower, and that it has what he calls
a ‘fipple’ or stopper. He adds that the three
uppermost holes yield one tone, which is a note
lower than ghe tone of the first three.” This last
paragraph ets a suspicion that the learned
writer was not practically acquainted with the
method of playing this instrument. Milton?

speaks of
The Dorian mood
Of flutes and soft recorders,

Bat the most definite information we poesess
as to the instrument is derived from two similar
works published respectively in 1683 and 1686.
The former is named ‘ The Genteel Companion,
being exact directions for the Recorder, with a
collection of the best and newest tunes and
grounds extant. Carefully composed and gathered
by Humphrey Salter, London. Printed for
Richard Hunt and Humphrey Salter at the
Late in St. Paul’s Churchyard, 1683." The latter
is entitled ‘ The delightful Companion, or choice
New Leassons for the Recorder or Flute, etc.
London : printed for John Playford at his shop
near the Temple Church, and for John Carr at
his shop at the Middle Temple Gate 1686. Second
edition !

The first of these works has a frontispiece show-
ing a lady and gentleman sitting at a table, with
two music books; the gentleman, with his legs
gracefully crossed, is playing a recorder. The
lower end rests on his knee, and the flageolet~
shaped mouthpiece at the top end is between
his lips. The book describes the peculiarity of
the instrument, from which Mr. Chappell considers
the name to have been derived —namely, a hole
situated in the upper part, between the mouth-
piece and the top hole for the fingers, and ap-
parently covered with thin bladder, or what is
now termed ‘goldbeater's skin,’ with a view of
affecting the quality of tone. Two scales or
gamuts are given in the usual G clef, the former
comtaining 13, the other 16 notes. The lowest
note in both cases is F, and the highest is D in
the first case, and G in the second. There is no
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evidence of any keys for producing semitones,
which are shown by the scales to have been

i Paradive Lost, 1. 50.
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obtained by cross-fingering. The keys in which
the tunes are set comprise C, with G, D and A
on the sharp side, F and Bb on the flat side.
The edition of *The delightful Companion’
printed three years later gives very explicitly the
number of holes, but omits mention of the closed
intermediate orifice. It will be remarked thas
‘Recorder’ and *Flute’ are used synonymously
on this title-page. ¢ Observe’, says the writer,
“there is eight holes upon the pipe, viz. seven

 before, and one underneath which we call the

uppermost, and is to be stopped with your
thumb, the next with your forefinger,’ etc. Cross-
fingerings are here also given to produce the
first two or there intermediate semitones on
either side of the natural key.

Mr. Chagpall quotes the late Mr. Ward as his
authority for baving seen ‘old English flutes’
with a hole bored through the side in the upper
part of the instrument, and covered with a thin.
piece of skin. An English Recorder of the 17th
century was shown in the Loan Exhibition of
Musical Instruments at South Kensington. It
was 26 inches in length—agreeing well with
the frontispiece of the Genteel Companion—and
therefore not at all like the little pipe usually
brought on the stage in Hamlet. Near the top,
about an inch from the mouth-hole, it was fur-
nished with a hole covered with thin bladder as
above described. [W.HS.]

RECTE ET RETRO, PER (Imitatio can-
crizans, Imftatio per Motum retrogradum, Imi-
tatio recurrens; Ital. Imitazione al Rovescio, o
alla Riversa; Eng. Retrograde Imitation).
A peculiar kind of Imitation, so constructed
that the melody may be sung backwards as well
as forwards; as shewn in the following Two-
Part Canon, which must be sung, by the First
Voice, from left to right, and by the Second,
from right to left, both beginning together, but
at opposite ends of the Music.

'
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The earliest known instances of Retrograde
Imitation are to be found among the works of
the Flemish Composers of the 15th century, who
delighted in exercising their ingenuity, not only
upon the device itself, but also upon the Inscrip-
tions prefixed to the Canons in which it was
employed. The Netherlanders were not, however,
the only Musicians who indulged successfully in
this learned species of recreation. Probably the
most astonishing example of it on record is the
Motet,? ¢Diliges Dominum,’ written by William
Byrd for four voices—Treble, Alto, Tenor, and
Bass—and transmuted into an 8-part composition,
by adding a Second Treble, Alto, Tenor, and Bass,
formed by singing the four First Parts backwards.
It is scarcely possible to study this complication
attentively, without feeling one’s brain turn

2 Reprinted by Hawkins, * History,’ ch. 86,
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iddy ; yet, strange to say, the effect produced
E lesya czrioun th;?beauti{ul.

There is little doubt that the idea of singing
music from right to left was first suggested by those
strange Oracular Verses' which may be read either
backwards or forwards, without injury to words
or metre; such as the well-known Pentameter—

Roma tibi subito motibus ibit amor.
or the cry of the Evil Spirite—

In girum imus noctu ecce ut consumimur igni.
The Canons were frequently constructed in exact
accordance with the method observed in these
curious lines; and innumerable quaint conceits
were invented, for the purpose of giving the
Singers some intimation of the manner in which
they were to be read. Canit more Hebrsorum’
was a very common Motto. ¢ Misericordia et ver-
itas obviaverunt sibi ’ indicated that the Singers
were to begin at opposite ends, and meet in the
middle, In the Second ‘ Agnus Dei’ of his ¢ Misaa
Grmcorum,” Hobrecht wrote, ¢ Aries vertatur in
Pisces"—Aries being the first Sign of the Zodiac,
and Pisces the last. In another part of the same
Masshehasgivena farmore mysteriousdirection—

Tu tenor cancriza et per antifrasin canta,
Cum furcis in capite antifrasizando repete,
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This introduces us to s new complication; the
secret of the Motto being, that the Tenor is not
only to sing backwards, but to invert the inter-
vals (‘per antifrasin canta’), until he reaches
the * Horns’—that is to say, the two cusps of
the semicircular Time-Signature—after which he
is to ging from left to right, though still continu-
ing to invert the Intervalas. This new Device, in
which the Intervals themselves are reversed, as
well as the sequence of the notes, is called ‘ Retro-
grade Inverse Imitation’ (Lat. Imilatio cancrs-
zans motu contrario; Ital. Imitazions al contrario
riverso). It might have been thought that this
would have contented even Flemish ingenuity.
But, it did not. The Part-Books had not yet
been turned upside down! In the subjoined
example, we have endeavoured to show, in an
humble way, the manner in which this most
deeirable feat may also be accomplished. The
two Singers, standing face to face, hold the book
between them ; onme looking at it from the ordin-
ary point of view, the other, upsidedown, and both

ing from left to right—that is to say, begin-
ning at opposite ends. The result, if not strikingly
beautiful, is, at least, not inoonsistent with the
laws of Counterpoint.
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Lau-da-te Dominum, om - nes gen - tes,

This species of Imitation was indicated by the
Imcriptions, ‘ Respice me, ostende mihi faciem
tuam,’ ‘ Duo adversi adverse in unum,’ and others
equally obscure. The last-named Motto graces
Morton’s ‘ Salve Mater'—a triumph of ingenuity
which, no doubt, was regarded, in its time, as an
Art-Treasure of inestimable value. The style
was, indeed, for a long time, exceedingly popular;
and, even as late as 1690, Angiolo Berardi thought
it worth while to give full directions, in his
‘Arcani Musicali,’ for the manufacture of Canons
of this description, though the true artistic feel-
ing—to say nothing of the plain common-sense—
of the School of Palestrina had long since banished
them, not only from the higher kinds of Eccle-
siastical Music, but from the Polyphonic ‘Chan-
son’ also. This reform, however, was not effected
without protest. There were learned Composers,
even in the ¢ Golden Age,’ who still clung to the
traditions of an earlier epoch ; and, among them,
Francesco Suriano, the Second ¢ Agnus Dei’ of
whose Missa *Super voces musicales’ contains
& Canon, with the Inscription, ¢ Justitia et Pax
osculats sunt,” in which the Guida, formed on
the six sounds of the Hexachordon durum, is
sung, by the First Tenor, in the usual way, and
in the Alto Clef, while the Cantus Secundus re-
plies, reading from the same copy, in the Treble
Clef, backwards, and upsidedown. But, in this
instance, the simple notes of the Guida are ac-

| Versus recurrentes, sald to have been first invented by the
Greek Poet, Sotades, during the reign of Ptolemy Philadelphus. The
examples we have quoted are, however, of much later date; the
oldest of them being certainly not cariier than the 7th century.

gen - tes, lau-dste Do-mi-num.
companied by six ‘Free Parts,’ by the skilful
management of which the Composer has pro-
duced an effect well worthy of his reputation.?

Retrograde Imitation has survived, even to our
own day; snd, in more than one very popular
form. In the year 1791. Haydn wrote, for his
Doctor’s Degree, at the University of Oxford, a
‘Canon cancrizans, a tre’ (‘Thy Voice, O Har-
mony’) which will be found in vol. i. p. 710b;
and he has also used the same Device, in the
Minuet of one of his Symphonies. Some other
modern Composers bave tried it, with less happy
effect. But, perhaps it has never yet appeared
in & more popular form than that of the well-
known Double Chaunt by Dr. Crotch.
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It would be difficult to point to two Schools
more bitterly opposed to each other than those of
the early Netherlanders, and the English Cathe-
dral writers of the 1gth century. Yget, here we
see an Artifice, invented by the former, and used
by one of the latter, so completely con amore,
that, backed by the Harmonies peculiar to the
modern ‘free style,’ it has attained & position
quite unassailable, and will probably last as long
as the Anglican Chaunt iteelf shall continue in

2 The entire Mass is reprinted, from the original edition of 1608, ia
vol. L. of Proske's * Selectus novus Missarum’; and the Canon is there

+ shewn, both in its snigmatical form, and in its complete resolution.
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use. With this fact before us, we shall do well
to pause, before we consign even the most

glaring pedantries of our forefathers to obli-
vion. [W.8.R.,]

REDEKER, Louise DoRETTE AUGUSTE, a
contralto singer, who made her first appearance
in London at the Philharmonic Concert of June
19, 1876, and remained a great favourite until
she retired from public life on her marriage,
Oct. 19, 1879. She was born at Duingen, Han-
over, Jan. 19, 1853, and from 1870 to 73
studied in the Conservatorium at Leipzig, chiefly
under Konewka. She sang first in public at
Bremen in 1873. In 1874 she made the first
of several appearances at the Gewandhaus, and
was much in request for concerts and oratorios
in Germany and other countries during 74 and 75.
In England she sang at all the principal concerts,
and at the same time maintained her connexion
with the Continent, where she was always well
received. Her voice is rich and sympathetic ; she
sings without effort and with great taste. [G.]

REDFORD, JoBN, was organist and almoner,
and master of the Choristers of St. Paul’s
Cathedral in the latter part of vthe reign of
Henry VIII (1491-1547). Tusser, the author
of the ‘Handred good points of Husbandrie’ was
one of his pupils. An anthem, ‘ Rejoice in the
Lorde alway,’ printed in the a; dix to Haw-
kins’s His and in the Motett Society’s
first volume, Sl: remsr:sble fcii- its melody and
expression. me anthems and o ieces b;
him are in the MS. volume oollectém)? Thomuys
Mulliner. master of St. Paul’s School, afterwards
in the libraries of John Stafford Smith and
Dr. Rimbault, and now in the British Museum,
A motet, some fancies and a voluntary by him
are in MS. at Christ Church, Oxford. His
name is included by Morley in the list of those
whose works he consulted for his ¢ Introduc-
tion.’ [W.H.H.)

REDOUTE. Public assemblies at which the
guests 3 with or without masks at

leasure. The word is French, and is explained
g, Voltaire and Littré as being derived from the
Italian ridotto—perhaps with some analogy to
the word ‘resort’ The building used for the
purpose in Vienna, erected in 1748, and rebuilt
m stone in 1754, forms part of the Burg or
Imperial Palace, the side of the oblong facing
the Josephs-Platz. There was a grosse. and a
kleine Redoutensaal. In the latter Beethoven
played a oconcerto of his own at a concert
of Haydn's, Dec. 18, 1795. The rooms were
ueed for concerts till within the last ten years.
The masked balls were held there during the
Carnival, from Twelfth Night to Shrove Tuesday,
and occasionally in the weeks preceding Advent ;

some being public, i.e. open to all on payment of |

an entrance fee, and others private. Special nights
were reserved for the court and the nobility. The
* Redoutentinze'—Minuets, Allemandes, Contre-
danses, Schottisches, Anglaises, and Lindler—
were composed for full orchestra, and published
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(mostly bgeeArhri.) for pianoforte. !Mozart,
Haydn, * Beethoven, Hummel, Woelfl, Gyrowets,

and others, have left dances written for this pur-
pose. Under the Italian form of Ridotto, the
term was much employed in England in the last
century. [C.F.P.]

REDOWA, a Bohemian dance which was
introduced into Paris in 1846 or 47, and quickly
attained for a short time great popularity, both
there and in London, although now seldom
danced. In Bohemia there are two variations -
of the dance, the Rejdovék, in 3-4 or 3-8 time,
which is more like a waltz, and the Rejdovacka,
in 2.4 time, which is something like a polka.
The following words are usually sung to the
dance in Bohemian villages :

Kann nicht frei'n, weil Eltern

Nicht ibr Jawort gaben :

Weil ich kommen?bnnte,

Wo kein Brot sie haben—

‘Wo kein Brot sie haben,

Keine Kuchen backen,

Wo kein Heu sie mihen

Und kein Brennhols hacken.
The ordinary Redowa is written in 3-4 time
(Maelzel's Metronome J=160). The dance
is something like a Mazurka, with the rhythm
less strongll{emarked. The following example is
part of a Rejdovik which is given in Kohler's
‘ Volkstinze aller Nationen "—
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REED (Fr. Anche; Ital. Ancia ; Germ. Blatt,
Rohr). The speaking part of many instruments,
both ancient and modern ; the name being de-
rived from the material of which it has been
immemorially constructed. This is the outer
silicious layer of a tall grass, the Arundo Donax

or Sativa, growing in the South of Europe. The
substance in its rough state is commonly called
‘cane,’ though differing from real cane in many
respects. The chief supply is now obtained from
Fréjus on the Mediterranean coast. Many other
materials, such as lance-wood, ivory, silver, and
¢ ebonite,’ or hardened india-rubber, have been ex-
perimentally substituted for the material first
named; but hitherto without success. Organ
reeds were formerly made of hard wood, more
recently of brass, German silver, and steel. The
name Reed is, however. applied by organ-builders
to the metal tube or channel against which the

1 See Kachel's Catalogue, No. 509, etc.

3 See C: Sectlon U, pages 13137,

-
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vibrating tongue beats, rather than to the vibra-
tor itself.

Reeds are divided into the Free and the
Beating ; the latter again into the Single and the
Double forms. The Free reed is used in the
harmonium and concertina, its union with Beat-
ing reeds in the organ not having proved success-
f:f. [See FREE-REED, vol. i. p. 562.] The vibra-
tor, a8 its name implies, passes freely through
the long slotted brass plate to which it is adapted ;
the first impulse of the wind tending to push it
within the slot and thus close the aperture. In
¢percussion’ harmoniums the vibrator is set
suddenly in motion by a blow from a hammer
connected with the keyboard. [See HARMONIUM,
vol. i. p. 667 b.] The Beating reed is that
of the organ and clarinet. In this the edges
of the vibrator overlap the wind-passage so as
to beat against it. In the organ reed, how-
ever, the brass tongue is burnished.backwards
so as to leave a thin aperture between it
and the point of the channel against which it
strikes ; this the pressure of wind at first tends
to close, thus setting it in vibration. In the
clarinet, the reed is flat and spatula-like (hence
the German name Blitt opposed to Rohr in
the oboe and bassoon), the mouthpiece being
curved backwards at the point to allow of vibra-
tion. [See CLARINET.] The Double reed has
already been described under oboe and bassoon
[See OBOE ; Bassoox.] It is possible to replace
it in both these instruments by a single reed of
clarinet shape, beating against a small wooden
mouthpiece. The old Dolcino or Alto-fagotto
was 8o played in the band of the Coldstream
Guards by a great artist still living, Mr. Henry
Lazarus, when a boy. The double reed, however,
much improves the quality of tone, and gives
greater flexibility of execution to both the instru-
ments named above. (W.HS]

REEDSTOP. When the pipes controlled by
a draw-stop produce their tone by means of a
vibrating reed, the stop is called a Reedstop;
when the pipes contain no such reeds, but their
tone is produced merely by the impinging of air
against & sharp edge, the stop is called a Flue-
stop. Any single pipe of the former kind is
called & Reed-pipe, any single pipe of the latter
kind, a Flue-pipe. Pipes containing Free reeds
are seldom used in English organs, but are
occasionally found in foreign instruments under
the name of Physharmonika, etc. [See REED.]
The reedstops consisting of ‘striking-reeds’ are
voiced in various ways to imitate the sounds of
the Oboe, Cor Anglais, Clarinet, Bassoon, Horn,
Cornopean, Trumpet, etc., all of which are of
8ft. pitch (that is, in unison with the diapason).
The Clarion 4-ft. is an octave-reedstop. The
Double Trumpet 16-ft. is a reedstop one octave
lower in pitch than the diapason; it is also
called a Contra-posaune, or sometimes a Trom-
bone. Reedstops of the trumpet class are often
placed on & ver% high pressure of wind under
such names a8 Tuba mirabilis, Tromba major,
etc.; such high-pressure reedstops are generally
found on the Solo-manual ; the reedstops of the
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Great organ being of moderate loudness ; thoee
on the Choir organ altogether of a softer cha-
racter. A very much larger proportion of reed-
stops is usually assigned to the Swell organ
than to any other manual, owing to the brilliant
erescendo which they produce as the shutters of
the swell-box open. l;(eedat.opa are said to be
‘harmonic’ when the tubes of the pipes are
twice their normal length and perforated half-
way with a small hole. Their tone is remarkably
gure and brilliant. The best modern organ
uilders have made great improvements in the
voicing of reedstops, which are now produced
in almost infinite variety both as to quality and
strength of tone. J.8]
REED, TroMAS GERMAN, born at Bristol
June 27, 1817. His father was a musician, and
the son first appeared, at the age of ten, at the
Bath Concerts as a PF. player with John Loder
and Lindley, and also sang at the Concerts and at
the Bath Theatre. Shortly after, he appeared at
the Haymarket Theatre, London, where his father
was conductor, as PF. player, singer, and actor
of juvenile parts. In 1832 the family moved to
London, and the father became leader of the
band at the Garrick Theatre. His son was his
deputy, and also organist to the Catholic Chapel,
Sloane Street. German Reed now entered eagerly
into the musical life of London, was an early
member of the Society of British Musicians,
stl:died hard at hsrqul:y, counterpoi;it, and PF(i
playing, composed much, gave many lessons, an
took part in all the good music he met with. His
work at the theatre consisted in great measure
of scoring and adapting, and getting up new
operas, such as ‘ Fra Diavolo’ in 1837. In 1838
he became Musical Director of the Haymarket
Theatre, a post which he retained till 1851. In
1838 he also succeeded Mr. Tom Cooke as Chapel-
master at the Royal Bavarian Chapel, where the
music to the Mass was for long noted both for
quality and execution. Beethoven's Mass in C
was produced there for the first time in England,
and the principal Italian singers habitually took
part in the Sunday services. At the Haymarket,
for the Shakespearian performances of Macready,
the Keans, the Cushmans, etc., he made many ex-
cellent innovations, by introducing, as overtures
and entractes, good pieces, original or scored by
himself, instead of the rubbish usually played at
that date. During the temporary closing of the
theatre Reed did the work of producing Pacini’s
opera of 'Sap{)ho' at Drury Lane (April 1. 1843
—Clara Novello, Sims Reeves, etc.). In 1844 he
married Miss Priscilla Horton, and for the next
few years pursued the same busy, useful, miscel-
laneous life as before, directing the production of
English opera at the Surrey, managing Sadler’s

. Wells during a season of English opera, with his

wife, Miss Louisa Pyne, Harrison, etc., conduct-
ing the music at the Olympic under Mr. Wigan’'s
management, and making prolonged provincial
tours. :

In 1855 he started a new class of performance
which, under the name of ‘* Mr. and Mrs. German
Reed's Entertainment,’ has made his name widely



REED.

asd favourably known in England. Its object
was to provide good dramatic amusement for a
large class of society who, on various grounds,
objected to the theatres. It was opened at St.
Martin’s Hall, April 3, 1855, as * Miss P. Hor-
ton’s Illustrative Gatherings,’ with two pieces
called * Holly * and ‘The Enraged Musi-
cian’ (after Hi ), written by W. Brough, and
ted by Mrs. Reed, with the aid of her
E:-b.nd onfy, as accompanyist and occasional
actor. In Feb. 1856 they removed to the Gallery
of 1llustration, Regent Street, and there produced
‘A Month from Home,’ and ‘My Unfinished
Opera’ (April 27, 57); ‘The Home Circuit’ and
“Seaside Stadies’ (June 20, 59)—all by W. Brough;
< After the Ball,’ by Edmund Yates; ‘Our Card
Basket,” by Shirley Brooks; ¢ An Illustration on
Discord’ (‘The Rival Com ) by Brough
(Ap. 3.61); and ‘The Family Legend,’ by Tom
Tsl;la’ (Mar. 31, 63). They then engaged Mr.
John Parry, and produced the following series
of pieces specially written for this company of
three, and including some of Mr. Parry’s most
ular and admirable songs, in the characters of
;‘.‘;erfamﬂh- at the Paotomime, Mrs. Roseleaf,

ete., ete.
* The Charning Cottage.’ Ap.l.‘ ‘A Dream in Venice” T. W.
148 Robertson. Mar. 18, 67.

“The Pynmid’ Surley Brooks.! *Our Quiet Chateau.’ B.Beece.
Ped. 7. 64 Dec. 3. 67.

“The Pand sod his Birthday.'| ‘Ioquire within' F. C. Bur
W. Brough. Ap. % 64 nand. July 22 63,

- The Pecullar family.” Do. Mar.| *Lastof the Paladins.’ R. Reece.
h: 9N Dec. 23, 83
. Yechting Cruise.” P. C.
Burnand. Ap. 2 66

At this period the company was further in-

ereased by the addition of Miss Fanny Holland
sod Mr. Arthur Cecil, and soon after by Mr,
Corney Grain and Mr. Alfred Reed. The follow-
ing was the repertoire during this last period :—

* Lissben sad Fritschen.’ Offen-| °Near Relations.’ Arthur S8ketch-

Pob. & 80, ley. Aug. M4, 71.
'a Cards’ W. 8 GiTbert, and| ‘KingChristmas.’ Planché. Dec.
* Cex > .

smd Box® Burnand and Rul-:28, 71
ivan JEar. 29, 63. (A. Cecil's 1st| ‘Charity begins at Home.' B.
sppearsnce ) Bowe and Cellier. Feb. 7, 72
TAges Agn 3

' W.S8,Glbertand| 'My Aunt's Secret’ Burnand
.

7.Cmy. Fov. 22 00. and Molloy. Mar. 8, 72

' Beggar wy Neighbour.” P.0.| °"Happy Arcadia’ W. 8. Gilbert
Burnsad. M. R 0. ¥. Clay. Oct. 2, 72

‘Our Isispd Bome." W.B. Gll-{ ‘Very Catching.’ Burnand and
bert. June. N olloy. Nov. 18, 72,

*Thwe Bohl Recruit’ F. Clay.| °Mildred: Well." Burnand and
Jady 2® 0. German Reod. Msy 5, 78

* A Seneation Novel.” Do. *Ji .
n 7

When the lease of the Gallery of Ilustration
expired, the entertainment wax transferred to
t. George's Hall, and there the following enter-
tainments were produced :—

*He's Coming” 7. O. Bornand \.:r:‘ & Beckett and German

sad German Reed. .
‘“Too Many by One.’ F.C.Bur-| ‘Matched and Match.' 7. C.
Burnand and German Reed.

el a0d ¥, Cowan.
*¥he Thres Tenmats®: ‘ Anclent | ° A Puff of Rmoke.' (. J. Rowe

Aritens.” @ilbert 3 Backett snd [and Mme. Goetz.

German Beed. ‘ Our Dolls’ House.' 0. J. Rowe
*A Tale of Oid China.’ ¥. C.|and Cotaford Dick.

‘Bernand aad Molloy. ‘A Night's Surprise.” West Cro-
‘Ryes sod 0o Eyes.” W. 8. Gil- 'mer and German Reed.

Sert and German ‘Foster Brothers.” F. C. Bur
* A fpanish Bond’; ° An Indian nand and King Hall.

Puzie’; ‘The Wicked Duke.’ Gil-! * Happy Bungalow.” A. Law.

During the Galley of Illustration period a diver-
sion was made by the introduction of ‘Opere di

Camera,’ for four characters. These comprised :— |
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‘Jesmy Lea’ Oxanford and Mac-| ‘ Widows bewltched.' Virglals

farren. lﬂtbﬂel.
*Too Many Cooks.” Offenbach. | A Fair Exchange’: ‘A Happy
‘The Blecping Besuty.’ Balfe. 'Result'; ‘Ching Chow HL' All
‘The Soldier’s Legacy.’ Ozxen-, three by Offenbach.

ford and Maclarren. I

While the entertainment still remained at the
Gallery of Illustration, Reed became lessee of St.
George's Hall for the production of Comic Opera.
He engaged an orchestra of 40 and a stron
chorus, and ‘The Contrabandista’ (Burnand amgl
Sullivan), ‘L’'Ambassadrice’ (Auber), ‘Ching
Chow Hi’ and the ‘Beggar's Opera’ were pro-
duced, but without the necessary success. gir.
Reed then gave his sole attention to the Gallery
of Illustration, in which he has been uniformly
successful, owing to the fact that he has carried
out his entertainments, not only with perfect
respectability, but always with great talent, much
tact and judgment, and constant variety.

His brothers, RoBerT HoPk£ and WILLIAN,
are violoncello players; Robert has been Principal
Cello in the Crystal Palace Band for many years.

Mges. GERMAN REED, née PrisciLra HorroN,
was born at Birmingham, Jan. 1, 1818. From a
very early age she showed unmistakable qualifi-
cations for a theatrical career, in a fine strong
voice, great musical ability, and extraordinary
power of mimicry. She made her first appearance
at the age of ten, at the Surrey Theatre, under
Elliston’s management, as the Gipsy Girl in ‘Guy
Mannering.” After this she was constantly en-
gaged at the principal metropolitan theatres in
a very wide range of parts. Her rare combination
of great ability as a singer, with conspicuous gifts
as an actress, and most attractive appearance,
led to a very satisfactory step in her career. On
Aug. 16, 1837, she signed an agreement with
Mr. Macready for his famous performances at
Covent Garden and Drury Lane, in which she
acted Ariel, Ophelia, the Fool® in ¢Lear,’ the
Attendant Spirit in ¢ Comus,’ Philidel in ¢ King
Arthur,” and Acis in ‘Acis and Galatea.” After
the conclusion of this memorable engagement,
Miss Horton became the leading spirit in
Planché’s graceful burlesques at the Haymarket
Theatre. On Jan. 20, 1844, she married Mr.
German Reed, and the rest of her career has been
related under his name. [G.]

REEL (Anglo-Saxon Areol, connected with the
Suio-Gothic rulla, to whirl). An ancient dance,
the origin of which is enveloped in much ob-
scurity. The fact of its resemblance to the
Norwegian Hallung, as well as its popularity
in Scotland, and its occurrence in Denmark, the
north of England, and Ireland, has led most
writers to attribute to it a Scandinavian origin,
although its rapid movements and lively character
are opposed to the oldest Scandinavian dance-
rhythms. The probability is that the reel is of
Keltic origin, perhaps indigenous to Britain, and
from there introduced into Scandinavia. In Scot-
land the reel is usually danced by two couples;
in England—where it is now almost only found in
connection with the Sword Dance, as performed
in the North Riding of Yorkshire—it is danced

1 See Macready's Remiuiscences, by 8.1 F. Polock. L. 97.
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by three couples. The figures of the reel differ |
slightly according to the locality; their chief
feature is their circular character, the dancers
standing face to face and describing & series of
figures of eight. The music consists of 8-bar
phrases, generally in common time, but occa-
sionally in 6-4. e Irish reel is played much
faster than the Scotch ; in Yorkshire an ordinary
hornpipe-tune is used. The following example,
'Lug' Nelson’s Reel,’ is from a MS. collection
of dances in the possession of the present writer.

rs

An example of the Danish reel will be found in
Engel's ¢ National Music’ (London, 1866).

One of the most characteristic Scotch reels is
the Reel of Tulloch (Thulichan) :—

!

Others, equally good, are ‘Colonel M°Bean’s
Reel,” ‘ Ye're welcome, Charlie Stuart,” * The
Cameronian Rant,’ ‘Johnnie’s frieads are ne'er
pleased,’ and * Flora Macdonald.’
For the slow Reel see STRATHSPEY. [W.BS.]
REEVE, WILLIAN, born 1757 ; after quitting
school, was placed with a law stationer in Chan-

cery Lane, where his fellow writer was Joseph
Munden, afterwards the celebrated comedian. !
Determined however upon making music his |
profession, he became a pupil of Richardson,
organist of St. James, Westminster. In 1781
he was appointed organist of Totnes, Devonshire, '
where he remained till about 1783, when he was
engaged as composer at Astley’s. He was next
for some time an actor at the regular theatres,
In 1791, being then a chorus singer at Covent
Garden, he was applied to to complete the com-
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position of the music for the ballet-pantomime
of * Oscar and Malvins,’ left unfinished by Shield,

who, upon some differences with the manager,
had resigned his appointment. Reeve thereupon
produoegIl an overture and some vocal music,
which were much admired, and led to his being
appointed composer to the theatre. In 1792
he was elected organist of St. Martin, Lud-
te. In 1802 he became part proprietor of
gdler‘n Wells Theatre. His principal dramatic
compositions were *Oscar and Malvina,” and
“Tippoo Saib,’ 1791; ¢Orpheus and Eurydice.’
partly adapted from Gluck, 1793; ‘The Ap-
ition,’ ¢ British Fortitude,’ ‘Hercules and
mphale,' and ‘The Purse,” 1794; ¢ Merry
Sherwood,’ 1795 ; ¢ Harlequin and Oberon,’ 1796;
¢ Bantry Bay,’ ‘ The Round Tower,” and ‘ Harle-
quin and Quixote,’ 1797 ; ‘Joan of Are,” ¢ Ramah
Droog’ (with Mazzinghi), 1798 ; ‘ The Turnpike
Gate' (with Mazzinghi), and ¢ The Embarkation,’
1799 ; *Paul and Virginia’ (with Mazzinghi),
1800 ; ‘ Harlequin's Almanack,’ *The Blind Girl’
(with Magzinghi), 1801 ; ‘The Cabinet’ (with
Braham, Davy, and Moorehead), and * Family
Quarrels’ (with Braham and Moorehead), 18032;
‘The Caravan,” 1803; ¢ The Dash,’ * Thirty
Thousand ’ (with Dmnd Braham), 1804; *Out
of Place’ (with B m), 1805; ‘The White
Plume,” and ‘ Au Bratach,’ 1806; ¢ Kais* (with
Braham), 1808 ; * Tricks upon Travellers * (part),
1810; and ‘The Outside Passenger ’ (with Whita-
ker and D. Corri), 1811. He wrote music for
some pantomimes at Sadler's Wells; amongst
them ¢ Bang up,’ by C. Dibdin, jun., containing
the favourite Clown's song, ‘ Tipitywichet,” for
Grimaldi. He was also author of ‘ The Juvenile
Preceptor, or Entertaining Instructor,’ etc. He
died June 23, 1815. [W.H.H]
REEVES, JoHN S1us, son of & musician, was
born at Shooter's Hill, Kent, Oct. 21, 1822, He
received his early music;ll instruction from his
father, and at 14 obtained the post of organist
at North Cray Church, Kent.poilpon gaining
his mature voice he determined on becoming a
ginger, and in 1839 made his first appearance
in that capacity at the Newecastle-upon-Tyne
Theatre, as Count Rudolpho in ¢ La Sonnambuls,’
and subsequently performed Dandini in ‘La
Cenerentola,’ and other baritone parts. The
true quality of his voice, however, having asscrted
itself, he placed himself under Hobbs and T.
Cooke, and in the seasons of 1841-42 and 1842-43
was a member of Macready’s company at Drury
Lane, as one of the second tenors, performing such
parts as the First Warrior in Purcell's ‘ King
Arthur,” Ottocar in ‘Der Freischiitz,” and the
like. He then went to the continent to prose-
cute his studies, and in a short time afterwards
af‘peared at Milan as Edgardo in Donizetti's
¢ Lucia di Lammermoor’ with marked success.
Returning to England he was engaged by Jullien
for Drur{[hne, where he made his first appear-
ance on Monday, Dec. 6, 1847, as Edgar in ‘The
Bride of Lammermoor,” and at once took position
as an actor and singer of the first rank. ‘His
voice had become a pure high tenor of delicious
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quality, the tones vibrating and equal throughout,
very skilfully managed. and displaying remark-
ably good taste. His deportment as an actor was
natural and easy, his action manly and to the
, and exhibiting both passion and power,
m the least exaggeration.” A fortnight later
he performed his first original part, Lyonnel in
Balfe's ¢ Maid of Honour.” In 1848 he was en-
goged at Her Majesty's Theatre, and came out
ss Carlo in Donisetti’s ‘Linda di Chamounix.’
In the autumn he was engaged at the Norwich
Mousical Festival, where he showed his ability
as an oratorio singer by an extraordinarily
fine delivery of ‘The enemy said’ in ‘Israel in
Egypt.” On Nov. 24 following he made his first
at the Sacred Harmonic Socie:{ in

's ‘ Messiah.' The rapid strides which he

was then making towards perfection in oratorio
were shown—to take a few instances only—
by bis performance in ‘Judas Maccabeus’ and
*Nameon,’ ‘ Elijah,’ ‘St. Paul,’ and ‘Lobgesang,’
aod ‘Eli’ and ‘Naaman’ (both composed ex-
pressly for him). But his greatest triumph
was achieved at the thd;l Featival at the
Crystal Palace in 1857, when,. after singing
in ‘Messiah’ and ‘ Judas Mzcoabeus’w'ilt’ll:g‘im
creased reputation, he gave ‘The enemy said’
in ‘Israel in Egyps’ with such remarkable
power, fire, and volume of voice, breadth of s:{le,
snd evenness of vocalisation, as completely elec-
trified his hearers. He repeated this wonderful
at several succeeding festivals, On

the stage he has been uniformly sucocessful in
all styles, from the simplest old English ballad
opera to the most complex modern grand pro-
duction. A recent letter from Mr. Reeves, pub-
lished in the Times in Nov. 1880, speaks of
kis intended retirement from public life as an
artist in 18832, and shows in its whole tenor how
deep an interest is felt by this great singer in the
welfare, in his own country, of the art in which
he himself has been so successful. Mr. Reeves
married, Nov. 2’;8151:"1 ﬁ Exua Lut;ons,
soprano singer, who a pupil of Mrs.
Blane Hunt, and appeared at the Sacred Har-
monic Society’s concert of June 19, 1839, and
mang there and at other concerts until 1845, when
she went to Italy. She returned in 1848, and
sppeared in opera as well as at concerts, Mrs.
Reeves has for some years past retired from public
life and occupied herself as a teacher of singing,
for which she has a deservedly high reputation.
His son HXRBERT, after a careful education under
ks father and at Milan, made his successful debut
at one of Mr. Ganz’s concerts (June 13, 1880), and
has already met with great favour from the public,
His voice, though not yet so strong as his father's,
i of beautiful quality, and in taste, intelligence
and phrasing he is all that might be expected
from his parentage and education. ~[W.H.H.]
REFORMATION SYMPHONY, THE.
Mendelesobn’s own name, and that adopted in
England, for his Symphony in D minor, written
with a view to performance at the Tercentenary
Pestival of the Augsburg Protestant Confession,
which was intended to be celebrated thronghout
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Germany on June 25, 1830, The first mention
of it appears to be in a letter of his own from
North Wales, Sept. 2, 1829. On May 15, 1830,
he writes from Weimar that it is finished, and
when copied will be sent to Leipzig. It was not
however then performed; the political troubles
of that year prevented any festive demonstra-
tions. In January and March, 1833, it was in
rehearsal in Paris, but it did not come to actual
performance till Nov. 1832, when it was played
under his own direction at Berlin. It was not
repeated during his life, but was revived at the
Crystal Palace, Sydenham, Nov. 30, 1867. It
was published in score and parts by Novello
& Co., and by Simrock as ‘Symphony No. §5°'—
Op. 107, No. 36 of the posthumous works. The
first Allegro is said to represent the conflict
between the old and new religions, and the
Finale is founded on Luther's Hymn, *Ein’
veste Burg ist unser Gott.’ - [G.]

REFRAIN (Fr. Refrain; Germ. Reimkehr).
This word is used in music to denote what in
poetry is called a ‘burden,’ s.e. a short sentence
or phrase which recurs in every verse or stanza.
It was probably first employed in music in order
to give roundness and unity to the melody, and
was then transferred to the which was
written especially for music. Such collections as
the * Echos du temps passé’ give an abundance
of examples in French music, where songs with
refrains are most frequently to be found. ¢Lil-
liburlero’ may be cited as one English instance
out of many. [Seevol.ii. p.138.] [J.A.F.M.]

REGAL (Fr. Régale; It. Regale or Ninfale).
An old German name for a very small
also called ¢ Bibelorgan’ or * Bibelregal,’ because
it was sometimes so small as to fold up into the
size of a Church Bible. It had a single rank of
reed-pipes only. Preetorius in his Syntagma,
vol. iii. pl. iv. gives a view of one, which in its
eandeg condition, bellows and all, appears to be
about 3 ft. 6in. by 3 ft. He ascribee (ii. p. 73) the
invention to a namelees monk ; others give it to
Roll, an organ-builder at Nuremberg in 1575.
The specimen preserved in the Musée of the
Conservatoire at Paris is said to date from the
end of the 16th century, and has a compass of
4 octaves, The instrument has been long since
extinct, but the name ‘regal’ is still applied in
Germany to certain reedstops.

In the inventory of Henry VIII's musical
instruments we find 13 pairs of single regalls
(the ‘pair’ meant only one instrument) and
5 pair of double regalls (that is with two pipes
to each note). The name continued in use at
the English Court down to 1773, the date of
the death of Bernard Gates, who was *tuner of
the Regals in the King's household.’ (G.]

REGAN, AKNA, soprano singer,  [See
SoHIMON.]

REGIBO, ABEL BENJAMIN MARIE, born at
Renaix in Belgium, April 6, 1835, received his
first lessons in music from his father, who was
director of the choir of the College of St. Hermds
in that town. From infancy Regibo showed a
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great inclination to music. In 1848 he entered
the Conservatoire at Ghent, where he was placed
for piano under Max Heyndericks; and in two

ears, while following the instruction of Joseph
idenga.l, he obtained the prize for harmony. Ge-
vaert gave him lessons in counterpoint. In 1854
his father removed him to the Conservatojre at
Brussels, where Lemmens taught him the organ,
and Fétis composition. Among his numerous
compositions, the fruit of these studies, there is
a trio for piano, harmonium, and cello, dedicated
to Fétis. A second trio for the same combina-
tion is dedicated to Gevaert. In 1856 Regibo
contracted for two years with Messrs Mercklin
and Schiitze to display their organs and har-
moniums, and was publicly heard on the latter
in Holland, in London and in Paris. Having
found in a garret of his father’s house & spinet
by Albert Delin of Tournai, dated 1756, which
had been the musical instrument of his childhood,
he conceived the idea of collecting all the old
Belgian clavecins, spinets and dulcimers possible
—an idea the successful carrying out of which is
likely to make his name widely known. Regibo
has proposed to himself the patriotic task of re-
deeming the works of the old %elgian makers from
their unmerited obscurity, and after a quarter
of a century’s research he has now the t
collection existing of the clavecins of the great
Antwerp makers, including the greatest of all, the
family of Ruckers. [See RuCKERS ; also COLLEC-
TIONS in the Appendix.] To justify the import-
ance of his object he is now eng upon a
technical treatise, soon to be published, upon the
last three centuries of this instrumental art of his
native country, which has no early rival even of
approximate importance except the still earlier
etforts of Northern Italy in the same direction.
In 1872 Regibo was summoned to his native town
to take the direction of the School of Music, a
post which he still holds (1881). [A.J.H.]

REGISTER, of an organ. Literally, a set
of pipes as recorded or described by the name
written on the draw-stop ; hence, in general, an
organ-stop. The word * register’ is however not
quite synonymous with ‘stop,’ for we do not say
*pull out, or put in, a register,’ but, ‘a stop,’
although we can say indifferently ¢ a large
number of registers’ or ‘of stops.” The word is
also used as a verb; for example, the expression
*gkill in registering’ or °registration’ means
skill in selecting various combinations of stops
for use. The word ‘stop’ is however never used
a8 & verb, in this sense, (J.8.]

REGISTER is now employed to denote a
portion of the scale. The ‘soprano register,’
the ‘tenor register,’ denote that part of the
scale which forms the usual compass of those
voices; the ‘head register’ means the notes
which are sung with the head voice; the * chest
register,’ those which are sung from the chest ;
the ‘ upper register’ is the higher portion of the
compass of an instrument or voice, and so on.
How it came to have this meaning, the writer
has not been able to discover. G

REGISTRATION.

REGISTRATION (or REGISTERING) is
the only convenient term for indicating the art of
selecting and combining the stops or *registers’
in the organ so as to produce the best effect and
contrast of tone, and is to the organ what ° or-
chestration’ is to the orchestra. The stops of
an organ may be broadly clased under the two
divisions of ‘flue-stops’ and ‘reed-stops.’ [See
OraaN.] The flue-stops again may be regarded
as classed &:,der three sub-di viniom—ththooe which
represent pure organ tone (a8 the diapasons,
prli)ncipsl, fifteenth, and mixtures), those which
aim at an imitation of string or of reed tome (as
the violone, viola, gamba, etc.), and those which
represent flute tone. In oonsidering the whole
of the stops en masse, a distinction may again be
drawn between those which are intended to com-
bine in the general tone (‘mixing stope’) and
those, mostly direct imitations of orchestral in-
struments, which are to be regarded as €solo
stops’ to be used for epecial effects, as the
clarinet, orchestral oboe, vox humana, etc. Some
stops, such as the harmonic flute, are capable of
effective use, with certain limitations, in either
capacity.

The use of the pure solo stops is guided by
nearly the same eesthetic considerations as the
use in the orchestra of the instruments which
they imitate (see ORCHESTRATION], by suitability
of timbre for the expression and feeling of the
music. These stops form, however, the smallest
and on the whole the least important portion of
the instrument.

In the combination of the general mass of stops
there are some rules which are invariable—e. g. a
‘ mutation stop,’ such as the twelfth, can never be
used without the stop giving the unison tone next
above it (the fifteenth), and the mixtures can
never be used without the whole or the principal
mass of the stops giving the sounds below them,
except that on the swell manual the mixture
may sometimes be used with the 8-feet stops
only, to produce a special effect. On the
organ manual it is erally assumed that the
stops are added in the order in which they are
always placed, the unison diapason stops and the
16-feet stops lowest, the principal, twelfth, fif-
teenth, an(f mixtures in ascending order above
them ; and the reeds at the top, to be added last,
to give the full power of the instrument. But
this general rule has its exceptions for special
purposes. If it be desired to play a fugato passage
with somewhat of a light violin effect, the fif-
teenth added to the 8-feet steps, omitting the
principal and twelfth, has an excellent effect,!
more especially if balanced by a light 16-feet
stop beneath the diay The 8-feet reeds,
again, may be used with the diapasons only, with
very fine effect, in slow passages of full harmony.
The harmonic flute of 4-feet tonme is usually
found on the great manual, but should be used
with caution. It often has a beautiful effect in
addition to the diapasons, floating over them and

1 For this reason the twelfth and fifteenth should never be com-
bined on one slide, as is occasiouslly done for the sake of econumy
iu mechanism.
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brightening up their tone, but should be shut off
when the 4-feet Princip;l is added, or when the
“full to fifteenth’ is used, as the two tones do not
amalgamate. The 16-feet stops on the manuals
are intended to give weight and gravity of tone,
and are always admirable with the full or nearly
the full organ. In combination with the diapasons
only their use is determined by circumstances;
with a vu-z foll barmony they cause a muddy
effect; with an extended harmony in pure parts
they impart a desirable fullness and weight of
tone, and seem to fill in the interstices of the

unison stops : 6.9.—

) . (N

.| 4
—

—

No. 1 would be injured by the addition of a
36-feet stop below the diapasons; No. 2 would
be improved by it.
The swell organ stops are very like the great
organ in miniature, except that the reed-stops
inate more in tone, and are more often
used either alone or with diapasons only, the
stronger and more pronounced tone of the reeds
_being requisite to bring out the full effect of
the crexcerndo on opening the swell box. The
oboe alone, in passages of slow harmony, has a
beautiful effect, rich yet distant. The choir
organ is al ways partially composed of solo stops,
and the bulk of its stops are usually designed
for special effects when used separately, though
with & certain capability of mixing in various
combinations. It may be observed that qualities
of tage which mix beautifully in unison will often
not mix in different octaves. The union of one
of the soft reedy-toned stops, of the gamba class,
with an 8-feet clarabella flute, has a beautiful
creamy effect in harmonised passages, but the
addition of & 4-feet flute instead is unsatisfactory ;
and the combination with the clarabella, though
20 effective for harmony, would be characterless
a8 8 s0lo combination for & melody. The effect
of a light 4-feet flute over a light 8-feet stop of
not too marked character is often admirable for
the accompanying harmonies to a melody played
on another manual ; Mendelssohn refers to this
in the letter in which he speaks of his delight in
playing the accompaniment in Bach’s arrange-
ment of the chorale ‘Schmiicke dich’ in this way;
the flute, he observes, ‘continually floating above
the chorale.” This class of effect is peculiar to
the argan ; it is quite distinct from that of dou-
bling a part with the flute an octave higherin the
orchestra; in the organ the whole harmony is
doubled, but in so light and blending a manner
that the hearer is not conscious of it as & dou-
bling of the parts, but only as  bright and liquid

In contrasting the stops on the different
manuals, one manual may be arranged so as to

=
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be an echo or light repetition of the other, as when
a selection of stops on the swell manual is used
as the piano to the forte of a similar selection on
the great manual ; but more often the object is
contrast of tone, especially when the two hands
use two manuals simultaneously, In such case
the stops must be selected, not only so as to stand
out from each other in tone, but so that each
class of passage may have the tonme best fitted
for its character. In this example, from Smart's

Theme and Variations in A, for instance—

il

Swell with Roeds, 6-oss.
if the registering were reversed, the chords played

. on the flute-stop and the brilliant accompaniment

on the swell reeds, it would not only be ineffec-
tive but msthetically repugnant to the taste, from
the sense of the misuse of tone : this of course
would be an extreme example of misuse, merely
instanced here a8 typical. The use of flute tone
over reed tone on another keyboard is often
beautiful in slow passages also; e.g. from ! Rhein-
berger’s Sonata in Fg§ :—

Adagio non t
T I : P T A T3
8-feet Flute, Great or Solo Organ. -
b 4 i
. g 1
Y 1 I —
S———|
Bwell, Soft 8-feet Roed only.
) — A & T I
. - 1 i 1 1 —
i!‘ 3 1 1 1 o —
I— S — S St
~ i — S
Pedal Bourdon, coupled to Swell.

where the flute seems to glide like oil over the
comparatively rough tones of the reed. Differing
tones may sometimes be combined with good
effect by coupling two manuals; swell reeds
coupled to great-organ diapasons is & fine com-
bination, unfortunately hackneyed by church
organists, many of whom are so enamoured of it
that they seldom let one hear the pure diapason
tone, which it must always be remembered is
the real organ tone, and the foundation of the
whole instrument. Special expression may some-
times be obtained by special combinations of
pitch. Slow harmonies played on 16-feet and 8-feet
flutes, or flute-tuned stops, only, produde a very
funereal and weird effect.? Brilhant scale pas-
sages and arpeggios, accompanying & harmony
on another keyboard, may be given with an
effect at once light and bizarre, with the 16-feet
bourdon and the fifteenth three octaves above
it. Saint-Saéns, in his first ¢ Rhapsodie,” writes
1 The registering Is our own ; the composer gives no indication.

2 Seo & little piece entitled ‘Adaglo Elegisco,’ In Best’s ‘Orgsn
Pleces for Church Use.’
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an arpeggio accompaniment for flutes in three | has a magnificent effect. The solo reeds may be

octaves—
Flutes, 8, ¢, and 2 feet.
* | |
o (-0 S yi s |
[ A ey ) | 2 -_} !j 1w — ] L
{ 4 T—Tw—
¢ s 3

ilJ

though it is perhaps better with the 4-feet flute
omitted. The clarinet, though intended as a solo
stop, may occasionally be used with great effect
in Harmonised es (in combination with a
light flue-stop to fill up and blend the tone), and
should therefore Alwaiy‘s be carried through the
whole range of the keyboard, not stopped at
tenor C, a8 most builders do with it. The
vox-humana should never be combined with an

other stop on the same manual; the Frenc

organists write it 8o, but it is a mistake; and, it
may be added, it should be but sparingly used
at all. It is one of the tricks of organ effect,
useful sometimes for a special expreesion, but
very liable to misuse. The modern introduction
of a fourth keyboard, the ‘solo manual,’ entirely
for solo stops, puts some new effects in the hands
of the player, more especially through the medium
of brilliant reed-stops voiced on an extra pressure

of wind. These give opportunity for very fine
effects in combination with the great-organ
manual ; sometimes in bringing out a single em-
%hstic note, as in & passage from Bach’s A minor
ugue—
tr Solo Organ, Tuba Reed, §

used also to give contrast in repeated phrases in
full harmony, as in this passage from the finale

of Mendelssohn’s first Sonata—
Bolo O
Great Organ § &e;‘.‘“ .
g 4. B | Orest Orgaa.
rarg's < =
™~
. . g 4 1 A
e e
) % — i '_IJI L ) - I}E 5

N—
Pedal. _
£ ';_ :‘E ﬂl T -
L | . e ) ! . -
t 3

Combinations and effects such as these might
be multiplied ad infinitum ; in fact, the possible
combinations on an organ of the largest size are
nearly endless; and it must be obeerved that
organs vary so much in detail of tone and balance,
that each large instrument presents to some ex-
tent a separate problem to the player.

It is remarkable that in the great organ works
of Bach and his school there is hardly an indi-
cation of the stopa to be employed. It 1s perbaps
on this account that it was long the custom, and is
80 still with a majority of players, to treat Bach's
fugues for the organ as if they were things to be
mechanically ground out without any attempt a¢
effect or colouring ; as if, as wo heard a distin-
guished player exprees it, it were suff.cieL. to
pull out all the stops of a big organ ‘and then
wallow in it.” It is no wonder under these cir-

—
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where the long blast from the solo reed, sounding
above the sway and movement of the other parts,

1 In this case the solo reed Is supposed to be coupled to the choir
manual (immediately below the great manual), and the lower notes
on the treble stave ar» taken by the first finger of the right hand, the
fourth finger of the same hand continuing to hold the E on the lower
manual. In some modern organs the solo manual s placed imme-
diately above or below the great manual, in order to facilitate such a
combination, which is often exceedingly useful.

. moet useful bridge for passing from loud to eoft

cumst that many people think of orgad
fugues as essentinlly ‘dry.” The few indications
that are given in Bach’s-works, as in the Toocats
in the Doric mode, show, however, that he wat
fully alive to the value of contrast of tone and
effect ; and with all the increased m :
facilities for changing and adjusting the stops 10
these days, we certainly ought to look for some
more intelligent ‘scoring’ of these great works
for the organ, in accordance with their style and
character, which is in fact as various as that of
any other branch of classical music, and to get
rid of the idea that all fugues must necessanly
be played as loud as poesible, Many of Bachs
organ works are susceptible of most delicate sod
even pl:‘{ﬁxl treatment in regard to effect; '_"d
nearly all the graver ones contain episodes wl.nch
seem as if purposely intended to suggest variety
of treatment. There must, however, be a dis-
tinction made between fugues which have ‘ep
sodes,” and fugues which proceed in a .
and unbroken course to s climax. Some of Bachs
organ fugues, and nearly all of Mendelﬂoh"uz
are of the latter class, and require to be tres
accordingly.

In arranging the effective treatment of org®
music of this class, it is necessary often to make
a special study of the opportunities for chlﬁxir.:kg
the stops o as to produce no perceptible P e
in the g:w of the whole. The swell-organ is ¥
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-lbhek p;.::danopmﬁmnldbepowaful
enough to on to e t organ
vithout-ﬁolentoonhut,whmthegt::embe
reduced ually by closing it ; the reverse pro-
uudﬁ‘ ing adopted in returning to the great-
man It is possible to add stops on the great-
in the course of playing, 8o as hardly to
any peroeptible break, by choceing a mo-
when only a single note is being sounded ;
the addition of & stop at that moment is hardly
noticed by the hearer, who only finds when the
other parts come in again that the tome is more
If it be & fluestop that is to be
s low note is the best opportunity, as
of & more acute stop of that class
is loast felt there; if a reed is to be added, it
uﬂhifgellx l;ote, as the reed
most i ly felt in the lower part
Etahouldbeadded that it is
lutely inadmissible to delay or break the tempo
to gain time for ing a stop; the player must
make his opportunities without any such license.
Tolerably close imitations of orchestral effects
are possible on the organ, and an immense num-
ber of ‘arrangements’ of this kind have been
made ; but as it is at best but an imperfect
imitation, this is not & pursuit to be encouraged.
On the other hand, arrangements of piano music
for the argan, provided that a careful selection is
made of that which is in keeping with the charac-
ter of the instrument, may often be very inter-
esting and artistically valuable, as giving to the
mu. i a Jarger scale and new beauties of tone and
expression, and affording scope for the unfettered
exercise of taste and feeling in the invention of
effects suitable to the character of the music.
The remarks may, we hope, afford
some answer to the question so often asked by
the uninitiated, ‘how do you know which stops
towe!’ but it must be added that a sensitive
er for delicacies of timbre is & gift of which it
may be said, nascitur, non fAt; and no one will
soquire by mere teaching the perception which
gives to each passage its most suitable tone-
3 (H.H.8.]
REGONDI, Grouio, of doubtful tage,
born at Geneva in 1822. His reputed father was
ateacher in the Gymnasium of Milan. The child
rn to have been an infant phenomenon on
guitar, and to have been sacrificed by his
father, who took him to every court of Euro,
excepting Madrid, before he was nine years old.
They arrived in England in 1831 or 1832 ; and
Giulio seems never to have left the United King-
dom again except for two conocert tours in Ger-
_nng,ono with Herr Lidel, the violoncello player
in 1841, the other with Mad. Dulcken in 1846.
On the former of these tours he played both the
guitar and the melophone (whatever that may
bave been), and evoked enthusisstic praises from

!lnuon:sondmhoftheA.M. Zeitung in

Prague and Vienna for his extraordinary execu-

tion on both instruments, the very artistic and

individual character of his performance, and the

sweetness of his cantabile. The rtina was

pstented by Sir Charles Wheatstone in 1829 [see
VoL IIL PT. 1.
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CoNoxRTIRA], but did not come into use till
fIt.eg\mdi ;ook it up.hg: wrot;e:wo concertos
or it, and a very num of arrange-
ments, as well as of original compositions,
among which a graceful piece, ‘Les Oiseaux,’
was ps the most favourite. He also
taught it largely, and at ome time his name was
to be seen in almost all concert programmes.
He was & great friend of Molique's, who wrote
for him a Concerto for the Concertina (in G)
which he played with great success at the Concert
of the Muaical Society of London, Apr. 30, 1864.
When he went abroad for his second tour, his
performance and the effect which he got out of
8o unpromising and inartistic an instrument as-
;)enished fthe sG%rman critics. (See the A. M.

itung for 1846, p. 853.) Regondi appears to
bave been badly treated by his faf.heg and to
bave had wretched health, which carried him
off on May 6, 1872. He was a fine linguist
and a very attractive person. His talent was
exquisite, and in better circumstances he might
have been ome of the really great artists.  [G.]

REHEARSAL (Fr. Répetition, Ger. Probe).
In the case of Concerts, a performance pre-
liminary to the public one, at which each piece
included in the programme is played through
at least once, if in MS. to detect the errors in-
evitable in the parts, and in any case to study
the work and discover how best to bring out
the intentions of the composer, and to ensure
s perfect ensemble on the part of the performers.
In England, owing to many reasons, but princi-
pally to the over-occupation of the players, suffi-
cient rehearsals are seldom given to orchestral
works, The old rule of the Philharmonic Society
(now happily to be altered) was to have one re-
hearsal on Saturday morning for the performance
on Monday evening, and this perhaps set the ex-,
ample. Unless the music is familiar to the players
this is not enough. No new works can be effici-
ently perfa with less than two rehearsals;
and in the case of large, intricate, and vocal works,
many more are requisite. We have it on record
that Beethoven’s Eb Quartet, op. 127, was re-
hearsed seventeen timee before its first perform-
ance ; the players therefore must have arrived at
that state of familiarity and certainty which a
solo player attains with a concerto or sonata.  °

An ingenious method of adding to the attrac-
tion of a series of concerts has sometimes
adopted in England of late years. by making the
rehearsals public; but a rehearsal in face of &
large well-dressed wudience, unless the conductor
and performers are above ordinary human weak-
nesses, i3 no rehearsal in the true semse of the
word, and can be of little or no avail for the
efficient performanoe of the music.

In the case of Operas, every practice of either
chorus, principals, or orchestra, separately or
together, is termed & rehearsal. These will some-
times continue every day for six weeks or two
months, as the whole of the voice-musio, dialogue,
and action has to be learnt by heart. Whilst the
chorus is learning the music in one part of the
theatre, the principals are probably ﬁt work with
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the composer at a piano in the Green-room, and
the ballet is being rehearsed on the stage. It is

only when the music and dialogue are known by
heart that the rehearsals on the stage with action
and business begin. The orchestra is never used
until the last two or three rehearsals, and theee
are termed Full Band Rehearsals (Germ. General-
probe). Last of all, before the public gxincﬁon
of the work, comes the Full earsal,
exactly as it will appear in performance.  [G.]

REICHA, AntoN JoskPH, born at Prague,
Feb. 27,1770, loet his father before he was a year
old ; his mother not providing ly for his
education he left home, and took with his
grandfather at Glattow, in Bohemia. The means
of instruction in this small town being too limited,
he went on to his uncle Joseph Reicha (born in
Prague, 1746, died at Bonn, 1795), a cellist, con-
ductor, and composer, who lived at Wallerstein
in Bavaria. His wife, a native of Lorraine, speak-
ing nothing but French, had no children, so
they adopted the nephew, who thus learned to
speak French and German besides his native Bo-
hemian. He now began to study the violin,
pianoforte, and flute in earnest. On his uncle’s
appointment, in 1788, as musical director to the

ector of Cologne, he followed him to Bonn,
and entered the Chapel of Maximilian of Austria
a8 second flute. The daily intercourse with good
music roused the desire to compose, and to become
something more than an ordinary musician, but
his uncle refused to teach him harmony. He
managed, however, to study the works of Kirn-

and urg in secret, gained much
ractical knowledge by hearing the works of
andel, Mozart, and ﬁsydn, and must have
learned much frem his constant interoourse with
Beethoven, who played the viola in the same
band with himself and was much attached to him,
At length his perseverance and his success in
compoeition conquered his uncle’s dislike. He
composed without restraint, and his symphonies
and other works were played by his uncle’s
orchestra.!

On the dispersion of the Elector's Court in
1794, Reicha went to Hamburg, where he re-
mained till 1799. There the subject of instruc-
tion in compoeition began to occupy him, and
there he composed his first opera, ¢ Obaldi, ou
Jes Francais en Egypte’ (2 acts). Though not
performed, some numbers were well received, and
on the advice of a French émigré, he started for
Paris towards the close of 17%?. in the hope of
zroducing it at the Thédtre Feydeau. In this

e failed, but two of his symphonies, an overture,
and some ‘Scines italiennes,’ were played at
concerts. After the successive closing of the
Théatre Feydeau and the Salle Favart, he went
to Vienna, and passed six years (1802-1808), in
renewed inﬁmacin'with Beethoven, and maki
friends with Hay Albret;habe , Salieri, an
others. The patronage of the Empress Maria
Theresa was of great service to him, and at her
request he composed an Italian opers, ¢ Argina,

' Ses a0 notics by Ksstoer, ‘
.‘:ﬂlﬁt quoted by Thayes, ‘Bee-
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regina di Granata.” During this happy period
of his life he Pnbliuhed symphonies, oratorice, a
requiem, 6 string quintets, and many solos for
PF. and other instruments. He himself attached
t importance to his ‘36 Fugues pour le piano,’
edlcstogo to Haydn, but they are not the inno-
vations which he believed them to be ; in placing
the answers on any and every note of the scale
he merely rev to the Ricercari of the 17th
century, and the only effect of this abandonment
of. the classic laws of the Real fugue was to
banish tonality.

The prospect of another war induced Reicha
to leave Vieuns, and he settled finally in Paris in
1808. He now mhl:ed the d;un of hisn yt;ut.h.

ucing first ¢ Cagliostro’ (Nov. 27, 1810), an
gmd cu:xgxique composed with Dourlen; and at
the Académie, ‘ Natalie’ (3 acts, July 30, 1816),
and ‘Sapho’ (Dec. 16, 1823). Each of these
works contains music worthy of respect, but th
had not sufficient dramatic effect to take wi
the public.

Reicha's reputation rests on his chamber-
music, and on his theoretical works. Of the
former the following deserve mention: a die-
ocetto for 5 strings and 5§ wind instruments ; an
ottet for 4 strings and 4 wind instruments; 24
quintets for flute, oboe, clarinet, horn, and bas-
soon; 6 quintets and 20 quartets for strings;
1 quintet for clarinet and strings ; 1 quartet for
PF., flute, cello, and bassoon ; 1 do. for 4 flutes;
6 do. for flute, violin, tenor, and cello ; 6 string
trios ; 1 trio for 3 cellos; 24 do. for 3 horns;
6 duets for 2 violins; 22 do. for 2 flutee; 13
sonatas for PF. and violin, and & number of
sonatas and pieces for PF. solo. He also com-
posed symphonies and overtures. These works
are more remarkable for novelty of combination
and striking harmonies, than for abundance and
charm of ideas. Reicha was fond of going out of
his way to make difficulties for the purpose of
conquering them ; for instance, in the ottet the
strings are in G, and the wind in E minor, and
in the sestet for 2 clarinets concertanis one is in
A, and the other in B. This faculty. for solving
musical problems brought him into notice among
musicians when he first settled in Paris, and in
1818 he was offered the professorship of counter-

int and fugue at the Conservatoire. Among

is pupils there were Boilly, Jelens , Bien-
aimé, Millaut, Lefebvre, Elwart, Pollet, Lecar-
%entier, Dancla, and others ; Barbereau, Seuriot,

lanchard, Mme, de Montgeroult, Bloc, Musard,
and George Onslow, were private friends,

His didactic works, published in Paris,
are : ‘Traits de Mélodie,’ ete. (4to, 1814) ; “Cours
de composition musicale,’ etc. (1818); ¢ Traité de
haute composition musicale ’ (18t part 1824, 2nd
1826), a sequel to the two first ; and ‘Art du
compositeur dramatique,” eto. (4to, 1833).

Fétis has mtmsez his theories severely, and
though highly successful in their day, they are
now abandoned, but nothing can surpass the
clearness and method of his analysis, and those
who use his works will always find much to

be grateful for. Ceerny published a German
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tranalation of the * Traité de haunte composition’
(Vienna, 1834, 4 vols. folio), and in his * Art
d'improviser ’ obviously made use of Reicha's
‘Art de varier’—j57 variations on an original
theme.

Reicha married a Parisian, was naturalised in
1829, and received the Legion of Honour in 1831.
He Kenmhd himself several times for election
to Institut before his nomination as Boiel-
dieu’s successor in.1835. He only enjoyed his

. honours a-short time, being carried off by in-
flammation of.the lungs, May 28, 1836. His
death was deplored by the many friends whom
his trustwerthy and honourable character had
sttached 20 him. A life-like portrait, somewhat

by excessive laudation, is contained in the
¢ Notice sur Reicha’ (Paris, 1837, 8vo), by his
pupil Delaire.? [é.c.]

REICHARDT, ALEXANDER, a tenor singer,
was born at Packs, Hungary, Apﬁl 17, 18as.
He received his early instruction in music from
an uncle, and made his first ap, at the
age of 18 at the Lemberg theatre as Rodrigo in
Rossini’s ¢ Otello.” His succees there led him to
Vienna, where he was engaged at the Court Opera,
and completed his education under Gentiluomo,
Catalani, etc. At this time he was much re-
nowned for his singing of the Lieder of Beethoven
and Schubert, and was in request at all the
soirées; Prince Esterhazy made him his Kammer-
singer. In 1846 he made a tournés through Ber-
lin, Hanover, etc., to Paris, returning to Vienna.
In 1851 be made his first appearance in England,
singing at the Musical Union, May 6, and at
the Philharmonic May 13, at many other con-
certs, and lastly before Her Majesty. In the
following season he returned and sang in Ber-
Lios’s ‘ Romeo and Juliet,’ at the new Philharmonio
Concert of April 14; also in-the Choral Symphony,
Bertioz’s ¢ Faust,” and the ¢ Walpurgisnight,” and
emjoyed a very great popularity both in songs
snd in more serious pieces. From this time until
1857 he each season in England, singing
&t concerts, and at the Royal Drury Lane,
and Her Majesty's Theatre, where he filled the

of the Count in *The Barber of Seville,” Raoul

*The Huguenots,” Belmont in ‘The Seraglio,’
Florestan in * Fidelio,” Don Ottavio in ‘ Don Juan,’
ete. etc. His ﬂdoresttnm.wu s hvery luooeud ful
impersonation, in thi e was said ‘ to
bave laid the foundation ofpt::tpopuhrity which
he has so honourably earned and maintained in
Llondon.’ He also appeared with much success
in oratorio. In the provinces he became almost
a8 great » favourite as in London. In 1857 he
gave his first concert in Paris, in the Salle Erard,
and the following sentence from Berlioz's report
of the performance will.give an ddea of - his style
and voice. ¢ M. Reichardt is a tenar of. the first
water—sweet, tender, sympathetic and charming.
Ahu: all his pit:ches were redfemanded, §:2r3°

em again without a sign of fatigue.’
22 this heettled in Boulogne, whore ho is 2oy

) DRLAIRE, JACQURS Auov:n, dld :..““ 1s hcwn_n <he

ther of ¢ ‘Histolre do Ia other onl
ule.
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residing. Though he has retired from the active
exercise of his profession, he is not idle. He has
ised & Philharmonic Society at Boulogne ;

he is President of the Académie Communale de
Musique, and . his occasional concerts for the
benefit of the hospital—where one ward is en-
titled ¢ Fondation Reichardt’—are not only very
productive of funds but are the musical events of
the town. . M. Reichardt is a composer as well
a8 a singer. Several of his songs, e:gecislly ‘Thou
art 80 near,’” were very popular in their day. [G.]
REICHARDT, JoHANN FRIEDRICH, composer
and writer on mausic; son of a musician; born
Nov. 25, 1753, at Konigsberg, Prussia. From
childhood he showed a great disposition for music,
and such intelligence as to interest influential
persons able to further his career. Under these
suspices he was educated and introduced into
good society, and thus formed an ideal both of
art and of life which he could scarcely have
gained had he been brought up among the.petty
privations incident to his original position. Un~
fortunately, the very gifts which enabled him to
adopt these high aims, fostered.an amount of
conceit which often led him into difficulties. His
education was more various than ise ; music
he learned by practice rather than by any real
study. His best instrument was the violin, on
which he attained considerable proficiency, under
Veichtner, & pupil of Benda’s; Eut he was also a
god pianist. Theory he learned from the organist
ichter. On leaving the university of Konige-
berg he started on a long tour, ostensibly to see
the world before choosing a profeesion, though he
had virtually resolved on becoming a musician.
Between 1771 and 1774 he visited Berlin, Leipzig,
Dresden, Vienna, Prague, Brunswick, and Ham-
burg, made the acquaintance of the chief nota-
bilities—musical, literary, and political—in each
place, and became himself in some sort a celebrity,
after the publication of his im; ions in & series
of ‘confidential letters’—¢ Vertraute Briefen eines
sufmerksamen Reisenden,’ in 2 parts (1774 and
76). On his return to Kénigsberg he went into
a government office, but hearing of the death of
Agricola of Berlin, he applied in person to Frederic
the Great for the vacant post of Capellmeister
and Court-composer, and though barely 24 ob-
tained it in 1776. He at once to introduce
reforms, both in the Italian opera and the court
orchestra, and thus excited much opposition from
those who were more conservative than himself.
While thus occupied he -was indefatigable as
& com , writer, and condactor. In 1783 he
founded the ‘Concerts Spirituels’ for the perform-
ance of unknown worel:ll, vocalhmdinstrumentﬁl.
which speedily gai s high reputation. He
pubmhege:odﬂﬂwt% of little-known music, with
critical obeervations, edited newspzpers, wrote
articles and critiques in other periodicals, and
produced indapen?lont works. But enemies, who
were many, contrived to annoy him so much in
the exercise of his duties, that in 1785 he obtained
aJong Jeave of absence, during which he visited
London and Paris, and heard Handel’s oratorios
and Gluok's operas, both of whichnhze heartily
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admired. Tn hoth places he met with great snccess
as composer and conductor, and was popular for
his social qualities; but neither of his two French
oEern ¢ Tamerlan’ and ‘ Panthée,” composed for
e Académie, were performed. On the death of
Frederic the Great (1786) his successor confirmed
Reichardt in his office, and he produced several
new operas, but his position became more and
more disagreeable. His vanity was of a peculiarly
offensive kind, and his enemies found a
ready to their hand in his avowed sympathy with
the doctrines of the Fremch Revolution. The
attraction of these views for @ buoyant, liberal
mind like Reichardt’s, always in pursuit of high
ideals, and eager for novelty, is obvious enough;
but such ideas are dangerous at court, and
further absence, which he spent in Italy, Ham-
burg, Paris, and elsewhere, he received his dis-
missal from the Capellmeistership in 1794.! He
retired to his estate, Giebichenstein, near Halle,
and occupied himeelf with literature and com-
position, and occasional tours. In 1796 he became
inspector of the salt works at Halle. After the
death of Frederic William II. he produced a foew
more operas in Berlin, but made a greater mark
with his Singspielen, which are of real im
inthehiuforyot‘(}fummopm In 1808 he
accepted -the of Capellmeister at Cassel to
Jerome Bonapo't , refused by Beethoven, but
did not occupy it , 88 in the same year we
find him making a long visit to Vienna. On his
return to Giebichenstein he gathered round him
» pleasant and cultivated society, and there, in
the midst of his friends, he died, June 17, 1814.
Reichiardt has been, as & rule, harshly judged ;
he was not a mere musician, but rather a com-
bination of musician, litterateur, and man of the
world. His overweening personality led him into
many difficulties, but as a compensation he was
endued with great intelligence, and with an ardent
and genuine desire for progress in everything—
music, literature, and politics. As a composer his
works show cultivation, thought, and honesty ;
but have not lived, because they want the ne-
ceseary originality. This is specially true of his
instrumental music, which is entirely forgotten.
His vocal music, however, is more important, and
& good deal of it might well be revived, especially
his Singspielen and his Lieder. The former ex-
ercised considerable influence in the development
of German opera, and the latter are valuable,
both as early specimens of what is now written
by every composer, and for their own individual
merit. The Goethe-Lieder in particular show a
rare feeling for musical form. Mendelssohn was
no indulgent critic, but on more than one occasion
he speaks of Keichardt with a warmth which he
seldom manifests even towards the greatest mas-
ters. He never rested until he had arranged for
the performance of Reichardt's Morning Hymn,
alter Milton, at the Cologne Festival of 1835 ;

1 There was app ly some i with Reich ‘s
efficiency as & musician as well as with his political opinions, for
Mozart’s remark that the King’s band coutains great virtuos!. but
the effect would be better if the ) played her,’

implied a reflection on the conductor. Keither does Reichards seem
0 bave apprecisted Mozart (Jahn's * Mozart,’ i1. 410).
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and his enthusiasm for the composer, and his wrath
at those who criticised him, are delightful to read.?
Years afterwards, when his mind had lost the
ardour of youth, and much experience had sobered
him, he still retained his fondness for this com-
poser, and few things are more charming than
the genial appreciation with which he tells
Reichardt’s daughter of the effect which her
father’s songs had had, even when placed in
such a dangerous position as between works of
Haydn and Mozart, at the Historical Concert
at the Gewandhaus in Feb. 1847. It is the
simplicity, the nalveté, the national feeling of
this true German music that he praises, and the
applause with which ‘:lt. was received shows that
he was not alone in his appreciation. Amongst
Reichardt’s numerous :ﬁm are 8 operas; 8

ielen, including 4 to Goethe’s poems, ‘Jery
und Bitely,’ ‘ Erwin und Elmire,’ ¢ Claudine von
Villabella’ and *Lilla’; 5 large vocal works,
including Miltan’s ‘Morning Hywn,’ translated
by Herder, his most important work, in 1835; »
large number of mﬂ, many of which have

through se: editions, and beem pub-
ished in various collections.

Reichardt’s writings show critical acumen,
obeervation, and judgment. Besides the letters
previously mentioned, he published—‘ Das K unst-
magazin,’ 8 numbers in 8 vols. (Berlin, 1782 and
91); ‘Studien fiir Tonkiinstler und Musik-
freunde,’ a critical and historical periodical with
39 examples (1792); ¢ Vertraute Briefe aus Paris,’

parts (1802-3); ¢ Vertraute Briefo auf einer
ise nach Wien, etc.’ (1810); fragments of
autobiography in various newspapers; and in-
numerable articles, critiques, etc. The ¢ Briefe’
are specially interesting from the copious details
they give, not only on the music, but on the
politics, literature, and seciety of the warious
places he visited. A biography, ‘J. F. Reichardt,
sein Leben und seine musikalische Thiitigkeit,’
by Herr Schletterer, Capellmeister of the cathe-
dral of Augsburg, is in progress, the 18t vol. havi
been published at Augsburg in 1865. [Am
REID, GENERAL JOHN, bormn towards the
middle of last century, formerly Colonel of the
88th Regiment, a great lover of music. By
his will made in 1803 he directed his trustees, in
the event of his daughter dying without issue, to
found a Professorship of Music in the Univer-
sity of Edinburgh, ‘for the purpose also, after
completing such endowment as hereinafter is
mentioned, of making additions to the library of
the said University, or otherwise promoting the
general interest and advantage of &o Universi
in such . .. manner as the Principal and Profes-
sors . . . shall . . . think most fit and proper.” In
a codicil, dated 1806, he adds—* After the de-
cease of my daughter ... I have left all my
froperty «« . to the College of Edinburgh where
had my education . .. and as I leave all my
music books to the Professor of Music in that
College, it is my wish that in every year after his
appointment he will cause a concert of music to

be performed on the 13th of February, being my
2 Letsers, Dec. 35, 1633; Apeil 3, 16%.
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birthda; &' He also directed that at this srnusal
*Reid Concert’ some pieces of his own compo-

sition should be performed *by a select band.’
When by the death of General Reid's daughter
in 1838 some £70,000 became available, it seems
to have been handed over to the University au-
shorities without sufficient attention to the itali-
cised portion of the following instruction in the
will: ‘that ... my said Trustees .. .shall and
do, by such instrument or instruments as may be
vequired by the law of Scotland make over the
reaidue of my . . . personal estate to the Principal
and Professors of the said University.” And as
no particular sum was specified for foundation
and maintenance of the Chair of Music, con-
siderable latitude being allowed to the discretion
of the University authorities, the secondary object
of the bequest received far greater care and
attention than the primnr;xo:e, and for yearsthe
Chair was starved. The Professorship was insti-
tated in 1839, when the first Professor, Mr. John
Thomson, was appointed. He lived only a short
time after his election, and in 1843 was succeeded
by Sir Henry Bishop, who resi after two years.
Mr. H. H. Pierson was el in 1844, but he also
resigned shortly after. In 1845 Mr.John Donald-
son, an advocate, and a good theoretical musician,
received the appointment, and from the first seems
to have resolved to obtain a more just and satis-
ﬁctd;fry‘ towal of the bequest. It would be
oat of place to allude further to the state of mat-
ters existing up to 18&5; Suffice it to say that
in 1851, antici &:ng 3 Blonaldaoxlx)'- ixl;lta;uon
of petitioning iament, the Edin own
Counal,w' as ‘ Patrons ’ of the Il"niverlit_;'l,rg raised an
action against the Principal and Professors for
mismanagement and misappropriation of
the Reid Fund. A litigation followed, and by
decree of the Court of Session in 1855 the Uni-
vergity authorities were ordered to devote certain
sums to the purchase of a site, and the erection of
8 building for the Class of music. The class-room
and its organ were built in 1861, and the Pro-
fewsor’s salary—which had been fixed at the very
lowest sum suggested by the Founder, viz.
£300—as well as the grant for the concert, were
alightly raised, and a sum set apart, by order of
the Court, for expenses of class-room, assistants,
These hardly-earned conceesions are mainly due
to the determined energy of Prof. Donaldson, who
seems to have considered them sufficient when
compared with what formerly existed. He at all
events obtained for the Chair a far better position
than that which it occupied before the lawsuit.
But the disappointments and mortifications to
which he was subjected by such long and painful
couflicts not improbably -gorbemd his life, and he
died in 1865. Eothat year Mr. Herbert Oakeley
‘waas elected, who has held the appvintment up to
the present time. [H.8.0.]
REID CONCERTS. These concerts have not
reached their present high position without vicis-
situdes almost as unfortunate as those to which
the Reid Profeseorship was subjected. The earliest
concerts under Professors Thomson and Bishop,
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the then musical teste of Scotland,
were not unworthy of General Reid’s munifi-
cent bequest. The £300 allowed out of the
Reid Fund was wholly inadequate to the cost of
a grand oconcert 400 miles from London. The
Senate therefore decided that, besidee this grant,
all the tickets should be sold, and that the pro-
ceeds should assist Professor Thomson in givi
» fine concert ; and the following note was prixvlzs
in the first Reid Concert Book® in 1841:—*The
Professors desire it to be unde that the
whole of these sums "—i.c. the grant and the pro-
ceeds—*is to be expended on the concert; and
that in order to apply as large a fund as possible
for the purpose, mey have not reserved any right
of entry for their families or friends.’

This system was continued: by Sir H. R.
Bishop, and in 1842 and.43 the sale of tickets
enabled him to give concerts which were at
least creditable for the time and place.

Upon Professor Donaldson’s accession, & plan
was initiated by him which proved most un-
fortunate. He altered the system of admission
by payment to that of invitation to the whole
sudience; and in consequence the Reid Concerts
began to decline, and became an annual source
of vexation to the University, public, and Pro-
fessor. The grant, which under legal pressure
afterwards seems to have been raised to £300,
was then only £200, and therefore not only was
it impossible to give an adequate concert with-
out loss, but the distribution of free tickets
naturally caused jealousies and heartburnings to
‘town and gown, and the Reid Concert became
» byword and the hall in which it was held a

. Matters seem to have culminated in
1865, when a large number of students, who
thought that they had a right of entry, broke into
the concert-hall.

Such was the state of matters on Professor
Oakele: ’l!e appointment in 1865. Finding ﬂ;:
im after twenty years to return to
onm system of Tgnmwn and Bishop, he
made & compromise, by giving free admissions
to the Professors, the University Court, the stu-
dents in their fourth year at college, and a few
leading musicians in the city, and admitting the
rest of the audience by payment. From this date
a new era dawned on the Reid Concerts; the
university and the city were satisfied, and the
standard of performance at once rose.

In 1867 a practical beginning was made, by

the ent of Mr, Manns and & few of the
Crg:?ﬁ‘lg:-l;oe orchestra, with very good results.

ince 1869 Mr, C, Halle and his band have been
secured, mt?eachyeu the motto seems ¢ Excel-
sior.” The demand for I&:teu soo;m”d became so

t that the present essor ised two
gllx;;lomenhry performances on the same acale
as the * Reid,’ and thus, from concerts which on
some occasions seem to have been a mere per-
formance of ballads and operatic music by a
starring party, the Reid Concert has grown into
the ¢ Edinburgh Orchestral,’ or * Reid Festival,’

1 Remarkable as the first programme lesued o Gress Britaln with
aaalytical notes.
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an annual musical gathering on the completast
and most satisfactory scale as to materials, selec-
tion, and execution —one which would - do
honour to anycity either of Great Britain or Ger-
many. To have achieved so splendid a result in
the teeth of w0 many difficulties does honeur to
the tact, ability, and devotion of Sir Herbert
Oakeley, and is sufficient, even without his popu-
larisation of the organ, to perpetuate his name
in Scotland. (G.]

REINAGLE, JoszrH, son of & German
musician resident in England, was born at
Portsmouth. He was successively trumpeter and
horn-player, violoncellist, violinist, and violon-
cellist again, and a very able performer. About
1785 he visited Dublin, where he remained two
years. Returning to London-he obtained s
prominent position in the best orchestras, and
was principal cello at Salomon’s concerts when
directed by Haydn. He afterwards settled at
Oxford. He composed violin concertos, violon-
cello concertos, string quartets, duets and trios
for violin and pianoforte, etc., and was author
of * A Treatise on the Violoncello.’

His younger brother, HuGH, an eminent vio-
loncellist, died at an early age at Lisbon, where
he had gone for the benefit of his health.

His son, ALEXANDER ROBEET, born at Brighton,
Aug. 21, 1799, for some time organist of St.
Peter-in-the -Oxford, was the composer of
several psalm and h tunes. He retired to
Kidlington, near Oxford, where he died April 6,
1877. [W.HH.]

REINE DE CHYPRE, LA. Operain 5 acts;
words by Saint-Georges, music by Hnlég. Pro-
duced at the Grand Opéra, Paris, Dec. 23,
1846. [G.]

REINE DE SABA, LA. Opers in 4 acts;
words by Barbier and Carré, music by Gounod.
Produced at the O Feb. 38, 1862, It was
adapted to English words under the title of
‘Irene’ by H. B. Farnie, and in this form was
produced as a oconcert at the Crystal Palace,
Aug. 13, 1865. The beautiful Airs de ballet
contain some of Gounod’s best music, and are fre-
quently played at the same place. [G]

REINE TOPAZE, LA. Opera comique in 3
acts ; words by Lockroy and Battes, music by
Victor Massé. Produced at the Théatre Lyrique
Dec. 27, 1856. In English, as Queen Topaze, at
Her Majesty's Theatre, Dec. 24, 1860. [G.]

REINECKE, KaRt, composer, conducter, and
performer, director of the Gewandhaus concerts
at Leipzig, the son of & musician, born June 33,
1827, at Altona, was from an early age trained
by his father, and at 11 performed in public.
As a youth he was a first-rate orchestral violin

layer. At 18 he made a concert tour through
gweden and Denmark, with eapecial success at
Copenhagen. In 1843 he settled in Leipzig,
where he studied diligently, and eagerly em-
braced the opportunities for cultivation afforded
by the society of Mendelssohn and Schumann,
with a success which amply shows itself in his
music. In 1844 he made a professional tour with
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Waslelewski to Riga, returning by Hanover and
Bremen. He was already in the gay of Christian
VIII. of Denmark, and in 1846 he again visited
Copenhagen, and played before the court. On
both occasions he was appointed court-pianist.
In 1851 he went with Otto von Kbnigsléw to
Italy and Paris ; ant on his return Hiller secured
him for the professership of the piano and coun-
terpoint in the oonservatoire of Cologne. In
1854 he became conductor of the Concertgesell-
schaft at Barmen, and in 1859 Musikdirector to
the University of Breslau. On Julius Rietz's de-
parture from Leipzig to Dresden in 1860 Reinecke
suoceeded him as conductor at' the Gewandhaus,
and became at the same time professor of com-
position in the Conservatorium. Between the
ears 1867 and 1873 he made extensive tournées;
m England he played at the Musical Union,
Crystal Palace, and Philharmonic, on the 6th,
17th, and 19th of April, 1869 respectively, and
met with great success both as a virtuoso and
a composer. ' He reappeared in this country in
1872 and was equally well received.
Reinecke’s industry in composition is
his best works, as might be expected, being those
for piano ; his three PF. sonatas indeed are ex-
cellent compositions, carrying out Mendelssobn’s
technique without indulging the eccentricities of
modern virtuosi; his pieces for 2 PFs. are also
good ; 'his PF. Concerto in Fg minor is a well-
established favourite both with musicians and the
public. Besides other instrumental music—quin-
tets, quartets, conoertos for violin and cello, etc.—
he has composed an opera in § acts, ‘ Kénig Maa-
fred,” and two in one act each ‘ Der vierjahrigen
Posten’ (after Korner) and ¢ Ein Abenteuer Han-
del’s’; incidental music to Schiller’s * Tell’; an
oratorio, ¢ Belsazar’; a cantata for men's voices,
¢ Hakon Jarl’; overtures, ‘Dame Kobold,’ * Ala-
din,’ *Friedensfeier’; 2 massee, and 2 symphonies;
and a large number of songs and of pianoforte
pieces in all styles, including valuable studies and
educational works, numbering in all more than
160. His a?leineﬁnod. his mastery over counter-
point-and form is abeolute, and he writes with
peculiar clearness and correctness. He has also
done much editing for Breitkopf’s house, His
position at ‘Leipzig for his ability as a
conductor ; as an accompanyist he is first-rate;
and as an for the pianoforte he is recog-
nised as one of the first of the day. (F.G.]
REINHOLD, Hugo, a ve! mising young
Austrian musician, born ::y Vl;le‘l:ua March 3,
1854. He began, like andn and Schubert, by
being a choir-boy in the Imperial Chapel, after
which, in 1868, at the instance of Herbeck, he
entered the Conservatorium, under the endow-
ment of the Duke of Coburg-Gotha, where he was
put under Bruckner, Dessoff, and Epstein, re-
mained till 1874, and obtained a silver medal.
His published works have reached op. 18. They
consist of pianoforte music and songs; of a suite
in five movements for pianoforte and strings, of
s prelude, minuet and fugue also for stringed
orchestra, and of a string-quartet in A (op. 18).
The two larger works were played at the Vienna
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‘Philharmonic oon::u o{'hlzec. 9, 1877, andl Nglv.
17, 1878, respectively. composer was loudly
Q‘Iled7for on both occasions, and they are praised
by the intelligent and impartial Vienna critic of
the ‘Monthly Musical Record’ for their delicate
character and absence of undue pretension. The
quartet was recently executed by Hellmes-
berger. [G]

REINHOLD, THOMAS, born at Dresden about
1690, was the reputed nephew, or, as some
said, son, of the Archbishop of that city. He
had an early paseion for music, and having met
Handel at the Archbishop’s residence conceived
80 strong a liking for him that after a time he
quitted his a and sought out the great
com) inJ Il.ondon. l:vho received !:1:1 with
favour. In July 1731 he appeared at the Hay-
market Thut.royu a singer in ‘ The Grub Stmzt
m;'nd afterwards sang at the King's

He was one of the inal i

of ‘The Lord is a man of war,’ in ngel's
*Israel in Egypt,’ and the original representative
of the following characters in Handel's works :—
Harapha in * ’; Somnus in ‘Semele’;
Cyrus and Gobryas in ‘Belshazzar’; Chelsias
and the Second Elder in ‘Susanna’; Caleb in
¢Joshua’; Simon in ‘Judas Maccabeus’; the
Levite in ‘Solomon ’; and Valens in ‘ Theodora.’
He died in Chapel Street, Soho, in 1751.

His son, CHARLES FREDERICOK, born in 1737,
receivad his musical education first in St. Paul’s,
snd afterwards in the Chapel Royal. On Feb. 3,
1755, be made his first appearance on the stage
at Drury Lane as Oberon in J. C. Smith’s o]
“The Fairies,’ being announced as ‘ Master Rein-
hold.’ He .ﬁerw.rdsB lbeeanl:: organist of %t.
George the Martyr, Bloomsbury. In 1759 he
Mush.aingertthrylebonoGnn?mn,
whbere he continued to sing for many seasons.
He afterwards performed in English operss, and
mng in oratorios, and at provincial festivals, etc.
He was especiall ghmedforhhnngmg’ ing of
Handel's song, ‘O ruddier than the cherry.’
He was one of the principal bass singers at the

of Handel in 1784. He retired
in 1797, and died in Somers Town, Sept. 29,
1815. [(W.HH,)

REINKEN, JoHANN ADAM, eminent German
organist, born at Deventer, in Holland, April
27, 1623, & pupil of Swelinck at Amsterdam,
became in 1654 organist of the church of St.

ine at Hamburg, and retained the post
6l his death, Nov. 24, 1723, at the age of g9.
He was a person of some consideration at Ham-

both on account of his fine ﬂaying, and of
his ial influence on music in general, but
his vanity and jealousy of his brother artists are
severely commented on by his contempogaries.
8o great and so widespread was his reputation
that Sebastian Bach frequently walked to Ham-
burg from Ltineburg (1700 to 1703), and Cothen
(1720), to hear him play. Reinken may be con-
. the best representative of the North-
German achool of organists of the 17th cen-
tury, whose strong points were, not the classic
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placidity of the South-German school, but great
dexterity of foot and finger, and ingenious com-
binations of the stops. His compositions are
loaded with for display, and are de-
fective in form, both in individual melodies and
general construction. His works are very scarce ;
¢ Hortus Musicus,’ for 2 violins, viola and bass
(Hanburg 1704) is the only one printed ; and
even in MS. only five pieces are known—3 on
Chorales, 1 Toceats, and 2 Variations (for Clavier).!
Of the first of these, one—on the chorale ‘An
Waseerfliissen Babylons’— is specially interest-
ing, because it was by an extempore perform-
ance on that chorale at Hamburg in 1723 that
Bach extorted from the venerable Reinken the
words, ‘I thought that this art was dead, but
I seo that it still lives in you.’ [A.M.]

REINTHALER, Kary, conductor of the
Private Concerts at Bremen, born Oct. 13, 1823,
in Luther’s house at Erfurt, was early traimed in
music by G. A. Ritter, then studied theology in
Berlin, but after passing his examination, devoted
himself entirely to music. His first a;.ltem t:h at
composition, some pealms by the 0-
dral choir, atiracted the utee':tlilogn og King Frede-
ric William IV., and procured him a travelling
gmlt He vu;tod stnl.dl;lghm&okome, u:z

aples, taking lessons in ng from Geral
and Bordogni. On his return in !8{3 he ob-
tained & post in the Conservatoire of Co , and
in 1858 bocams rgaaiat i the Cathedral of Bre-
men. He had y composed an aratorio
‘Jephta’ (performed in London by Mr. Hullah,
April 16, 1856, and published with English
text b{‘Novelloo). and in 1875 his opera ‘ Edda’
was played with suceess at Bremen, Hanover,
and elsewhere. His ¢ Bismarck-hymn’ obtained
the prize at Dortmund, and he has composed a
gnphony. and a large number of ngs.

inthaler's style bears a considerable resem-
blance to that of Mendelssohn and Gade. [F.G.]

REISSIGER, KARL GOTTLIEB, son of Christian
Gottlieb Reissiger, who published 3 symphonies
for full orchestra in 1790. Born Jan. 31, 1798,
at ig near Wittenberg, where his father was
Cantor, he became in 1811 a pupil of Schicht at the
8t. Thomas School, Leipzig. In 1818 he removed
to the University with the intention of studying
theology, but some motets composed in 1815 and
1816 had already attracted attention, and the
success of his fine baritone voice made him de-
termine to devote himself to music. In 1831 he
went to Vienns and studied opera thoroughly.
Here also he composed ¢ Das Rockenweil:ien.'
In 1823 he sang an aria of Handel’s, and played
a PF. concerto of his own composition at a con-
cert in the Kirnthnerthor theatre. Soon after
he went to Munich, where he studied with Peter
Winter, and composed an opera ¢Dido,” which
was performed several times at Dresden under
Weber's conductorship. At the joint
of the Prussian government and of his patron
von Altenstein, & musician, he undertook a tour
through Holland, France, and Italy, in order to

3 Bpitta’s Bach, 1. 195, 196,
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report on the eondition of music in those coun-
tries. On his return he was commissioned to
draw up a scheme for & Prussian national Conser-
vatoire, but at the same time was offered posts
at the Hague and at Dresden. The latter he
acoepted, replacing Marschner at the opers, where
he laboured hard, producing both German and
Ttalian operas. In 1827 he sucoeeded C. M. von
Weber as conductor of the German Opera at
Dresden. Among his oreru, ¢ Ahnenschats,’
¢Sibella,’ * Turandot,’ ‘ Adele von Foix,” and ‘ Der
Schiffbruch von Medusa,” had great success in
their day, but the term “Kapellmeistermusik ’
eminently describes them, and they have almost
entirely disappeared. The overture to the Fel-
senmtihle, & spi and not uninteresting piece,
is occasionally met with in mcell:tksrogmmu.
Masses and church musio, s few er, and
ticularly some graceful and easy trios for PF.
violin and cello, made his name very popular for
s period. He is generally supposed to have been
the composer of the piece known as * Weber's Last
Waltz” Reissiger died Nov. 7, 1859, and was
suocceeded at Dresden by Julius Rietz.  [F.G.]
REISSMANN, AvqUsr, musician and writer
on music, born Now. 14, 1825, at Frankenstein,
Silesia, was grounded in music by Jung, the
Cantor of his native town. In 1843 he removed
to Breslau, and there had instruction from
Mosewius, Baumgart, Ernst Richter, Liistner,
and Kohl, in various branches, including piano-
forte, organ, violin, and ocello. He at first pro-
posed to become & com , but & residence in
1850-52 at Weimar, where he came in contact
with the new school of music, changed his plans
and drove him to literature. His first book was
*From Bach to Wagner® (Berlin, 1861) ; rapidly
followed by a historical work on the German
song, ‘ Das deutsche Lied," etc. (1861), rewritten
as ‘Geechichte des Deutachen Liedes’ (1874).
This again was sucoeeded by his General History
of Musio—* Allg. Musi chte’ (3 vols. 1864,
Leipzif), with a great number of interesting
examples; and that by “Compositionslehre’ (3
vols. Berlin, 1866-70). His recent works have
been of & biographical nature, attempts to show
the gradual development of the life and genius
of the chief musicians—Schumann (1865), Men-
delssohn (1867), Schubert (1873), Haydn (1879).
All books about these great men are inter-
esting, especially when written by ical and
intelligent musicians; and Dr. Reissmann’s are
illustrated ﬁ copious examples (in Schubert’s
case from MS. sources), which much increase
their value. In 1877 he published a volume of
lectures on the history of music, delivered in the
Conservatorium of Berlin, where he has resided
since 1863. His chief employment since 1871
has been the completion of the ¢ Musik Conver-
sationslexikon,’ in which he sucoeeded Mendel
as editor, after the death of the latter. The
11th volume, eom{)leﬁng the work, appeared in
1879, and it will long remain as the most com-
mendve Lexioonhof music. Dr. Reissmann
rtunately thought it necessary to op the
establishment of the Royal High Bcﬁz:le for

RELATION.

Mm e oS, et ”hi?i.m
opposition by a bitter phlet, w
has long since been Kr:lotm [See Musi,
KonieLicEs HOCHSCHULE FUB, vol. ii. myb.]
As a practical musician Dr. Reissmann has boen
almost asindustrious as he has been in literature.
The list given in the Lexicon comprises 2 grand
operas and one oomic ditto; an oratorio; 3 drs-
matic scenes for solos, male chorus, and orchestrs ;
a ooncerto and a suite for solo violin and or-
chestra; 2 lo;st;lffor pi:il;fom and viogrn;'md
& great quan! miscellaneous pieces
lo{l;e:nd for th:y voice—in all nanrry 50 p?bm
works. He is now (1881) at Leipzig, edxﬁnf an
Tlustrated History of German mausio. G)

RELATION is a general term implying con-
nection between two or more objects of consider-
ation, through points of similarityand contrast. In
other words, it is the position which such objects
appear to occupy when considered with reference
to one another. It is defined by its context.

The relations of individual notes to oneanother
may be described in various ways. For instance,
they may be connected by belonging to or
prominent members of the diatonic series of any
one key, and contrasted in various degrees by
the relative positions they oocupy in that senes.
A further simple relation is established by mere
mximity.of such as may be obeerved mmﬁ}'

tions grace-notes, appoggiaturas,

and shakes to the ellenﬁa‘l’ notes which they
adorn; and this is carried so far that notes alien
to the harmony and even to the key are
introduced, and are perfoctly intelligible when
in close connection with characteristic distoni
notes. The relations of disjunct motes may be
found, among other ways, by their belonging
a chord which is easily called to mind; whence
the successive sounding of the constituents of
familiar combinations is easily realised as melody;
while melody which is founded upon less obvious
relations is not so readily appreciated.

The relations of chords may be either direct &
indirect. Thus they may have several notes o
common, as in Ex. I, or only one, as in Ex. 3

%0 make simple direct connection, while the diver-
sity of their derivations, or their respective de-

of consonanoe and dissonance, afford 8o
g:mediate sense of contrast. Or they msy be
indirectly connected through an implied obord o¢
note upon which might both converge; &
the common chord of D to that of C through G,
to which D is Dominant, while G in its turn ¥
Dominant to C (Ex. 3). The relation thus &
tablished is sufficiently clear to allow the maj
chord of the supertonic and its minor seventh
and major and minor ninth to be systematioally
affiliated in the key, though its third and minef
ninth are not in the diatomic series.
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A forther illustration of the relations of
afforded by those of the Dominant and
They are connected by their roots being
apart, which is the simplest interval,
t the octave, in music; but their other com-
are entirely distinct, as is the compound
of the roots, since none of their lower and
more characteristic h‘hsr:xonies are ooincideni;
They thus represent strongest contrast
the diatonic series of a key, and when taken
define the tonality more clearly than any
other pair of chords in its range.

i

i3

|

both. The relations of the keys of the minor third
and minor sixth to the major mode (as of Eb and
Ab with reference to C) are rendered intelligible
through the minor mode; but the converse does
not hold good, for the relations of keys of the major
mediant or submediant to the minor mode (as of
E minor and A minor with reference to C minor)
are deci remote, and direct transition to them
s not easy to follow. In fact the modulatory
tendency of the minor mode is towards the con-
nections of its relative major rather than to those
its actual major, while the outlook of the
major mode is free on both sides. The relation
the key of the Dominant to an original Tonic
explicable on much the same grounds as that
the chords of those notes. The Dominant key
generally held to be a very satisfactory com-
or contrast in the oonstruction of a

plece of music of any sort, but it is not of uni-
versal . For instance, at the very out-

eontrast to avoid tautology. With some such
the keys of the mediant or submediant
:ve at times :hm,both‘:éwhiche:ﬁﬁmﬂ
interesting phases of contrast connection
the omechl;n ing mainly the characteristic
major third of the original tonic, and the contrast
being emphasised by the sharpening of the Dom-
inant in the first case, and of the Tonic in the
second. The key of the subdominant is avoided
in such cases because the contrast afforded by it
is not sufficiently strong to have force in the total
ion of the movement.
relations of the parts of any artistic work
sre in a similar manner those of contrast within
limits of proportion and tonality. For instance,
thoss of the first and second section in what is
called *first movement’ or ‘sonats’ form are
based on the contrast of complementary tonal-
fities a8 part of the musical structure, on the one
hand; and on contrast of character and style in
the idea on the other; which between them
establish the balance of proportion. The rela-
tion of the second main division—the ¢ worki
out’ section—to the first part of the movement is
that of greater complexity and freedom in con-
trast to regularity and i
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structure, and fanciful discussion of characteristic
portions of the main subjects in contrast to formal
exposition of complete ideas; and the final section
ocompletes the cycle by returning to regularity in
the recapitulation.

The relations of the various movements of a
large work to one another are of similar nature.
The earliest masters who wrote Suites and Sonate
di Camera or di Chiess had but a rudimentary
and undeveloped sense of the relative contrasts
of keys; consequently they contented themselves
with connecting the movements by putting them
all in the same key, and obtained their contrasts
by alternating quick and slow movements or
dances, and by varying the degrees of their seri-
ousness or liveliness: but the main outlines of the
distribution of contrasts are in these
curiously similar to the order adopted in the
av modern Sonata or Symphony. Thus they
P an allegro of a serious or soli aracter
at or near the beginning of the wark, as typified
by the Allemande; the slow or solemn movement
came in the middle, as typified by the Sarabande;
and the conclusion was & light and gay quick
movement,as typified by the éigue. And farther,
the manner in which a Courante usually followed
the Allemande, and a Gavotte or Bourrde or
Passepied, or some such dance, preceded the final
Gigue, has its counterpart in the Minuet or
Scherzo of & modern work, which occupies an
analogous position with respect either to the slow
or last movement. In modern works the force of
additional contrast is obtained by putting central
movements in different but allied ll,(ey- to that of
the first and last movements ; the slow movement
most frequently being in the key of the Sub-
dominant. At the same time additional bonds
of connection are sometimes obtained, both by
making the movements pass without complete
break from one to another, and in some cases
(illustrated by Beethoven and Schumann especi-
ally) by using the same characteristic features or

figures in different movements.
The more subtle relations of rtion, both
in the matter of the actual 1 of the various

movements and their several sections, and in the
breadth of their style; in the congruity of their
forms of expression and of the quality of the
emotions they appeal to; in the distribution of
the qualities of tone, and even of the groupe of
harmony and rhythm, are all of equal import-
ance, though less easy either to appreciate or to
offect, as they demand higher degrees of artistic
power and pa:ﬂﬁon; and the proper adjust-
ment of such tions are as vital to. operas,
oratorios, cantatas, and all other forms of vocal
music, a8 to the purely instrumental forms,

The same order of relations appears in all
parte of the art; for instance, the alternation of
discord and concord is the same relation, implying
contrast and connection, analogous to the relation
between suspense er expectation and its relief;
and to generally, the art of the composer
is in a sense the discovery and exposition of
intelligible relations in the mutifarious material
at his command, and a complete explanation of
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the word would amount to & complete theory of
music. [C.HH.P.]

RELFE, JoeN—whose father, Lupton Relfe
(died, Oct. 1805), was for fifty years organist of
Greenwich Hospital—was born about 1766. He
received his first instruction from his father, and
at eighteen was articled to Keeble, organist of
8t. George’s, Hanover Square. About 1810 he
was appointed one of the King's baud of music.
He had much reputation as a teacher of the

ianoforte, and composed some sonatas, a popu-
L ballad, ‘Mary's Dream,” and other pieces.
In 17?8 he E;:blinhed ‘The Principles of Har-
mony,’ in which nearly the whole theoretical
plan of Logier, so far as it was connected with
offering elemnentary instruction through the
medium of exercises, was anticipated. He was
also author of ‘ Remarks on the Present State
of Musical Instruction,” 1819, and ‘Lucidus
Ordo,” an attempt to divest thorough-bass and
composition of their intricacies, 1819. He died
about 1837. [WHH.]

RELLSTAB. Two remarkable people, father
and son. The father, JosaNN KaRL FRIEDRICH,
was one of those active intellects who are so
influential in their locality ; he was born in Berlin
Feb. 27, 1759. His father, a printer, wished him
to succeed to the business, but from boyhood his
whole thoughts were devoted to music. He was
on the point of starting for Hamburg to complete
his studies with Emmanuel Bach when the death
of his fstmﬁrood bim to ,.[:,.ke up gm business.
He then & music printing and publishing
branch; was the first to ml:ﬁ a mul;iml lend-
ing library (1783); founded a Concert-Society,
en the model of Hiller's at Leipzig, and called it
¢ Concerts for connoisseurs and amateurs,” an un-
usually distinctive title for those days. The first
concert took place April 16, 3787, at the Englische
Haus, and in course of time the following works
were formed :—Salieri’s ‘Armida,’ Schulz's
¢+ Athalia,” Naumann’s ‘Cora,” Hasse’s ¢ Conver-
sione di San Agostino,” Bach’s ‘Magnificat,’ and
Gluck’s ‘Alceste,” which was thus first introduced
to Berlin. The Society at last merged in the Sing-
akademie. He wrote musical critiques for the
Berlin paper, signed with his initials; and had
ooncerts every other Sunday during the winter at
his own house, at which such works as Haydn’s
‘Seasons’ were performed; but these meetings
were stopped by the entry of the French in 1806,
when he frequently 20 men, and & dozen
horses quartered on him; lost not only his music
but all his capital, and had to close his printing-
press. In time, he resumed his concerts; in 1809

ve lectures on harmony; in 1811 travelled to
f:dy, and his letters in Vosa's ne first
drew attention to Friulein Milder, and thus
brought about her invitation to Berlin. Not long
after his return he was struck with apoplexy while
walking at Charlottenburg, Aug. 19, 1813, and
found dead on the road some hours afterwards.
As a composer he left 3 cantatas, & ¢ Passion,’
a Te Deum, and a Mass, Also an opera; songs
too numerous to specify ; vocal scores of Graun’s
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“Tod Jesu,’ and Gluck's * Iphigenie ’; & German
libretto of Gluck's * Orphée’ apparently from his
mkm. Of instrumental music he published—
es for PF., symphonies and overtures; a
series of pieces with characteristic titles, ‘Ob-
stinady,’ ‘Sensibility,’ etc.; 24 short pieces for
PF., violin and bass, etc. Also A ‘Treatise
on Declamation’; ‘A Traveller's observations on
church-music,concerts, operas, and chamber-musis
at the Palace in Berlin® (1789); and ‘A guide to
Bach's system of ing for the use of pianists’
(1790). These works, for the most part biblio-
graphical curiosities, are very instructive.

Rellstab had three daughters, of whom CARo-
LINE, born April 18, 1793 or 94, wasa d“ﬁ dis-
tinguished for her extraol ocompass. Hisson,

HeixnricH FrIEDRICH Lubwig, born April 13,
1799, in Berlin, though delicate in health, and
destined for practical music, was compelled by
the times to join the army, where he became
ensign and lieutenant. In 1816, after the peace,
he took lessons on the piano frem Ludwig
Berger, and in 1819 and 20 studied theory with
Bernhard Klein. At the same time he taught
mathematics and history in the Brigadeschule
till 1821, when he retired from the army to
devote himself to literature. He also com
much part-music for the ¢jiingere Liedertafel’
which he founded in conjunction with G. Rei-
chardt in 1819, wrote a libretto, ¢ Dido,’ for B.
Klein, and contributed to Marx's ‘ Musikzeitung.’
A pamphlet on Madame Sontag procured him 3
months’ imprisonment in 1825, on account of its
satirical allusions to a well-known diplomatist.
In 1826 he joined the staff of Voss's newspaper,
and in a short time completely led the public
opinion on music in Berlin. His first article was
a report ona performance of ‘ Euryanthe,’ Oct. 31,
1826, followed on Nov. 13 by another on a soirée
at the Jagor Hall, at which Mendelssohn played
Beethoven's gth Symphony on the piano, and
thus introduced that gigantic work to Berlin,
Twenty-two years later Rellstab wrote :—

That evening made an indelible im on on my
mind, and the recollection of it is as as of an event
of yesterday—nay of to-day. The most accomplished
musicians of Berlin, including Berger and Klein, were
present. The won almost awe-inspiring w
exacted the homage due to it, but the attention of
present was rivetted upon the young artist dealing with
unmistakeable mastery with that mighty score, as I
e
ﬁ" .n vh:lg of eachp;:cge, his ear ‘ep.ogne:mlede.l!ke a
gimlet’ (to use an expression of Zelter's) into the very
essenoce of the music, his fingers never erred.

Two years later he wrote a cantata for Hum-
boldt’s congress of physicists, which Mendelssohn
set to music.

Rellstab was & warm sup, of classical
music, and strongly condemned all undue at-
tempts at effect. He quarrelled with Spontini
over his ‘Agnes von Hohenstauffen’ (Berlin
‘Musikalische Zeitung’ for 1837, Noe. 323, 24,
26, and uzg), and the controversy was maintained
with much bitterness until Spontini left Berlin,
when Rellstab, in his pamphlet ‘Ueber mein
Verhiltniss als Kritiker zu Herrn Spontini,’
scknowledged that he had gone too far.
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Rellstab’s novels and essays are to be found
for the moet part in his ¢ Gesammelte Schriften’
24 vols. (Leipzig;Brockhlna). A musical peri-
odical, ¢ Iris im Reiche der Tonkunst,’ founded by
him in 1830, survived till 1842. His recollections
of , Schroeder - Devrient, Mendelssohn,
Klein, and Beethoven (whom he visited
im March 1825) will be found in ‘ Aus meinem
Leben’ (2 vols. Berlin, 1861). He was thoroughly
eclectic in his taste for music, and, though not an
unconditional supporter, was no opponent of the
modern school of Liszt and Wagner. He died
during the night of Nov, 27, 1860. [F.G.]

REMENYT, EDUARD, a famous violinist, was
born in 1830 at Hewes (according to another
account at Miskolc) in Hungary, and received
his musical education at the Vienna Conservatoire
during the years 1842-1845, where his master
on the violin was Joseph Bshm, the same who
instrocted Joachim. In 1848 he took an active
part in the insurrection, and became adjutant to
the famous general Gérgey, under whom he took
pert in the campaign against Austria. After
the revolation had been crushed he had to fly his
country, and went to America, where he resumed
his career as a virtuoso. In 1853 he went to
List in Weimar, who at once recognised his

jus and became his artistic guide and friend.
the following year he came to London and
was appointed solo violinist to the Queen. In
1860 be obtained his amnesty and returned to
Hungary, where some time afterwards he received
from the Emperor of Austria a similar distinction
to that granted him in England. After hisreturn
bome he seems to have retired for a time from
ablic life, living chiefly an an estate he owned in
Eung:ry. In 1865 he appeared for the first time
in Paris, where he created a perfect furore in the
mlons of the aristocracy. Repeated artistic tours
in Germany, Holland, and Belgium further tended
tospread his fame. In 1875 he settled temporarily
in Paris, and in the summer of 1877 came to
Londan, where also he produced a sensational
effect in private circles. The season being far
advanced he in public only once, at Mr.
’s benefit concert at the Crystal Palace,

where he played a fantasia on themes from the
‘Huguenots.” In the autumn of 1878 he again
visited London, and played at the Promenade
Concerts. He was ong:ll way to America, where
he has been giving concerts for the last three
years and still resides (1881). As an artist
M. Reményi combines fect mastery over the
technical difficulties of his instrument with a

strongl nounced poetic individuality. His
soal is {n i ph{ing, and his impulse carries him
sway with it as he warms to his task, the impres-

sion produced on the audience being accordingly
in an ing scale. He never tires, and one
nover tires of him. The stormier pieces of
Chopin transferred by him from the piano to the
violin are given by Reményi with overpowering
effect. But tenderer accents are not wanting;
the nocturnes of Chopin and Field, arranged in
the same way, he gives with the suavest dreami-
Bess, interrupted at intervals only by accents of
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passion. Another important feature in Reményi’s
playing is the national element. He strongly
maintains against Liszt the genuinenees of Hun-
garian music, and has shown himself thoroughly
imnbued with that spirit by writing several ¢ Hun-
garian melodies,” which have been mistaken for
popular tunes and adopted as such by other com-
posers. The same half-Eastern spirit is ob-
servable in the strong rhythmical accentuation of
Reményi's style, so rarely attained by artists of
Teutouic origin. For this and other reasons the
arrangements of Chopin’s mazurkas and similar
pieces are more congenial to him than ' the
classical works of Beethoven, Schumann, Men-
delssohn, whizlll, as 51 matter of oonrse,] lul.).; in his
répertoire, er his genius wi most
appreciated in :g:wing-roog:n where his marked
individuality is felt more immediately than
in a large concert-hall. Reményi's fame is ac-
cordingly of a somewhat peculiar kind. It re-
sembles that of our non-exhibiting painters,
Most English amateurs have h his name
and know that he ranks amongst the leading
artists of the day, but few can vouch for the
eral impression by their personal experience.
oreover, Reményi is of too migratory a nature
to follow up his success in any given place. He
is the wandering musician par excellence, and at
intervals, when the whim takes him, will disap-
pear from public view altogether. But although
somewhat of the nature of a comet, he is un-
doubtedly a star of the first magnitude in his
own sphere. Reményi’s compositions are of no
importance, being mostly confined to arrange-
ments for his instrument and other pieces written
for his own immediate use.

REMPLISSAGE, “filling up.” A term some-
times met with in musical criticism, which means
what is colloquially called * padding,’ or —
generally of a florid and modulatory character—
put by composers of inferior degree into their
compositions, whether from barrenness of ideas,
or from want of skill in using those they have,
whereby the bulk of the work is increased, bus
not its interest or value. [J.A.FM.]

RENDANO, Arroxso, born April 5, 1853, at
Carolel, near Cosenza, studied first at the Con-
servatorio at Naples, then with Thalberg, and
lastly at the Leipzig Conservatorium. He played
at the Gewandhaus with marked success on Feb.
8,18732. Hethen visited Paris and Loudon, per-
formed at the Musical Union (April 30, 18732), the
Philharmonic (March g, 73), the Crystal Palace,
and other coneerts, and much in society; and
after a lengthened stay returned to Italy. He
was a graceful and refined player, with a delicate
touch, a great command over the mechanism of
the piano, and a pleasing melancholy in his ex-
pression. His playing of Bach was especially
good. He has published some piano pieces of no
importance. [G.]

RE PASTORE, IL. A dramatic cantata to
Metastasio’s words (with compressions), com-

by Mozart at Salzburg in 1775, in honour
of the Archduke Maximilian, First performed
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April 23, 1775. It contains an overture and
14 numbers, The autograph is in the Royal
Library at Berlin, and the work is published in
Breitkopf’s complete edition as Series V. No. 10.
Aminta's air, ‘L'amerd,” was at one time &
favourite with Madame Lind-Goldschmidt. [G.]

REPEAT, REPETIZIONE, REPLICA (Ger.
Wiederholung ; Fr. Répétition, which also means
* rehearsal’). In the so-called sonata-form, there
are certain sections which are repeated, and
are either written out in full twice over, or are

written only once, with the sign i at the

end, which shows that the music is to be repeated
either from the beginning or from the ious
occurrence of the sign. ng‘he sections which, ac-
cording to the strict rule, are repeated, are—the
first section of the first movement, both sections
of the minuet or scherzo at their first appear-
ance, and both sections of the trio, after which
the minuet or scherzo is gone once straight through
without repeats. The last half of the first move-
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is—are found in increased complexity of me-
chanism and liability to derangement. These
may be overrated, but there always remains the
drawback of loss of tone in repeated notes; the
repetition blow being given from a small depth
of touch compared with the normal depth, is
mot s0 elastic and cannot be deli with
so full a forte, or with a or pianissimo of
equally telling vibration. Hence, in spite of the
great vogue given to tition effects by Herz
and Thalberg, other eminent players have dis-
ed them, or have even been opposed to
repetition touches, as Chopin was and Dr. Hans
von Bitlow is—see p. 7, § 10 of his comm
on selected studies by Chopin (Aibl, Munich,
1880), where he designates double escapement
as a ¢ deplorable innovation.’
A fine example of the best use of repetition

is in Thalberg's A minor Study, op. 45 :—
s '\ RH. !

ment, and the first, or even both, of the secti
in the last movement, may be repeated ; see for
instance Beethoven'’s Sonatas Op. 2, No. 2; Op. 10,
No. 3; Op. 78; Schubert’s Symphony No.g. Also,
where there is an air and variations, both sections
of thl: air sb:d of all t:ge variations, should, strictl layr
ing, be repeated. Although it is a regu!
:pu::om not to play the minuet or scherso, after the
trio, with repeats, Beethoven thinks fit to draw
attention to the fact that it is to be played -tnl%:
through, by putting after the trio the words ¢
Capo senza repetizione,” or ‘senza replica,’ in one
or two instances, asin Op. 10, No. 3, where more-
over the trio is not divided into two sections, and
is not repeated; in Op. 27, No. 2, where the
Allegretto is marked ‘La prima parte senza re-
petizione’ (the first part without repeat). In his
4th and 7th ‘Symphonies he has given the trio
twice over each time with full repeats. [J.A.F.M.]

REPETITION (PranororTE). The rapid
reiteration of & note is called repetition; a
ial tonch of the player facilitated by me-
chanical contrivances in the pianuforte action;
the earliest and most important of these having
been the invention of SRBASTIAN ERARD. [See the
diagram and description of Erard's action under

PIANOPORTE, vol. ii. p. 722.] By such a con- ||

trivance the hammer, after the delivery of » blow,
remains poised, or slightly rises again, so as to allow
the hopper to fall back and be ready to give &
second impulse to the hammer before the key has
nearly recovered its positien of rest. The parti-
ocularadvantages of repetition to grand pianos have
been widely acknowledged by pianoforte makers,
and much ingenuity has been spent in inventing
or gerfecting repetition aetions for them : in uj

right pianos however the principle has been ruJy
employed, although its influence has been felt
mf shown by care in the position of the ‘check ’
in all check action instruments. The French have
named the mechanical power to rapidly repeat &
note, ‘double échappement’; the drawbacks to

double escapement —which the repetition really

[

where the player, using the first two fingers
and thumb iny:pid succession on each note,
produces by these triplets almost the effect of
a sustained melody with & tremolo. It is this
effect, produced by mechanical means only, that
is heard in Signor Caldera’s MELOPIANO as made
by Hers in Paris, and Kirkman in London.
Repetition is howerer an old device with stringed
instruments, having been, according to Bunting,
a practice with the Irish harpers, as we know
it was with the common dulcimer, the Italian
mandoline and the Spanish bandurria.

A remarkable instahce may be quoted of the
effective use of repetition in the gugn.to (piano

solo) from Liszt's ¢ Todtentans’ (Danse Macabre)

Vivace.
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But there need be no difficulty in playing this
on & well-regulated and checked single escape-
ment. With a double escapement the nicety of
checking is not se much required. (AJ.H.]

REPRISE, repetition; a term which is occa-
sionally applied to any repetition in music, but is
most conveniently confined to the recurrence of
the first subject of a movement after the conclu-
sion of the warking out or Durchféhrung. In
that sense it is used in this work, [G.]

BEQUIEM (Lat. Missa pro Defunctis; Ital.
Mesea Fr § Defonii; Fr. Messe des Morts;
Gorm. Todtermesse). A solemn Mass, sung, an-
nually, in Commemoration of the Faithful De-
parted, on All Seuls’ Day (Nov. 2); and, with
a less general intention, at Funeral Services,
on the anniversaries of the decease of particular
persons, and on such other occasions as may be
dictated by feelings of public respect, or indi-
vidual piety.

The uiem takes its name! from the first
word of the Introit—* Requiem sternam dona
ais, Domine” When set to Music, it naturally
arranges iteelf in nine principal sections : (1) The
Introit—* uiem wternam’; (3) the ‘ Kyrie’;
(3) the Gradual, and Tract—‘ Requiem ster-
nam,’ and ¢ Absolve, Domine’; (4) The Sequence
or Prose—‘Dies iree’; (5) The Offertorium—
* Domine Jesu Christi’; (6) the ‘Sanctus’; (7) the
‘Benedictus’; (8) the 