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ON DICTIONARIES OF MUSIC

AND THIS ONE IN PARTICULAR

OF dictionaries of music there is no end! The present writer,
looking round his shelves, sees there over fifty—British,
American, French, Belgian, Swiss, German, and Italian. And
those are only a fraction of what exist. Some of the fifty run into
ten or twelve volumes; some are single volumes. Some are
purely biographical; others offer merely alphabetically arranged
strings of definitions of the musical terms in use; whilst still
others, like the present one, are mixed, including biographies of
composers and performers of all countries and periods, theoretical
terms, terms of expression, and general articles on various his-
torical and other phases of music.

The Beginnings of Musical Dictionary-making
The earliest of the collection is the first that ever existed. This
is the work of the Flemish musician, Tinctor, who published it at
Treviso about 1498—little more than forty years from the inven-
tion of printing from type.

This famous little work is in Latin (Terminorum musicae diffini-
torium), and a good long time was to elapse before the various
European countries began to produce musical dictionaries in their
own vernaculars. Apparently the first in the English language was
by a London musician who must surely have been of French
parentage or descent, one Jacques Grassineau (or ‘James Gras-
sineau, Gent.’, as he styles himself on the title-page). His book
appeared in 1740. The worth of the book was attested in a short
expression of approval opposite the title-page by three well-
known London musicians (Pepusch, arranger of The Beggar's
Opera; Greene, organist of St. Paul’s Cathedral; and Galliard, a
popular composer of the day), but they did not, and could not,.
declare that it was very original, for it was largely borrowed from
a French dictionary of music of nearly forty years earlier—
Brossard’s (1703).

The Modern Musical Dictionaries

For a long time, so far as musical works of reference in the English
language are concerned, this Grassineau had the whole field to
himself, but gradually, from the end of the eighteenth century,
other such books appeared, the slow procession culminating at
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last in that great standard book (on the whole the best large-scale
work of its sort in any language), Grove’s Dictionary of Music and
Mousicians, the first edition of which trickled out over a period of
eleven years, volume one appearing in 1878 and volume four in
1889. Its editor, George Grove (‘Sir George’ from 1883), was a
remarkably versatile man—to mention just a few of his occupa-
tions, a civil engineer in Jamaica and Bermuda, chief founder and
Secretary of the Palestine Exploration Fund, first Secretary of
the Crystal Palace, and, lastly, Director of the newly founded
Royal College of Music. Later editions of this monumental work
have been edited by J. A. Fuller-Maitland, H. L. Colles, and
Eric Blom.

During the present century there have, of course, appeared a
considerable number of American works of the kind. Of these
perhaps the soundest to date have been Baker’s Biographical
Dictionary of Musicians (first published 1900), Oscar Thompson’s
International Cyclopedia of Music and Musicians (1938), and
Apel’s Harvard Dictionary of Music (1944).

The Purpose of the Present Dictionary

The present book is in some measure a reduction of the author’s
Oxford Companion to Music—a reduction in size and, of course,
in price. Itisintended to serve the purpose of those music-lovers
who desire a smaller book at a smaller cost. However, the Concise
possesses just a few features that are lacking from the Companion
—e.g. some hundreds of short biographical entries of vocal and
instrumental performers and conductors, as distinct from com-
posers, and some hundreds of entries concerning individual com-
positions (operas, symphonic poems, song cycles, &c.).

Like the Companion, the Concise has very many cross-references,
these last making for easy access to any information the book
contains, in an attempt to justify the hopeful promise now pro-
claimed: ‘If it’s in the book you can find it.

Will readers collaborate?

And now an appeal must be made to readers. The great Dr.
Johnson, when, two centuries ago, he issued his famous English
Dictionary, admitted candidly that there must be some errors in it,
and, as a matter of fact, any book of reference, consisting as it does
of a mass of detail, cannot fail to suffer from occasional slips in
writing or printing. The author has been greatly helped in
improving the successive editions of the Oxford Companion by
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the kindness of readers possessing special knowledge or unusually
keen powers of observation who have generously responded to his
frank invitation to let him know of any defect in either accuracy
or comprehensiveness that may have come to their notice, and he
trusts that a similar invitation, which he hereby extends, may
bring a similar generous response. A line or two on a postcard
takes merely a couple of minutes to write and may result in making
the book more useful to many readers of later editions. All com-
munications of this sort will be gratefully received and promptly
acknowledged.

And with that invitation the author sends his latest work into
the world, hoping that his friends of the wide musical public will
find it helpful.

(From the original preface)



PREFACE TO SECOND EDITION

L1BRARIANS should note that the appearance of the present
reset edition does not mean that the previous impressions are now
so much waste paper. In all reference books undergoing a con-
tinuous process of revision, new material can be incorporated
only by reducing the space devoted to subjects likely to be of least
interest to readers. In this edition, many new names have been
included, and many names of passing or local importance have
sadly been removed to make way for them. Serious students will
in any case refer to Baker and the various editions of Grove.

]J. 0. W,

August 1963
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abt,
adj.
adv.
Amer,
arr.,
Assoc.
asst,
B.B.C,

B.Mus,
Brit.

c.
C.B.E.

*cellist
cf.
C.H.
chor.
Coll.
comp.
Conn.
Corpn.

cs.
C.V.0.
D.B.E.

Dept.
D.Litt,

D.Mus.
Ed.
Edn.
Eng.
estd.
Fest.
Fr.
F.R.S.

F.R.S.L.

ABBREVIATIONS

HE abbreviations used in this book are believed to be either such
as are in common use and therefore known to all readers, or so
obvious as to be self-explanatory; nevertheless, for the sake of complete-
ness, a list of most of them is given here.

about

adjective

adverb

American

arranged

Association

assistant

British Broadcasting Cor-
poration

Bachelor of Music

Britain, British

century

Commander of the Order
of the British Empire

violoncellist

conferatur (Lat.), compare

Companion of Honour

chorus

College

composed

Connecticut

Corporation

centuries

Commander of the Vie-
torian Order

Dame Commander of the
Order of the British
Empire

Department

Doctor Literarum (Lat.),
Doctor of Letters

Doctor of Music

Editor

Edition

English

established

Festival

French

Fellow of the Royal Society

Fellow of the Royal Society
of Literature

G.C.V.O.

Lat,

lit,
M.A.
M.B.E.
Me.
Mich.
Middx.
Minn.
M.Mus.
Mo.
MS.
MSS.
M.V.O.

N.C.
N.J.

Knight Grand Cross of the
Victorian Order

German

Greek

Guildhall School of Music
(London)

honorary

Illinois

Indiana

Institute

Isle of Wight

Italian

Knight Commander of the
Order of the British
Empire

Knight Commander of the
Victorian Order

Designation of degree con-
ferred by Archbishop
of Canterbury, whose
Palace is at Lambeth,
(See Degrees and Di-
plomas 1)

Latin
literally
Master of Arts

Member of the Order of
the British Empire

Maine
Michigan
Middlesex
Minnesota
Master of Music
Missouri
Manuscript
Manuscripts
Member of the Victorian
Order
North Carolina
New Jersey
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nr. near R.C.M. Royal College of Music,
N.S.W. New South Wales (Aus- rades
tralia) res. resident
N.Y. New York R.I. Rhode Island
N.Z. New Zealand 2“- Sé“',“t‘;”'
oc. ocie
OB O e onler ofthe Siaffs  Staffordshire
. . 8.V, sub voce = ‘under that
oCcM Oxford Companion to Music word’ (referring to the
Orch. Orchestra, orchestral place in ghis bool't where
Pa. Pennsylvania }nforg)latlon will
oun
(25 D e Jeeionnare T.C.L., Trinity College of Music,
prod. produced T.CM. London
Prof. Professor transl. translated, translation
publ. published Univ, University
q.v. guod vide (Lat.), which see Va. Virginia
R.AM. Royal Academy of Music, Wis. Wisconsin
London 8ve octave

ALPHABETIZATION

WHERE the title of an entry consists of more than one word the complete title
governs the position in which the entry appears. Thus, for instance, the follow-
ing series of five entries:

Concert Concert
Concertante Concert Halls
Concert Halls not { Concert Master
Concertina Concertante
Concert Master, Concertina

That is to say, the order of entries is strictly alphabetical, taking into considera-
tion the whole wording of the titles.! (This appears to be the convention most
generally adopted; it is that of Grove’s Dictionary of Music, the Encyclopaedia
Britannica, the Harvard Dictionary of Music, &c.)

* Except that in names of persons the surname only is taken into account. Note also that, as is
moalt ﬁmﬂ in works of reference, surnames beginning M’, Mc, or Mac are all treated as though
spelt Mac.



TABLES OF NOTATION AND
NOMENCLATURE

TABLE 1
VALUES OF NOTES
o
t Semibreve 1 Whole-note
equals
J d
2 Minims 2 Half-notes
or
s J s 4
4 Crotchets 4 Quarter-notes
or
oy . .F'—J J s s :
8 Quavers 8 Eighth-notes
or
rp———
J } ﬁ Jﬁj dodsooeee
16 Semiquavers 16 Sixteenth-notes
or

,F}E :T ' desse U.‘J-"Ja'i;

32 Demisemiquavers 32 Thirty-second notes

After this follow Hemidemisemiquavers (sixty-fourth notes, .F ) and, occasion-

ally, Semihemidemisemiquavers (notes of 128 to the semibreve, o)

A dot after a note increases its value by half ; thus a‘ - JVJ (but see excep-
tion mentioned in article Dot, Dotted Note). A double dot after a note increases

its value by a half plus a quarter; thus Sem d J & A third dot has very
occasionally been used; thus eeem o J }

For the rarely used Breve (the value of 2 semibreves) see Table 3.
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TABLE 2
VALUES OF RESTS

(Compare T ABLE 1 above)

-]

SFEFED.

- ’ - r"‘l

The = rest hangs down; the J rest
remains on the surface. (Imagine the
rest of greater value is the heavier.)

The | rest (") turns to the right
(Mnemonic: cRotchet—Right; or
quaRter Note—Right); the N rest (1)
turns to the left.

In addition to the above there is the
Breve or Double-note rest, occupying
the whole space between two lines—I&:

Also, the Semibreve or Whole-note
rest is used as a whole-bar rest, irre-

T

ERERE

spective of the actual time-value of the
bar.

A silence of several bars is often
indicated thus (or in some similar way):

13

=

Rests can be dotted and doubly
dotted, as notes are, and with the same
effect: thxs, however, is less commonly
done,
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TABLE 3
NAMES OF THE NOTES AND REST VALUES

ENGLISH, ITALIAN, FRENCH, GERMAN, AND AMERICAN

ENGLISH ITALIAN FRENCH GERMAN AMERICAN
breve breve carrée (square) Doppeltakt- double
L= (I o or bréve note (double whole-note.
measure note)
semibreve semibreve ronde (round) Ganze Taktnote | whole-note.
e - (whole
measure note)
or | blanche (white} | Halbe (half) or half-note.
J bianca Halbenote or
- (white) Halbe Takt-
note
— — ~—
i crotchet semiminima | noire (black) Viertel quarter-note.
e I or nera (quarter)
(black)
: " quaver croma croche (hook) Achtel (eighth) eighth-note,
| - S g
} ¥ semi- [ semi- double-croche Sechzehntel sixteenth-
quaver | croma (double-hook) (sixteenth) note.
demisemi- | biscroma | triple-croche Zweiund- thirty-second
j (] quaver (triple-hook) dreissigstel note,
second) !
- hemidemi- | semi- quadruple- Vierundsech- | sixty-fourth ’
E 3 semi- biscroma croche zigstel note. |
Jq quaver (quadruple- (sixty-fourth) ]

(The word ‘Rest’ is in Italian Pausa; in French Silence or Pause; in German Paguse.)

The English names of the longer
notes are based upon the old Latin
names of the early Middle Ages.

The earlier Italian names are similar.

The French names stand alone as be-
ing purely descriptive of the appear-
ances,

The German names are arithmetical

and the American practically a trans-
lation of them. It must be admitted that
the American and German names re-
quire no remembering, being logically
descriptive of time-values. They are,
then, undoubtedly the best, and the
American names are now largely
adopted in the Commonwealth.
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TABLE 4
THE CLEFS

G or TREBLE CLEF
On 2nd line up,
fixing that as
Treble G

F or BASS CLEF
On 2nd line down,
fixing that as

Bass

¢ (SOPRANO) CLEF
On 13t line, fixing
that ucmiddle

€ (ALTO) CLEF
On 3rd line, fixing
that as middle that as muddle
C C
"

= = = = =

The above shows the one note, middle C, represented in five different ways.

The Soprano Clef is found in the older German choral music. The Alto Clef,
formerly used for the Alto Voice and certain instruments, is still in use for ths
Viola. The Tenor Clef was formerly used for the Tenor Voice and is still in use
for the higher notes of the Violoncello, for the Tenor Trombone, &c.

(See also, in the body of the book, Great Staff.)

C (TENOR) CLE®
On 4th line, fixing

ol

TABLE 5
PITCH NAMES OF THE NOTES

IN ENGLISH, GERMAN, FRENCH, AND ITALIAN

1 a
o— =
:1\‘ = = =T
English C D E F G A
| German » s ” N s ”» H
French utordo| ré mi fa sol la 8i
Italian do re I ) 7] ’” 1]

Note that B flat in English is B in German, and that B in English is H in German,
(See reference to this in the article B.)
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TABLE 6
INFLECTION OF NOTES

SHARP DOUBLE SHARP FLAT DOUBLE FLAT
Raising the note a | Raising the note || Loweringthe note | Lowering the note
half-step or semi- a full-step or a half-step or a full-step or

tone tone semitone tone
# x ] bo

After a Sharp or Flat the Natural Sign } restores the note to its normal pitch.

After a Double Sharp or Double Flat the Sign § or b (or i # or i p) changes the
pitch of the note to that of a single Sharp or Flat.

After a Double Sharp or Double Flat the Sign } (rarely given h}) restores the
note to its normal pitch.

Any of these various signs is understood to affect not only the note before
which it immediately occurs, but also, unless contradicted, any other notes on
that same line or space of the staff throughout the measure (bar), and if the last
note of the measure is thus inflected and is tied to the same note at the opening
of the next measure, that latter also is understood to be included in the inflection.

TABLE 7
NAMES OF INFLECTIONS OF NOTES

Additions are made to the names of the notes as shown below:

4 x b bh [/
English sharp double-sharp flat double-flat natural
Cis Cisis Ces Ceses The sign is
Dis Disis Des Deses called Quad-
%@s %@si.a %a %sea :411! or
erman 3 1818 es esce sungs-
= Glis Gisis Ges Geses x:'zlh‘;n
Ais Aisis As Ases (‘release-
®His ®Hisis *B ®Bes sign’)
(The sign is | (The sign is || (The si is | (The sign is
called Kreus) | called Doppel-|| called Be) called Dop-
kreuz) pel-Be)
French didse double-didse bémol double-bémol || bécarre
Italian diesis doppio diesis bemolle doppio bemolle || bequadro

On account of one or two little irregularities in the German names it has been
thought best to set these out in full. Notice particularly the names marked ®
(see Table 5).
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TABLE 8
MAJOR AND MINOR KEY-SIGNATURES

ey S

dESLo=SiiEs

=i

b‘——?:‘ﬂ?b_;—tgﬂ ﬂ L — Hn’j S :1 Fﬁ&iﬂ

The white note in each case repre-
sents the major key, the black note the
minor key with the same signature
(called ‘Relative Minor’).

It will be observed that, starting
from C, the keynotes of the Sharp
Keys rise five notes (a Perfect sth) each
remove, and that the keynotes of the
Flat Keys fall five notes (a Perfect sth)
each remove.

It will also be observed that in the
Sharp Major Keys the keynote is im-
mediately above the last sharp.

And that in the Flat Major Keys the
keynote is four notes below the last
flat (i.e. is at the pitch of the last flat
but one in the signature).

And that three notes down any
Major Scale we come to the keynote of
its Relative Minor or, to state it the

(Seldom used.)

other way, thrce notes up any Minor
Scale we come to the keynote of its
Relative Major.

Note that keys with six sharps (F$
major and D # minor) are (on keyboard
instruments) the equivalents of the
keys with six flats (Gp major and Ep
minor), and that keys with seven
sharps (C# major and A$ minor) are
the equivalents of the keys with five
flats (D p major and Bp minor). Thus
composers use either one or the other
of these signatures.

The order of the sharps in the signa-
tures is by rising fifths, and the order
of the flats is by falling fifths.

Sharps - F CG D A E B « Flats

That is, the one order is the other re-
versed.

TABLE 9
MAJOR AND MINOR IN FRENCH, GERMAN, AND ITALIAN

(in speaking of keys and scales)

ENGLISH FRENCH ITALIAN GERMAN
major majeur maggiore dur (i.e. ‘hard’)
minor mineur minore moll (i.e. ‘soft’)

The above adjectxves are used also of intervals, except for the German lan-
guage, in which a major interval is called gross (i.e. big) and a minor one klein

(i.e. small).
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TABLE 10
TIME-SIGNATURES

Simple Duple

. # dd | e

»
=
.
v

nd d Je
‘ Py o~ o~

Frrfrrereee

Each Simple time has a correspond-
ing Compound time. The beat in the
Simple times is of the value of a plain
note; in the Compound times of the
value of a dotted note.

In other words, the beat-note value
in the Simple times is divisible into
halves, quarters, &c., and that in the
Compound times into thirds, sixths,
&c. The grouping of notes in a measure
(bar) by means of the hooks of their tails
(when they have such) should accord
with these divisions, as shown above,

If the time-signature be regarded as
a fraction it is to be understood in
terms of Whole-notes, i.e. Semibreves;
e.g. 3 = three halves of @; § = six
quarters of <, and so on.

But note the difference between §

28 o
‘“Wwror
Compound Duple
¢d  d
seLercLr
Simple Triple
sd J
rre ‘oo ar
Compound Triple
9o o
ol gl o o
Simple Quadruple
JdJdJ
crereres
Compound Quadruple
. e Ao
‘eertoreeress

-
0

[é'-.v
B~

J

o
I
[[:‘-r

s

IE?"
B
B

e,
0
l[:‘-r
[

N R e I,
PEETEL R ST

and § (which are obviously of the same
total time-duration per measure, yet
differ in grouping and hence in rhyth-
mic effect). And so with } and §, and
E and %. On the other hand, between

and %,  and 4, &c., there is little
difference.

Occasional signatures other than
those shown are to be met with, e.g. §
in one of Bach’s Partitas (in effect each
bar can be considered two bars of }).

Mixed bars of $+3 or §+ % (Quin-
tuple Time) nowadays occur and are
shownas §;mixed bars of § +3 or § + 14,
shown as {, and so on. There is, indeed,
nothing to prevent a composer invent-
ing any time-signature that he feels will
help him to express the rhythm of any
passage of his music.
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TABLE 11

IRREGULAR RHYTHMIC GROUPINGS

(Duplets, Triplets, Quadruplets, &c.)

Duplet or Couplet

Two in the time of three:

i J JIJ_,iI,)- I§57a £IJ- J- |

‘Triplet (see also
under ‘Sextolet’
below)

Three in the time of two:

I FrriF

Four in the time of three:

Septolet, or Septup-
let, or Septimole

(ST 3JJdlddddld. 1§JT3 57014 J. |
— - — : - a——an]
Five in the time of four—or of three:
EHETS 14 4 5014 1T T3l A
l_._J L;‘
Six in the time of four: 1f agrotg)ingof_3+3ilduired
Sextolet o Sextuplet it should be written as below:
Cgdbee (1) JITTRIS 1| 3J JRIPi4 0
— —

| (really a triplet xi w_ill be seen)

(really a double triplet)

Seven in the time of four—or of six:

1d JIIFETE e I§d. JTITIRIL I

Various other combinations are pos-
sible, and it is hardly possible to list
them or to lay down rules, When an
irregular combination occurs the per-

former should observe the other notee
of the measure, and he will quickly
realize into what fraction of the measure
the irregular grouping is to be fitted.
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Note on Tables 12-16

These tables are concerned with the interpretation of the most usual signs for
Ornaments or Graces. It must be understood, however, that such signs have
carried different meanings in the usage of different periods, countries, and indi-
vidual composers. Nothing less than a whole book can cover the subject, so
t!lat the information given here must be accepted as merely a useful generaliza-
tion.

For the general subject see the article Ornaments and Graces, and for a full
treatment consult Dannreuther’s Musical Ornamentation (2 vols., Novello and
H. W. Gray Co.) or some similar work.

TABLE 12
ACCIACCATURA AND MORDENT

(a) The Acciaccatura.

==

The principal note retains its accent
and practically all its time-value. The
auxiliary note is theoretically timeless;
it is just squeezed in as quickly as pos-
sible before the principal note is heard.
Some pianists of high repute even play
the two notes simultaneously, immedi-
stely releasing the Acciaccatura and re-
taining the principal note (Acciaccatura
is Italian for a ‘crushing in’). Compare
the Appoggiatura (Table 13)—a totally
different thing. (For the use of the
Acciaccatura sign before a shake see
Table 16.)

Sometimes two or more small notes
are shown before the principal notes,
and then they generally amount to
Acciaccature (being in most cases per-
formed on the ‘crushed-in’, or timeless
and accentless, principle), although
they have no strokes through their
tails, and although the name Double
Appoggiatura or Triple Appoggiatura is
often given them.

=E ey~
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Note a combination of Acciaccatura
with spread chord (for spread chords
see Table 18):

performed as though notated—

Sas

Although, as above stated, the Ac-
ciaccatura is theoretically timeless, it
nevertheless must take a tiny fragment
of time from somewhere. In the cases
shown above (which we may look upon
as the normal ones) it takes it from the
note which follows, In two other cases,
however, it takes it from the note which
precedes: (1) when, harmonically, and
by considerations that common sense
must determine, it clearly attaches to
that note and not the following one;
(2) when, in piano music, it appears in
the bass followed by a chord in the left
hand or in both hands—the composer’s
intention being to get the advantage of
a richer harmony by sounding the bass
note in a lower octave and then holding
it by the pedal whilst the chord is
played; in this case the chord (as a
whole) is to be heard on the beat, the
Acciaccatura slightly preceding it.
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(b) The Upper and Lower Mordents.

Upper Mordent
with inflected note.

Upper Mordent
(in German
‘Pralltriller’)

Lower Mordent Lower Mordent

(in German simply  with inflected note
“Mordent’) : n

:

In the case of the Upper Mordent
these ‘crushed in’ notes are the main
note itself and the note above; if the
latter is to be inflected in any way the

necessary sign (#pt X pb) appears above
the mordent sign.

In the case of the Lower Mordent
the ‘crushed in’ notes consist of the
note itself and the note below; if this
latter is to be inflected in any way the
necessary sign appears belotw the Lower
Mordent sign (the interval is generally
that of a semitone).

Mordent comes from Italian mordere,
‘to bite’. There is a confusion in the
use of names. The terms ‘Mordent’
and ‘Inverted Mordent’ are very com-
monly used for the two forms, but
some call the first one shown above the
‘Mordent’ and the second one the
‘Inverted Mordent’, and others reverse
these titles. The one way of avoiding
all misunderstanding is always to use
the words ‘Upper’ and ‘Lower’ (see
article Mordent).

TABLE 13
THE APPOGGIATURA

(See note at head of TABLE 12, also entry under Appoggiatura)

(a) With Ordinary and Dotted
Notes.

- —
=== =
o

The Appoggiatura (Italian, from ap-
poggiare, ‘to lean’) is not a timeless
‘crushed in’ note like the Acciaccatura
(sece Table 12); it is as important
melodically as the note on which it
‘leans’, from which it takes normally
half the time-value—or if the note on
which it leans is dotted, two-thirds the
time-value. (Note, however, that the
exact interpretation of the Appoggia-
tura in different periods and circum-
stances goes far beyond the scope of
this book.)

(b) With Tied Notes.

When the Appoggiatura ‘leans upon’
two tied notes, it normally takes the
whole of the time-value of the first of
these to itself (see reservation in pre-
vious column).

{¢) With a Chord.

i~ p N
==Esa= =

As the Appoggiatura leans only upon
one note of the chord the other notes
are unaffected.
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TABLE 14
THE TURN

(See note at head of TABLE 12)

A turn (also called Gruppetto—
Italian for ‘grouplet’) implies a figure
of four notes—the note above, the note
itself, the note below, and the note
itself. This figure is performed after
the note itself or instead of it, according
as the turn sign is placed after the note
itself or over it.

E—Wﬂ
: e
The inflection of the upper or lower
note of the turn (in either form) is
shown by the placing of a sharp, flat,

natural, &c., sign above or below.
b

-~

= o=rrren

When the turn occurs after the note
there is a good deal left to the taste of
the performer as regards the division
of the time available. ‘The general
principle seems to be that the turn is
to be performed pretty quickly. To
bring this about, the first example just
given (if occurring in a slow tempo)
might be treated thus:

Largo.

o) .

whilst in a very quick tempo it might
be treated as follows (indeed there
might be no time to treat it in any
other way):

Prestissimo.
~ —_—

==
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The number of different examples
given in different textbooks is very
large, and no two textbooks quite
agree, but the above statement gives
the chief general principles accepted
by all,

TABLE 15
THE INVERTED TURN

(With three alternative signs for it)

i | e - _

(The commonest sign.)

The principles laid down as to the Turn (Table 14) apply, of course, to the
Inverted Turn, which begins with the lower auxiliary note, instead of the upper

one.
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TABLE 16
THE SHAKE OR TRILL

(See note at head of TABLE 12)

_ Essentially the Shake is an alterna-
tion of the note written and the note
above.

tr

- ~&c.

But there is a diversity to be found
in (a) its beginning, (b) its ending, and
(c) the number of intervening alterna-
tions of the two notes.

(a) The Beginning of the Shake.

We may consider that nowadays the
ebove beginning (i.e. on the written
note itself) is the normal one.

But in the earlier music (up to and
including Haydn and Mozart) it is

nerally intended that the shake shall
g:gin on the upper of the two notes—

tr
&e.
And, also, in music of any date, when
the principal note is preceded by the
same note the shake begins on the

upper note, the principal note having
slready been sufficiently emphasized.

N & ———m—]|
;Jl" —==c=r===1%

But nowadays if in any circum-
stances a composer wishes the shake
to begin on the upper note he usually
precedes it with an Acciaccatura sign,
¢0 as to leave no doubt.

Though the Acciaccatura sign is
used, no real Adcciaccatura is in-

tended—the Acciaccatura proper (see
Table 12) being a note ‘crushed in’
without time and without accent,
whereas here the note in question gets
a recognizable fraction of time and
takes the accent from the note it dis-
places. Strictly speaking, then, the use
of the Acciaccatura sign in this con-
nexion is illogical and unfortunate.

It should be noted that the question
whether a shake begins on the upper
or the lower note is much more than
that way of stating the question secems
to imply. The question which of the
two notes is to be accentuated is in-
volved, and the whole colour of the
shake depends on this.

Occasionally composers indicate that
they intend a turn or inverted turn to
precede the shake, the following being
the best way of showing this inten-
tion:

tr tr

I i § — |

o

(b) The Ending of the Shake.

All sorts of treatment may be de-
manded by the context, but one almost
invariable rule is that the shake shall
end on the written note itself.

Usually a turn precedes this (norm-
ally involving a triplet in order to fit
the notes in).

Sometimes, to make sure of the in-
sertion of the turn, modern writers
insert in their notation the two extra
notes at the end.
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When a chain of shakes occurs, sometimes only the last one is ended with
a turn,

- ——
= aomimometenen
- L2 |

— e—
Tevs

(¢) The ‘Body’ of the Shake. Inflected notes (sharps, flats,
The number of alternations of the nNaturals, &c.) are indicated as follows:

written note and the note above is left b

to the taste of the performer. He will 5 L

naturally insert many more when the = ——wie g o— g,

written note is a long one in a slow )

tempo than when it is a short one in a

AR e Often a wavy line follows the sign ‘tr*

Sometimes, in the latter case{hthe I
shake really ceases to be such, nothing = — =
being left of it but the turn— g} a1 ——
Allegro. — Note. As with other ‘ornaments’ that
e 2 o n of the shake differs in the details of per-
r —— formance in the music of different

periods and different composers. The
—or even less than that in cases where above gives a fairly safe generalization

a turn is not felt to be suitable. s to the practice of today, and in
modern editions of old works where

Presto. — there is needed any departure from the
o=t e & rules here laid down it will generally be

= o= H found that the editor has called atten-
tion to this.

TABLE 17
SIGNS OF RELATIVE INTENSITY

pp 2 mf U
pianissimo piano mezzo forte forte SJortissimo
or or or or or
very soft soft moderately loud loud very loud

Some composers have also used ppp, pppp, fff, and fff, &c.—the meaning
being obvious.

crescendo, i.e. increasing gradually in power.

decrescendo, or diminuendo, i.e. decreasing or diminishing gradually in power

See, in addition, the Signs of Accentuation, Table 24.
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TABLE 18
PIANOFORTE SIGNS FOR ‘SPREADING’ OF CHORDS

(‘Arpeggioed’, i.e. harp-fashion)
WRITTEN PLAYED

s 1+
o - 5. 3% !
4 b H A
p .8 S ll
S——
/>
i

S——
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Instead of attacking the notes of the chord simultaneously, play them from the
bottom upwards, holding each as struck. (Occasionally in old music the notes
are to be played from the top downwards and the question as to which is
intended is sometimes a difficult one.)

Sometimes the wavy line is not continuous between the two staves, and then
it is to be understood that the composer intends the arpeggio effect to go on in
the two hands simultaneously.

1
a — 3 4
=t

el
= e ]
L} — Al

fe—

It is to be noted that all spread chords should be so played as not to destroy
the rhythm of the passage.
For the combination of spread chord with Acciaccatura see Table 12 (a).

TABLE 19 -
PIANOFORTE RIGHT-HAND AND LEFT-HAND SIGNS
LEFT RIGHT
L.H. M.S. M.G. R.H. M.D.
Left Hand | Mano Sinistra | Main Gauche || Right Hand | Mano Destra
(Italian) (French) (Italian) or

Main Droite
(French)
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TABLE 20
REPEAT MARKS (FOR PASSAGES)

. D.C.or DaCapo, | D.S. Dal | A.S. (rare)or Al | Bis means per-
. " neansireturaito literally ‘Frcfrgl Segno, i.e. from Segno,i.e.tothe | form the passage
": or, if that does the head’, i.e. | thesign, mean- | sign. Usually | twice.
’ return to the ing return to the expression
not occur, to the | beginning. the mark §. is D.C. al Segno
beginning of the e poi la Coda,

piece.

{;e. .‘From the
eginning  to
the N\:and then
the Coda'.

To avoid needless writing or engraving (especially in orchestral music) the
repetition of a short passage is often indicated as below:

(@)
() —_—
RESESSE

or : —_——

Sometimes when a section is marked to be repeated it ends in a way suitable
for the return to the beginning, and, having been repeated, ends in a way
suitable to proceed to the next section (or to close the whole composition if
nothing more follows). The two endings are then shown thus:

Or instead of the ‘1’, there may be
used the expression ‘1@ Volta’, or
‘Prima Volta’, or ‘1st Time’.

And instead of the ‘2’, there may be
used the expression ‘2d4 Volta’, or
‘Seconda Volta’, or ‘2nd Time’.

When a return to the opening of the
piece, or of some section of it, is indi-
cated but only a part is to be repeated
and then the piece brought to an end,

the word Fine (‘end’) shows where to
stop.

For instance, a Minuet is often fol-
lowed by another Minuet called “Trio’
(see T'rio), after which the first Minuet
is to be repeated and then an end to be
made. In this case the word ‘Fine’ is
placed at the end of the first Minuet to
indicate that this is the place to con-
clude when performing the repetition.
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TABLE 21
REPEAT MARKS (FOR NOTES)

®)

(a)

()
EemmiZs s tomomirsasas Soesromais |
(d)

There is a ‘catch’ in (¢) and (d), the
convention not being quite logical. In
(c) (three examples are given) the time-
value to be filled is that of one of the
notes shown (in this case minim or
half-note); in (d) the time-value to be
filled is that of both of the notes shown
(in this case quavers or eighth notes).

Note. If Tremolo (or Trem.) is added
to any of the above or similar signs the
notes concerned should be repeated
very rapidly and without any attention
to the exact number of repetitions
aglained during the time-value avail-
able.

TABLE 22
THE VARIOUS USES OF THE CURVED LINE

The Tie or Bind

— S —

S—

‘The two notes become one (see also article T¥e or Bind).

The Slur, or Legato (or Bowing Mark)

All the notes affected by the curve are to be played smoothly. In string music
they are to be played in one movement of the bo

The Phrase Mark

3 F — ~
T T ' ~— T T |
™ T ﬂ
L4

See article Phrasing.

The Syllable Mark

Gt =

‘The mark is to make clearer the fitting of the notes to
the syllables.

The Portamento Mark

The sun— sinks to rest

for ev - er - more

Instead of jumping cleanly the singer is to slide from the one
note to the other, taking all intervening pitches en route. ‘The same
effect is possible on bowed instruments, but here a wavy line is
sometimes the indication.

See also Staccato Marks, on following page.
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TABLE 23

STACCATO MARKS

This table gives a rough and generally accurate interpretation of the various

marks, but is not to be taken too literally

MEZZO-STACCATO STACCATO
(shorten the note by (shorten the notes by
about }) about §)
Written
td 4 dJ
~—
= 14444

t4 44

Played (approximately)
RN

The sign % F

Sl

or mathematically.

STACCATISSIMO

(shorten the notes by
about })

-
.
-
-4

f Rrfrfri

F (i.e. a combination of accent marks and staccato marks)

indicates a combination of pressure with a slight detachment.

TABLE 24

SIGNS OF ACCENTUATION

fa of or sfz marcato
= -
r r r r rer
attack gic accent forzato = sforzato = ‘marked’, i.e,
see Agogic) ‘forced’ ‘forced’ emphasized
TABLE 25
PAUSE SIGNS
~ lunga pausa G.P.
Pause long pause ‘General Pause’—an intimation in an orchestral score that

the whole orchestra pauses.
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TABLE 26
OCTAVE SIGNS

8vaor8 8va bassa or 8va sotto toco con 8
‘Ottava’, i.e. perform | Perform an 8ve lower | ‘Place’ . x.e. (after | Play the passage not
an 8ve higher than | than written (‘sotto’ Klla 8ve | in auexgle notes, as
written., = under). er or lowcr) re- but in oc-

sume the playing as uvec.
written.

* The added line of 8ves will be above if the passage is in the treble of a pianoforte piece, and
below if it is in the bass.




CONCISE DICTIONARY OF MUSIC

A (It.), A (Fr.). ‘At, ‘by’, ‘for’, ‘with’,
‘in’, ‘to’, ‘in the manner of’, &c. For
expressions beginning with A or A see
under their principal words.

‘A 2’ in orch. scores and parts directs
(@) 2 instruments that normally play
separate parts (e.g. the 2 oboes or 2
flutes) to play in unison, or (b) 2 instru-
ments that normally play in unison
(e.g. the first violins) to divide in order
to play the separate parts provided for
them,

A.A.G.O. See Degrees and Diplomas 4.
Aallottaret (Sibelius). See Oceanides.

Ab (Ger.). ‘Off’ (in organ music ap-
plied to a stop no longer required).

A B A, A formula used by theorists
meaning Simple Ternary Form (see
Form 2).

Abaco, (1) Evaristo Felice dall’
(b. Verona 1675; d. Munich 1742).
Violinist and composer of the court of
Munich; wrote music of the Corelli
type.

(2) Giuseppe Clemens Ferdinand
dall’(b. Brussels 1709; d. Verona 1805).
Son of preceding; ’cellist and com-
poser of string music.

Abailard, See Abélard,

Abandonné (Fr.). ‘Negligent’ (in such
an expression as Un rhythme un peu
abandonné—‘rhythm rather free-and-
easy’). Abbandono (It. ‘abandon’).
‘Free, impassioned style.” So the ad-
verb, abbandonatamente, &c.

Abbassare (It.). ‘To lower’, e.g. to
tune down a string of an instrument of
the violin family, so as to obtain a note
normally out of the compass.
Abbellimenti (It. ‘embellishments’),
See Ornaments or Graces; also Tables
12-16,

Abbott, Emma (b. Chicago 1850;
d. Salt Lake City 1891). Operatic
soprano. Studied Milan and Paris,
Toured U.S.A. with own ‘English
Grand Opera Company’.

A.B.C.M. See Degrees and Diplomas 2,

B

Abddmpfen (Ger. ‘to damp off’). To
mute,

Abduction from the Seraglio. See
Entfiihrung,

Abegg Variations for Piano by
Schumann (his op. 1, 1830), Written
on a theme made out of the notes
A-B-E-G-G, and dedicated to his
friend Meta Abegg. (Cf. similar case
s.v. Carnaval,)

(For the German name ‘B’ for B flat
see B and B-A-C-H.)

Abeille, L’ (“The Bee’). See Schubert,
Franz (of Dresden).

Abel, Karl Friedrich (b. Céthen
1723; d. London 1787). Pupil of Bach
at Leipzig; orch. player under Hasse
at Dresden; spent latter part of life in
London as last great exponent of viola
da gamba, composing chamber music
and symphonies, and associated with
J. C. Bach (see Backh s) in concert
undertakings.

Abencérages, Les. Opera by Cheru-
bini. Libretto by V. J. E. de Jouy,
based on Florian’s novel, Gonzalve ds
Cordove (1st perf., Paris 1813, unsuc-
cessful ; its overture survives).

Abend (Ger.). ‘Evening’; Abendlied,
‘Evening Song.’

Aber (Ger.). ‘But.’

Abert, Hermann (b. Stuttgart 1871
there d. 1927). Musical scholar of
very high reputation; many valuable
books, of which recasting of Jahn’s
(q.v.) standard life of Mozart specially
important. Prof. at Univ. of Leipzig
(1920) and then of Berlin (1923).

Aberystwyth(hymntune). SeeParry,
Joseph.

Abgestossen (Ger.). See Abstossen,
Abilita, Aria d’. See Aria.



ABINGDON
Abingdon, Henry. See Abyngdon.
Abinitio (Lat.). ‘From the beginning.’

Abldsen (Ger.). “To loosen from one
another’, &c. There are various ap-
plications, e.g. to separate the notes
(i.e. play staccato).

Abnehmend (Ger.
‘Diminuendo.’

Abraham, Gerald Ernest Heal (b.
Newport, I.O.W., 1904). Active author
on musical subjects; authority on Rus-
sian music; ed. of Monthly Musical
Record. On B.B.C. staff 1935—47, again
1962—7; 1947-62 first Prof. of Music
Univ. Liverpool.

Abraham Lincoln. See Bennett,
Robert Russell.

Abrupt Cadence. See Cadence.

‘off-taking’).

Abruzzese (It.). A song or dance in
the style of the Abruzzi district, to the
east of Rome.

Abschiedssymphonie (Haydn). See
Farewell Symphony.

Absent-minded Man (Haydn). See
Distratto.

Absetzen (Ger.).
Ablosen (q.v.).

Absil, Jean (b. Peruwelz, Belgium
1893). Composer of strongly modernis-
tic tendency. Works include concertos
for piano and violin, choral music,
chamber music, piano music, &c.

A.B.S.M.; ABS.M.(T.T.D). See De-
grees and Diplomas 2.

Same sense as

Absolute Music. Instrumental music
which exists simply as such, i.e. not
‘Programme Music’ (q.v.). See Abstract
Music.

Absolute Pitch (Sense of). That sense
which some people possess of the actual
pitch of any note heard, as distinct
from Relative Pitch, which implies the
recognition of a note as being a certain
degree of the scale or as lying at a cer-
tain interval above or below another
note heard. The sense of Relative Pitch
can readily be acquired by practice, the

[2]

ABYNGDON

sense of Absolute Pitch much less
readily.

Absolute pitch is really an innate
form of memory: the possessor of it
retains in his mind (consciously or un-
consciously) the pitch of some instru-
ment to which he has been accustomed
and instinctively relates to that pitch
every sound heard. Many good musi-
cians possess the faculty; as many
others do not: its possession or non-
possession is, then, not in itself a proof
of either high or low musical capacity.

The possession of this sense is on
occasion extremely useful, but may
sometimes become an embarrassment,
as, for instance, when a singer possess-
ing it is called upon to read music ac-
companied by an instrument tuned to
what is to him ‘the wrong pitch’,
necessitating on his part a conscious
transposition of the vocal line that is
before him in the notation.

Abstossen (Ger.). (1) “To detach notes
from one another’, i.e. to play staccato.
(2) In organ playing, “To cease to use
a stop’. (Abgestossen is the past par-
ticiple.)

Abstract Music. Same as Absoluts
Mousic (q.v.). As Ger. writers use the
term (Abstrakte Musik) it has a dif-
ferent meaning—music lacking in sensi-
tiveness, ‘dry’ music, ‘academic’ music.

Abt, Franz Wilhelm (b. nr. Leipzig
1819; d. Wiesbaden 1885). Opera and
choral conductor; composer of many
graceful songs and part-songs.

Abu Hassan. One-act operetta by
Weber. (Prod. Munich 1811; London
1825; New York 1827.)

Abwechseln, Abzuwechseln (Ger.,
various terminations according to per-
son, case, &c.). ‘To change.” Used of
one orch. instrument alternating with
another in the hands of the same
player, &c.

Abyngdon (Abingdon, Habyngton,
&c.), Henry (abt, 1420-97). Singer,
organist, and composer (none of whose
works has been preserved). Precentor
of Wells Cathedral and Master of the
Children of the Chapel Royal. The first
person known to have taken a musie
degree- at Cambridge (B.Mus. 1463).
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Sir Thomas More wrote two laudatory
epitaphs upon him.

Academic Festival Overture (Aka-
demische Festouvertiire). Brahms’s op.
80, 13t perf. 1881 at a concert in cele-
bration of the composer’s receiving an
honorary doctorate from the Univ, of
Breslau (cf. Tragic Overture). A sort of
fantasia on traditional Ger. students’
songs, closing with Gaudeamus igitur—
which has, on occasion, been sung as
well as played (first with the com-
poser’s sanction, at Cambridge 1882).

Academy of Ancient Music. Lon-
don Soc. for performance of old music}
apparently founded 1726 as ‘Academy
of Vocal Music’. Survived until 1792,
(Not to be confused with ‘Concert of
Ancient Music’, q.v.)

Academy of Vocal Music. See
Academy of Ancient Music.

A Cappelia (It.). See Cappella,
Accarezzevole; accarezzevol-

mente (It.). ‘Caressing’; ‘caressingly’.

Accelerando; accelerato (It.). ‘Ac-
celerating’; ‘accelerated’; i.e. getting
graduslly quicker (see reference under
Rubato).

Accent. (1) See Rhythm; Syncopation.
(2) The name is also applied to the
simplest forms of plainsong tones (see
Plainsong), i.e. very slightly inflected
monotones.

Accento (It.). ‘Accent’ (see Accent
above). So accentato, ‘accented’.

Accentué (Fr.). ‘Accented.’

Accentus. (1) The part of the Roman
Catholic liturgy which is chanted only
by the priest or his representative, as
distinct from the Concentus, which is
chanted by the congregation or choir,
(See Gradual.) (2) See Accent 2 above.

Acciaccato (It. ‘Broken down’,
‘crushed’—e.g. of a hat). The sounding
of the notes of a chord not quite
simultaneously, but from bottom to
top. (‘Vehement’, ‘violent’, ‘forcible’,
are translations given in some musijcal
works of reference, but there does not
seem to be warrant for this.)

.Acciaccatura. See Table 12,

ACCOMPANIMENT

Acciaio, Istrumento d’. (It. ‘Instru-
ment of steel’.) Mozart’s name for his
Glockenspiel in The Magic Flute. (See
Percussion 1 c.)

Accidental. The sign indicating
momentary departure from the key
signature by the raising or lowering of
a note by means of a sharp, flat, natural,
&c. It holds good throughout the
measure (bar) unless contradicted, and
where it occurs attached to the last note
of the measure and this note is tied to
& note in the next measure it holds
good for that latter note also.

In some modern ‘Atonal’ music (see
Harmony 3) any accidental occurring
is understood to affect merely the note
before which it is placed, as was often
the case in earlier music (e.g. 17th c.).

A.C.C.O. See Degrees and Diplomas 2.
Accompagnato (It.). ‘Accompanied.’
Accompanied Fugue. See Form 6.

Accompaniment. The term as ordi-
narily used today implies the presence
of some principal performer (vocalist,
violinist, &c.) more or less subser-
viently supplied with a background by
some other performer or performers
(pianist, orch., &c.). This is not the
original use of the word, which carried
no suggestion of subservience, ‘Sonata
for Harpsichord with Violin Accom-
paniment’ being a common 18th-c.
term.

The subservience nowadays is
marked by the manner in which some
vocalists treat their accompanists,
demanding an undue artistic defer-
ence, a too limited body of piano tone,
&c. This is the more to be regretted
when songs by 1gth-c. composers
(Schubert, Schumann, Brahms, Wolf,
&c.) or zoth-c. composers are per-
formed, in which the piano part is
claborate and, indeed, in importance
approaches the vocal part. In the per-
formance of such songs we have an
example of demands on ensemble (q.v.)
almost like those of a piece of chamber
music, in which all players are on
equal terms.

For H Accompaniment see H:
and Hy"myn}nw’ 6; fo‘; Additional Acm
Bnnjmenu see article under that head; for

lainsong Accompaniment see Plasnsong 4;
for Accompanied Cadenza see Cadenza,



ACCOPPIARE

Accoppiare (It.). “To couple’ (organ).
Hence Accoppiato, ‘Coupled’; Accop-
piamento, ‘Coupling’ (the noun).

Accord (Fr.). (1) ‘Chord.’ (2) “Tun-
ing.” Accordare (It.). ‘To tune.
Accordato, accordati (It. masc.
sing., and plur.); accordata, accor-
date (fem. sing., and plur.). “Tuned.’
(The word is sometimes seen as a part
of some expression indicating that
a particular tuning is required, e.g.
of the kettle-drums.) Accordatura.
“Tuning.’

Accordeon or Accordion. See Reed-
Organ Family 3.

Accorder (Fr.).
Accordé, ‘Tuned’.

Accordo (It.). ‘Chord.’

“To tune.” Hence

Accoupler (Fr.). ‘“To couple’ (organ).
So accouplé, ‘coupled’; accouplement,
‘coupling’, ‘coupler’ (nouns); accou-
plez, ‘couple’ (imperative).
Accursed Hunter (Franck). See
Chasseur maudit.

Accusé, Accusée (Fr. masc., fem.).
‘Emphasized.’

Achron, (1) (Akhron, &c.), Joseph
(b. Lozdzieje, in Russian Lithuania,
1886; d. Los Angeles 1943). Fine
violinist; student of Jewish traditional
music and composer of music in-
fluenced thereby. Settled in U.S.A.
1917. (2) Isidor (b. Warsaw 1892; d.
New York 1948). Pianist, conductor,
and composer. Brother of the above
and also settled in U.S.A, (1922).

Acht (Ger.). (1) ‘Eight.” (2) ‘Care.’

Achtel or Achtelnote (Ger.). ‘Eighth’
or ‘Eighth-note’, i.e. Quaver (see
Table 3); so Achtelpause for the cor-
responding rest. Achtstimmig, ‘In 8
voices’ (i.e. 8 parts).

Acis and Galatea, ‘Serenata’ or
‘Pastoral Opera’ by Handel. (1st perf.
Cannons, abt. 1721; London 1732.)

Ackté, Aino (b. Helsingfors, Finland,
1876; there d. 1944). Operatic soprano;
début Paris 1897; wide range of roles
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but especially famous in Strauss
(Salome).

Acoustic Bass. Organ stop with two
rows of pipes—those mentioned undes
Quint (q.v.).

Acoustics. Properly, anything per-
taining to the sense of hearing, but, as
commonly used, (@) The branch of
science which concerns itself with the
properties, production, and transmis-
sion of sound, or, secondarily, (b) The
quality of a building as regards suit-
ability for the clear hearing of speech
or music. The secondary meaning (5)
is treated under the heading Concers
Halls.

(1) Sound is due to the vibrations of
a source, such as a musical instrument,
which are transmitted through the air
and which set the ear-drum in vibra-
tion at the same rate,

VIBRATIONS MADE VISIBLE

The trace of a vibrating fork can be obtained

by drawing a piece of paper or smoked glass

under it and moving it steadily forward or
backward.

(2) The p1TCH of a sound depends on
the rapidity of those vibrations, rapid
vibrations producing what we call a
‘high’ pitch and slow ones what we call
a ‘low’ pitch. (See also 5 below.) The
rate of vibration per second we call the
‘frequency’ of the note.

(3) The LouDNEss of a sound de-
pends on the ‘amplitude’ of the vibra-
tions; for instance, a violin string vio-
lently bowed will swing backwards and
forwards for a considerable distance on
each side of its line of repose and so
produce big vibrations in the air, and
thus a loud sound, whereas one gently
bowed will swing only a short distance
on each side and so produce small
vibrations in the air, and thus a soft
sound,

(4) The initial VIBRATING AGENCIES
in the case of the violin, guitar, &c., are
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strings; in that of the harmonium, con-
certina, oboe, clarinet, bassoon, the
reed pipes of organs, &c., small ‘reeds’
of wood or metal; in that of brass in-
struments the lips of the player com-
municating their vibrations to the
column of air in the tube; in that of the
flute and the ‘Alue’ pipes of an organ a
sharp edge or lip, which on receiving
8 jet of air sets in vibration the column
of air in the tube; in that of the drum
a sheet of parchment; in that of the
voices of birds, animals, and human
beings, the vocal cords.

(5) The smaller of these instruments
produce the more rapid vibrations and
the larger the slower ones: thus the
oboe has a higher general pitch than
its relative the bassoon, a violin than a
violoncello, a stopped string than the
same string left ‘open’, a boy’s voice
than a man’s voice, &c. But other fac.
tors enter into the control of pitch. For
instance, mass (the thinner strings of a
violin vibrate more quickly than the
thicker ones and so possess a higher
general pitch) and tension (a violin
string tightened by turning the peg
rises in pitch).

0 2 —
H—
p fanY 1
O -
Tuninge Violin
fork
HARMONICS

The Tuning Fork is perhaps the only instru-

ment free from these. It sounds practicall only

its own fundamental (which accounts t}t;r its

‘colourless’ tone Quality), whereas when a note

is played on the Violin (for example) many

simultaneous harmonics occur and ‘colour’ the
tone,

(6) The varying QUALITY of the sound
produced by different instru-
ments and different voices is
explained as follows. Almostall g
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producing notes according to their vary-
ing lengths, such as are not easily identi-
fiable by the ear but are nevertheless
present as factors in the ensemble of the
tone. It is the absence or presence, or
greater or lesser comparative strength,

_—ae—
N

VIBRATIONS OF A STRETCHED
STRING
The string simultaneously vibrates as a whole
and also in two and equal parts, respec-
tively (and also, of course, in other smaller
arts). Its vibration as a whole produces the
damental note; in halves the note an octave
higher; and in thirds the note a twelfth higher—
andso on with the smaller simultaneous divisions
not here shown.

of the various secondary sounds thus
produced (called harmonics, overtones,
or upper partials) which conditions the
quality or ‘timbre’ of the note. (This
is the hitherto accepted theory of qual-
ity in tone: for a modern modification
or claboration of it see OCM, s.v.
Acoustics 6.)

(7) We may now consider in a little
detail the HARMONICS, OVERTONES, or
UPPER PARTIALS just referred to. (These
three words are not quite synonymous
but can be treated as such here.) Tak-
ing the note G as the Fundamental
Note (otherwise called ‘First Har-
monic’) of a particular tube or string,
the Harmonic Series, carried to a
reasonable height, would be as follows:

- ala =
- e
sl T ——===

vibrations are compound, e.g.a

sounding violin string may be vi- o
brating not merely as a whole but

(=4
368698 9101 1813 14 13 16

also at one and the same time in

halves,thirds,quarters,and other
fractions, and these fractions are
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Theoretically the series proceeds up-
wards to infinity: practically, however,
it can be taken as fading gradually into
silence as it ascends. It will be noted
that, taking any particular note of the
series (as G, D, or B), the numbers of
its harmonics double with each octave
as the series ascends. The numbers
attached to the harmonics represent
also the ratios of the frequencies of the
various harmonics to the fundamental,
Thus if the frequency of the low G is
96 vib./sec., that of the B in the treble
stave (5th harmonic) is §X96 = 480
vib./sec.

Whilst these harmonics are normally
heard in combination some of them
can, on some instruments, be separ-
ately obtained. By a particular method
of blowing, a brass tube, instead of
producing its no. 1 harmonic, or funda-
mental, can be made to produce its
no. 2 or 3, or some other harmonic. By
lightly touching a string, or a length
of string (i.e. a stopped string), at its
centre and then bowing it, it can be
made to produce (in a peculiar silvery
tone quality) its no. 2 harmonic; by
doing the same at a third of its length
it will, similarly, produce its no. 3 har.
monic and so with some other har-
monics. (The notational sign that a note
is to be produced as a harmonic is an
‘o’ above it. ‘Natural’ Harmonics are
those produced from an open string;
‘Artificial’ Harmonics those produced
from a stopped string.)

At one period the only notes obtain-
able from a horn or trumpet were the
harmonics that belonged to the funda-
mental note of its length of tube,
Crooks and shanks were introduced
which, inserted in the instrument,
lengthened it and so altered its funda-
mental note and, hence, its whole har-
monic series. (A crook is a curved piece
of tube: a shank a straight one: their
functions are identical.) Whilst any
particular crook or shank was in use
the player was still limited to the rele-
vant harmonic series with all its gaps:
then valves were introduced, in place
of the crooks or shanks, and the length
of the tube could be immediately
changed and rechanged, thus making
it possible to change the whole har-
monic series without delays and mak-
ing easily and rapidly available any
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note whatever that was required by
picking a harmonic series in which it
conveniently occurred. On the wood-
wind, similar changes in effective
length are secured by covering or
uncovering side-holes in the tube by
the fingers.

(8) Many vibrating bodies, however,
produce overtones which are not mem-
bers of the harmonic series. The more
closely these overtones are related to
members of a harmonic series, the
more pleasant is the combined sound
to the ear. An irregular piece of metal,

DIFFERENCE TONE PRODUCTION

Referce’s whistles, showing two tubes giving
strong low-pitch difference tone.

roughly struck, will give out a number
of vibrations of unrelated frequencies,
producing an ‘unmusical’ sound, of
‘noise’; the same piece of metal care-
fully shaped and struck can give out
vibrations {that accord with the har-
monic series of the fundamental note
of the piece of metal, and will produce
a ‘musical’ tone. (For a fuller con-
sideration of this subject see OCM,
8.v. Acoustics 8.)

(9) The normal TRANSMISSION OF
SOUND, as already indicated, is through
the air. The vibrations of a string, &
drum-head, the vocal cords, or what-
ever it may be, set up similar vibrations
in the nearest particles of air; those
communicate them to other particles,
and so on, until the initial energy is
gradually exhausted.

(10) The expression SOUND WAVES
is often used but it is liable to mis-
lead, suggesting shapes of air-motion
similar to those of water-motion. What
happens is that one unit of air, coming
under alternate pressure and release
of pressure, is alternately condensed
and relaxed, that it then passes on its
pressures and releases of pressure to
the adjacent unit and, as energy is lost,
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gradually resumes quietude. There is
no change of position of the unit, since
each particle of air merely swings for-
ward and backward; what occurs is a
pressure and then a relaxation of the
pressure which if it reaches the ear-

m of an animal or human being sets

D c B A

TRANSMISSION OF SOUND
*1 have five young assistants, A, B, C, D, and E,

gollced in a row, one behind the other, each
y's hand resting against the back of the boy
in front of him. E is foremost, and A finishes

the row behind, I suddenly push A; A pushes
B and regains his upright position; B pushes C;
C pushes D; D pushes E; each boy, after the
transmission of the push, becoming himself
erect. E, havin’g nobody in front, is thrown
forward. . . .” (Tyndall, On Sound, 187s).

up a similar series of pressures and
relaxations there (= ‘vibrations’) and
80 causes the subjective effect we call
‘sound’. Diagrams in textbooks of
acoustics, showing ‘Sound Waves’ are,
then, merely diagrams and not pic-
tures, and when photographs of ‘Sound
Waves’ are given, they are merely
photographs, greatly enlarged, of
marks made by some recording instru-
ment 8o contrived as to represent the
vibrations in wave form. \(Cf. Phono-
deik.)

(11) A somewhat difficult concep-
tion is that of the SUPERPOSITION OF
VIBRATIONS. Clearly, as we are able to
hear more than one note at a time, this
must occur, i.e. a unit of pressure and
relaxation in the air is divided simul-
taneously into smaller units of pressure
and relaxation and, moreover, is over-
lapped by still other units of pressure
and relaxation. The reader who finds
himself unable to picture such a con-
fused state of affairs must, in a brief
treatment like the present one, be ad-
vised to take the word of the scientists
for the existence of the phenomenon
and to pass on to the next section of the
subject

[7]
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(12) We come now to the SPEED OF
8OUND. Sound vibrations, travelling
through the air, move very slowly as
compared with light vibrations, which
travel through the ether. Temperature
affects the density of the air and thus
affects the speed of the passage of the
vibrations, but normally it may be put
at about 12} miles per minute, the
speed of light approaching a million
times this speed. (Some air-flight
speeds since 1948 exceed sound speed.)

(13) Pitch, as we have seen, depends
upon the FREQUENCY OF THE VIBRATIONS
of the sounding-agent. The vibrations
in the air have obviously the same fre-
quency as those of the agent. If the
lowest C on the piano has a vibration
frequency of 32 per second, the next
C above has 64 per second, and so,
doubling with each octave ascended,
to the 8th and highest C on the larger
instruments, with 4,096 per second.

(14) There is a PITCH-LIMIT OF
AuDiBILITY, differing with different
individuals, The low C of a large organ
(an 8ve below the lowest C of the piano)
is as low a note as most ears can accept
as such: it has 16 vibrations per second
and below that number most people
feel the vibrations merely individually
as such, not as combining to constitute
a musical note. Upwards a few people
can hear notes two 8ves above the
highest note of the piano: an 8ve
higher still nobody can hear anything.

(15) When two notes near to one
anotger in vibration frequency are
heard together their vibrations neces-
sarily coincide at regular intervals and
thus reinforce one another in the effect
produced. This periodical reinforce-
ment is called a BEAT. When the piano
tuner is tuning one string of a certain
note to another string of that note a
beat can be heard diminishing in its
frequency until at last, as he correctly
adjusts the tension of the string, it
gradually disappears and his work on
that string is accomplished. When the
rate of beating exceeds 20 per second,
the sensation of a note low in the bass
is aroused.

(16) When two loud notes are heard
together they give rise to a third sound
(8 COMBINATION or RESULTANT TONE)
corresponding to the difference be-
tween the two vibration numbers: this
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(low in pitch) is called a Difference
Tone. They also give rise to a fourth
sound (another Combination Tone—
high and faint) corresponding to the
sum of the two vibration numbers:
this is called a Summation Tone. For a
fuller explanation of these phenomena
see any textbook of acoustics, and for
the practical use of Difference Tones
by violinists, as a check on the tuning
of double stops, and by organ builders
(‘Acoustic Bass’, ‘Resultant Bass’, or
‘Harmonic Bass’) as a means of cheaply
providing the effect of costly deep-
pitched stops see OCM, s.v. Acoustics 9.

(17) There is REFLECTION OF SOUND,
just as there is a reflection of light, as
we experience when we hear an echo.

(18) Similarly there are SOUND
sHADOWS, caused by some obstruction
which impedes the passage of vibra-
tions which reach it. However, sound
vibrations tend to work or ‘diffract’
round an object as light vibrations do
not, unless the light obstacle is very
small like a pin-point, and, moreover,
not every solid obstruction will create
a complete ‘shadow’. Most solids will
transmit sound vibrations, more or less
strongly, whereas only a few solids
(glass, &c.) will transmit light vibra-
tions.

(19) The term RESONANCE is applied
to the response of an object to the
sounding of a given note, i.e. its taking
up the vibrations of that note. Thus if
of 2 tuning-forks of the same pitch and
placed near to one another one be
sounded, the other will be set in vibra-
tion and will also give out the note. The
first fork is then a Generator of sound
and the second a Resonator. It is often
found that a particular window in a
church will vibrate when a particular
organ note is sounded, and that a metal
or glass object in a room will similarly
respond to a particular note of the
piano.

What has just been described is true
resonance (‘re-sounding’) in the strict
scientific sense of the word. There is
also a less strict use of the word, which
is sometimes applied to the vibration
of floor, walls, and ceiling of a hall, not
limited to a particular note but adapt-
ing themselves to any note played or
sung. A hall may be either too resonant
for the comfort of performers and
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hearers or too little so—too ‘dead’ (a
hall with echo is often spoken of as
‘too resonant’, but there is an obvious
clear distinction to be made between
the mere reflection of sounds and the
sympathetic reinforcements of them).

The sound board of a piano, and the
back and belly of a violin, by vibrating
in sympathy with the sounds emitted
by the strings, amplify these enorm-
ously, so that most of the sound we
hear does not come from its original
source (the string) but is the effect of
resonance,

For the phenomena of the reception
and recognition of sound by the lis-
tener see Ear and Hearing.

Acta Musicologica. See Musicology.

Action. The mechanism of a piano,
organ, or similar instrument,

Action, Ballet d’, or Pas d’. A ballet
with a dramatic basis.

Action Song. A children’s song with
some measure of expressive or drama-
tic movement by the singers.

Act Tune (or Curtain Tune, or Cur-
tain Music). A 17th- and 18th-c. term
for music between the acts of a play
whilst the curtain was down.

Actus Tragicus. Bach’s well-known
early cantata (no. 106) Gottes Zeit ist dis
allerbeste Zeit (‘God’s Time is the
best’). It appears to have been written
for an occasion of mourning on the
death of some public personage.

Adagietto (It.). (1) Slow, but less so
than Adagio. (2) A short adagio com-
position.

Adagio (It. ‘At ease’). ‘Slow’ (not so
slow as Largo, however). A slow move-
ment is often called ‘an Adagio’.
Adagissimo, ‘Extremely slow’.

Adam, Adolphe Charles (b. Paris
1803 ; there d. 1856). Successful com-
poser of operas, ballets, choral works,
church music, &c.; music critic and
prof. at Conservatory. (See Giselle.)
Adam de la Halle (or ‘de la Hale’)
(b. abt. 1231, probably at Arras; d.
Naples 1288). Famous trouvére (see
Minstrels 2); his Play of Robin and
Marion (precursor of Opéra Comique
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—see Opera 7) still published and
occasionally performed. Early com-
poser of motets, &c.

Adam le Bossu (i.e. ‘Adam the
Hunchback’). Same as Adam de la
Halle (q.v.).

Adams, (1) Thomas (b. London 1785;
there d. 1858). London organist of high
reputation as executant, extemporizer,
and composer.

(2) Suzanne (b. Cambridge, Mass.,
1872; d. London 1953). Operatic and
concert soprano. Début Paris 18¢4;
Metropolitan Opera, New York, 1899.
Enjoyed Brit. popularity in oratorio.

(3) Thomas (d. 1918). Composer of
popular anthems, &c.

(4) Stephen. See Maybrick, Michael.

Adam’s Apple. See Larynx; Voice 5.

Adam Zero. Ballet by Bliss. (1st perf.
London 1946.)

A.D.C.M. See Degrees and Diplomas 2.

Added Sixth, Chord of. In Key C the
chord F-A-C-D and similarly in other
keys, i.e. the subdominant chord plus
the 6th from the bass, or, looked at in
another way, the 1st inversion of the
(diatonic) supertonic 7th.

Addinsell, Richard (b. Oxford 1904).
Trained Oxford and R.C.M. Popular
Brit. composer of music for films, of
marches, &c. (See Warsaw Concerto.)

Addison, John (b. West Chobham
1920). Trained R.C.M. (on staff
1950—7). Comp. of successful music
for film and stage, also orchestral and
chamber music.

Additional Accompaniments. When
there is performed today an oratorio
or the like, of the 16th to 18th cs., it is
often impossible to reproduce the score
exactly as written, since some of the
instruments no longer exist and others
have changed in tone-quality, tone-
quantity, or compass. Hence a degree
of adaptation is unavoidable, and this
sometimes takes the shape of additions
to the score. A familiar example of such
additions is found in the instrumental
parts Mozart wrote into Handel’s
Messiah for an occasion when no organ
was available to provide the figured
bass (q.v.), as it was provided in
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Handel’s own performances: these are
often nowadays used even when an
organ is present, and, indeed, modern
audiences are so used to hearing them
that many people regard them as a
part of the work and feel aggrieved if
they are omitted. (Cf. Franz, Robert.)
Addolcendo. (It.). ‘Becoming dolce’
(q.v.).

Addolorato (It. ‘grieved’). ‘In a sad-
dened style.’

Adel (Ger.). “Nobility.’

Adelaide. Famous soprano solo
cantata by Beethoven (op. 46; abt.
1795); usually sung by a tenor, Original
has piano accompaniment. Poem by
Matthisson. Liszt wrote a piano ‘tran-
scription’ of the song (1839).

Adeste Fideles (‘O come, all ye faith-
ful’). This Latin hymn and tune prob-
ably date from the early 18th ¢. The
late G. E. P. Arkwright detected that
the first part of the tune closely re-
sembled a tune which appeared in a
Paris Vaudeville of 1744 (where it was
described as ‘Air Anglais’) and sug-
gested that it was probably an adapta-
tion of some popular tune eked out, in
the hymn setting, with reminiscences
of the air ‘Pensa ad amare’ from
Handel’s Ottone (1723). This view is
supported by more recent researches.
In 1947 a pamphlet by Dom John
Stéphan, of Buckfast Abbey, Devon,
discussed a newly discovered MS. of
the Adeste Fideles tune in the hand-
writing of John Francis Wade, a Latin
teacher and music copyist of Douay
who died in 1786. The pamphlet ad-
vances good reasons for believing this
to be ‘the first and original version’,
dating from between 1740 and 1743,
and attributes both the original (Latin)
words and the compilation of the music
to Wade himself.

A deux cordes (Fr.). ‘On two strings.’

Adiaphonon. An early tuning-fork
piano of the class of the dulcitone (see
Percussion 1 e).

Adieu, Sweet Amaryllis. See Wilbye.

Adieu to the Piano. Once-popular
piece wrongly attributed to Beethoven,
(Origin unknown.,)
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Adieux, I’Absence, et le Retour,
Les (Beethoven). Piano Sonata in E
flat, op. 81a. Fr. title given by the
composer himself, who also applied the
description Sonate caractéristique.

Adirato (It.). ‘Angered’ (irate).

Adler, (1) Guido (b. Moravia 1855;
d. Vienna 1941). Distinguished musi-
cologist; editor of old music and of
well-known History of Music; author
of learned works; prof. Univ. of
Prague and then that of Vienna.

(2) Larry (b. Baltimore 1914).
Virtuoso on Harmonica (Mouth Or-
gan; see Reed Organ Family 2). Has
toured the world both as music-hall
(vaudeville) and recital artist, and as
soloist with symphony orchs., &c., re-
vealing unsuspected capabilities of his
instrument.

Ad libitum (Lat.), or Ad lib. ‘At
will’—as to (@) Rhythm, tempo, &c.;
(b) Inclusion or omission of some voice
or instrument; (¢) Inclusion or omis-
sion of some passage; (d) The extem-
porizing of a cadenza (q.v.).

A due corde (It.). ‘On two strings.’

Adventures in a Perambulator.
Orchestral Suite by J. A. Carpenter
(q.v.). (18t perf. Chicago 1915.)

Aehnlich or Xhnlich (Ger.). ‘Simi-
lar’, ‘like.’

Aengstlich or
‘Anxious.’

Aeolian Harp (from Aeolus, the
fabled keeper of the winds). An in-
strument consisting of a box about 3 ft.
long with, on its upper surface, catgut
strings of different thicknesses but
tuned in unison. It could be placed
along the width of a window ledge or
elsewhere where the wind could catch
it and set the strings in vibration, and
they, being at low tension, vibrated in
such a way that their harmonics (rather
than their fundamental sounds: cf.
Acoustics 7) were evoked. The har-
monics produced varied with the thick-
ness of the strings and the velocity of
the wind, so that a chordal effect was
produced. The period of the Aeolian

Aongstlich  (Ger.).
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Harp seems to have been from the end
of the 16th c. or beginning of the 17th
to near the end of the 19th.

Aeolian Harp (pianoforte composi-
tion). See Gottschalk.

Aeolian Mode. See Modes.

Aeolina or Aeoline. Soft organ stop
of 8-foot length and pitch, supposed to
imitate Aeolian Harp (q.v.). Sometimes
it is tuned to ‘beat’ with another soft
stop (cf. Organ 2, near end).

Aequal (Ger.). Ol organ term for
‘8-foot’.

Aeroforo (It.). Aerophor (see below).

Aerophor. A device (patented 1912)
to help wind-instrument players.
small bellows, worked by a foot, sup-
plies wind by a tube to a corner of the
mouth, leaving the player free to
breathe uninterruptedly through the
nose. Richard Strauss has once or
twice written passages actually requir-
ing the use of this apparatus (which in
one score he calls Aerophon).

Aeterne Rex Altissime. See O

Salutaris Hostia,

Aetherophone. Same as Etherophone.
See Electric Musical Instruments 1.

Aeusserst (Ger.). Same as Ausserst,
i.e. ‘Extremely’.

Aevia. This ‘word’ consists of the
vowels of ‘Alleluia’ (q.v.). Itis usedas
an indication in somewhat the same
way as Evovae (q.v.).

Affabile (It. ‘affable’). ‘In a gentle,
pleasing manner.’
Affaiblissant
Diminuendo.
Affannato (It. ‘panting’). ‘In a dis-
tressful manner.” Affannoso; affan-
nosamente (It.). ‘Distressed’;
‘distressingly’.

Affekt (Ger.). ‘Fervour.” So affektvoll,
‘full of fervour’.

Affetto (It.). ‘Affection.” Affettuoso,
affettuosa (masc., fem., ‘affection-

(Fr.

‘weakening’).

ate’). ‘With tenderness.” Affettuosa-
mente, ‘affectionately’. Affezione,
‘affection’.
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Aﬂlltto (It ). ‘Afflicted.” So afflizione,
iction’,

Affrettare (It.). “To hurry.’ Hence
affrettando,  ‘hurrying’; aﬂrettato,
affrettoso (or aﬂrettuoso), ‘hurried’;
affrettatamente, ‘in a hurrying manner’.

Afranio, Canon. See Phagotum.

Africaine, L’. Tragedy-opera by
Meyerbeer. Libretto by Scribe. (Prod.
Paris, London, and New York, 1865.)

African Music Society. Founded
1947 ‘to encourage research into
African music and its allied arts’, &c.
Headquarters Johannesburg,  See
Tracey, H. T.

Afro-American Symphony.
Sull, W. G.

Afternoon of a Faun (Debussy). See
Aprés-midi.

Age of Anxiety. See Bernstein, L.

Age of Steel (Prokofief). See Pas
d’Acier.

Agevole (It ‘comfortable’). ‘Lightly
and easxly —not laboured. So age-
volezza, ‘ease’.

Aggiustamente, aggiustatamente
(It.). ‘Exact’ (in point of rhythm).

Aggradevole (It.). ‘Agreeable.’

Agiatamente (It.). ‘Comfortably’,
‘freely’—with suitable liberty as to
speed, &c. (not to be confused with
Agitatamente, q.v.).

Agilement (Fr. ), agilmente (It.). ‘In
an agile manner’, unplymg speed and
nimble execution. Agilité (Fr.),
agilitd (It.). ‘Agility.” For Aria
d’agilitd, see Aria (e).

Agincourt Song. A famous 15th-c.
song commemorating the victory of
1415 it is for 2 voices with chorus for 3.

Agitato; agltatamente (It.), agité
(Fr. ), agitirt, agmert (Ger.). ‘Agi-
tated’;  ‘agitatedly’ Agttaztone,
agltamento (It.). ‘Agitation.’ (Cf. re-
mark s.v. Agiatamente.)

Agnew, Roy E. (b. Sydney, N.S.W.,

1893; there d. 1944). Pianist; composer
of piano sonatas and smal]er pieces,
also chamber and orch. music, songs,

See
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AGUJARI

&c. British career but latterly on staff
State Conservatory of N.S.W., Sydney.

Agnus Dei. See Mass; Requiem; Com-
mon Prayer.

Agoglc. (1) An adjectwe indicating a
variety of accentuation—not that which
is bound up with the regular pulsation
of the music (the 2 beats in a measure,
or whatever it may be), but that which
is called for by the nature of any par-
ticular phrase of the music. The first
note of a phrase is often felt to suggest
a slight lingering which confers the
effect of an accent and this is one ex-
ample. Similarly a leap to a note lower
or higher than those that have pre-
ceded, or a strong discord proceeding
to a concord, suggests a slight effect of
accentuation (by lingering, or by pres-
sure, or both) and there are other
examples.

The complementary term to ‘Agogic
Accent’ (accent of movement) is ‘Dy-
namic Accent’ (i.e. accent of force),
which implies the normal and regular
rhythmic accentuation of a composi-
tion,

(2) In a wider sense ‘Agogic’ covers
everything connected with ‘expres-
sion’—rallentando, accelerando, rubato,
the pause, accent of the kind above
described, &c.

Agon. Ballet by Stravinsky. (Prod.
Los Angeles 1957.)

Agrémens or agréments (Fr.).
‘Grace notes.” (See Ornaments or
Graces; also Tables 12-16.)

Agreste (Fr.). ‘Rural.’

Agricola, (1) Alexander (b. Nether-
lands 1446; d. Valladolid 1506). Com-
poser of masses, motets, &c.

(2) Martin (1486-1556). Cantor at
Magdeburg; important theoretical
writer.

(3—4) Johann Friedrich (1720—74)
and Benedetta Emilia (1722-80).
Husband and wife, former a pupll of
Bach, organist, composer, and writer
on music; latter a fine soprano singer.
Both employed at court of Frederick
the Great (q.v.).

A.G.S.M. See Degrees and Diplomas 2.

Agujari, Lucrezia—familiarly known
as ‘La Bastardella’ (b. Ferrara 17433
d. Parma 1783). Operatic soprano of



AGYPTISCHE HELENA

rer.n'arkable tone-quality, compass, and
agility.

Agyptische Helena, Die (“The
Egyptian Helen’). Opera by Richard
Strauss; libretto by Hofmannsthal
(q.v.). (18t perfs. Dresden, Vienna,
Berlin, New York, all 1928.)

Xhnlich or aehnlich (Ger.). ‘Simi-
lar’, ‘like’.

Ai (It.). ‘At the’, ‘to the’, &c.

Aida. Tragic opera by Verdi. Libretto
by Ghislanzoni. (Prod. Cairo 1871;
New York 1873; London 1876.)
Aigu, aigué (Fr. masc., fem.). ‘Shrill’,
‘high in pitch’, In organ music Octaves
aiguss means ‘Super-octave Coupler’
(see Organ 2).

Ainsworth, Henry. See Hymns and
Hymn Tunes 7.

Air. (1) Melody. (2) A composition of
a melodious character,

Air de caractére (Fr.). In ballet,
music for ‘characteristic’ occasions—
an entry of warriors, and the like,

Air on the G String. See G string.
Air with Variations. See Form s.
Ais (Ger.). A sharp (see Table 7).
A.LS.C. See Degrees and Diplomas 2.
Aise (Fr.). ‘Ease.’ So A laise, ‘At
ease’, ‘unhurried’.

Aisis (Ger.). The note A double sharp
(see Table 7).

Ajouter (Fr.). ‘To add.” So the im-
perative, Adjoutez.

Akademische Festouvertiire
(Brahms). See Academic Festival
Overture.,

Akhron. See Achron.

Akimenko (Akimyenko, &c.), Feodor
(b. Kharkof 1876; d. Paris 1945). Pupil
of Balakiref and Rimsky-Korsakof;
composer of piano and chamber music,
and opera, &c.

Akkord (Ger.). ‘Chord.’
Akkordieren. ‘To tune.’

Al (It.). ‘At the’, ‘to the’, ‘in the’, &c.,
i.e. the same as 4 (q.v.), with the
article added.

A.L. (Amelia Lehmann). See reference
under Lehmann, Liza.

[12]

ALBENIZ

Ala, 31 (Fr.). “To the’, ‘at the’, ‘on
the’, ‘with the’. Also ‘in the manner
of’. (See Mesure.)

Ala and Lolli (Prokofief). See Scy-
thian Suite.

Alabiev (Alabief, Alabiew), Alexan-
der (b. Tobolsk 1787; d. Moscow
1851). Precursor of national Russian
school; composer of songs (especially
The Nightingale) and an opera.

A 1a corde (Fr. ‘at the string’). The
bow kept on the string, ensuring a
legato movement from note to note.

Alain, Jehan (b. Paris 1911; killed nr.
Saumur 1940). Organist and composer
for organ, piano, chamber combina-
tions, &c.—127 opus numbers in all.
Alala. A plainsong-like type of Spanish
folk song, in 4-line verses, much
decorated in its melody at the taste
of the singer.

A.L.AM. See Degrees and Diplomas 2.

A 1a pointe d’archet (Fr.). ‘At the
point of the bow.’

Alard, Jean (Delphin) (b. Bayonne
1815; d. Paris 1888). Fine violinist;
active teacher of violin; author of a
Violin School; editor and composer of
violin works.

(b.

Albanese, Licia Bari 1913).
Operatic soprano. Début Parma 1935;
Metropolitan 1940. Since then resi-
dent in U.S.A.

Albani, Emma (b. nr. Montreal 1847;
d. London 1930). Originally Marie
Louise Cécilie Emma Lajeunesse, tak-
ing professional name from Albany,
N.Y., where spent early life. Soprano
vocalist, Pupil of Lamperti, &c. Be-
came very highly esteemed as opera
and oratorio singer. Retired 1911,
henceforward practising as teacher.
D.B.E. 1925.

Albéniz, (1) Pedro I (b. Biscay, N,
Spain, abt. 17ss; d. San Sebastian
1821). Monk in charge of cathedral
music at San Sebastian and composer
of church music.

(2) Pedro II (b. Logrofio, Castile,
1795 ; d. Madrid 1855). Like namesake
above, at one time in charge of music
at cathedral of San Sebastian; also
court organist at Madrid. Able pianist
and minor piano composer.



ALBERT

(3) Isaac (Manuel Francesco) (b.
Camprodon, Catalonia, 1860; d. Cam-
bo les Bains, France, 1909). Able
pianist and composer for piano. Led a
very adventurous life, playing when
young in Central and South America.
Conducted Zarzuelas (q.v.) in Spain;
studied in Paris, and came under De-
bussy’s influence. Lived mainly in
London and Paris. His piano works
are numerous and he was one of the
first Spanish composers to exploit
native rhythmic and melodic idioms,
He wrote some operas.

See Iberia.

Albert (Queen Victoria’s Prince Con-
sort; b, Rosenau, Germany, 1819;
d. Windsor 1861). Well trained in
music; organist and minor composer,
especially of church music, (See Albert
Hall; Chapel Royal; Ancient Concert.)

Albert, Eugen d’, really Eugene
Francis Charles (b. Glasgow 1864;
d. Riga 1932). Son of a London ballet
master and composer. Won a scholar.
ship at the National Training School of
Music (now R.C.M.); early acquired
high repute as pianist and at 17 won the
Mendelssohn Scholarship for study
abroad at Vienna and under Liszt.
Added fresh reputation as composer of
operas, especially Tiefland (q.v.), and
wrote 2 piano concertos, a symphony,
chamber music, &c., also editing piano
classics. Had 6 successive wives, dis-
carded Brit. nationality and railed at the
country that had given him his early
training.

Albert Hall, Royal (London). Built
1871 in memory of Prince Albert, con-
sort of Queen Victoria, on part of site
of 1851 Exhibition which he had pro-
moted. Largest London hall, seating
nearly 10,000, Many great musical
enterprises, orchestral, choral, &c. (Cf.
Concert.)

Albert Herring. Comic opera by Brit-
ten. Libretto by Eric Crozier, based on
story by Maupassant. (Prod. Glynde-
bourne and Lucerne 1947.)

Alberti Bass. That simple (and often
commonplace) kind of accompaniment
to a melody which consists of ‘broken
chords’, e.g.:
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It takes its name from an It. com.
poser who favoured it, Domenico
Alberti (abt. 1710—40).

Albicastro, Henrico (Italianized form
of real name: Heinz Weissenburg).
Late 17th- and early 18th-c. Swiss
mercenary soldier. Fine violinist and
able composer of string sonatas and
concertos.

Alboni, Marietta (b. in the Romagna
1823; d. in France 1894). Contralto.
Pupil of Rossini (believed to have been
his only one). From 2oth year inter-
national operatic artist, with highest
success.

Alborada (Sp. ‘dawn’). ‘Morning
music’ (cf. Aubade). This word has
come to have a special application to
a type of instrumental music with a
good deal of rhythmic freedom and
often played on bagpipe (or rustic
oboe) and small drum.

Alborada del gracioso (Ravel). See
Miroirs.

Albrechtsberger, Johann Georg (b.
nr. Vienna 1736; there d. 1809). Or-
ganist of court (1772) and cathedral
(1792) at Vienna; active composer, but
best remembered as teacher of com-
position (pupils including Beethoven)
and as author of many theoretical
works, including once-important text-
book of composition (1790; widely
used in Engl. translation),

Albumblatt (Ger. ‘Album Leaf’). A
fancy title for any brief and slight
instrumental composition.

Albumbliitter (‘Album-leaves’). By
Schumann. 20 Piano pieces (op. 124,
1832—4s5, publ. 1854).

Albume-leaves
above,

Alcestis (‘Alceste’). Italian tragedy-
opera by Gluck. Libretto by Calzabigi,
based on Euripides. Has important
preface: see Gluck and Opera 2. (Prod.
Vienna 1767; London 179s5; still in
the international repertory.)

Other operas of this name include
that by Lully (1674). See also Alkestss.

(Schumann).  See



ALCHEMIST
Alchemist, The. See Scott, Cyril.
A.L.CM. See Degrees and Diplomas 3.

Alcock, (1) John I (b. London 171583
d. Lichfield 1806). Choir-boy of St.
Paul’s Cathedral; organist of various
churches, of Lichfield Cathedral, and
again of parish churches, Composer of
church music, glees, and instrumental
music, and author of a novel. D.Mus.,

Oxford.

(2) John II (b. Plymouth 1740; d.
Walsall 1791). Son of the above.
Organist and church music composer.

(3) Walter Galpin (b. Edenbridge,
Kent, 1861; d. Salisbury 1947). As-
sistant organist of Westminster Abbey;
organist of Chapels Royal (1902); of
Salisbury Cathedral (1916); composer
of church music, &c. D.Mus., Dur-
ham; M.V.O. Knighted 1933.

Alcuin (b. York abt. 735; d. Tours
abt. 804). Friend and counsellor of
Charlemagne at Aix-la-Chapelle; later
Abbot of Tours. Author of treatise
De Musica.

Alcuno, alcuna, alcun’ (It. masc.,
fem.; the plurals are alcumi, alcune,
&c.). ‘Some.’

Aldrich, (1) Henry (b. London 1647;
d. Oxford 1710). Successively under-
graduate, tutor, canon, and dean of
Christ Church, Ozxford, and twice
Vice-Chancellor of the University.
Classical scholar, theologian, heraldist,
architect, musical theorist, and com-.
poser of church music and catches.

(2) Richard (b. Providence, R.I.,
1863; d. Rome 1937). Graduated Har-
vard. Became well known and esteemed
music-critic (N.Y. Times 1902-24).
Several useful books.

Aleko. See Rachmaninof.

Alembert, Jean le Rond d’ (b. Paris
1717; there d. 1783). Philosopher,
mathematician,  acoustician, and
general writer on music; contributor
to the famous Encyclopédie (1751—72).
Supporter of Gluck (q.v.) against the
Piccinists (see Piccini).

Alessandro, Victor (Nicholas) (b.
Waco, Texas, 1915). Trained Eastman
School and St. Cecilia, Rome. Con-
ductc)u' (Oklahoma 1938; San Antonio
1951).

[14]
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Alexander, Arthur (b. Dunedin,
N.Z., 1891; d. Chinnor, Oxon., 1969).
Pianist, composer. Trained R.A.M.
under Matthay and Corder. On staff
of R.C.M. Publ. songs, piano pieces,
&c. (Married Freda Swain, q.v.)

Alexander Balus. Oratorio by Handel.
(18t perf. London 1748.)

Alexander Nevsky. By Prokofief.
Music for a film (1938), later developed
into a Cantata (op. 78. 1st perf. Mos-
cow 1939: broadcast New York 1943).
Suite B.B.C. 1941; Proms. 1942.

Alexander’s Feast. Setting by Handel
of Dryden’s ode, with some changes
and additions. (1st perf. London 1736.)

Alexander’s Ragtime Band. See
Berlin, Irving.

Alexandra Palace (North London).
Similar to Crystal Palace (q.v.). Opened
1873. Organ and other music features
(cf. Cunningham, George). Centre of
B.B.C.’s earlier television activities.

Alexandre. See Reed-Organ Family
5, 6.

Alexandrof (Alexandrov, Alexan-
drow), Anatol (b. Moscow 1888).
Pupil of Taneief; composer of songs,
piano sonatas, orch, works, &c.

Alfano, Franco (b. Naples 1876; d.
San Remo 1954). Comp. of operas;orch.
works; cha. music, &c. Completed
Puccini’s Turandot. Successively head
of conservs. of Bologna (1919), i
(1924), Pesaro (1947).

Alfonso and Estrella (Schubert). See
Rosamunde.

Alfred (Ame). See under Masque;
Rule Britannia.

Alfvén, Hugo (b. Stockholm 1872; d.
Falun 1960). Violinist and director of
music at Univ. of Uppsala (1910-39);
composer of symphonies, &c.

Aliquot Scaling. See Pianoforte.

Alison (or Allison), Richard (end of
16th c. and beginning of 17th). Com-
poser of madrigals, &c., and compiler
of famous book of metrical psalm tunes
(1599; see reference s.v. Anglican
Chant).



ALKAN

Alkan (real name Morhange), Charles
Henry Valentin (b. Paris 1813; there
d. 1888). Remarkable pianist and com-
poser of piano music of high difficulty,
great ingenuity, and often very de-
scriptive character,

Alkestis. Opera by Boughton. Libretto
based on Gilbert Murray’s translation
of Euripides. (Prod. Glastonbury 1922;
London 1924.)

All’, alla (It.). “To the’, ‘at the’, ‘on
the’, ‘with the’; also ‘in the manner of’.

Alla breve. See Breve.

Alla Breve Fugue (Bach). For organ.
In D major. So nicknamed because the
nme-sxgnature is aIIa breve (see Breve).

Pl
ing F 'f' I—i

Allam, Walter Edward (b. London
1902). Educated King’s Coll.,, Cam-
bridge (ML.A.), and R.C.M. Since 1929
attached Dept. of Music, Leeds Univ.
Prominent in north of England, as
conductor, composer, pianist, and lec-
turer. Compositions include sym-
phony, Mass for § voices, chamber
music, songs, &c. D.Mus., London.

All Among the Barley. See Stirling,

Allant (Fr.). (1) ‘Going’, i.e. ‘active’,
‘brisk’. (2) ‘Going on’, in sense of con-
tinuing, e.g. Debussy’s Allant grandis-
sant—*Going on growing’, ‘continuing
to grow’ (i.e. to grow louder).
Allargando (It. ‘Enlarging’). Getting
slower and slower, and fuller in tone.
Alle (Ger.). ‘All.’ Thus if one violin
has been playing alone all are now to
enter, Alle ersten means all the first
violins and Alle zweiten (sometimes
zwoten) all the second.

Alle (It.). “To the’ (fem. plur.).
Allegramente (It.), alldgrement
(Fr.). ‘Brightly’, ‘gaily’.

Allegretto (It.). ‘Pretty lively’ (but

not so much 8o as allegro). Allégrezza.
‘Mirth’, ‘cheerfulness’.

Allegri, Gregorio (b. Rome 1582;
there d. 1652). Priest, tenor singer, and
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composer amongst other things of a
celebrated Miserers, long kept as ex-
clusive possession of Sistine Chapel, in
service of which place the last part of
his life was spent.

Allegro (It.). ‘Merry’, i.e. quick, lively,
bright. Often used also as the title of
a composition or movement in that
style. The superlative is Allegrissimo.

Allein (Ger.). ‘Alone’, e.g. Eine Violine
allein, ‘One violin alone’.

Alleluia. This Latin form of Hebrew
exclamation, meaning ‘Praise Jehovah’
(see Hallelujah), was added to certain
of the responds (q.v.) of the Roman
Catholic Church, suitably joyful music
for it being grafted on to the traditional
plainsong and, in time, itself becoming
traditional; such a passage ends with
the word ‘Jubilate’. The Alleluia is
omitted from Septuagesima to Easter
Day, and in Requiem Masses, &c., a
Tract (q.v.) taking its place.

Alleluia Symphony. In Breitkopf’s
edn. of Haydn’s Symphonies, no. 30,
in C (1765). Incorporates part of a
plainsong alleluia.

Allemand (Fr.). ‘German.’

Allemande (Fr., lit. ‘German’: in
older days spelt ‘Almand’, ‘Almayne’,
‘Almain’, &c.). The name of 2 distinct
types of composmon, both (to judge by
the name) of German origin.

(1) A dance whose music has 4 beats
to the measure (sometimes treated in
the time signature as 2 long beats). It
has been made much use of by 17th-
and earlier-18th-c. composers as the
first movement of the suite (q.v.)—or
the first but for a prelude. In character
it is serious but not heavy and in speed
moderate: it is in simple binary form
(see Form 1) and each half opens with
a short note (or several short notes) at
the end of a measure (normally other
phrases than the opening one begin in
the same way, and especially that which
opens the second half of the movement).

(2) A peasant dance still in use in
parts of Germany and Switzerland. It
is in triple time and suggests the waltz.
Occasxonally composers have called a
composition of this type a Deutscher
Tanz (plur. ‘Deutsche Tinze’), oy
simply Deutsch (plur. ‘Deutsche’),



ALLEN

Allen, (1) Hugh Percy (b. Reading
1869; d. Oxford as result of street acci-
dent 1946). Organ scholar Christ’s
Coll., Cambridge, organist cathedrals
of St. Asaph (1897) and Ely (1898);
then of New Coll., Oxford (1901-18);
Prof. of Music, Oxford Univ. (1918)
and general inspirer of Oxford musical
activities; Director of R.C.M. (1918~
37). M.A., D.Mus.,, Oxford; hon,
degrees of many universities. Knighted
1920; G.C.V.O. 1935.

(2) E. Heron. See Heron-Allen.

Allen /Instruments. See Electric
Musical Instruments 2.

Allentamento, allentando
‘Slowing.’

Allgemeiner deutscher Caecilien-
verein. See Cecilian Movement.

Allin, Norman (b. Ashton-under-
Lyne 1884; d. Hereford 1973). Opera-
tic and concert bass. Trained Royal
Manchester Coll, of Music. Became
member of Beecham Opera Co. (see
Beecham). High reputation as opera,
oratorio, and concert artist. On staff of
R.A.M. 1935-60; C.B.E. 1958.

Allison, Richard. See Alison.

Allison’s Psalter. See reference s.v.
Anglican Chant.

Allmihlich, allmihlig,
(Ger.). ‘Gradually.’

Allo. Short for Allegro (q.v.).

Allonger (Fr. “To lengthen’
notes). To slacken in speed.

Allora (It.). “Then.’

Allt, Wilfrid Greenhouse (b. Wolver-
hampton 1889; d. London 1969). As-
gistant organist, Norwich Cathedral,
1910; organist of St. Giles’s Cathe-
dral, Edinburgh, 1915, and'ch_oral
conductor in Edinburgh; Principal,
T.C.M., 1944-65.Pres. R.C.O. 1962-5.

All through the Night. The tune
usually known outside Wales by this
title is that of the Welsh folk song Ar
Hyd y Nos. An English setting to which
it was formerly heard was ‘Here be-
neath a willow weepeth poor Mary
Ann’—words by the novelist, Mrs.
Amelia Opie (1769-1853).

Allure (Fr.). ‘Gait’, ‘manner’.

(It.).

allmiilig

the
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ALTA

Alma Redemptoris Mater. See
Antiphons of the Blessed Virgin Mary.

Alphorn, Alpenhorn, or Cor des
Alpes. A Swiss peasant instrument
used for the evening calling of the
cattle scattered over the summer pas-
tures of the mountains (cf. Ranz des
Vaches). Itis made of wood and varies
in length from about 7 to 12 feet, Ithas
a mouthpiece much like that of the
cornet (q.v.) and can play merely notes
of the harmonic series (see Acoustics 7).

Alpine Symphony. By Richard
Strauss (op. 64; 1915). A detailed
‘programme work’, continuous but in
22 sections (‘Night’, ‘Sunrise’, “The
Ascent begins’, ‘On the Glacier’,
‘Moments of Danger’, and the like).

Als (Ger.). ‘As’, ‘like’, ‘when’, ‘than’,
Alsager, Thomas Massa (b. 1779;
d. 1846). Enthusiastic amateur musi.
cian, showing great activity, especially,
in Beethoven propaganda. (See refer-
ence under Criticism of Music.)

Al segno (It.). “To the sign’, meaning
‘Go to the mark ‘8’. This may mean
‘Go back to the sign’ (the same, in that
sense, as Dal Segno, q.v.), or it may
mean ‘Continue until you reach the
sign’ (see remarks under Da Capo;
also Table 20).

Also (Ger.). “Thus.’

Alsop, Ada (b. Darlington, Co. Dur-
ham, 1915). Soprano. Popular artist,
particularly in oratorio, singing with
all leading Brit. choral societies.

Also Sprach Zarathustra (Strauss).
See Nietzsche, “Thus spake Zoroaster’,

Alt. (1) ‘High.” The note G above the
treble stave marks the beginning of
notes spoken of (in reference to the
voice) as tn alt, and the G above as
in altissimo. This is the usual accep-
tance of those terms. (2, Ger.) The
Alto (Contralto) voice: or, as an adj.
prefixed to the name of an instrument
(e.g. Althorn), it implies an alto pitch,
(3, Ger.,, with various terminations
according to gender, number, and
case) ‘Old.”

Alta (It. fem.; for masc. see Alto).
‘High’, e.g. Ottava alta, ‘High octave’
i.e. one 8ve higher than shown.,



ALTERED CHORD

Altered Chord. An American syno-
nym for Chromatic Chord (see Chro-
matic Chords).

Alternative (It.). A name applied in
early 18th-c. music in dance style to a
contrasting middle section (later called
“Trio’, q.v.). Sometimes it is used of a
whole composition, apparently imply-
ing that the 2 sections can be alternated
at will.
Altfliigelhorn. See
Fliigelhorn Families 2.

Altgeige (Ger.) = ‘Alto fiddle’, i.e.
properly, the viola. But see Viola alta.

Althorn. See Saxhorn and Fliigelhorn
Families 2.

Altissimo. See Ait,

Altiste (Fr.). (1) A player of the ‘alto’,
i.e. of the viola (see Violin Family).
(2) An alto singer (see Alto Voice).

Alto (It. ‘high’). Applied (a) to the
highest adult male voice (see Alto
Voice); (b) to various instruments of
roughly the vocal alto pitch (see several
entries following this) and, especially
in Fr., the viola (see Violin Family).

Alto Clarinet. See Clarinet Family.
Alto Clef. See Table 4.

Alto (Fliigelhorn). See Saxhorn and
Fliigelhorn Families 1 b, 2.

Alto Moderne. See Viole-Ténor,

Alto Rhapsody. Brahms’s op. §3
(1869), a setting for Contralto, Men’s
Chorus, and Orch. of part of a poem of
Goethe. It was inspired by a love dis-
appointment—the engagement to an-
other of a daughter of the composer’s
old friends the Schumanns.

Alto (Saxhorn). See Saxhorn and
Fliigelhorn Families 1.

Alto Staff. See under Great Staff.

Alto Trombone. See Trombone
Family.

Alto Viol. See Viol Family 2 b.

Alto Voice. A type of male falsetto
chiefly cultivated in Britain, where
church music and the glee provide for
its use. In the performance of the
choruses of oratorios, &c., it has been
gradually superseded by the woman’s
contralto voice (also sometimes, after
the Ger,, called ‘alto’).

Saxhorn and
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AMALGAMATED UNION

Altposaune (Ger.). Alto trombone
(see Trombone Family).

Altra, altre. See Altro.
Altra volta (It.). ‘Encore’ (q.v.).

Altro, altri; altra, altre (It. masc,
sing. and plur.; fem. sing. and plur.).
‘Another’, ‘others’.

Altschuler, Modest (b. Mogilef,
Russia, 1873; d. Los Angeles 1963).
Violoncellist and conductor. Pupil
Moscow Conserv. of Arensky, Taneief,
and Safonof. Emigrated New York;
organized Russian Symphony Orch.
and toured widely, thus introducing
modern Russian music. Later settled
Los Angeles.

Alvarez, (1) Albert Raymond Gour-
ron (b. Bordeaux 1861; d. Nice 1933).
Operatic tenor. After appearances in
Fr. provinces and Belgium appeared
Paris Opéra 1892; became its leading
tenor. Also popular London and New
York.

(2) Marguerite d’ (b. Liverpool
1886; d. Alassio 1953). Operatic and
concert contralto. London début 1911.
Career largely in U.S.A.

Alvary—really Achenbach, Max (b.
Diisseldorf 1856; d. in Thuringia
1898). Operatic tenor. Trained by
Stockhausen. As Wagner exponent
well known on both sides of Atlantic,

Alwyn, William (b. Northampton
1905). Trained R.A.M.; later on its
staff (composition). For a time orch.
flautist. Composer of violin, piano, and
oboe concertos, symphonies, string
quartets, piano music, film music, &c.

Alzato, alzati; alzata, alzate (It.
masc. sing. and plur.; fem. sing. and
plur.). ‘Raised’, ‘lifted off’ (of a mute
or mutes, &c.).

Am (Ger.). ‘At the’, ‘on the’, ‘to the’,
‘by the’, ‘near the’. (See Frosch;
Griffbrett; Steg.)
Amabile (It.). ‘Lovable’, so amabi-
litd, ‘lovableness’.

Amahl and the Night Visitors.
1-act television opera (the first such)
by Menotti. (Prod. New York 1951.)

Amalgamated Musicians’ Union.
See Musicians’ Union.
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Amarevole; amarezza (It.). ‘Bit-
terly’, ‘bitterness’.

Amati. See Violin Family.

Amazing Mandarin, The (also
translated as “The Miraculous Man-
darin’ or “The Wonderful Mandarin’).
Pantomime-ballet by Barték (1919;
broadcast London 1932).

Amboss (Ger.). ‘Anvil’ (see Percussion
Family 2 s).

Ambros, August Wilhelm (b. nr.
Prague 1816; d. Vienna 1876). High
legal official in Prague and Vienna and
keen musicologist, writing important
History of Music (completed after his
death by other hands); also other
literary works and compositions.

Ambrose, Saint. See Modes; Plain-
song 3.

Ame (Fr. ‘soul’). The sound-post
(q.v.) of the violin, &c. The fanciful
French name doubtless comes from its
importance to the whole tone-quality
of the instrument, which depends much
on its correct position. The Italians say
anima, which likewise means ‘soul’.

Amelia goes to the Ball. Opera by
Menotti; libretto by himself, transl.
G. Meade. (Prod. Philadelphia and
New York 1937.)

Amen. ‘So beit.” The (Hebrew) ter-
minal word of prayer in Jewish, Chris-
tian, and Mohammedan worship. It
has been extended by composers, in-
numerable times, into a long composi-
tion, as, for instance, the ‘Amen
Chorus’ of Handel’s Messiah. For
liturgical use shorter settings have
been made, as Gibbons’s Threefold
Amen and Stainer’s Sevenfold Amen.
The DRESDEN AMEN comes from the
Threefold Amen of the Royal Chapel
of Dresden (common also throughout
Saxony); its composer was J. G.
Naumann (q.v.).

Amen Cadence. See Cadence.

America (tune). See God save the

Queen,

American Academy (Rome).
Prix de Rome.

See
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American Federation of Musi-
cians. A trade-union organization;
founded 1895 and very prominent
under the presidency (1942-62) of
James C. Petrillo.

American Fingering. Same as ‘Eng-
lish Fingering’ (see Fingering, last par.).

American Guild of Organists. See
Degrees and Diplomas 4.

American in Paris, An. Orchestral
piece by Gershwin. (1st perf. New
York 1925.)

American Institute of Musicology,
Rome (with office in Cambridge,
Mass.). Superseded the Inst. of Re-
naissance and Baroque Music founded
by Armen Carapetyan (q.v.) in 1944.
Possesses extensive archives, with
photographic collection of source
material (especially 14th and 15th cs.).
Holds summer sessions with distin-
guished staff. Has undertaken publica-
tion (in 20 vols.) of complete works of
Dufay &c.

American National Association of
Organists. See Profession of Music.

American Organ. See Reed-Organ
Family 6.

American Quartet. Name sometimes
attached in the U.S.A. to Dvoték’s
String Quartet in F, op. 96 (1893);
written in the U.S.A. and exhibiting
some of the characteristics of Negro
song; elsewhere also known as the
Nigger Quartet,

American Society of Composers,
Authors, & Publishers (known as
‘ASCAP’). Founded 1914 to protect
copyrights, performing rights, &c.

American Terminology of Music
(compared with British). Whilst some
of the American usages here listed are
general, others may possibly be local
or confined to certain writers or groups,

(1) The worst confusion arises from
the different usage as concerns the
words NoTE and ToNE. Such expres-
sions as ‘3 tones lower’ or ‘the scale of
5 tones’ have quite different meanings
to the Amer. and the Brit. reader. A
Brit. reader, finding these expressions
in an Amer. book or journal, must
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be careful to understand, merely, ‘3
notes lower’ and ‘scale of 5 notes’, and
en Amer. reader finding such ex-
pressions in a Brit. book must be care-
ful to translate them into Amer. as,
precisely, ‘3 whole-steps lower’ or ‘a
scale of 5 whole-steps’. (The Amer,
contention as concerns ‘Note’ is that
to use it for a sound is wrong because
it ‘names a notation element’. This is
to defy more than 5 centuries of Eng.
usage, including that of Chaucer,
Shakespeare, Milton, &c., and also to
ignore earlier Amer. usage.)

(2) Eng. BAR = Amer. MEASURE, the
former term being often reserved in
America for the actual bar-line,

(3) Eng. SEMIBREVE, MINIM, &c, =
Amer. WHOLE-NOTE, HALF-NOTE, &c.

(4) Eng. NATURAL (after a sharp or
flat) = Amer. CANCEL.

(5) Eng. NATURALS, in the sense of
the white finger keys of a piano, &c. =
(with some Amer. writers) LONG KEYS,

(6) Eng. NATURAL NOTES (of brass
fnstruments) = (with some Amer,
writers) PRIMARY TONES.

(7) Eng. TO FLATTEN and TO SHAR-
PEN = Amer, TO FLAT and TO SHARP.

(8) Eng. ORGAN (generally) = Amer,
PIPE ORGAN (to distinguish from the
various reed organs).

(9) Eng. AMERICAN ORGAN = (often)
Amer. CABINET ORGAN,

(10) Eng. GRAMOPHONE == Amer,
PHONOGRAPH.

(11) Eng. (gramophone) RECORD ==
Amer. DISK sometimes used.

(12) Amer. APPLIED MUSIC means
performed music: hence university
courses in Applied Music are simply
courses in instrumental or vocal
technique and interpretation.

(13) The Eng. term FOLK SONG is
often used in the U.S.A. in a loose way,
covering notonly the traditional peasant
songs but also any songs which have
become very widely known by people
in general. (Cf. Folk Lore.)

(14) Eng. NURSERY RHYMES = (some-
times) Amer. MOTHER GOOSE SONGS.

(15) Eng. FIRST VIOLIN or Leader (of
an orch.) = Amer. CONCERT MASTER.

(16) Eng. cONDUCTOR (of an orch.) =
(often) Amer. LEADER (and Eng. to con-
duct = Amer. to lead).

(17) Eng. PART-WRITING = Amer,
VOICE-LEADING.
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America Rediscovered (Hewitt).
See Tammany.

America, the Beautiful. Poem by
Katherine Lee Bates, written in 1893
(begun on the summit of Pike’s Peak,
Colorado). Tunes composed for it
number 60, the 2 most in use being
respectively by Will C. Macfarlane and
S. A. Ward.

Amfiparnaso, L’. By Orazio Vecchi.
A string of pieces in madrigal style, in
3 acts with a prologue; not intended
to be staged. (Prod. Modena 1594;
pub. 1597; perf. London with puppets
1946.)

Amico Fritz, L' (‘Friend Fritz’).
Popular romantic opera by Mascagni.
Libretto based on story by Erckmann-
Chatrian. (Prod. Rome 1891; London
and Philadelphia 1892; New York
1893.)

Amor brujo, El (‘Love, the Magician’).
Ballet by Falla, based on an Andalusian
gipsy tale. (Prod. Madrid 1915; in
concert form London 1921 and Phila-
delphia 1922. As ballet London 1931.)

Amore (It.). ‘Love.” So amorevole,

amoroso, ‘loving’;  amorevolmente,
amorosamente, ‘lovingly’. See also
below.

Amore (It.), Amour (Fr., ‘Love’). A
word often found in the names of cer-
tain forms of old instruments, and
generally implying a lower pitch than
the ordinary and a claim to a sweeter
tone. In bowed instruments it indi-
cates, too, the possession of sym-
pathetic strings (q.v.).

Amore dei tre re, L’ (“The Love of
the Three Kings’). 3-act tragedy-opera
by Montemezzi. Libretto is the play by
Sem Benelli. (Prod. Milan 1913; New
York and London 1914.)
Amorevole; amorevolmente; amo~
roso; amorosamente (It.). ‘Loving’;
lovingly’.

Amour (Fr.). ‘Love’ (see also Amore).
Ampleur (Fr.). ‘Breadth.’
Amplifiers. See Concert Halls. Elec-

tric amplifiers are now a part of the
equipment of all radio studios, &c.

A.Mus.L.C.M. See Degrees and Diplo-
mas 2.
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A.Mus.T.C.L. See Degrees and Diplo-
mas 2.

An (Ger.). ‘On’, ‘by’, ‘to’, ‘at’. In or-
gan music it signifies that the stop in
question is to be drawn.

Anacreon in Heaven, Anacreontic
Song. See Star-spangled Banner.

Anacréon, ou L’Amour fugitif.
Opera by Cherubini. (Prod. Paris 1803 ;
unsuccessful but the overture is still
famous.)

Anacreontic Society. See Clubs for
Music Making; Star-spangled Banner.

Anacrusis (plur. Anacruses). An un-
stressed syllable at the beginning of a
line of poetry or an unstressed note or
group of notes at the beginning of a
phrase of music.

Analytical Notes. The descriptions
of compositions which appear on An-
notated Programmes (q.v.).

Anblasen (Ger.). “To blow.
Anche (Fr.), ancia (It.). ‘Reed.’
Anche, (It.). ‘Also.’

Ancient Concert (or ‘Concert of
Antient Music’). Important London
subscription series (1776-1849). The
royal and noble ‘Directors’ (e.g.
George 111, Prince Albert, Duke of
Wellington) took turns to choose pro-
grammes. Another name was ‘King’s
Concert’, or, in Queen Victoria’s time,
‘Queen’s Concert’. Attempts to revive
it in 1868 and 1870. (Sometimes con-
fused with Academy of Ancient Music,
172692, q.v.) See Hanover Square,

Ancient Mariner, The. See Barnett,
John Francis.

Ancora (It.). ‘Still’, or ‘yet’ (in both
senses, i.e. ‘remaining’ and ‘even’),
e.g. Ancora forte = ‘Still loud’; Ancora
pint forte = ‘Still more loud’. The word
is also used for ‘Again’, i.e. repeat. (In
all these senses, compare the Fr. word
Encore.)

Andacht (Ger.). ‘Devotion.” So an-
dichtig (or andaechtig), ‘devotional’.

Andaluz, andaluza (Sp.), anda-
louse (Fr.). Vaguely applied to several
Spanish dances common in Andalusia,
e.g. the Fandango (q.v.), Malaguefia
{a.v.). and Polo (q.v.).
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Andamento (It. ‘Going’—suggesting
running). A fugue subject of greater
length than ordinary and often of a
running character (cf. Artacco).

Andante (It., from andare, ‘to go’).
‘Moving along’, ‘flowing’ (slowish but
not slow). The word is often used as a
title for a composition. Andantino. A
diminution of andante. Unfortun-
ately, some composers use it meaning
a little slower than andante, and others
as meaning a little quicker. (If a per-
former, use your own judgement; if a
composer, avoid the ambiguous term.)

Andauernd (Ger.).
‘continuing’.

‘Lasting’, i.e.
Ander, andere, &c. (Ger.; various

terminations according to gender,
number, case). ‘Other.’

Anderson, (1) Lucy—née Philpot (b.
Bath 1790; d. 1878). Pianist—the
earliest woman to play at London
Philharmonic concerts (1822; see
Royal Philharmonic Society). Teacher
of Queen Victoria. (For husband see
below.)

(2) George Frederick (b. London
1793; there d. 1876). Violinist, Master
of Queen’s Musick 1848—70. (For wife
see above.)

(3) William Robert (b. Blackburn
1891). At first organist (B.Mus., Dur-
ham, &c.); then ed. of Music Teacher
(1920-5), Extension Lecturer of Lon-
don Univ., &c.; extensive contributor
to musical press (sometime broadcast-
ing critic of Musical Times); author of
books on music.

(4) Marian (b. Philadelphia 1992).
Contralto vocalist of Negro race. Very
high international reputation as to
both voice and artistic and expressive
singing.

An die ferne Geliebte (‘To the
Distant Beloved’). Song Cycle by
Beethoven, with piano accompaniment
(op. 98; 1816). Poems (6) by Aloys Jeit-
teles. (There is also a Beethoven song,
An die Geliebte, 1811; poem by Stoll.)

Andno. Short for Andantino (q.v.).

André, Franz (b. Brussels 1893).
Chief conductor Belgian Radio Sym-
phony Orch. since its earliest days. On
staff Brussels Conservatory.
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Andrea Chénier. Successful 4-act
tragedy-opera by Giordano; libretto by
Illica. (Prod. Milan and New York
1896; London 1903.)
Andreae, (1) Volkmar (b. Berne
1879; d. Ziirich 1962). Conductor at
Ziirich and director of Conserv. 1914~
49; compr. of operas, orch. music, &c,
(2) Hans. Son of above, Well-known
harpsichordist.

Andrews, (1) Hilda—Mrs. G. M.
Lees (b. Birmingham 1900). Musico-
logist. Ed. of Byrd’s Ladye Nevells
Booke (q.v.), North’s Musicall
Gramarian (= part of his Memoires
of Musick), Memoir of Sir Richard
Terry (q.v.), &c. Compiler of Cata-
logue of MS. Music in Buckingham
Palace Library. Translator of French
musical works. B.Mus., Birmingham,
1923.

(2) Herbert Kennedy (b. Comber,
Co. Down, 1904; d. Oxford 1965).
Organist (1938-56) and Fellow (from
1944) New College, Oxford, and Univ.
Lecturer. Author Oxford Harmony,
w}/}ol.dii, also books on Palestrina and

yrd.,

Andriessen, (1) Willem (b. Haarlem
1887; d. Amsterdam 1964). Pianist
and composer, Director of Amsterdam
Conservatory. Composer of choral and
orch. works, &ec. Brother of (2) below.

(2) Hendrik (b. Haarlem 1892). Di-

rector of Utrecht Conservatory (1937-
49). Composer of choral works, sym-
phonies, sonatas, organ music, &c.
Brother of the above.
Anerio, (1) Felice (b. abt. 1560; d.
1614). Palestrina’s successor as com-
poser for Papal Chapel. (See reference
under Plainsong 3.) For brother see
below.

(2)Giovanni Francesco (b. 1567;d.
Graz 1630). Brother of above; a priest;
musical director to King of Poland
and later active in Rome,

Anfang (Ger.). ‘Beginning.” Anfangs,
‘at the beginning’. Wie anfanglich, ‘as
at the beginning’.

Angelica, angélique. Instrument of
the lute type popular abut 1700,

Angelus, The. See Naylor, Edwin.
Angemessen (Ger.). ‘Suitable to.’
Angenehm (Ger.). ‘Agreeable.’
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Anglais, anglaise (Fr. masc., fem.).
‘English’ (see also below).

Anglaise (Fr. ‘English’). A term of
variable meaning sometimes used by
18th-c. composers as the title of a
hornpipe or country dance—or any.
thing else which is thought to have an
English character,

Anglebert, d’, (1) Jean Henri (b.
Paris 1628; there d. 1691). Pupil of
Chambonni2¢res and his successor as
court harpsichordist; composer of
effective music for harpsichord and
organ.

(2) Jean Baptiste Henri (b. Paris
1661; there d. 1747). Son of above;
his successor in court appointment
and in turn succeeded by Couperin.

Anglican Chant. This is a simple type
of harmonized melody used in the
Anglican Church (and nowadays often
in other English-speaking Protestant
churches) for singing unmetrical texts,
principally the Psalms and the Can-
ticles (when these latter are not sung
in a more elaborate setting). The main
principle is that of the traditional
Gregorian tones (q.v.), i.e. a short
melody is repeated to each verse of the
text (or sometimes to two or more
verses; see below), the varying num-
bers of syllables in the different lines
of the words being accommodated by
the flexible device of a RECITING NOTE
at the opening of each line—this being
treated as timeless and so capable of
serving as the vehicle for many or few
syllables, whilst the succeeding notes
are sung in time and (normally) take
one syllable each. The 1st part of the
chant has 3 measures and the 2nd
part 4.

Although now considered to be, and
often spoken of as, an exclusively Eng.
lish product, this form of chant may
be said to have had very near relatives
in other countries, Some early har.
monized treatment of the plainsong
(e.g. by Josquin des Prés abt. 1445-
1521) comes extremely near it, The
FALSOBORDONE of Italy was of the same
general character (see Faburden for a
description). In England very many
examples of the falsobordone type were
produced by all the leading composers
of the early Reformation period (Tallis,
Morley, Byrd, Gibbons, and their
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contemporaries) in their settings of the
prose psalms. At a later epoch, and
in another part of Europe, we find
examples in which Bach sets a piece
of prose to a piece of plainsong in
quite the Anglican chant style (see the
Sanford Terry collection of Bach’s
Chorales, 245-7, 332-3). Enough has
now been said to show that the com-
monly supposed clear distinction be-
tween plainchant and Anglican chant
is, in principle, non-existent—that An-
glican chant is an offshoot of the har-
monized plainchant which was very
common throughout Christendom dur-
ing the 16th and 17th centuries.,

Almost immediately after the Re-
storation we find a few plainsong
harmonizations appearing in print, set
out in the way of our present single
Anglican chant. It was a small step to
the composition of original chants. The
number of chants composed since the
end of the 17th c. is very great, and the
quality very variable. During the 18th
c. there was a strong tendency to the
provision of chants of a florid and some-
times flippant character and during the
19th that of a sentimentally chromatic
type. The 20th c. has seen a strong
movement towards dignity in church
music and weaker specimens of the
Anglican chant have increasingly
tended to fall out of use.

Confident statements as to the in-
troduction of DOUBLE CHANTS (accom-
modating two verses of the text instead
of one) have been made, all ascribing
it to the early 18th c.: the date is, how-
ever, pushed back by the appearance
in Allison’s Psalter of 1599 of a form
of the chant now known as Flintoft’s,
and by a specimen of the same kind of
thing (the application of the Double
Anglican Chant principle to metrical
verses) in Crowley’s Psalter, half a
century before that. The double chant
form is also found in Byrd. TRIPLE
CHANTS have in recent times been com-
posed for use with two or three psalms
whose verse arrangement seems to call
for them: a few Quadruple Chants also
exist, but in use they become very tire-
some. There are also a certain number
of ‘Changeable Chants’—changeable in
the matter of their mode, i.e. they can
be sung in either the major or minor
according as different sections of the
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psalm or canticle call for joyful or more
sober treatment. Single chants with §
measures (2+3) have been tried, in
place of those with 7, and double
chants with 10 instead of 14.

Up to the Oxford Movement of the
19th c. the Anglican chant was in very
little use except in cathedrals and other
collegiate churches. Presumably, so
long as the chanting was confined prac-
tically to trained choirs, singing to-
gether daily and going through the
whole psalter 12 times a year, the
method of dividing between the re-
citing note and the more regularly
rhythmic part of the chant the varying
numbers of syllables in the different
verses could be picked up by experi-
ence—though the results cannot have
been extremely or uniformly good,
With the Ozxford Movement of the
early and mid-19th c., however, as the
desire for a ‘fully choral’ service was
extended and the prose psalms were
now almost universally sung, some
method of indicating to ordinary choirs
the portion of the verse to be recited
and the portion to be inflected became
necessary. In 1837 had appeared the
first attempt to present in printed form
a method of ‘pointing’: its author was
Robert Janes, organist of Ely Cathe-
dral. Since then almost innumerable
pointed versions of the Psalms and
Canticles have appeared, with a con-
siderable variety of methods of indicat-
ing the allocation of the syllables to the
notes,

Anglican Parish Church Music. A
great part of the general subject of
Anglican Church Music is treated un-
der a number of separate heads as
follows: Common Prayer, Psalm, Plain-
song, Anglican Chant, Service, Anthem,
Cathedral Music, Precentor, Vicar
Choral, Chapel Royal, Parish Clerk,
Hymns and Hymn Tunes, and (smaller
articles) Preces, Responses, Litany,
Magnificat, Nunc Dimittis, Use of
Sarum, &c. It remains to sketch briefly
the conduct and development of music
in the worship of the ordinary parish
churches—a subject which has been a
good deal neglected by historians.

At the Reformation the Roman
Catholic liturgy and customs were
taken over into the new Church of
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England services, with the use of the
vernacular but otherwise a minimum
of change. There must have been up to
this date a clear distinction of musical
custom between the many monastery
and cathedral churches and the ordi-
nary town and village parish churches.
Few parish churches, it would appear,
when the Reformation came possessed
anything of the nature of a choir, but,
to judge from indications that remain,
8 surprising number (though probably
very far from a majority) possessed
organs. These were usually small in-
struments (see Organ 4) and, by modern
standards, exceedingly clumsy in mani-
pulation. In the parish churches, where
the music was simple, they can have
had little function beyond helping the
priest and congregation in the perfor-
mance of the plainsong. As a very con-
siderable party in the Church of Eng-
land desired thorough reform, on the
Calvinistic lines, a good many parish
church organs were removed or allowed
to decay. The ‘clerks’ (lay or in minor
orders) who had formerly, in the chan-
cel, assisted the priest in the responsive
parts of the service, now (perhaps in
some places gradually) became reduced
to one ‘parish clerk’ (q.v.), upon whom
devolved the leading of the people’s
verses of the (read) prose psalms and
the responses, which latter may in some
places have been chanted to the new
adaptation of the old plainsong and in
others merely uttered in a speaking
voice. A metrical psalm (see Hymns and
Hymn Tunes 3) was often also included
in the service, as what we would today
call a hymn, and this was announced,
read, and led by the parish clerk, sitting
at his desk. The degree of ritual in
churches varied very greatly, as did the
degree of faithfulness in adherence to
the official Prayer Book. The general
standard of church life was in many
parishes too poor for us to suppose that
any one troubled if the musical part of
the service was on a low level—or, in-
deed, if no musical part existed.

With Laud’s appointment as Arch-
bishop of Canterbury (1633) not merely
did the High Church attitude find its
expression in worship but seemliness
in the conduct of services probably
became more general. In 1644, whilst
Laud was in prison, came the parlia.
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mentary decree that all church organs
should be silenced and church music
reduced to its simplest. The parish
church became in some places Inde-
pendent and in others Presbyterian,
and no music was now heard beyond
metrical psalms sung by the congrega-
tion. With the restoration of the mon-
archy in 1660 the Church of England
became officially episcopal again, the
Common Prayer was resumed, and a
great body of the clergy was expelled.
It does not appear that organs were
quickly replaced in the parish churches
in general. The music in most churches
was still confined to the congregational
metrical psalms led by the parish clerk
(probably usually only one psalm in a
service), 8o that the amount and charac-
ter of the music during the Common-
wealth and after the Restoration must
in most churches have been just the
same—a fact not usually realized. Very
many complaints as to the character of
the singing are scattered through 18th-
and early 19th-c. Eng. literature. Per-
haps partly as a result of the lack of
organs there grew up during the later
18th c. a remarkably widespread cus-
tom of employing small orchs. in
church. Such an orch., with a small
choir, occupied the west gallery; to-
gether they led the metrical psalms
or hymns and performed occasional
simple anthems. In the towns at this
period the presence of an organ was
more common than in the villages, and
the singing was most often led by the
‘charity children’ of the parish—i.e.
either the children of the various free
(weekday) schools for the poor or, as
the term is sometimes used in the later
18th and earlier 19th c., the Sunday
School children, who were once a week
receiving free instruction in reading,
writing, the Catechism, and the Bible,
and were marched to church to join in
the service. The many thousands of
charity children of London, gathered
once a year in St. Paul’s Cathedral,
formed a choir that greatly impressed
Haydn in 1792 and Berlioz in 1851.
The disappearance of the church
orch. is due in the first instance to the
introduction of the barrel-organ and
then to that of the harmonium. The
barrel-organ (see Mechanical Reproduc-
tion of Music 10) appeared in church in
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the late 18th c. and quickly overspread
the country; the harmonium (see Reed-
Organ Family s) was introduced from
France in the 1840’ and was followed
by the Amer. organ (see Reed-Organ
Family 6). The blow to village music-
making was forceful and with enhanced
decorum came diminished musical in-
terest and variety. The Oxford Move-
ment of the early 19th c. accentuated
this desire for decorum and introduced
a fashion for male choirs, surpliced and
sitting no longer in the west gallery but
in the chancel, and for the chanting of
the responses and the psalms (see
Anglican Chant). The old type of ser-
vice lingered, however, in a good many
churches until nearly the end of the
19th c. A stimulus to the development
of music in the greater parish churches
was given when Hook, vicar of Leeds
from 1837 to 1859 (later Dean of
Chichester), instituted a professional
choir performing full daily (evening)
cathedral services. To some extent it
may be said that ambition has now
over-reached itself, and there are many
influential voices heard urging the
smaller churches not to attempt music
beyond a reasonable measure of diffi-
culty. A discussion of the sort of music
proper to various types of churches
will be found in the Report of the
Archbishops’ Committee on Music in
Worship (1922). The foundation of the
Royal Coll. of Organists in 1864 (see
Profession of Music) has done much for
the improvement of music in the An-
glican Church, as has also that of the
Church Music Soc. (1906); that of the
School of Eng. Church Music in 1927
(since 1945, Royal School of Church
Music, q.v.) may be expected to do
much also.

The development of musical condi-
tions in the Anglican Church in other
parts of the Commonwealth than Eng-
land has, roughly speaking, followed
that of the mother country, period by
period, and the same may almost be
said of the U.S.A.

Angore (It.). ‘Pain’, ‘anxious wish’,

Angoscia (It.). ‘Anguish.” So ango-
? ? te, ‘with anguished

feeling’.
Angreifen (Ger.).
attack’.

To seize’, ‘to
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Angst (Ger.). ‘Anguish’, ‘anxiety’.
Angstlich or aengstlich (Ger.).
‘Anxious’, ‘uneasy’.

Anhalten (Ger.). ‘To hold on.’
anhaltend, ‘holding on’.

Anhang (Ger.). Anything ‘hanging on
to’ something else. A supplement,
hence ‘Coda’.

Aniara. 2-act ‘science-fiction’ opera
by Blomdahl. Libretto by E. Lindgren.
(Prod. Stockholm 1959.)

Anima. (It. ‘soul’.) The sound-post of
a violin, &c. (cf. Ame and Sound-post).
Animando (It.). ‘Animating.’ So
animandosi, ‘becoming animated’;
animato, ‘animated’. Animé (Fr.).
‘Animated.’

Animo; animoso (It.). ‘Spirit’;
‘gpirited’. So the adverb, amimosa-
mente.

Anmut or anmuth (Ger.). ‘Grace.’
So anmutig, ‘graceful’,

Anna Magdalena Books (Bach). See
Klavierbiichlein,
Ann Arbor. See Festival.

Années de pelerinage (‘Years of
Pilgrimage’). By Liszt. Three books of
Piano Pieces (1835-83) based on scenes
and incidents in his travels. Book One
is a recasting of the Albbum d'un
voyageur (1835).

Annie Laurie. The poem is by Wil-
liam Douglas of Fingland (c. 1800), but
has been much altered by various
people, especially by Lady John Doug-
las Scott (1810—-1900; cf. Loch Lomond),
who also wrote the air. The date of first
publication is 1838. The heroine of the
song was a real person and Douglas
was in love with her (she married
another, however).

Annotated Programmes. The be-
ginning of the practice of providing
elucidations of music in the programme
of a concert cannot be positively dated.
Possibly the earliest example is the
programme of a Concert of Catches
and Glees, given by Arne at Drury
Lane Theatre in 1768. It has a preface
explaining the nature of the catch and
the glee, and the various items are
provided with historical and critical
notes. Fifteen years later (1783)

So
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Frederick the Great’s Capellmeister,
J. F. Reichardt (q.v.), founded in
Potsdam a regular Tuesday perform-
ance and provided in his programmes
both the words of the songs and ‘his-
torical and aesthetic explanatxons en-
abling the audience to gain a more
immediate understanding’. It is of
interest to note that one of the earhest
annotated programmes known is of
Amer. origin. It is that of the ‘First
Uranian Concert’, given in Philadel-
phia on 12 April 1787. Soon after this
(1790) the device is found in regular
application at Biberach, in Swabia,
where ]J. H. Knecht (q.v.), introduced
it in his capacity of orch. conductor.
In Covent Garden Theatre, during
Lent 1801, was given the 1st Brit. perf,
of Mozart's Requiem: the director of
the performance, the well-known John
Ashley, provided a book of words with
more than 3 pages of biographical and
historical information. John Thomson
(q.v.) provided annotated programmes
for the concerts of the Professional Soc,
of Edinburgh, and, as Reid Prof. of
Music in the Univ. of Edinburgh,
similar programmes for the University
concerts. John Ella, long prominent in
London musical life as the director of
a chamber music organization, the
Musical Union (1845-80), is often
spoken of in Britain as the introducer
of annotated programmes: it will be
seen that he had been anticipated, but
it was probably the utility of his ana-
lytical notes over so long a period that
formally established the practice, and
thenceforward it became a common one.

‘The most important series of anno-
tated programmes ever issued in Britain
is that supplied for 40 years (1856—96)
by Sir George Grove (with help as to
the more modern works) for August
Manns’s famous Saturday orch. con-
certs at the Crystal Palace. Other
famous series have been those of the
Queen’s Hall, London, 1908-27, by
Rosa Newmarch (q.v.), assisted in later
part of period by Blom (q.v.); and
those of Tovey (q.v.) at Edinburgh and
Philip Hale (see Criticism) at Boston
(1901~34). The art of writing Pro-
gramme Annotations is particularly
well developed in U.S.A.

The same general intention as that
of an annotated programme is seen in
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the advance articles that Weber during
his opera conductorships at Prague
€1813) and Dresden (1817) used to
contribute to the local papers. Wagner
at Dresden (1846) inserted a valuable
treatise on Beethoven’s gth symphony.

See reference 8.v. Evans’s Supper Rooms.

Anreissen (Ger. ‘to tear at’). ‘Use a
very forceful pizzicato’ (q.v.).

Anschlag (Ger.). (1) What is some-
times called a ‘Double Appoggiatura’
(see Table 12), but consisting of the
notes immediately below and above the
principal note. (a) Touch (on, or of, a
keyboard instrument). (3) ‘Attack’, &c.

Anschmiegend (Ger. ‘bent to’,
‘shaped to’). ‘Compliant’, ‘yielding’.
Anschwellend (Ger. ‘swelling’).
Crescendo.

Ansell, John (b. 1874; d. Marlow
1948). Trained G.S.M. Musical direc-
tor various London theatres. B.B.C.
1925—-30. Composer of popular over.
tures, &c

Ansermet, Ernest (b. Vevey, Switzer-
land, 1883, d. Geneva 1969). Conduc-
tor. Began life as schoolmaster (mathe-
matics) in Lausanne, In 1915, owing to
illness of conductor of Kursaal Mont-
reux, came forward in his chosen
line. Later founded Orchestre de la
Suisse Romande, performing Geneva,
Lausanne, &c.; also did much conduct-
ing in Paris, London &c., for Diaghilef
(see Ballet). szmng conductor in
U.S.A. and South America. Stravinsky
and modernists his speciality.

Ansia (It.). ‘Anxiety.’

Anson, Hugo (b. Wellington, N.Z.,
1894; d. London 1958). Educ., Cam-
bridge and R.C.M.; from 1939 Regis-
trar of latter. Composer of chamber
music, &c., and of national song, New
Zealand.,

Anstatt (Ger.), ‘Instead of.’
Anstimmen (Ger.). “To tune.’
Anstrich (Ger.). ‘Stroke’ of bow. (Cf,
Strich.)

Answer in Fugue. See Form 6.

Antar. (1) ‘Symphonic Suite’ by
Rimsky-Korsakof (op. 9; 1868; re-
vised 1876, 1897, and 1903). Based on
an oriental tale by Sennkovsky. (2) See
Dupont, Gabriel,



ANTECEDENT
Antecedent. See Canon.

Antheil, George (b. Trenton, N.].,
1900; d. New York 1959). Of Polish
descent; when resident in Paris he pro-
duced much music once considered of
highly revolutionary character, repre-
sentative of the present machine age.
Composed operas, ballets, film music,
orch, works, &c., and was also an endo-
crinologist. (See Transatlantic.)

Anthem. (See first the article Anti-
phon.) The anthem may be considered
as the English-speaking Protestant
Churches’ equivalent of the Latin
motet (q.v.), from which it has sprung.
It is an Anglican creation. In the
liturgy of the Church of England there
is a place provided for it (see Common
Prayer), and churches other than that
have given it an equivalent place some-
where after the middle or towards the
end of the service. It constitutes in
ordinary churches the one great occa-
sion when the choir alone undertakes
the duty of song, and when an elabora-
tion impossible and unsuitable in other
parts of the service becomes proper and
effective. It is usually accompanied by
organ, so different from the motet (in
the strict application of the latter term):
it has frequently passages for solo
voices, individually or in combination.

The Eng. anthem repertory is large
and varied, and includes many noble
works, as well as a great deal that is
trivial. The principal styles of anthem
composition might be set forth in
‘periods’ somewhat like the following:

(1) THE PERIOD OF CONTRAPUNTAL UN-
ACCOMPANIED ANTHEMS (the motet, but
with Eng. words, as one might say). This
lasted from the time of the Reformation
until the death of the last of the feat Eng.
choral school, about & century beginning
1550 éi.e. the late Tudor and early Stuart
period).

(2) THB EARLIER PERIOD OF THE ACCOM-
PANIED ANTHEM, using solo voices and
organ, and sometimes stringed and later
other orch. instruments and recitative (s
period on the whole of less gravity). This
covered the period from the Restoration of
the monarchy to the death of George 1.

(3) THR PERIOD OF THE HANDELIAN AN-
THEM (with a certain 18th-c. solidity and
dignity)—say 1730 to 1800,

(4) THE EARLY NINETEENTH-CENTURY AN-
THEM (with a more modern tinge)—say
1800 to 1875,
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(5) THE LATER VICTORIAN ANTHEM (with
an added grace and tunefulness but some-
times a tendency towards prettiness and
sentimentality).

The word ‘Anthem’ is often loosely
used, as, for instance, in the term
‘National Anthem’. The ‘Easter An-
thems’ of the Anglican Prayer Book
are a collection of Biblical passages of
relevant character, nowadays usually
sung to an Anglican chant. For ‘Verse
Anthem’ and ‘Full Anthem’ see Verse,

Anthony, Trevor (b. Ammanford,
Carmarthenshire, 1913). Bass. Trained
R.A.M. Lay vicar Westminster Abbey
1937-46. Recitalist, broadcaster, soloist
with Brit. orchs., choral societies, and
opera companies.
Anticipation. See Harmony 2 g.
Antico, antica; antichi, antiche
(It. masc., fem., sing.; masc., fem.
plur.). ‘Antique’, ‘ancient’,
Antill, John (b. Sydney, N.S.W.,
1904). Active in various capacities in
opera and later Senior Music Presenta-
tion Officer of Australian Broadcasting
Commission. Ballet Suite, Corrobores
(on Australian aboriginal dances), had
1st Brit. perf. 1946; then as ballet,
Sydney 1950.
Antiphon. (1) In the Roman Catholic
Church it is a short extract consisting
of a verse of a psalm and/or other
traditional passage intoned or sung
during the recitation of Divine Office
(q.v.) before and after the psalm or
canticle, which is itself responsively
sung by the singers divided into two
bodies. The antiphon may serve to
enforce the meaning of the psalm, or
to introduce a Christian application of
the original Jewish text. It is attached
very particularly also to the Canticles
Benedictus and Magnificat, where it
gives the keynote of the Feast, and
Nunc Dimittis, where it emphasizes
the intention of the service of Com-
pline (q.v.). It is sung in complete form
only at the greater feasts. The plain-
song tune of the antiphon, though not
the same as the ‘tone’ of the psalm (see
Plainsong 2), is in keeping with it as to
mode, &c.

(2) Many antiphons now exist with-
out psalms and they are sometimes
sung to scttings by composers, instead
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of to the original plainsong—hence the
Eng. word ‘anthem’, derived from
‘antiphona’, for an independent piece
of choral music not an essential part of
the service.

Antiphonal, Antiphonary, or Anti-
phoner. Properly the Roman Catholic
Church’s collection of traditional plain-
song antiphons (see Antiphon), but the
word has come to be more comprehen-
sively used as meaning the book con-
taining all the plainsong for the Divine
Office, as distinct from the Gradual
(q.v.), which contains the plainsong
for the Mass,

Antiphonal Singing. See Service.
Antiphonary, Antiphoner. Same as
Antiphonal (q.v.).

Antiphons of the Blessed Virgin
Mary. There are 4, each with its
season: (a) during Advent and until the
Purification of the Virgin Mary, Alma
redemptoris mater; (b) thence until
Wednesday in Holy Week, Ave regina
coelorum; (¢) thence until Whitsun,
Regina coeli lactare; (d) from the
Octave of Whitsun until Advent, Salve
regina, mater misericordiae.

Anvil. See Percussion Family 2 s.
Anvil Bone. See Ear and Hearing.,

Anwachsend (Ger.
‘Swelling out in tone.’

Anzublasen (Ger.). “To be blown.’
Apaisé (Fr. ‘pacified’). ‘More peace-
ful.’

‘Growing’).

A peine (Fr.). ‘Hardly’, ‘barely’. So
a peine entendu, ‘barely audible’.

Apel, Willi (b. Konitz 1893). Studied
musicology at various German uni-
versities and in 1935 settled in U.S.A.
joining staff of Harvard Univ., &c.,
and publishing many learned works,
including Harvard Dictionary of Music
(1944, 1969).

Aperto (It. ‘open’). (1) ‘Clear’, ‘dis-
tinct’. (2) Broad in style.

Aplvor, Denis (b. Collinstown, Eire,
1916). Trained choir schools Christ
Church (Oxford) and Hereford, and
under Hadley and Rawsthorne. Pro-
lific composer of ballets, concertos,
chamber music, &c.
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Apocalyptic Symphony. See Bruck-
ner's Symphonies.

Apollo Musagetes (‘Apollon musa-
gete’, ‘Apollo, Leader of the Muses’).
Ballet by Stravinsky. (Prod. Paris 1927.)
Music also heard in concert form.

Apollonicon. See Mechanical Repro-
duction of Music 11.

Apostles, The. Oratorio by Elgar.
(1st perf. Birmingham Fest. 1903.
New York and Cologne 1904.)

Appalachia. ‘Variations on an Old
Slave Melody’ by Delius. For Orch.
with some use of Baritone Solo and
Chorus. (1st perf. Elberfeld 1904.)
Appalachian Spring. Ballet by Cop-
land for Martha Graham. (Prod.
Washington, D.C,, 1944.) Also orch.
suite 1945.

Appassionata Sonata (Beethoven).
For Piano. In F minor, op. 57. So
entitled by its first publisher.

Appassionato, appassionata  (It.
masc., fem.). ‘Impassioned’; so ap-
passionatamente, ‘passionately’; ap-

passionamento, ‘passion’.

Appena (It.). ‘Hardly’, ‘scarcely’ (like
the Fr. a peine).

Appenato (It. ‘pained’). ‘As if dis-
tressed.’

Applied Music.
Diplomas 3.

Appoggiando;  appoggiato  (It.
‘leaning’; ‘leaned’). (1) Each note
passing very smoothly to the succeed-
ing one (i.e. portamento, q.v.). (2)
‘Stressed.’

Appoggiatura (or ‘Leaning Note’).
See Table 13. (1) Properly an unpre-
pared suspension, if such a contradic-
tory term may be allowed (see Harmony
2 f), whether it be shown in full-sized
type as a part of the chord in which it
momentarily appears or as a small note
printed just before that chord. Having
a harmonic status it is not an ‘orna-
ment’ in the same sense as, for instance,
the Acciaccatura. (2) The same term
is (unetymologically) applied to a note
which is not a ‘leaning’ note but a note
of the chord before which it appears
and the treatment is the same as thag
indicated in Table 13.

See Degrees and
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Appreciation of Music. The words
‘Musical Appreciation’, taken together,
have come to be accepted as the most
usual time-table ‘and textbook name
for a form of educational training de-
signed to cultivate in the pupil an
ability to listen to seriously conceived
music without bewilderment, and to
hear with pleasure music of ‘different
periods and schools and varying de-
grees of complexity.

A history of musical appreciation as
a subject in the educational course re-
mains to be written. (There is a brief
attempt at this in the present author’s
Music—the Child and the Masterpiece,
1938; in the Amer. ed. called Music
Appreciation—its Hutory and Technics.)

The fact of the existence of an art of
listening seems to have been first pro-
minently acknowledged by Nigeli(q.v.)
of Ziirich, who lectured to amateurs
and in 1826 published a book for their
use, and then by the great musico-
logist Fétis (q.v.), who in 1829 came
to London to gwe a geries of lectures
on La Musique mise & la portée de tout
le monde (‘Music put within Every-
body’s Reach’); in 1830 he published a
book with the same title, which was
translated into several languages (19
eds. known to the present writer).
Definite experimentation with this sort
of teaching, on any large scale and in
class, began only towards the very end
of the 19th c., and it seems to have
begun more or less simultaneously in
Amerlca and Britain. The terms ‘Ap-
preciate’ and ‘Appreciation’, in a musi-
cal application, first came into use in
the U.S.A. In 1906 appeared How to
Appreciate Music, by Gustav Kobbé,
and in 1907 The Appreciation of Mu.m:,
by T. W. Surette and D. G. Mason.
In 1910 the appreciation publications
of Stewart Macpherson (q.v.) began,
and he became the first notable Brit.
exponent of the subject.

The MUSIC MEMORY CONTEST, a
device for inducing close attention to,
and the memorizing of, the main
themes of 8 great lxstenmg repertory,
began in New Jersey in 1916 and was
quickly taken up all over the U.S.A.;
it has, up to the present, never been
adopted in Britain. Special CONCERTS
FOR CHILDREN became common in both
countries.
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The ‘appreciative’ idea has gained
ground in many other countries than
Britain and the U.S.A., largely stimu-
lated by the facilities offered by the
growing gramophone repertory.
Apprenti sorcier, L’ (“The ’Pren-
tice Sorcerer’), Symphonic Poem
(‘Scherzo’) by Dukas. Based on a
poem by Goethe which, in turn, is
based on a dialogue in Lucian (2nd c.
AD.). The ’prentice, in his master’s
absence, tries one of his spells and, to
his consternation, cannot countermand
it. (1st perf. Paris 1897. London and
New York 1899.)

Appuyé, appuyée (Fr. masc., fem,
‘supported’). ‘Emphasized.’
Aprahamian, Felix (b. London 1914).
Music critic (Sunday Times staff
from 1948) and writer wpecxally on
French music. Active in numerous
musical organizations.

Aprés (Fr.). ‘After.’

Aprés-midi d’un faune, Prélude
A I’ (‘Prelude to “The Afternoon of a
Faun”’). Debussy’s orchestral repro-
duction of the languorous atmosphere
of the famous eclogue of Mallarmé. On
a sultry afternoon a half-awakened
faun has seen a vision of nymphs
fleeing down a glade—and so on.
1st performance 1894. (Explanation of
the words ‘Prélude &’ is that it was
intended that there should be a set
of 3 pieces—Prélude, Interlude, and
Paraphrase finale.) Has been treated
as ballet (Diaghilef’'s Company,
1912).

Aptommas. See Thomas (4) and (6 b).
A punta d’arco (It.). ‘With the point
of the bow.’

Aqual (Ger.). Old organ term for ‘8
foot’.

Aquarelle (Fr.). ‘Water-colour’;
sometimes musically applied to a piece
of delicate texture.

Aquin. See Daguin.

Arabella. 3-act opera by Richard
Strauss. Libretto by Hofmannsthal.
(Prod. Dresden 1933; London 1934.)
Arabesque (Fr., Eng.), Arabeske
(Ger.). A florid element in Arabian
architecture, hence a florid melodic



A.R.A.D.

figure in music, or a composition based
on such. A popular example is
Schumann’s Arabesque for Piano (op.
18, 1839).

AR.AD. Associate of the Royal
Academy of Dancing, London
(founded 1927; chartered 1936).
Arada (Sp. ‘ploughed land’). A type
of folk song associated with ploughing.
Aragonesa (Sp.), aragonaise (Fr.).
A Spanish dance deriving from Aragon.
A.R.A.M. See Degrees and Diplomas 2.

Aranyi, d’. The sisters; both eminent
violinists. (1) Adila (b. Budapest
1888; d. Florence 1962). Trained
Budapest Conservatory. Married and
professional name ‘Fachiri’. (2) Jelly
or Yelli (b. Budapest 1895; d. Florence
1966). Trained Budapest Conserva-
tory; pupil of Hubay and her great-
uncle, Joachim. Both sisters resident
in London and Brit. subjects.
Arbeau, Thoinot—pen name (sort of
anagram) of Jehan Tabourot (b. Dijon
1519; d. Langres 1595). Priest. Author
of famous book on the dance, Orchéso-
graphie (1589).

Arbitrary Minor Scale. Same as
‘Melodic’ Minor Scale (see Scale).

Arbés, Fernandez—in full Enrique
Fernandez (b. Madrid 1863; d. San
Sebastian 1939). Violinist; pupil of
Vieuxtemps and Joachim. After posi-
tions in Germany and Spain settled in
Britain as performer, conductor, and
teacher (R.C.M.), also visiting the
U.S.A. (See Iberia.)

Arcadelt (or Arkadelt, Arcadet, Ar-
cadente, &c.), Jacob (b. abt. 1510; d.
1568—both dates very wvariously
stated). Distinguished Netherlands
composer attached to St. Peter’s and
Sistine Chapel, Rome; then in Paris.
Famous composer of madrigals, masses,

Arcata (It.). Stroke of bow (violin,
&c.): the words in gid (meaning ‘down’)
or in su (meaning ‘up’) often follow.
Arcato (It.). ‘Bowed’ (after a passage of
pizzicato).

Archadet, Jachet = Arcadelt, Jacob
(q.v.).

Archangelsky (Archangelski), Alex-
ander (b. in government of Penza,
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Russia, 1846; d. Prague 1924). Spent
life in service of Russian church as
choral conductor and composer; first
to introduce women’s voices into choirs
of Orthodox church.

Archbishop of Canterbury’s De-
grees. See Degrees and Diplomas 1.

Archbishops’ Committee on
Church Music. See Anglican Parish
Church Music.

Archduke Trio (Beethoven). Piano
Trio in B flat, op. 97 (1811). So nick-
named from dedication to Archduke
Rudolph.

Archer, Frederick (b. Oxford 1838;
d. Pittsburgh 1901). Organist (Merton
Coll., Oxford; Alexandra Palace, Lon-
don; Brooklyn; Pittsburgh, &c.). Also
conductor, composer of organ works,
author of organ tutor, &c.

Archers of Switzerland, The. Early
American Ballad Opera by Benjamin
Carr. (Prod. New York 1796.)
Archet (Fr.). ‘Bow’ (violin, &c.).
Archi (It.). ‘Bows’ (violin, &c.); the
singular is Arco.
Archlute. Large
theorbo (see Lute).

A.R.C.M. See Degrees and Diplomas 2.
A.R.C.O. See Degrees and Diplomas 2.

Arco (It.). ‘Bow.” Used alone or in
coll’'arco (‘with the bow’), after a
passage marked pizzicato (‘Plucked’).
The plural is archi.

Ardemment (Fr.). ‘Ardently.’
Ardente (It.). ‘Ardent.’

Arditi, Luigi (b. Piedmont 1822; d.
Brighton 1903). Opera conductor in
Britain and America; composer of
operas; best known by a vocal waltz,
Il Bacio (“The Kiss’).

Ardito (It.). ‘Bold.” So arditamente,
‘boldly’.

Ardore (It.). ‘Ardour.’

Arensky (Arenski), Antony (b. Nov-
gorod 1861; d. Finland 1906). Prof. ot
Composition at Conservatory of Mos-
cow and then director of music in
Imperial Chapel at St. Petersburg;
composer of operas, symphonies, piano
music, &c.

double-necked
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Arethusa, The. The poem closely
describes a naval engagement that took
place in the English Channel in June
1778. 'The tune, generally attributed
to Shield (q.v.), was merely harmon-
ized by him, being a country dance
tune once popular as The Princess
Royal.

Aretino, Guido. See Guido d’Arezzo.
Aretusa. See Vitali, Filippo.
Arezzo. See Guido d’Arezzo.

Ar hyd y nos. See Al through the
Night.

Aria (It. ‘Air’). From the 18th c. on-
wards this has had the definite im-
plication of & more or less lengthy and
well-developed solo vocal piece in 3
sections, the 1st and 3rd being identi-
cal and the 2nd contrasting with them.
Arias used to be rather minutely classi-
fied as (a) Aria cantabile, slow and
smooth; (b) Aria di portamento, in long
notes and dignified, to be sung with
smooth progression from one note to
the next; (¢) Aria di mezzo carattere,
more passionate and with orchestral
accompaniment, this latter often ela-
borate; (d) Aria parlante, declamatory;
(¢) Aria di bravura, or Aria d'agilita,
or Aria d’abilitd, requiring great com-
mand over the voice; (f) Aria all’
snisono, with the accompanist in uni-
son or 8ves with the vocal part; (g) Aria
d’imitazione, imitative of bird song,
bunting horns, and the like; (k) Aria
concertata, with elaborate accompani-
ment; and so on.
See Cad , also cf. Recitatis

Ariadne auf Naxos (‘Ariadne on
Naxos’). 1-act opera by Richard
Strauss originally intended for perf. in
Moli2re’s comedy Le Bourgeois gentil-
homme. Libretto by Hofmannsthal.
(Prod. Stuttgart 1912; London 1913;
revised version dispensing with the
Molidre play, Vienna 1916; London
1924; New York 1934.) Also Opera
by Benda (q.v.) 1775.

Ariane et Barbe-bleue (‘Ariadne and
Bluebeard’). Fantasy-opera by Dukas,
Libretto, Maeterlinck’s play. (Prod.
Paris 1907; New York 1911; London
1937.)

Arietta (It.). A shorter and simpler
Aria (q.v.). Usually it lacks any middle
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section. ‘The term is sometimes applied
to a piece of instrumental music (not
always in an appropriate manner).

Ariettes oubliées (Debussy). Song
settings of 6 poems by Verlaine. (1888:
dedicated to Mary Garden, q.v.)

Arioso. (1) A recitative of the more
melodious type. (z) A short melodious
passage at the beginning or end of an
aria. (3) A short air in an opera or
oratorio.

Ariosti, Attilio (b. Bologna 1666; d.
abt. 1740). Monk who obtained dis-
pensation to devote himself to music
and occupied various court positions
in Germany and Austria; colleague in
London of Handel and Bononcini as
director of opera enterprise (‘Royal
Academy of Music’) and composer of
operas, &c.; performer on and com-
poser for viola d’amore (see Viol
Family 3 i).

Arkadelt. See Arcadelt.

Arkansas Traveller. See Guion,

Arkwright, Godfrey Edward Pellen
(b. Norwich 1864; d. Highclere 1944).
Distinguished musicologist; edited a
comprehensive ‘Old English Edition’
and a valuable quarterly, The Musical
Antiquary (1909-13). See Adeste
Fideles.

Arlecchinesco (It.). In the spirit of
a Harlequinade.

Arlecchino. 1-act opera. (Ger.) lib-
retto and music by Busoni. (Prod.
Ziirich 1917.)

Arlésienne, L’ (“The Maid of Arles’).
Daudet’s play, with choral and orch.
music by Bizet (Paris 1872). The com-
poser’s 2 orch, Suites from the music
have concert popularity.

ARM.CM. See Degrees and Diplo-
mas 2.

Armide. s5-act Fr. opera by Gluck.
Libretto by Quinault, based on Tasso’s
Ferusalem Delivered. (Prod. Paris 1777;
London 1906; New York 1910.)

Very many operas with the same
title by other composers, including
Haydn (1784). Lully’s (1686) has the
same libretto as Gluck’s.

Armonia, armonica (It.). (1) ‘Har-
mony.’ (2) ‘Wind band.’
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Armonioso; armoniosamente (It.).
‘Harmonious’; ‘harmoniously’.
Armstrong, Thomas Henry Wait
(b. Peterborough 1898). Trained Ox-
ford (M.A.,, D.Mus.)) and R.C.M.
Organist Exeter Cathedral 1928; Christ
Church Cathedral, Oxford, 1933-58.
Choragus of Oxford Univ. 1938-53.
Principal, R.A.M., 1955-68. Com-
poser of choral works, church music,
chamber music, &c. Knighted 1957.

Arne, (1) Thomas Augustine (b.
London 1710; there d. 1778). The
leading Brit. composer of his day
(operas; tuneful songs still sung, in-
cluding Rule Britannia, q.v.; oratorios;
keyboard music, &c.). D.Mus. Oxford,

See Annotated Programmes; Artaxerxes;
Judith; Love in a Village; Masque.

(2) Michael (b. London 1740; there
d. 1786). Son of above. Lived for a
time in Hamburg. Composed stage
music, &c.; his song The Lass with a
delicate air is still heard.

Arnell, Richard Anthony Sayer (b.
London 1917). Composer. R.C.M,
1935—9. B.B.C. consultant in U.S.A.
1943-5, where a number of his works
were written and performed. Com-
positions include symphonies, con-
certos for piano, violin, &c., chamber
music and songs; also music for film
The Land, play Caligula, &c. On staff
T.C.M. 1948-64.

Arnold, (1) John (b. Great Warley,
Essex, 1720; d. 1792). Composer of
songs, catches, &c.; best known as ed.
of music used in collections of metrical
psalm tunes (cf. Samuel Arnold below).

(2) Samuel (b. London 1740; there
d. 1802). Musician of multifarious
activities—Organist of Chapel Royal
and Westminster Abbey; composer
to Covent Garden Theatre, proprietor
of Marylebone Gardens (see Concert),
conductor of the Academy of Ancient
Music (q.v.), &c. Composer of many
popular operas, of church music, &c.;
ed. of Handel’s works in 36 vols. and
of a supplement to Boyce’s Cathedral
Music in 4 vols. (see Boyce); also of a
book of metrical psalm tunes (not to be
confused with those of his namesake
above). D.Mus., Oxford.

(3) Frank Thomas (b. Rugby 1861;
d. Bath 1940). Lecturer in German
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at Cardiff Univ. Coll. and author
of a very thorough historical work on
figured bass (1931).
(4) John Henry (1887-1956).
Authority on Plainsong and ed. of col-
lections, &c., for use in Anglican
Church. D.Mus., La.mbe;h. . North
-" (5) Malcolm (Henry) (b. North-
ampton 1921). Trained R.C.M.
Orchestral trumpeter, then very pro-
lific composer (6 symphonies, 8 con-
certos, &c.). .

Arnould, Madeleine Sophie (b.
Paris 1740; there d. 1802). Soprano
singer and actress. Début at 17 and
thenceforward the leading lady of the
Paris lyric stage till retirement in 1778,

Arpa (It.). ‘Harp.’

Arpe¢ge (Fr.,, from arpe, ‘harp’).
Arpeggio (It.; pl. arpeggi). A chord
‘spread’—i.e. the notes heard one after
the other from the bottom upwards, ot
sometimes from the top downwards.

Arpeggiare (It.). To play chords as
arpeggios, So the present and past
participles, arpeggiando and arpeggiato.
Arpeggione or Guitare d’amour.
Sort of guitar-shaped six-stringed
violoncello with a fretted finger-board
(see Frets) and played with a bow.
Complete existing repertory consists
of one sonata by Schubert.

Arpicordo. An earlier It. name for
Harpsichord.

Arraché (Fr. ‘torn’). An extreme
form of pizzicato.
Arrangement or Transcription.

Adaptation of a piece of music for
another medium than the one for
which it was originally composed.
Sometimes, too, “T'ranscription’ means
a rewriting for the same medium but
in a style easier to play. (Inthe U.S.A.
there appears to be a tendency to use
‘Arrangement’ for a free treatment of
the material and “Transcription’ for &
more faithful treatment.)

Arrau, Claudio (b. Chile 1904).
Pianist, 1st recital Santiago, age &.
Studied Santiago Conservatory and
Berlin. Début Berlin 1915; U.S.A.
1924. Then world tours.

Ars antiqua. See under 4rs nova
below.



ARSIN ET THESIN
Arsin et Thesin, Per. See Canon.

Ars nova. The terms Ars antiqua and
Ars nova (*Old Art’ and the ‘New Art’)
came into use at the beginning of the
14th c. to mark a change that then took
place in music. The ‘Ars nova’ was
characterized by a greater variety of
rhythm, more shapely melodic curves,
and more independently moving voice-
parts. The “Ars antiqua’ is particularly
associated with the school of Paris and
the ‘Ars nova’, in its inception, with
that of Florence. The It. madrigal may
be looked upon as the later full flower-
ing of the ‘Ars nova’,

Artaxerxes. Arne’s most successful
Opera. Libretto an Eng. translation
of Metastasio, (Prod. London 1762;
Dublin 1765; New York 1828.) Many
Operas on this subject, e.g. Hasse
(1730), Gluck (1741).

Art de toucher le clavecin, L’ (“The
Art of playing the Harpsichord’). By
Couperin (1716). With instructions
and illustrative compositions.

Articolato (It.), articulé (Fr.) ‘Well.
articulated’; so articolazione (It.).
‘Articulation.’

Artificial Harmonics. See Acoustics
7.

Artig  (Ger.) (1) ‘Well-behaved’,
‘agreeable’. So the adverb artiglich,
and the noun Artigkeit. (2) Note that
-artig often appears as a suffix in the
gense of ‘like’. So marschartig, ‘march-
like’,

Artikuliert (Ger.). ‘Well-articulated.’

Art of Fugue (Die Kunst der Fuge).
Posthumous and unfinished work of
Bach designed to establish the possi-
bilities of one simple subject in the
various types of fugal and canonic
writing.

It is not clear what medium was in-
tended to be employed, or, indeed,
whether actual performance was in
view. Modern edns, for piano and ver-
sions for stringed instruments and for
orch. have appeared.
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ASHTON
Art of Playing the Harpsichord
(Couperin). See Art de toucher le
clavecin,

Artdt, AlexandreJoseph Montagney
(b. Brussels 1815; d. nr. Paris 1845).
Violinist, touring world. Composer
for violin and for chamber combina-
tions.

Arts Council of Great Britain. Body
established 1946 by Royal Charter, and
supported by government . grant
(£11,000,000 in 1971), a8 successor to
the Council for the Encouragement
of Music and the Arts (‘C.E.ML.A.,
1939). 20 persons selected by the
Chancellor of the Exchequer in con-
sultation with the Minister of Educa-
tion, plus a small professional staff, in-
cluding the Music Director. It has a
long list of ‘Associated Organiza-
tions’ (orchestras, opera companies,
ballet companies, festivals, &c.), which
it subsidizes. Address, 105 Piccadilly,
London.

Arundell, Dennis Drew (b. London,
1898). Cambridge M.A.,, B.Mus,,
sometime fellow of St. John’s Coll.
and Univ, lecturer on music and Eng.
drama. Wide variety of musical and
dramatic enterprises, Cambridge, Sad-
ler’s Wells, radio actor, &c. Composer
?&f incidental music. Book on Purcell,
c.

Arytenoid Cartilages. See Larynx.
A.S. = Al segno (q.v.).

As (Ger.). The note A flat (see Table 7).

Asas or Ases (Ger.). The note A
double flat (see Table 7).

AS.C.AP. See American Society of
Composers, Authors, and Publishers.

Ashdown Ltd., Edwin. London
music publishing firm (1860), suc-
cessors to Wessel firm (dating from
1825). Address, 19 Hanover Square,
London, W. 1. Cf. Enoch.

Ashley, John. See Annotated Pro-
grammes.

Ashton, (1) Hugh. See Aston.

(2) Algernon Bennet Langton
(b. Durham 1859; d. London 1937).
Active composer, pianist, and teacher,
known to a wide public by his letters
to the press (republished in 2 vols.)
on every possible subject and his
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exploration of London cemeteries, with
frequent agitation for repair of tomb-
stones of great men in all walks of life.

(3) Frederick (b. Ecuador 1906).
Educ. in Peru and Dover. Notable
choreographer (Sadler’s Wells from
1936) of ballets, e.g. Romeo and Fuliet,
Les Patineurs, Sylvia, La Fille mal
gardée, &c. Knighted 1962; C.H. 1970.

Aspiratamente (It.), ‘Aspiringly.’
Aspirate. See Voice 11.

Aspro, aspra (It. masc.,, fem.).
‘Rough’, ‘harsh’. So the adverb
aspramente and the noun asprezza,
‘asperity’,

Assai (It.). ‘Very’, ‘extremely’ (for-
merly this word was synonymous with
the French ‘Assez’, but the meanings
have drifted somewhat).

Assassinionellacattedrale (‘Murder
in the Cathedral’), 2-act opera by
Pizzetti, based on the play of T. S.
Eliot. (Prod. Milan 1958.)

Assez (Fr.). ‘Enough’, but the usual
and best translation is ‘fairly’, e.g.
assez vite, ‘Fairly quick’.

Assieme (It.). “Together.’

Associated Board of the Royal
Schools of Music. Founded 1889,
partly to combat effect of numerous
spurious examining bodies, being a
combination, for the conduct of local
and school examinations, of the Royal
Academy and Royal Coll. of Music,
and also (since 1947) the Royal Man-
chester Coll. of Music and the Royal
Scottish Academy of Music. (See also
Degrees and Diplomas 2.)

Association of Musical Competi-
tion Festivals. See Competitions in
Mousic.

Aston, or Ashton, Aystoun, &c., Hugh
(active in earlier 16th c.). Composer of
church and virginal music, and pioneer
of true instrumental style.

Astorga, Baron d’ = Emanuele
Gioacchino Cesare Rincén (b. Sicily
1680; d. (?) Spain abt. 1757). Amateur
singer, harpsichordist, and able com-
poser—especially of Cantate da Camera
and of a famous Stabat Mater (abt.
1707).

c
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Asturiano, Asturiana (Sp. masc.,
fem.). Pertaining to Asturias (province
of Spain in Bay of Biscay, now Oviedo).

Astuzie femminile, Le (‘Female
Wiles’). Opera by Cimarosa. (Prod.
Naples 1794; London 1804; reorches-
trated by Respighi 1920, and then re-
vived in Paris, London, &c., somewhat
in ballet form.)

A suo beneplacito, A suo bene-
placimento. Same as Ad lbitum (q.v.).

As Vesta was from Latmos Hill.
See Weelkes.

Atalanta in Calydon (Bantock). See
Choral Symphony 3.

A.T.C.L. See Degrees and Diplomas 2.

Atempause (Ger. ‘breath pause’).
Very slight pause on a weak beat in
order to give greater effect to the fol-
lowing strong beat.

Athaliah. Oratorio by Handel. (1st
perf. Oxford 1733.)

Athalie. By Mendelssohn, being Inci-
dental Music to Racine’s drama (op.
743 1843). Overture and War March
of the Priests are the chief parts now
heard, the latter domestically in piano
arrangement.

Atkins, Ivor Algernon (b. Llandaff
1869; d. Worcester 1953). Organist of
Worcester  Cathedral (1897-1950),
Conductor Worcester Festivals; com-
poser. Ed. Bach Passions, &c. D.Mus.,
Oxford. Knighted 1921.

Atonality. See Harmony 3.

A.T.S.C. See Degrees and Diplomas 2.
Attacca (It.). The imperative, ‘At
tack!” Used at the end of a movement
as meaning ‘Start the next movement
at once’.

Attacco. Very short motif (q.v.) used
as material for imitation (see Counter-
point). Or as fugue subject (cf. Anda-
mento).

Attack., Prompt and decisive begin<
ning of a note or passage.

Attack on the Mill (Bruneau). See
Attaque du moulin.

Attaque (Fr.). ‘Attack.” The Chef
d’attague in an orch. is the leading
violin (Amer. ‘Concert-master’).
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Attaque du moulin, L’ (‘The Attack
on the Mill’), Tragedy-opera by
Bruneau. Libretto based on story by
Zola. (Prod. Paris 1893 ; London 1894;
New York 1910.)

Attendant Keys, See Modulation.

Atterberg, Kurt (b. Gothenburg
1887). Engineer turned composer and
writer on music and as such subsidized
by the Swedish Government. His 6th
symphony won the £2,000 prize
offered by Columbia Graphophone
Co. in the year of the centenary of
Schubert’s death (1928)—an award
which raised violent discussion in
various countries. His opera, Fanal, is
regarded as one of the few ‘national’
operas of Sweden. Sec. Roy. Acad.
Mus., Stockholm, 1940-53.

Attey, John (active in early 17th c.).
Publ. a book of lute songs (the last of
such to appear—1622).

At the Boar’s Head. See Holst, G. T.

At the Hunting-place (Haydn.) See
Auf dem Anstand.

Attwood, Thomas (b. London 17653
there d. 1838). Boy chorister in Chapel
Royal; pupil in Vienna of Mozart; host
and friend in London of Mendelssohn;
organist of St. Paul’s Cathedral, 1796~
1838; composer of theatre music and
church music.

See reference under Rule, Britannial
Au (Fr.). “To the’, ‘at the’, &c.
Aubade (Fr., from Aube ‘dawn’).
“Early morning music’ (cf. Serenade—
‘evening music’).

Aubade of the Clown (Ravel). See
Miroirs.

Auber, Daniel Francois Esprit (b.
Caen 1782; d. Paris 1871). In youth
in business in London; then prominent
in Paris as composer of instrumental
music and later of operas, collaborating
in the latter with the dramatist, Scribe;
in all wrote about 40 operas, of which
amongst the best known are Masaniello
(see Muette de Portici), Fra Diavolo
(q.v.), The Bronze Horse (see Cheval
de bronaze), The Crown Diamonds (see
Diamants de la couronne), and The
Black Domino (see Domino noir). Had
a fund of melody and a gift for effec-
tive orchestration. In 1842 became
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head of the Paris Conserv. and in
1857 musical director to Napoleon I1L
Aubert, (1) Jacques (b. 1689; d.
1753). Famous Parisian violinist and
composer of music for violin and for
the stage.

(z) Louis Frangois Marie (b.
Paramé, Brittany, 1877; d. Paris 1968).
Pupil of Fauré; at one time prominent
as pianist, later as composer of songs,
piano music, fairytale opera The Blue
Forest, &c.

Auch (Ger.). ‘Also’, ‘but’.

Audace (Fr.). ‘Audacity’y (It.)
‘audacious’.

Au dessous (Fr.). (1) ‘Beneath’,
() ‘Less than.’

Audibility, Pitch-limit of. See Acous-
tics 15.

Audran, Edmond (b. Lyons 1840}
d. nr. Paris 1901). Church organist at
Marseilles and composer first of
church music and later (with high
success) of comic operas (see Poupée).

Auer, Leopold (b. Hungary 184s)
d. nr. Dresden 1930). Violinist and
violin teacher. Pupil of Joachim, &c.
Resident from time to time in Germany
and Russia; also taught in London and
New York. Teacher of many of most
famous violinists of period and author
of books on violin playing. Publ. com-
positions and arrangements for his
instrument.

Auf (Ger.). ‘On’, &c., e.g. Auf der G,
like the Italian Su/ G, means ‘On the
G’ (string).

Auf dem Anstand (‘At the Hunting-
place”) or Mit dem Hérnersi
(‘With the Horn Call’). Nicknames for
Haydn’s Symphony in D, no. 31 in
Breitkopf edn. of the Symphonies.

Auf einer Gondel (Mendelssohn).
See Gondola Song a.

Aufforderung zum Tanz (‘Invita-
tion to the Dance’). Piano piece by
Weber (op. 65, 1819), representing 8
ballroom scene. Often heard in ar-
rangement for orch. by Berlioz (1841),
and sometimes, much changed, in one
by Weingartner. Adopted by Russian
lliallet as music for their Le Spectre ds
rose.
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Auffiihren (Ger.). “To perform.” So
Auffiahrung, ‘performance’ (also ‘de-
velopment’); Auffihrungsrecht, ‘per-
forming right’ (often followed by the
word vorbehalten, i.e. ‘reserved’).

Aufgeregt (Ger.). ‘Excited.’

Aufgeweckt (Ger. ‘Wakened up’).
‘Lively.’

Aufhalten (Ger. “To hold up®). “To
retard.’

Auflage (Ger.). ‘Edition.’

Auflésen (Ger. “To loosen’, ‘release’,
&c.). (1) To resolve a discord. (2, in
barp playing) To lower again a string
that has been raised in pitch. So the
noun Auflsung. Auflésungszeichen
(‘release-sign’). The sign for the
natural (see ‘I'able 7).

Aufschlag (Ger.). ‘Up-beat’ (‘down-
beat’ being Niederschiag).

Aufschnitt (Ger. ‘slit’, &c.). A por-
tion omitted, a ‘cut’,

Aufschwung (Ger.). ‘Up-soaring’,
‘flight’, e.g. Mit Aufschwung, ‘In a lofty
(i.e. impassioned) spirit’.

Aufstrich (Ger.). ‘Up-stroke’ of bow
(‘Down-stroke’ being Niederstrich).

Auftakt (Ger.). ‘Up-beat’ (‘down-
beat’ being Niederschlag).

Aufzug (Ger. ‘Up-pull’ of curtain),
fAct.’

Augener. London Music Publishers
(catalogue now owned by Galliard Ltd.
(q.v.)) Estd. 1853. Proprietors of
Monthly Musical Record (1871~1961).

Augengliiser (Ger. ‘Eye-glasses’),
Word used by Beethoven on the title~
page of his duet for violin and violon-
cello—'mit 2 Augengliser obbligato’,
being merely a jocular reference to the
2 spectacled players for whom it was
composed.

Augmentation and Diminution in
melodic parts are, respectively, the
lengthening and shortening of the
time-values of the notes of those parts.
‘Thus (to take one instance) in a fugue
the subject may (especially towards the
end) appear in longer notes, the device
adding dignity and impressiveness.
(See also following entries.)

[33)

AULD LANG SYNE

Augmentation, Canon by. See

Canon.
Augmented Intervals, See Interval,

Augmented Sixth, The chords of the
Augmented 6th are Chromatic Chords
(q.v.). The three most usual, to which
pointless names have been given, are
as follows (taking key C as our ex-
ample):

(@) CHORD OF THE ITALIAN 6TH, A
flat-C-F sharp. (b) CHORD OF THE
FRENCH 6TH, A flat-C-D-F sharp.
(c) CHORD OF THE GERMAN 6TH, A flat-
C-E flat-F sharp.

The above shows them all as based
upon the flattened Submediant (A flat)
but they can also be taken based upon
the flattened Supertonic (D flat-F-B,
&c.) and occasionally upon the Sub-
dominant.

The German 6th is the commonest
and serves as a convenient pivot for
modulation, since not only can it be
taken as based on the flattened Sub-
mediant in one key and quitted as
based on the flattened Supertonic in
another, or vice versa, but, by enhar-
monic change (see Interval), can be
transformed into the Chord of the
Dominant 7th of another key and so
quitted (e.g. the A flat-C-E flat-F
sharp above mentioned can be treated
as A flat-C-E flat-G flat, i.e. as the
Chord of the Dominant 7th of key
D flat), And there are other possibili-
ties.

Augmented Triad. See Harmony2d.

Auld Lang Syne. The poem is a re-
casting by Robert Burns (final form
publ. 1794) of a popular song (prob-
ably in origin a folk song) then current
in various versions. The tune we now
have is sometimes stated to be by
Shield (q.v.): something like it cer-
tainly appeared in his opera Rosina, as
a part of the Overture (Covent Garden,
1783), where it is so treated as to imi-~
tate Scottish bagpipe music. Sir Alexr.
Don’s Strathspey (issued possibly a
year later than the perf. of Shield’s
opera) seems to have a very good claim
to be the original; it may have been
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already current and have become
known to Shield, who was brought up
at Durham, i.e. not very far from the
Scottish border. The air is in the
Pentatonic Scale (see Scales), like many
Scottish tunes.

There is, of course, a strong re-
semblance between the tunes of Auld
Lang Syne and Comin’ thro’ the rye
(q.v.). There is also another tune, O can
ye labour lea, young man, with a still
closer resemblance to Auld Lang Syne.
Still another, Roger’s Farewell, seems
to be a near relation.

Auld Robin Gray. The words of this
song were written in 1771 by Lady
Anne Barnard (née Lindsay). The tune
to which we now sing it is not the
original one, but was composed by a
Somerset clergyman, the Rev. William
Leeves, in 1772.

Aura (It.). Jew’s harp (q.v.).

Auric, Georges (b. Lodeve, Hérauit,
France, 18g9). Pupil of d’Indy. As
composer a member of ‘Les Six’ (see
Six). His works include orch. and
piano music, ballets, film music, &c.
1962-8 administrator of Paris Opera.

Aurora’s Wedding (Tchaikovsky).
See Sleeping Princess.

Aurresku. A sort of Basque folk dance.
The Zortziko (q.v.) forms a part of it.
Aus (Ger.). ‘Out of’, ‘from’, &c.
Ausdruck (Ger.). ‘Expression.” So
ausdrucksvoll, ‘expressively’.
Ausfiillgeiger (Ger. ‘Filling-out
fiddler’). A Ripieno (q.v.) violinist,
Ausgabe (Ger. ‘out-giving’). ‘Edi-
tion.’

Ausgehalten (Ger. ‘held out’). ‘Sus-
tained.’

Aushalten (Ger. “To hold out’). ‘To
sustain’; so laushaltungszeichen, ‘hold-
ing-out sign’, i.e. pause.

Aus Holbergs Zeit (Grieg). See
Holberg Suite.
Aus Italien (‘From Italy’). ‘Sym-

phonic Fantasia’ by Richard Strauss
(op. 16; 1886).

Aus meinem Leben (Smetana). See
From my Life.
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Ausschlagen (Ger. ‘to beat out’). “To
beat time.’

Ausser (Ger.). ‘Outer’, ‘out of’, ‘in
addition to’.

Ausserst (Ger.). ‘Extremely.’

Aussi (Fr.). (1) ‘Also.’ (2) ‘As’, in the
sense of ‘as much’. (3) “Therefore.’

Austen = Aston (q.v.).

Austin, (1) Frederic (b. London
1872; d. London 1952). Baritone.
opera director (especially concerned in
revival of The Beggar’s Opera and
Polly, 1920-3), and composer orch.,
choral, piano music, &c. B.Mus.,
Durham.

(2) Ernest (b. London 1874; d.
Wallington, Surrey, 1947). Brother of
above. After the age of 30 abandoned
business life for music and became
known by huge ‘Narrative Poem’ for
organ in 12 sections (The Pilgrim’s
Progress) and many smaller works.

(3) Sumner Francis (b. Anerley,
Kent, 1888). Operatic and concert
baritone (Carl Rosa Co., Old Vic.,
Sadler’s Wells, &c.); Technical Direc-
tor, Sadler’s Wells, M.A., Oxford.

(4) Richard (b. Birkenhead 1903).
Son of (1) above, Orch. conductor of
repute  (Bournemouth 1934-40).
Trained R.C.M.,, later on staff.

Austral, Florence (b. nr. Melbourne,
Australia, 1894; d. Newcastle, N.S.W.,
1968). Operatic and concert soprano.
Opera début (Briinnhilde) Covent
Garden 1922. Wide tours.

Austria (hymn tune). See Emperor’s
Hymn,

Auszug (Ger.). (1) ‘Extract.’ (2) ‘Ar-
rangement’ (q.v.).

Authentic Cadence. See Cadence.
Authentic Modes. See Modes.

Autoharp. Type of easily played
zither (q.v.), played with the fingers
or a plectrum, Chords are produced
by depressing keys.

Automaton violinists, &c. See
Mechanical Reproduction of Music 9.
Autre; autres (Fr.). ‘Other’; ‘others’,
Auxetophone. A sound-multiplier
first suggested by Edison and de-
veloped by Sir Chas. A. Parsons and
Horace Short. By its means the sound
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of an ordinary gramophone record can
be made to carry for half a mile. (Cf.
Bullphone.)

Auxiliary Note. This may be de-
scribed as a variety of Passing Note
(see Harmony 2 g), which, instead of
passing on to another note, passes back
to the note it has just left. Such a note
may (as may a Passing Note) be either
diatonic or chromatic. Shakes, Mor-
dents, and Turns (see Tables 12-16)
offer examples of the Auxiliary Note
applied decoratively,

Avant (Fr.), avanti, avante (It.).
(1) ‘Before’, ‘preceding’. (2) ‘Forward.’

Avec (Fr.). ‘With.’

Ave Maria (‘Hail Mary’). Prayer con-
sisting partly of the salutations of the
Archangel Gabriel and Elizabeth to
the Virgin Mary and partly of matter
added in the 15th c. Often set by com-
posers (for Gounod’s setting see Medi-
tation).

Ave Regina Coelorum. See Anti-
phons of the Blessed Virgin Mary.

Ave Verum Corpus (‘Hail, true
body’). Hymn (anonymous and of
unknown date) possessing its own
plainsong and also frequently set by
composers (Josquin des Prés, Byrd,
Mozart, Cherubini, S. Wesley,
Gounod, Elgar, &c.), such motet
settings being frequently sung in the
Roman office of Benediction. Transla-
tions sometimes begin Yesu, Word of
God Incarnate, Yesu, Blessed Word of
God Incarnate, or Word of God In-
carnate,
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Avison, Charles (b. Newcastle-on-
Tyne 1709; there d. 1770). Pupil in
London of Geminiani; organist of
the parish church of his native town;
composer of 5o concertos and author
of much discussed Essay on Musical
Expression (1752). Browning includes
im in his Parleyings with certain
People of Importance in their Day.

Avison Edition. Edition of works by
Brit. composers, carried out under the
auspices of Soc. of Brit. Composers
{(q.v.).

Avitahl, Theodore (b. Bacau, Ru-

mania, 1933). Condr., Belgian radio.
St. Louis Orch. from 1963.

Avoided Cadence. See Cadence.

Avshalomov, Jacob (b. Tsingtao,
China, 1919). Educ. Pekin and Reed
Coll.,, Portland, Ore. Composer and
conductor. Columbia Univ. 1947;
Portland Junior Symph. 1954. Works,
mainly for chorus and orch., reflect his
varied background.

Awake, Aeolian Lyre. See Danby,
Fohn,

Awakening of the Lion, The. See
Kontski.

Ayre. See Madrigal.
Aystoun = Aston (q.v.).
Azione (It). (1) ‘Action.’ (2) ‘Drama.’

Azora, 'Daughter of |[Montezuma.,
Opera by Henry Hadley. (Prod.
Chicago 1917; New York same year.)
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B. In Ger. this means B flat (B natural
being called ‘H’). Thus what is called
B flat in Ger. is our B double flat. (See
Table 7.)

Babbitt, Milton (b. Philadelphia 1916).
Studied at Princeton Univ.; mathe-
matician and composer of increasingly
abstract works, the latest of these em-
ploying electrophonic means.

Babell, William (b. abt. 1690; d.
London 1723). A celebrated harpsi-
chordist and violinist, and composer
for his instruments.

Babin, Victor (b. Moscow 1908; d.
Cleveland 1972). Pianist and composer,
Trained at Riga Conserv. and under
Schnabel. In U.S.A. from 1937; suc-
cessful two-piano team with wife Vitya
Vronsky (q.v.). Compositions include
two-piano concerto. From 1961 direc-
tor Cleveland Institute of Music.

Baby Grand. See Pianoforte.

Baccaloni, Salvatore (b. Rome 1900}
d. New York 1969). Operatic bass
(Rome 1922; La Scala 1926; Covent

dn. 1928; Chicago 1930; Metropol-
itan 1940) outstanding in comic parts.

Bacchanalia. Riotous dancing or
singing in honour of Bacchus, the god
of wine.

Bacchetta (It. ‘stick’). (1) Drumstick.
(2) Baton. The plural is bacchette—
e.g. bacchette di legno, ‘wooden drum-
sticks’; bacchette di spugma, ‘sponge-
headed drumsticks’. (See Percussion
Family 1 a.)

Bace Dance. Basse Danse (q.v.).

Bach (The Family). They were active
musically for generations, records re-
maining of 53 who occupied positions
as organists, town musicians, &c. The
plan adopted here is to treat first the
most important member of the family,
then 4 of his sons, and after that an
earlier member of the family.

(1) Johann Sebastian (b. Eisenach,
in Thuringia, 1685; d. Leipzig 1750).
He occupied successively posts as choir-

boy, violinist in the orch. of a prince,
organist of town churches, chief musi-
cianin a court, and cantor of a municipal
school, having charge of the music in its
associated churches. That last position
(1723) was at Leipzig, with whose St.
Thomas Church and School his name
is now inseparably associated.

He played many instruments, and
as clavichordist, harpsichordist, and
organist was supreme in his day.

He was twice married and had 20
children, of whom several attained
eminence as musicians. Towards the
end of his life he became blind.

His musical production falls pretty
clearly into 3 categories corresponding
to the main posts he held—(1) chiefly
organ works; (2) chiefly works for
other instruments and for the orch. of
his day; (3) chiefly church works,
such as cantatas for the weekly ser-
vices, passion music, and masses (for
the words of the Mass, expressing no
distinctively Roman Catholic doc-
trines, were kept in use in the Lutheran
church).

Bach’s work closed a phase—that of
the late contrapuntal school, of which
the fugue was the most definite expres-
sion, and that of North German
Protestantism, which found its inspira-
tion largely in the chorale (q.v.); he
represents also the period of the climax
of the form of the suite (q.v.), soon to
be superseded by the sonata (q.v.).
After his death interest trended in the
new direction and his works (few of
which had by then been printed) fell
into obscurity: the revival of their
appreciation was largely due to Men-
delssohn in Germany and Samuel
Wesley 1n England. They now enjoy
the highest admiration of every music
lover. -

See also under Actus Tragicus; Alla
Breve Fugue; Art of Fugue; B-A-C-H;
Brandenburg Concertos; Chaconne; Chorai
Prelude; Christmas Oratorio; Chromatic
Fantasy and F ; Coffee Cantata; Corelli
Fugue; Dorian Toccata and Fugue; English
Suites; Erfnm’on; Fiddle Fugue; Finger-
ing; Forkel; Frederick the Great; French
Sustes; Fuga alla Giga; German Suites;
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Giant Fugue; Goldberg; History s; Horn,
K.F.; Invention; Italian Concerto; Klavier;
Klavierbiichlein; Klavieriibung; Lob und
Ehre; Magnificat; Mass in B minor; Motet;
Musical Offering; Organ Mass; Orgel-
Ylchlein; Passion Music; Peasant Cantata;
Phoebus and Pan; Pianoforte; Saint Anne’s
Fugu_e; Saint John Passion; Saint Matthew
Passion; Saints in Glory Fugue; Schafe
konnen sicher weiden; "Schemelk Hymn
Book; Terry, C. S.; Tonus Peregrinus;
Wachet ag; Wedge Fugue; Widor; Wise
Vtriim; ohl mir, dass ich Jesum habe;
Wohltemperirte Klavier, Das.

(2) Friedemann—in full Wilhelm
Friedemann (b. Weimar 1710; d. Berlin
1784. J. S. Bach’s 2nd child and eldest
son). He was a learned and able
musician, but lacked stability and died
poor and embittered. Some of his key-
board works are still published.

(3) Karl (or Carl) Philipp Emanuel

Weimar 1714; d. Hamburg 1788.
J. S. Bach’s sth child and 3rd son).
For 28 years he held a position at the
court of Frederick the Great (q.v.) at
Potsdam. He was a notable composer
and takes a high place in the history
of music as the chief founder of the
sonata-symphony style, then to be de-
veloped by Haydn, Mozart, and Beet-
hoven. For the last 21 years of his life
he was resident in Hamburg, as direc-
tor of music in its 5 chief churches.
His keyboard music is still published
and performed. (See references under
Sonata; Fingering; Haydn.)

(4) Johann Christoph Friedrich
(b. Leipzig, 1732; d. Biickeburg 1795.
J. S. Bach’s 16th child and 9th son).
He held various musical posts and
composed chamber music, keyboard
sonatas, concertos, symphonies, &c.,
some of which are still published and
ir: use, (For another Johann Christoph
see 6.)

(s) Johann Christian (b. Leipzig
1735; d. London 1782. J. S. Bach’s
18th child and 11th son). He was for
a time organist of Milan Cathedral,
but came to London, where he spent
a quarter of a century as an opera and
concert director and music master in
the family of George 11I; hence he
became known as ‘the English Bach’.
He wrote operas and symphonies, and
also compositions for the harpsichord
which are obtainable in modern edns.
(Cf. Abel; Hanover Sguare.)

{39)

BACHE

We now pass back to an earlier
generation:

(6) Johann Christoph (b. Arnstadt
1642; d. Eisenach 1703. Cousin of
J. S. Bach’s father). He wrote music
which was appreciated by both J. S.
Bach and C, P. E. Bach. Most of it
remains in MS. but some keyboard
and choral works exist in print, in-
cluding the motet known in English-
speaking countries as I wrestle and
pray. )(For another Johann Christoph
see 4.

B-A-C-H. As in German use both B
and H exist as names of notes (H == B;
B = B flat), it is possible to use the
composer’s name as a 4-note musical
theme. Bach himself so used it, and so
have many other composers—an in-
stance generally overlooked being that
of Beethoven in the slow movement of
his string quartet op. 59, no. 2 (in the
bass).

e e ————
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Bachauer, Gina (b. Athens 1913).
Pianist, Trained Athens Conserv. and

cole Normale, Paris; teachers in-
cluded Cortot and Rachmaninof. Dé-
but 1935. Recitalist and soloist at orch.
concerts in Athens, Middle-Eastern
centres, Paris, London, &c. Wife of
Alec Sherman (q.v.).

Bachaus. See Backhaus.

Bach Choir. Founded in London
1875-6 by Otto Goldschmidt (q.v.),
his wife, Jenny Lind (who led the
sopranos), and A, D. Coleridge
(barrister and amateur tenor), initial
object being earliest complete Brit.
perf. B minor Mass, Still active (see
Jacques, Reginald). Many choirs of
similar name since formed in Britain
and elsewhere (e.g. Bethlehem, Pa.,
1900; 1st conductor J. Frederich
Wolle).

Bache, (1) Francis Edward (b.
Birmingham 1833; there d. 1858).
Fine pianist and active composer,
whose early death disappointed many
who had expected to watch a pot{able
development. (2) Walter (b. Birming-
ham 1842; d. London 1888). Brother
of the above. Pupil of Liszt and
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popularizer of his works in Britain,
(3) Constance (b. Birmingham 1846;
d. Montreux, Switzerland, 1903). Sister
of the two above. Led a useful life of
literary work and lecturing, especially
on Russian music.

Bachelor of Music. See Degrees and
Diplomas 1, 3.

Bach Trumpet. See Trumpet Family.
Bacio, Il. See Arditi.

Backer-Grondahl, (1) Agathe
Ursula (b. Holmestrand, Norway,
1847; d. nr. Oslo 1907). Pupil of von
Biilow, a fine pianist and popular com-
poser of songs and piano music. (2)
Fridtjof (b. Oslo 1885; there d. 1959).
Son of the above. Pianist and com-
poser,

Backfall, See Organ 1.

Backhaus (or Bachaus), Wilhelm (b.
Leipzig 1884; d. Villach, Austria,
1969). Pianist, Trained Leipzig Con-
serv. and under d’Albert &c. Made
first concert tour age 16; later toured
world. On staff Royal Manchester
Coll. of Music for a period from 190s.

Back Turn. Same as Inverted Turn
(see Table 15).

Bacon, Ernst (b. Chicago 1898).
Winner of Pulitzer Prize 1932, and
Guggenheim Fellowship. Opera con-
ductor, pianist, and teacher (Head of
Music Dept. Univ. Syracuse). Musical
journalist, and composer of sym-
phonies, theatre music, songs, &c.

Bacon and Greens. See Saint

Patrick’s Day.

Badarczewska, Tekla (b. Warsaw
1838; there d. 1861). Known to fame
as the composer (at 18) of a tasteless
piano composition which has been (and
perhaps still is) one of the best sellers
the music trade has ever known—7The
Maiden’s Prayer.

Badinage, badinerie (Fr.). ‘Playful-

ness.’

Badings, Henk (b. Java 1907). Began
as engineer, but studied music with
Pijper and at 30 joined staff of Rotter-
dam Conserv.; director, Conserv. of
The Hague, 1941. Prolific composer
of orch., choral, chamber, piano, and
organ works,
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Badura-Skoda, Paul (b. Vienna 1927).
Pianist. Trained Vienna; after prize-
winning appearances at European con-
tests he embarked on a series of world
tours. Many recordings; specialist in
Mozart and with wife Eva author of
book on interpretation of his piano
music.

Bagatelle (Fr., Ger.). “Trifle.” So a
short unpretentious instrumental com-
position, (Ger. plur. Bagatellen.)

Bagpipe Family. Forms of the bag-
pipe have existed for at least 3,000
years and it is today one of the most
nearly ubiquitous of instruments, being
known to very many races in Europe
and Asia. Its essentials are that (@) Itis
a reed-pipe wind instrument (see Reed),
and (b) Interposed between the medium
supplying the wind and the reed-pipe
is a bag serving as a reservoir and so
preventing any undesired breaking of
the flow of sound by the player’s neces-
sity to take breath.

ariable characteristics are: (¢) The
source of the wind-supply to the reser-
voir may be either the mouth of the
performer or a small bellows held

ANCIENT ROMAN BAGPIPR
(Utricularium)

It etill survives as the Zampogna of the Abruzei
peasants.

under his arm and by it contracted and
expanded. (d) The reed-pipe (Chanter)
from which the various notes of the
tune are obtained by means of a series
of holes or keys may, or may not, be
accompanied by one or more other
reed-pipes each confined to a single
note (Drones), these being tuned to the
Tonic or Tonic and Dominant (i.e. the
Doh and Soh) of the key of the instru-
ment (cf. ‘Pedal’, s.v. Harmony 2 i).
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(e) The reed may be either single, like
that of the clarinet family, or double
like that of the oboe family; in practice
the chanter reed is usually (perhaps
always) double, whilst the drone reeds
vary in different types of instrument.

OLD GERMAN BAGPIPE

(From Agricola, Musica instrumentalis deudsch;
Wittemberg, 1526.)

‘The compass of nearly all bagpipes
is limited to one 8ve but on some few
types a second 8ve can be obtained.

Further constructional details can-
not be given here but a brief account
may be offered of the various Brit.
forms of the instrument. (@) The

SCOTTISH HIGHLAND BAGPIPE, Of GREAT
PIPE, is mouth-blown and possesses a
conical-bore chanter and 3 drones
(2 A’sand a D, or 2 D’s and an A, or
2 high A’s and one low A). The tone
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SCOTTISH HIGHLAND PIPE
(18th Century)

is penetrating and best heard in the
open air; the scale is peculiar, and
indeed unique—that of A major with
a natural G and with the C and F
pitched between sharp and natural.
(b) The SCOTTISH LOWLAND BAGPIPE is
much the same as the foregoing, but
bellows-blown. (¢) The NORTHUM-
BRIAN BAGPIPE is also bellows-blown
but sweet and gentle in tone and
normal as to scale (G major): it has
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usually 4 drones: its chanter pipes are
end-stopped, so that when the player
closes all the finger-holes at once sound
from them ceases, making possible a
characteristic crisp staccato. (d) The
IRISH ‘UNION’ BAGPIPE (the assertion
that the word is a corruption of Uillean
is unfounded). This is bellows-blown
and sweet in tone; it has 3 drones. Its
scale is a nearly chromatic one.

There have been other local British
forms of the bagpipe but the above

seem to be the sole survivors, though

there may be recorded a movement

which attempts to revive the IRISH

WAR PIPE(mouth-blown and powerful

in tone).

Cf. Musette.

Baguette (Fr. ‘stick’). In musical use
(1) Drumstick (baguettes de bois, wooden
drumsticks; baguettes d’éponge, sponge-
headed drumsticks). (2) Stick of bow of
violin, &c. (3) Conductor’s baton.

Bahr-Mildenburg (née Mildenburg),
Anna von (b. Vienna 1872; there d.
1947). Wagnerian soprano. Bayreuth
début 1897; Covent Garden 1906.
Married poet, Hermann Bahr, and with
him wrote book on Bayreuth and
Wagner. On staff Munich Conserva-
tory from 1920.

Baile, Bayle (Sp.). Ballet or dance.

Baillie, Isobel (b. Hawick,
Scotland, 1895). Soprano
vocalist of high artistic sen-
sibility. Trained Milan,
First London appearance
1923; then at all chief Engl.
Festivals, &c.; U.S.A. 1933.
Hon. M.A., Manchester. C.B.E. 1951.

Baillot, Pierre—in full Pierre Marie

Frangois de Sales (b. nr. Paris 1771;
d. Paris 1842). Violin virtuoso of great
reputation, composer of ¢ violin con-
certos, &c., and prof. of the Paris
Conserv,

Baines, (1) William (b. Horbury,
Yorks. 1899; d. York 1922). Composer
of piano works, &c., who unfortunately
died before his development was com-
plete.

(2) Anthony Cuthbert (b. London
1912). Bassoonist. Educated Christ
Church, Oxford (B.A.); then at R.C.M.
Bassoonist with London Philharmonic
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Orch. 1935-9 and 1946-8; then orch.
conductor. Founder-member of Gal-
pin Soc. (see Galpin, F. W.).
Bainton, Edgar Leslie (b. London
1880; d. Sydney 1956). Trained
R.CM. and then lived as pianist,
teacher, and Director of Conserv, in
Newcastle-on-Tyne for many years.
Director of State Conserv., Sydney,
N.S.W. (1933-47). Prolific composer.

Bairstow, Edward Cuthbert (b.
Huddersfield 1874; d. York 1946).
Articled to Sir Frederick Bridge at
Westminster Abbey; then various
organist’s positions, including Leeds
Parish Church (1906) and York Minster
(1913 to death). Successful voice
trainer and choral conductor. Com-
oser of church music, &c. Prof. of
usic at Durham Univ. 1929 to death.
D.Mus., Durham; Hon. D.Mus.,
Oxford; Hon. D.Litt., Leeds. Knighted
1932.
Baiser de la fée, Le (‘The Fairy’s
Kiss’). Allegorical Ballet by Stravinsky,
music based on themes from Tchai-
kovsky. (Prod. Paris 1928; London
with new choreography 1935.)
Baisser (Fr.). “To lower’ (e.g. a string
of the violin, &c.).
Baker, (1) Sir Henry Williams (b.
London 1821; d. nr. Leominster 1877).
Clergyman and baronet. Hymn writer
and ed. Hymns Ancient and Modern
(see Hymns and Hymn Tunes 4).

(2) Theodore (b. New York 1851;
d. Dresden 1934). Musical writer;
after business training studied mus. in
Leipzig; literary ed. (1892-1926) for
G. Schirmer; books include valuable
biographical dictionary (1900; sth edn.,
1958, ed. N. Slonimsky).

Bakst, Leon. See Ballet.

Balakiref (Balakirev, Balakirew, &c.),
Mily (b. Nijni-Novgorod 1837; d. St.
Petersburg, now Leningrad, 1910). Of
‘good birth’ and acquainted with the
music of the peasants around his home.
Friend of Oulibichef, the authority on
Mozart, who employed a private orch,
(this afforded knowledge of the classics
and experience of the principles of
orchestration). Meeting with Glinka
led to nationalist leanings. Started in
St. Petersburg a Free School of Music;
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collected and publ, folk-tunes; founded
the group called “The Five’ (q.v.).
Composed brilliant piano music (show-
ing Lisztian leanings), 2 symphonies,
&c.

See also Islamey; King Lear; Russia;
Tamara.
Balalaika. Russian guitar, triangular
in shape with (normally) 3 strings, and
a fretted finger-board. It exists in
various sizes. Associated with it, in
Balalaika Bands, are the Domra, a
somewhat similar instrument, and the
Gusli (q.v.).

Balanchine, George (b. St. Peters-
burg 1904). Noted choreographer.
With Diaghileff 1925-9; in U.S.A.
from 1933.

Baldwin Company. Piano makers of
Cincinnati. Date from 1862.

Balfe, Michael William (b. Dublin
1808, d. Rowney Abbey, Herts., 1870).
His musical life was spent in the
theatre, as orch. violinist, then as
singer, later as manager, and finally as
a highly popular composer. Lived for
a time in Paris and Berlin and pro-
duced his operas there and in St.
Petersburg. Having made a fortune
bought an estate and settled down as
an English country gentleman. His
instinct for pleasant melody is seen in
his one surviving Eng. opera (a
favourite till recent years), The Bohe-
mian Girl (Q.v.).

Balkwill, Bryan (Havell) (b. London
1922). Trained R.A.M. Conductor
(Glyndebourne from 1950; Covent
Garden 1958; Welsh Opera 1963-7).

Ball, George Thomas Thalben. See
Thalben- Ball.

Ballabile (It.). ‘In a dance style.’

Ballad. Properly a song to be danced
to (Lat. Ballare, ‘to dance’; cf. ‘ballet’)
but from the 16th c. or earlier the term
has been applied to anything singable,
simple, popular in style, and for solo
voice. Shakespeare shows us the ballad-
singer, who was also ballad-seller,
hawking his wares (‘broadsides’ or
‘broadsheets’): these often described
some interesting event of the day
(actual or imaginary), marvellous,
tragic, heroic, &c., the new poems
(sung to old and known tunes) being
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BALLAD HORN

The vvofull Lamentaton of William Turtas, vvha for mustherin

his Mother at Thated'in Bffex was ¢ xecuted at-Chehmsford.
Tothe mne of, Thersch Maxhae.

vedsadddditaies

T Be Oman before ber beath, Pea, once J lovu it tevil, P er wojts 3 wouidnot beare,
mog plealantly dotbfing » ob.to to toetl rbed: 0 vageJ Breto wep intle,

But I a beavie hearted note Fo: ttat 3 oMo tnvyinke o3c.gomg, Lo take bears iife atvop fromipn,
pith (cares my banDs boe 103ing,  urp tooe-ty3 v lsuls doth blan. by tobem 3 abwp tte.

W ithteares mp bands dos toying,  Foy thistoute pottetlants, Cbe g of Wiach did ke

A BALLAD SHEET
(This shows merely the head of the sheet)

usually in the traditional ballad metre
—the ‘common metre’ of our hymn
books. Hundreds of these broadsides

THE BALLAD SELLER
Singing his wares through the streets.

can be seen in libraries such as that of
the Brit. Museum, as they have been
collected and preserved by enthusiasts

of different periods. Each is generally
adomed with a rude woodcut, often
ostensibly picturing the event described
but sometimes totally irrelevant.

The word ‘ballad’ was in the 19th c.
also attached to the simpler type
of ‘drawing-room song’—sometimes
called ‘Shop Ballad’, possibly originally
to distinguish it from the hawked
variety. Hence the Eng. ‘Ballad Con-
certs’ inaugurated by the music pub-
lisher, John Boosey, in 1867.

For Ballad Opera see Opera s.

Ballade. A term given by Chopin to

a long, dramatic type of piano piece
(in his case strongly Polish in inspira-
tion), supposedly the musical equiva-
lent of a stirring poetical ballad (q.v.)
of the heroic type. Brahms, Liszt,
(:‘nl-ieg, and others have later used the
title,

Balladenmiissig (Ger.).
style.’

Ballad Horn. Sort of Saxhorn. Differ-
ent makers apply the name to different
varieties. (See OCM, s.v. Saxhorn and

‘In ballad
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Fliigelhorn Families 2 ¢ and footnote
thereon.)

Ballad of the Doom of Oleg. Cantata
by Rimsky-Korsakof (op. §8). Text a
Russian legend as retold by Pushkin.
(1st Brit. perf. Newcastle-on-Tyne
1909.)

Ballad Opera. See Opera 3.

Ballerino, Ballerina (It.). Ballet
dancer—male and female respectively.

Ballet. (For the general subject of
dancing see Dance; cf. also Masqus
and Pantomime.)

Spectacular dancing has existed
amongst many races and in many
periods, but the ballet, as we today
understand the word, was largely
developed in the courts of France and
Italy during the 16th and 17th cs. and
especially in that of Louis XIV (reigned
1643-1715), where Lully (q.v.) was in
charge of the music. The ballets of
this period were danced by the court
ftself and were very formal (gavottes,
minuets, chaconnes, &c.), heavy dresses
being worn, with wigs, high heels, and
other trappings of court life.

Even in the days of the great
ballerina caMaRGO (before the public
1726—81), who was an innovator, dress
was pretty ample, skirts still falling
below the knees; however, she intro-
duced a more vigorous style of motion.
NOVERRE (1727-1810) succeeded in
banishing the conventions hitherto
ruling as to the use of mythological
subjects, set order of dances, elaborate
dresses, &c., and he thus made himself
the founder of the Dramatic Ballet, or
ballet d’action. He established the
g-act ballet as an entertainment in its
own right: he collaborated with Gluck
and Mozart in ballets for opera, and
wrote an important treatise on the
ballet. Other great masters of this
period were DAUBERVAL (1742-1806),
GARTANO VESTRIS (1729-1808), and
PIERRE GARDEL (1788-1840). Vestris
was the founder of a family of maitres
de ballet, active in 3 generations (1747~
1825), and of several important
ballerinas.

By the end of the 18th c. the ballet
had almost discarded the last of its
stately court influences and had de-
veloped gymnastic virtuosity—some

BALLET

conventionality, however, remaining,
in that motion was confined too exclu-
sively to the legs and feet. Dancing on
the pointe (that is, on the tips of the
toes) came in only about 1814; it calls
for arduous practice, requires special
shoes, and carries a danger of disloca-
tion; MARIE TAGLIONI (career from
1822 to 1847) was its first notable ex-
ponent., The Romantic Movement (cf.
Romantic) was now in being and this
soon brought into the ballet an attempt
at ethereal informality, The costume
grew shorter and the skin-tight
(Maillot, from its Parisian inventor)
was daringly introduced.

From the mid-19th c¢. great spec-
tacular ballets, of a realistic and topical
character, became common, and much
cffective ballet music was written,
especially by Fr. composers: the ap-
pearance of Delibes’s Coppéha (1870)
marks an epoch.

A reaction is shown in the work of
the Amer. danseuse, ISADORA DUNCAN
(1878-1927), who took her attitudes
from Greek vases and mingled with
her motions some learned from the
birds, the waves, and other natural
exponents of grace in action: she spent
some time in Russia, and influenced
the dancer FOKINE (1880-1942) and the
impresario DIAGHILEF (1872-1929). St.
Petersburg (now Leningrad) and Mos-
cow had long had their great royal
schools of ballet and had cultivated its
technique to the highest degree of
polish and the two men just mentioned
introduced the new classical and
naturalistic ideals, added nationalistic
traits and, with their famous ‘RUSSIAN
BALLET’, toured Europe, creating every-
where a new interest in the art. The
male dancer had receded into the back-
ground and they brought him well to
the front again. Their troupe included
such notabilities as PAVLOVA, KAR-
BAVINA, and LOPOKOVA (amongst the
women) and NIjINSKY and MASSINE
(amongst the men). Composers were
commissioned to write special music
(e.g. STRAVINSKY—The Firebird, Pe-
trouchka, The Rite of Spring, &c. ), and
painters (e.g. BAKST) to design, wi
bold colour contrasts, scenery, cos-
tumes, &c.

Amongst 20th-c. ballet composers
are Ravel (Daphnis and Chloe, 1910),
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Roussel (The Spider’s Feast, 1912),
John Alden Carpenter (Krazy Kat,
19213 Skyscrapers, 1926), Barték (The
Wooden Prince, 1916), and Vaughan
Williams (Job, 1931). Some of the
scores of the ballets above mentioned
have attained popularity in the concert-
room, divorced from their action. On
the other hand, much concert-room
music has been used for ballet (e.g.
Debussy’s The Afternoon of a Faun,
whole Beethoven Symphonies, and
much Chopin).

Almost from the beginnings of opera
ballet has been one of its frequent
ingredients (Lully, Purcell, Gluck,
Meyerbeer, Glinka, Borodin, and other
Russian composers of their period,
Wagner in the Paris version of Tann-
hduser, Strauss in Salome, &c.): in
some cases the dance element has been
dragged into the scheme by the hair of
its head, to satisfy an audience that
wished for that kind of relief, but most
of the composers just mentioned intro-
duced it merely when the plot of the
opera, at some point, offered a suitable
opportunity, or actually demanded
dancing.

The most common technical terms
in connexion with ballet are, in this
book, explained under their own head-
ings. For almost all the ballets men-
tioned in the present article there are
separate entries under their own names,

Ballet de Cour (Fr.). Court ballet of
the 17th c. (Cf. Masque.)

Ballett. See Madrigals.

Ballo (It.). ‘Ball’, ‘dance’; so tempo di
ballo, which can mean (a) At a dancing
speed, or (b) A dance-style movement.

Ballo, Di (Sullivan). See Di Ballo.

Ballo in Maschera, Un (‘A Masked
Ball’). 3-act tragedy-opera by Verdi,
based on Scribe’s Gustav III, (Prod.
Rome 1859; London, Dublin, and New
York 1861.)

Baltimore. See under Schools of Music.

Baltzar, Thomas (b. Liibeck abt,.
1630; d. London 1663). Early violinist
and the most accomplished up to his
period heard in England (see Evelyn’s
Diary, &c.). Appointed leader of band
of Charles II, 1661. Buried West-
minster Abbey,
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Bamboo Pipe. A simple instrument
of the recorder type (see Recorder
Family), which was introduced into
schools in the U.S.A. in the 1920’
and later into those of Great Britain,
the players usually making their own
instruments,

Bamboula. (1) Primitive negro tam-
bourine (see Percussion Family 3 m)
in use in the West Indies. (2) Dance to
which this is the accompaniment.

Bampton, Rose (b. Cleveland 1909).
Operatic soprano (at first mezzo).
Trained Curtis Institute. Metro-
politan début 1932.
Banatanka, Sort of Serbian Dance.
Banchieri, Adriano (b. Bologna 1568
there d. 1634). Renowned organist,
composcr, and theorist; also a poet and
playwright.,
Band. An orchestra—or nowadays,
more generally, a body of wind-instru-
ment players. (Formerly a company of
chorus singers also.)

See Brass Band; Military Band.

Band; Binde (Ger.). ‘Volume’s

‘volumes’,
Bandoneon. See Reed- Organ Family 3.
Bandore or Bandora. See Cittern.

Bandsman’s College of Music. Sece
Degrees and Diplomas 2,

Bandurria. See Cittern,

Banister, (1) John (b. London 16304
d. there 1679). Violinist, leader of the
band of Charles II; composer and
Britain’s first organizer of public con-
certs (see Concert).

(2) Henry Charles (b. London
1831; d. there 1897). Teacher, com«
poser, &c. Trained R.A.M. (later on
staff, as also on that of G.S.M., &c.).
Several popular textbooks.

Banjo. An instrument of the same
general type as the guitar (q.v.), but
the resonating body is of parchment
strained over a metal hoop and it has
an open back, There are from 4 to 9
strings (usually s or 6), passing over
a low bridge and ‘stopped’ against a
fingerboard, which is often without
frets (q.v.): one is a melody string
(thumb string, or chanterelle), the othera
providing a simple accompaniment
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of chords. Some examples have gut
strings (played with the finger-tips)
and others wire strings (played with a
plectrum), The ultimate origin of this
mstrument is supposed to be Africa,
and it was in use amongst the slaves of
the Sou}hem U.S.A.; then, in the
19th c., it became the accepted instru-
ment of ‘Negro Minstrels’ (q.v.) and
in the 20th found a place in jazz bands.
These last sometimes used a Tenor
Banjo, with a different scheme of
tuning (resembling that of the violin
family). The Zither Banjo is of small
size and has wire strings.

Banjolin, An instrument of the
bﬁo type, but with a short, fretted
neck, like that qf a mandoline. It has
4 single (or pairs of) strings, played
with a plectrum,

Banner of St. George. Cantata by
Elgar. Text by Shapcott Wensley.
(1st perf. Kensington 1897.)

Bantock, Granville (b. London 1868;
there d. 1946). Trained at R.A.M.,,
toured as conductor of a theatrical
company and became musical director
at New Brighton, nr, Liverpool. From
1900 Principal of the School of Music
fn Birmingham and from 1908 Prof. of
Music in the Univ. there; in 1934
became Chairman of Corporation of
T.C.M.

Prolific composer of part-songs;
choral-orch. music on the large scale;
songs; orch. music; &c, His com-
position passed through Eastern and
Gaelic phases. Hon. M.A., D.Mus,,
Edinburgh. Knighted 1930.

See also Atalanta in Calydon; Dante and
Beatrice; Fifine at the Fair; Hebridean
Symphony; Omar Khayydm; Pierrot of the
Minute; Pilgrim's Progress; Sappho Songs.
Bantock Society. Founded 1946 to
produce gramophone recordings of,
and generally popularize, Bantock’s
work. First president, Sibelius.

Bar, Bar Line. See Notation; Rhythm;
Measure.

Barabau. Comic Ballet by Rieti. (Prod,
London 1925.)

Barati, George (b. Gybr, Hungary,
1913). First ’cellist, Budapest Opera
(1936-8); in U.S.A. from 1939 as
teacher, ’cellist, and conductor; con-
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ductor, Honolulu Symphony Orch.
1950-66. Composer of orch. and
other works.

Barbarie, Orgue de. See Mechanical
Reproduction of Music 5.

BarbaryBell. See Saint Patrick’s Day.

Barber, Samuel (b. West Chester,
Pa., 1910). Studied Curtis Institute
1923-32. Won Amer. Rome Prize
1935, and, two years running (1935-6)
and again in 1958, Pulitzer Prize. Also
Guggenheim Fellowship 1945. Pro-
minent composer of orch. and chamber
music, choral music, songs, &c., and
an opera, Vanessa (q.v.). Brilliant
technician with predominantly lyrical
and expressive style. D.Mus. 1945.

Barber of Bagdad (Cornelius). See
Barbier von Bagdad.

Barber of Seville, The (Rossini; also
Paesiello). See Barbiere.

Barber’s Shop Music. One of the
regular haunts of music in the 16th
and 17th cs. was the barber’s shop.
Here customers awaiting their turn
found some simple instrument (appar-
ently almost always the Cittern, q.v.),
on which they could strum. The barbers
themselves, in their waiting time be-
tween customers, took up the instru-
ment and thus came to possess some
repute as performers. Of the Spanish
barbers Cervantes in Don Quixote
(1604) says: ‘Most or all of that faculty
are players on the guitar and song
makers.” In Eng. lit. of the 16th and
17th cs. the allusions to the barbers as
musicians are numerous.

The musical proclivities of barbers
ceased in England in the earlier part of
the 18th c. It is said that they took to
periwig-making (i.e. added an occupa-
tion that filled their vacant time) and
forgot their music. Apparently the
tradition was maintained longer in
America. Steinert, the great Boston
musical instrument dealer, speaks of a
man with whom he lodged in Georgia
about 1860, ‘As once upon a time he
had been a barber he knew how to play
the guitar.,’” The expression ‘Barber-
shop harmony’ (meaning a banal style
of writing) is still current in the U.S.A.

Barbiere di Siviglia, Il (“The Barber
of Seville’); at early performances
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called Almaviva o sia I'Inutile Pre-
causione (‘Almaviva, or The Useless
Precaution’). Comedy-opera by Ros-
sini, Libretto based on Beaumarchais.
(Prod. Rome 1816; London 1818; New
York 1819.) An earlier opera of the
same name, by Paesiello 1782,

Barbier von Bagdad, Der (‘The
Barber of Bagdad’). Comedy-opera by
Cornelius. (Prod. Weimar, under Liszt,
one perf. 1858; New York and Chicago
1890; London 1891. Most perfs. since
1884 have been of a revision and re-
orchestration by Mottl.)

Barbirolli, John (b. London 1899; d.
there 1970). Orch, and opera con-
ductor, Studied as ’cellist at T.C.M.,
and R.A.M. Founded chamber orch.
and joined Queen’s Hall Orch. Con-
ductor of Scottish Orch., Glasgow,
1933 ; New York Philharmonic (follow-
ing Toscanini) 1936 ; Hallé Orch. Man-
chester, 1943 (also Houston, Texas,
from 1961). Knighted 1949. Gold medal
R. Phil. Soc. 1950. C.H.1969. Married
the oboist Evelyn Rothwell (q.v.).

Barcarolle. Boat song or an instru-
mental composition with a steady
rhythm like that of oarsmen (in com-
pound duple or compound quadruple
time).

Barcarolle from The Tales of Hoff-
mann (q.v.). Retrieved by Offenbach
from his much earlier Opera, Die
Rheinnixen, 1864 (a failure). 1n this it
figured as a Goblin’s Song.

Bardd. See Eisteddfod.

Bardgett, Herbert (b. Glasgow 1894;
d. Leeds 1962). Choral trainer and
conductor. Nottingham Harmonic
Soc.; chorus master Huddersfield
Choral Soc., Hallé Choir, Leeds Fes-
tival, Conductor children’s concerts
%f Hall¢ and Liverpoo! Philharmonic
rchs.

Bardi, Giovanni (1534-1612), Count
of Vernio. In his house at Florence in
1600 were held the first operatic per-
formances (see Opera 1).

Biirenhiuter, Der, See Wagner, Sieg-
fried.
Birenreiter-Verlag (Kassel). Impor-

tant German publishers. Founded
Augsburg 1924 by Karl Vétterle,
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Emphasis on old music; many musico-
logical publications including the
monumental encyclopedia, Musik in
Geschichte und Gegenwart (see Blums).

Bargiel, Woldemar (b. Berlin 18283
there d. 1897). Stepbrother of Clars
Schumann, disciple of Robert Schu-
mann,jand composer of repute,

Baring-Gould, Sabine (b, Exeter
1834; d. Lew Trenchard, Devon,
1924). Country squire and rector Lew
Trenchard. Collected and published
folk songs. Wrote popular hymns (e.g.
Onward, Christian Soldiers, 1865).
Bariolage (Fr.). Effect in violin play-
ing—rapid alternation of open and
stopped strings.

Baritone. See Voice 14.

Baritone (Saxhorn). See Saxhorn and
Fliigelhorn Families 1.

Barkarole (Ger.). ‘Barcarolle’ (q.v.).

Barkworth, J. E. (1858-1929). Ses
Romeo and Fuliet.

Barless Iron Frame, See Pianoforts.

Barley Shot. This ‘Welsh folk-tune’ is
a Scottish air, O gin I were fairly shus
of her (‘shut’ = ‘rid"). The title became
abbreviated in some collection to
‘Fairly shut’, and then corrupted, pre-
sumably through somebody mention-
ing it and being misheard, into ‘Barley
Shot’.

Birmann, (1) Heinrich Joseph (b.
Potsdam 1784; Munich 1847).
Famous clarinettist for whom Weber’s
clarinet works were composed. Com-
poser especially for combinations in-
cluding his instrument. (2) Karl I (b,
Munich 1811; there d. 1885). Son of
above and also famous clarinettist.
Publ. Clarinet Method. (3) Karl II
(b. Munich 1839; d. Boston, Mass.,
1913). Pianist. Pupil of Liszt and
others. Settled Boston 188:1. Publ
piano pieces. Son of Karl I (above).
Barnard, Mrs. See Claribel.
Barnard’s Collection. See Cathedral
Music.

Barnby, Joseph (b. York 1838; d.
London 1896)., Trained R.A.M.,
then organist. Mus, director Eton
Coll. 187s; Principal G.S.M. 189a.
Great choral conductor; composer of
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anthems, services, hymn-tunes, ora-
torios, part-songs—all at one time
highly popular and some still in use,
Knighted 1892.

Barn Dance. An Amer. dance of rural
origin, perhaps taking its name from
the festivities usual in the building of
a new barn. It is in simple quadruple
time,

Barnett, (1) John (b. Bedford 1802;
d. Cheltenham 1890). Of Ger. des-
cent; father’s original name ‘Beer’.
Successful boy vocalist on opera stage
and later composer of stage music,
especially opera The Mountain Sylph
(1834). Last 50 years in Cheltenham
as singing teacher. (2) John Francis
(b. London 1837; d. 1916). Nephew of
above. Became prof. of R.A.M. and
eminent solo pianist, also successful
and varied composer (cantata, The
Ancient Mariner, 1867).

Barocco (It.), Barock (Ger.),
Baroque (Fr.). ‘Bizarre.” Applied to
the elaborately fanciful 17th- and
18th-c. architecture of Germany and
Austria and, by association, nowadays
to the German and Austrian music of
the same period (e.g. that of Bach;
in some countries the name Baroque
Organ is given to the organ of the
Bach period). The current musical use
of the word has none of the value judge-
ment implied by Rousseau (in 1767)
and Burney (in 1773), who used the
word as meaning ‘coarse’ or ‘uncouth’,

Barraqué, Jean (b. 1928). Composer,
pupil of Messiaen, and pursuing still
further the paths opened by that
master.

Barraud, Henry (b. Bordeaux 1900).
Studied Paris Conscrv. from 1926
(states he was expelled for being too
‘musically daring’) and worked under
Dukas, Aubert, &c. Orch. and choral
works, chamber music, &c. In charge
organization of music Paris Inter-
national Exposition 1937. Mus. Direc-
tor, Paris Radio, 1945.

Barre (Fr.). See Capotasto.

Barrel Organ. See Mechanical Repro-
duction of Music 10.

Barrére, Georges: (b, Bordeaux 1876;
d. ngston N.Y., 1944). Flautist.
Trained Paris Conserv. Then in
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chief Paris orchs. In New York from
1905. Founded Barrére Wind En-
semble, Barrere Little Symphony, &c.
Composed flute music, &c.

Barrett, Thomas A. See Stuart, Leslie.

Barri, Odoardo—real name Edward
Slater (b. Dublin 1844; d. London
1920). Enormously popular composer
of Eng. drawing-room songs (e.g. The
Boys of the Old Brigade, 1874).

Barrington, Rutland—really George
Rutland Fleet (b. Penge 1853; d. Lon-
don 1922). Operatic bass. Début 1873.
Joined D’Oyly Carte Co. and from
1877 a leading Gilbert and Sullivan
exponent. After 1892 appeared in long
succession of musical plays, e.g. Geisha
1896 and 1906. Paralytic seizure ended
career 1919. Wrote for Punch and pub-
lished 2 books of reminiscences (1908,
1011).

Barrios, Angel (b. Granada 1882).
Violinist; composer for orch. and the
stage; also of guitar music of a high
class.

Barsanti, Francesco (b. Lucca abt,
16900; d. London abt. 1760). Settled
London 1714, playing oboe and flute
at opera. Then in Scotland, returning
London abt. 1750 and playing viola in
orchs. Some orch. compositions occa-
sionally heard today.

Bartered Bride, The (Czech Prodand
Nevésta; Ger. Die verkaufte Braut).
3-act light opera by Smetana. (Prod.
Prague 1866; London 1895; New York
1909.)

Barth, Hans (b. Leipzig 1897; d.
Jacksonville, Fla., 1956). Pianist and
composer. Taken to U.S.A. at age
10. Became known as recitalist, &c.,
and held various teaching posmons.
Composed works employing micro-
tones and invented quarter-tone piano.

Barthélemon, Frangois Hippolyte
(b. Bordeaux 1741; d. London 1808).
Violinist and composer. Settled London
1764 and remained there with excep-
tion of continental tours and residence
in Dublin 1771-3. Wrote operas and
other stage music, violin pieces, &c.;
also tune to Ken’s Morning Hymn
still found in all hymn collections.
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Bartlet or Bartlett, John (end of
16th c. and beginning of 17th). Eng.
lutenist and composer of songs of the
ayre type (see Madrigal).

Bartlett, Ethel (b. London 1900).
Pianist. Trained at R.A.M. Married
fellow-student Rae Robertson (g.v.)
end with him established high inter-
national reputation in interpretation of
gussi;:\ for 2 pianos. Latterly resident

Barték, Béla. (b. in Torontal district
of Hungary, now in Rumania, 1881; d.
New York 1945). Student of the con-
serv. of Budapest; as a young com-
poser ardent admirer successively of
Brahms, Liszt, Wagner, and Strauss,
Collector of Hungarian, Slovak, and
Rumanian folk songs, and later of Arab
music. At 26 Prof. of his old conserv.
His progress as composer was at first
made difficult by lack of appreciation
and even definite opposition, but in
time this died down and he won his
way to high rank internationally,
Compositions include stage works,
choral and orch. music, string quartets,
violin concerto and sonatas, a viola con-
certo, 3 piano concertos, &c., their
style being often uncompromisingly
‘modern’ and individual.
See also Amazing Mandarin; Cantata
Profana; Mikrokosmos; Wooden Prince;
Bluebeard’s Castle ; Pianoforte Playing.

Barton, William. Early 17th-c. clergy-
man whose metrical version of the
Psalms (1644) went through many
edns.; one of the earliest writers,
moreover, of original hymns as distinct
from mere psalm versifications.

Barylli, Walter (b. Vienna 1921).
Violinist: début 1936; leader Vienna
Philharmonic Orch.; Barylli Quartet.

Baryton. See Viol Family 3 g.
Basilar Membrane. See Ear.

Baskische Tinze (Ger.). Basque
dances, such as the Pordom Danza,
Zortziko, and Ezcudantza (see under
these heads).

Baskische Trommel (Ger.). ‘Basque
drum’, i.e. the tambourine (see Per-
cussion Family 2 m).
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Basoche, La (i.e. the ancient Guild of
Lawyers). Popular Comic Opera by
Messager. (Prod. Paris 1890; London
1891; New York 1893.)

Basques. Same as Baskische Tdnze
(see above). Pas de Basque (Fr.) is
sometimes a general term with the
same meaning, but it may indicate
a particular dance of the Basque
peasantry—one with very varied
rhythms,

Bass (usually pron. ‘base’). (1) The
lowest part of the harmony. (2) The
lowest of the male voices (see Voice 14,
16). (3) The lowest of any type of
instrument.

Bassa (It. fem.), ‘Low’ ot ‘Bass’ (q.v.).

Bassani (or Bassano, or Bassiani),
(1) Giovanni. Venetian instrumental
composer of the late 16th and early
17th cs.

(2) Giovanni Battista (b. Padua
abt. 1657; d. Bergamo or Ferrara
1716). Fine violinist and popular com.
poser of works for violin, operas,
masses, &c.

Bass-Bar. In a bowed instrument the
strip of wood glued under the belly
along the line of the lowest string and
supporting one foot of the bridge.

Bass Clarinet. Sece Clarinet Family b.
Bass Clef. See Great Staff; Table 4.
Bass Drum. See Percussion Family 2 k.
Basse (Fr.). ‘Bass’ (q.v.).

Basse chantante (Fr.).
tante (see Voice 16).

Basse chiffrée, basse continue
(Fr.). Figured bass (q.v. and cf. basso
continuo).

Basse Danse (Fr.). An early dance
type which became extinct in the
16th c. but was probably the ancestor
of other dances which survived it (cf.
Branle). The first word meaning ‘low’,
it has been supposed that the name
indicated humble origin, or (more
plausibly) that it arose from the fact
that the feet were generally kept low,
i.e. were glided, not lifted (cf. Haute
Danse). The time is generally simple
duple but sometimes triple, and occa-
sionally a mixture of the two. Some-
times the music falls into 3 parts:

Basso can-



BASSE DE FLANDRES

(@) Basse Danse, (b) Retour ds Basse
Danse (‘Return of the Basse Dance’),
and (¢) Tordion (or ‘Tourdion’).

Basse de Flandres or Bumbass.
Much the same as Bladder and String
(q.v.).

Basse d’harmonie (Fr.). Ophicleide
(see Cornett and Key Bugle Families).
Basset Horn. See Clarinet Family f.
Bassettfléte(Ger.). A 17th-and 18th-c,
name for a Recorder (see Recorder
Family) of low pitch. Sometimes it was
called Bassfiste.

Bassflicorno. See Tuba Group 4.
Bassflte. See Bassettfldte.

Bass Flute. (1) See Flute Family.
(2) Organ stop in pedal department;
8-foot length and pitch.

Bass Horn. See Cornett and Key Bugle
Families.
Bassi (It.).
‘bass’.
Bassiani. See Bassani.

Basso (It. masc.). ‘Low’ or ‘Bass’
(q.v.).

Bass Oboe. See Oboe Family 1.
Basso cantante. See Voice 16,

Basso continuo (It. ‘Continuocus
bass’). Figured bass (q.v.) from which
in concerted music the 17th- and
18th-c. harpsichordist played.

Basson (Fr.).
Family c).
Basson russe (Fr.). Russian bassoon,
so called (see Cornett and Key Bugle
Families).

Bassoon. (1) See Oboe Family c. (2)
Organ Reed Stop (see Organ 2); of 16-
foot length and pitch; generally in
pedal department.

Bassoon, Double. See Oboe Family d.

Bassoon, Russian. See Cornett and
Key Bugle Families.

Basso ostinato (It. ‘Obstinate bass’).
Ground bass (q.v.).

Basso profondo. See Voice 16.

Bassposaune (Ger.). Bass trombone
(see Trombone Family).

Plur. of Basso, ‘low’,

Bassoon (see Obos
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Bass-Saite (Ger. ‘Bass string’). The
lowest string on any (bowed or plucked)
instrument.

Bass Saxhorn. See Tuba Group 3.
Bass Staff. See under Great Staff.

Bass Trombone. See Trombons
Family.

Basstrompete (Ger.). Bass trumpet
(see Trumpet Family f).

Bass Trumpet. See Trumpet Family f.
Bass Tuba. See Tuba Group 1b,2b,c.
Bass Viol. See Viol Family 2 c.
Bastardella, La. See Agujari.

Bastien und Bastienne. One-act
Operetta by the 12-year-old Mozart.
Libretto s transl. of Favart’s parody
on Rousseau’s Le Devin du village (see
Rousseau). (Prod. in the garden-theatre
of Mesmer, the introducer of mes-
merism, Vienna, 1768: never again
performed until in Berlin 18go; since
then in many languages and countries,
including England 1894.)

Bat, The (Strauss). See Fledermaus.

Bate, Stanley (Richard) (b. Ply-
mouth 1913; d. London 1959
Trained R.A.M.; at first pianist, tien
composition pupil of Vaughan Wil-
liams and Nadia Boulanger. In U.S.A.
1946—50. Composer of 4 symphonies,
concertos, chamber music, incidental
music, &c.

Bates, Joah . Halifax, Yorks,
1741; d. London 1799). Fellow King’s
Coll.,, Cambridge; then civil servant.
Keen and competent musician ; initiator
and conductor Ancient Concert (q.v.);
also one of initiators and conductor
Commemoration of Handel (1784).
Wife was Sarah Harrop.

Bateson, Thomas (b. abt. 1570; d.
Dublin 1630). Organist of Chester
Cathedral and then of Christ Church
Cathedral, Dublin. Composer of fine
madrigals,

Bath, Hubert (b. Barnstaple 1883; d.
Uxbridge 1945). Composer of stage,
film, and other (chiefly light) music.
Was for some years in charge of parh
bands in London, Wrote 1st symphony
for brass band, Freedom.
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Batiste, Antoine (Edouard) (b. Paris
1820; there d. 1876). Paris organist;
teacher of Solfeggio at Conserv. and
suthor of books on the subject. Most
widely known by organ compositions
of the lighter type, especially a popular
Aﬁdanu which was long a world best-
seller.

Baton. See Conducting.

Batten, Adrian (b. 1585—90; d. Lon-
don 1637). Organist of St. Paul’s
Cathedral, London, and active com-
poser of church music.

Batterie (Fr.). (1) The noisier per-
cussion instruments. (2) Any rhythmic
formula for the drums such as those
used in the army for signalling.

Battishill, Jonathan (b. London 1738;
there d. 1801). London organist,
theatre musician, and composer for
church, stage, and glee clubs, some of
whose music is still heard. His fine
anthem, ‘O Lord, look down from
Heaven’, is famous.

Battistini, Mattia (b. Rome 1856; d.
or. there 1928). Operatic baritone of
enormous European reputation; highly
esteemed as exponent of bel canto;
great popularity in Britain (never ap-
peared in U.S.A.); last London appear-
ances (in Queen’s Hall recitals) 1922-3.
Battle Cry of Freedom (‘We’ll rally
round the flag, boys!’). Words and
music are by Dr. George Frederick
Root (1820—95). Written at the time
of the American Civil War it became a
marching song of the Northern troops.

Battle Hymn of the Republic. See
Yohn Brown’s Body.
Battle of Prague, The. See Kotzwara.

Battle of the Huns (Liszt). See Hun-
nenschlacht.

Battle of Victoria (Beethoven). See
Wellington’s Victory.

Battle Symphony (Beethoven).
Wellington’s Victory.

Battre (Fr.). “To beat’: hence such
expressions as battre & deux temps,
‘to beat two in a bar’.

Battuta, A (It.). “To the beat’—same
as A tempo, i.e. return to normal speed
(after a rallentando or accelerando).

See
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Baudrier, Yves (b. Paris 1906). At
first law student, then composer;
founder of group, ‘La Jeune France’
(q.v.).

Bauer, (1) Harold (b. New Malden,
Surrey, 1873; d. Miami 1951). From
age 9 made frequent public appearances
as violinist; then, 1892, as pianist
(London newspaper notices show him
within 3 weeks in that year as leader
of string quartet, solo violinist, and
piano recitalist), After some study
with Paderewski appeared as pianist
throughout Europe and U.S.A., sett-
ling in New York. Published many
piano arrangements, &c.

(2) Marion (Eugenie) (b. Walla
Walla, Washington State, 1887; d.
South Hadley, Mass., 1955). Musical
journalist, author, and lecturer; com-
poser of orch., choral, and chamber
music, &c.

Bauerncantate (Bach). See Peasant
Cantata.

Bauernleier (Ger.).
(q.v.).

Bavarian Highlands (Elgar). See
Scenes from the Bavarian Highlands.

Bax, Arnold Edward Trevor (b.
London 1883; d. Cork 1953). Trained
at R.A.M., then became known as pro-
lific and valued composer of chamber,
piano, choral, and orch. music (7 sym-
phonies; concertos for piano, ’cello,
viola, violin, &c.)—much of it with
Celtic mystic tinge, originating in Irish
sympathies, Hon., D.Mus., Oxford
(1934), Durham (1935), Nat. Univ.
Eire 1947. Knighted 1937; Master of
the King’s Musick 1942. K.C.V.O.
See also Garden of Fand; Tintagel.

Baylis, Lilian (1874-1937).
Sadler’s Wells; Victoria Hall.

Bay of Biscay. This bold song comes
from an opera Spanish Dollars (Covent
Garden, 1805), by John Davy (q.v.);
he is said to have taken the melody
from some Negro sailors whom he heard
singing it in London. The words are
by Andrew Cherry, an actor and play-
wright of Irish birth and London fame.

Bay Psalm Book. See Hymns and
Hymn Tunes 7.

Bayreuth. See Wagner, Richard.

‘Hurdy-gurdy’

See
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Bazzini, Antonio (b. Brescia 1818;
d. Milan 1897). Highly successful solo
violinist and then ardent chamber
music player, Head of Milan Con-
serv. 1882. Composer of popular
violin solo, La Ronde des lutins (“The
Dance of the Elves’), and other things.

B.B.C. British Broadcasting Corpora-
tion (see Broadcasting of Music, also
Alexandra Palace).

B.B.C.M. Sce Degrees and Diplomas 2.

B.B.C. Symphony Orchestra.
Founded 1930; cond. Boult; Sargent
1950; Schwarz 1957; Dorati 1963;
C. Davis 1967; Boulez 1971.

B Dur (Ger.). The key of B flat major
(not B major, cf. B).

Be (Ger.). The sign b (see Table 7).

Beach, Amy Marcy.Mrs. H. H. A,
Beach, née Cheney (b. in New Hamp-
shire 1867; d. New York 1944). Won
an early reputation as pianist and then
became more widely known as com-
poser. Her Gaelic Symphony is spoken
of as the first symphony of importance
produced in America,

Beale, William (b, Cornwall 1784;
d. London 1854). Successively choir-
boy of Westminster Abbey; midship-
man in Brit. Navy; Gentleman of
Chapel Royal; Organist of Trinity Coll.,
Cambridge, and then of London
suburban churches. Writer of glees,
&c., some of them still popular.
Bear, The (Haydn). See Ours, L’
Bearbeitet (Ger. ‘worked-over’).
‘Arranged.’ Bearbeitung, ‘arrange-
ment’ (q.v.).

Beard, (1) John (b. 1716; d. Hampton
1791). Famous operatic tenor (Mac-
heath in Beggar's Opera, &c.). Also
Handel’s tenor in many oratorios.

(z) Paul (b. Birmingham 1901).
Violinist appearing in public since
age 6. Studied R.A.M. (later on staff).
Chief violin in turn of many of chief
Brit. orchs. (B.B.C. Symph. Orch.
1936—62.) O.B.E. 1952.

Bearded Gamba. See Gamba (organ
stop).

Béarnaise, La. See Messager.
Beat. See Acoustics 18; Rhythm.
Beating Reed. See Reed.
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BECKWITH

Beatitudes, The. Oratorio by Franck.
(1st perf. Paris 1879. Glasgow 1900;
Cardiff 1902.)

Béatrice et Bénédict. Comedy-opera
by Berlioz. Libretto by the composer,
based on Shakespeare’s Much Ado.
(Prod. Baden 1862; Glasgow 1936.)
Beaucoup (Fr.). ‘Much.’

Beautiful Blue Danube, The. The
most popular of the 400 Viennese

Waltzes of Johann Strauss, jun.
(op. 314).
Beautiful Maid of the Mill

(Schubert). See Schone Miillerin, Die.

Beauty Stone, The. Romantic Opera
by Sullivan. Libretto by Comyns Carr
and Pinero. (Prod. Savoy Theatre,
London, 1898.)

Bebend (Ger.).
Tremolo (q.v.).

Bebung (Ger. ‘trembling’). A trem-
olo effect obtained by rocking the
finger on a string of a bowed instru-
ment or on a key of a clavichord
(cf. Bebend, above).

Bécarre (Fr.). The natural sign (see
Table 7).

Bechstein. Piano-making firm, foun-
ded Berlin 1856 (London branch 1879).

Beck, Conrad (b. Schaffhausen, Swit-
zerland, 1901). Swiss composer long
resident in Paris; has written chamber
music, symphonies, concertos, &c.,
contrapuntal in texture and austere in
tone. Since 1949 director music pro-
grammes Basle radio.

Beck. Short for Becken, ‘cymbals’,

Becken (Ger.). ‘Cymbals’ (see Per-
cussion Family 2 o).

Becker, John J. (b. Henderson, Ky.,
1886; d. Wilmette, Ill., 1961). En-
gaged in various musical activities in
St. Paul, Mo.; Prof. Mus. Barat Coll.,
Ill., 1943. His many orchestral and
choral works have bold individuality,
but attained few performances.

Beckwith, John Christmas (b. Nor-
wich on Christmas Day 1750; there d.
1809). Brilliant organist of St. Peter
Mancroft’s Church, Norwich, and,
finally, of the Cathedral; composer of
church music.

‘Trembling’, i.e.
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Bécourt. See Ca iral

Bediichtig Ger. ‘careful’, ‘thought-
ful’). ‘Steady and unhurried.’
Bedarfsfall (Ger.). Lit. ‘need-case’.
So Im Bedarfsfalle, ‘in case of need’.

Bedeutend (Ger.). ‘Important’, i.e.
‘considerably’.

Bédos de Celles, Dom Francis (b.
Caux 1709; d. Saint-Denis 1779).
French Benedictine, famous as organ
builder and author of important book,
L’Art du facteur d’orgues (“The Art of
the Organ-builder’, 1766-8).

Bee, The (‘L’Abeille’). See Schubert,
Franz (of Dresden).

Bee-Bee-Bei. See Rubbra.

Beecham (Father and Son). Sir
Joseph Beecham (d. 1916) was the
proprietor of certain well-known phar-
maceutical products and hence en-
abled to become a munificent patron
of music. He was given baronetcy, his
son Thomas (b. nr. Liverpool 1879;
d. London 1961), who had been
knighted in 1914, inheriting this. The
latter, from 1905 onwards, was pro-
minent as orch. and opera conductor,
and impresario of opera (1909-20) and
ballet. Introducer to London of the
Russian Ballet (1911); propagandist
for music of Delius, &c. As conductor
his reputation was world-wide.

Bee’s Wedding, The (Mendelssohn).
See Spinning Song.

Beethoven, Ludwig van (b. Bonn
1770; d. Vienna 1827). The Shake-
speare of music, reaching the heights
and plumbing the depths of the human
spirit—‘Tone-poet’, to use the term by
which he expressed his own ambition.

He came of a musical family, his
grandfather and father being musicians
in the service of the Elector of Bonn.
At 13 he himself became useful in the
court music as orch, harpsichordist; at
17 the Elector sent him to Vienna,
where he remained for 3 months, re-
ceiving some teaching from Mozart;
at 22 he returned to that city, profiting
by further teaching from Haydn and
Albrechtsberger.

In Vienna he now remained, largely
supported by a body of aristocratic
music-lovers who valued his skill as
pianist and his already evident genius
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as composer, Deafness overtook him
soon after the age of 30, and at last
became total, but this did not interfere
with his activity as composer.
an artist he stands supreme in
several departments, the world’s finest
symphonies (see below) and overtures
being amongst the g9 of each which he
wrote, its finest string quartets amongst
his 17 (see below), and its noblest piano
sonatas amongst his 32 (see below),
whilst his great Mass in D has no rival
in power and feeling but the one in
B minor of Bach. In his one opera
Fidelio (q.v.) he made a contribution to
the permanent repertory of the theatre.
See also under Adelaide; An die ferne
Geliebte; B- A-C-H ; Calm Sea; Choral Fan-
tasia; Christ on the Mount of Olives;
Clementi; Coneerto; Consecration of the
House; Coriolanus Overture; Creation’
Hymn; Diabelli Variations; Egmont Ouver-
ture; Emperor Concerto; Funeral Marches;
Ghost Trio; Hummel; In questa tomba;
Jena Symphony; King Stephen; Kreutzer;
Mass in D; Namensfeier Overture; Or-
c’iestra 2; Ox Minuet; Pianoforte Playing;
Fy A . Pa }A a Py .
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over a Lost Penny; Ruins of Athens; Ruglo
Britannia; Scherzo; Spring Sonata.
Beethoven’s Concertos are as follows:
PIANOFORTE. No. 1, C (op. 15. Really
no. 2), No. 2, B flat (op. 19, composed
before 1795. Really no. 1). No. 3,
C minor (op. 37, composed 1800).
No. 4, G (op. 58, composed abt. 1805).
No. 5, E flat (op. 73, nicknamed
‘Emperor’, composed 1809). There
are also the following: Early Concerto
in D (one movement only, abt. 1790).
Rondo in B flat (incomplete; finished
by Czerny). Conzertstiick (either never
finished or latter part lost; 2 com-
pletions, by Joseph Hellmesberger in
the 1870’s and by Juan Manén more
recently). Violin Concerto (see below)
arranged by the composer himself,
vIOLIN. Concerto in D (op. 61, com-
posed 1806).
PIANOFORTE, VIOLIN, AND VIOLONCELLO.
Triple Concerto in C (op. 56, com-
posed abt. 1804).
Beethoven’s Pianoforte Sonatas
number 32, ranging from op. 2 (publ.
1796) to op. 111 (composed 1822).
See Adieux, A sionata, Dramatic,
Grande Sonate Pathétique, Hammerklavier,
Moonlight Sonata, Pastoral Sonata, Wald-
stewn.



BEETHOVEN'’S QUARTETS

Beethoven’s String Quartets (17 in
number) are as follows: Op. 18, nos.
1-6, in F, G, D, C minor, A, and
B flat (composed abt. 1798-1800).
Op. 59, nos. 1-3, in F, E minor, and C
(nicknamed the Rasoumoffsky Quartets,
because dedicated to the Count of that
name, Russian Ambassador at Vienna,
and a keen Quartet player; composed
before 1807). Op. 74 in E flat (nick-
named the Harp Quartet from the
pizzicato arpeggios in the 1st move-
ment; composed 1809). Op. 95 in
F minor (composed 1810). Op. 127
in E flat (composed 1824). Op. 130 in
B flat (composed 1825; finale 1826 to
replace the original finale, the ‘Great
Fugue’; see below). Op. 131 in Csharp
minor (composed 1826). Op. 132 in
A minor (composed 1825). Op. 133
(Grosse Fuge, q.v., ‘Great Fugue’,
originally composed as finale of op.
130). Op. 135 in F (composed 1826).

Beethoven’s Symphonies are as
follows: No. 1, in C (op. 21, 18t perf.
1800). No. 2, in D (op. 36, 18t perf.
1803). No. 3, in E flat (the Eroica,
q.v., op. 55, composed 1804). No. 4,
in B flat (op. 60, composed 1806).
No. 35, in C minor (op. 67, 1st perf.
1808; cf. Victory Symphony). No. 6,
in F (op. 68, 1st perf. 1808; see Pastoral
Symphony). No. 7, in A (op. 92, com-
posed 1812). No. 8, in F (op. 93, com-
posed 1812). No. 9, in D minor (op.
125, composed 1823; see Choral Sym-
phonies).

See also Yena Symphony and Wellington's
Victory (sometimes called ‘Battle Sym-
phony’).
Begeistert (Ger.).
thused’; Begeisterung,
‘exaltation’.

‘Inspired’, ‘en-
‘inspiration’,

Beggar’s Opera. The pioneer Ballad
Opera (see Opera 5), opening with a
dialogue between a beggar (professing
to be its author) and a player, and con-
sisting of a spoken play of low life
interspersed with ballads set to well-
known folk and other tunes. Dialogue
by the poet Gay; music chosen and
arranged by Pepusch. Atonce a parody
of It. opera and a political satire. (Prod.
1728 ; a famous revival was that of 1920
with the music reharmonized and re-
orchestrated by Frederic Austin.)
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Other 20th-c. re- ements pes-
formed have been those of E. J. Dent
(1944) and Benjamin Britten (1948).
There was a sequel Polly, performance
of which was forbidden by the Lord
Chamberlain, so that it did not reach
the stage until 1777. It, also, had an
early 2oth-c. revival (London 1922).

See also Weill, Kurt, for ‘Die Drei-
groschenoper’.

Beggar Student, The (‘Der Bettel-
student’). Milldcker’s most famous
operetta; libretto by F. Zell and R.
Genée—cf. Boccaccio by Suppé. (Prod.
Vienna and New York 1883, London
1884.) Translated intomany languages.

Begleiten (Ger.). ‘To accompany.’
Hence Begleitung, ‘accompaniment’y
Begleitend, ‘accompanying’.

Behaglich (Ger.). ‘Agreeably.’

Behend (Ger.). ‘Nimble.’ So Behendig,
‘nimbly’; Behendigkeit, ‘nimblencss’.
Beherrscher der Geister (Weber)
See Ruler of the Spirits.

Beherzt (Ger.). ‘Courageous.’
Behnke, Emil (b. Stettin 1836; d.
London 1892). Had long London

career as voice specialist and wrote
important works on voice training, &c.

Beide (Ger.). ‘Both.’
Beinahe (Ger.). ‘Almost.’

Beinum, Eduard van (b. Arnheim,
Holland, 1901; d. Amsterdam 1959).
Conductor, Amsterdam Concertge-
bouw, &c. From 1949 for a time con-
ductor of London Philharmonic Orch.

Beispiel (Ger.). ‘Example.’

Beisser (Ger., ‘biter’). ‘Mordent’ (see
Table 12).

Beklemmt, Beklommen (Ger.). ‘Op-
pressed.’

Belaief (Belaiev, Belaiew, Byel-
yayeff, and other transliterations of
the Russian), Mitrofan (b. St. Peters-
burg 1836; there d. 1904). He was s
well-to-do timber merchant who loved
and practised music and made himself
a central force in the nationalist musical
movement, one of his chief services to
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that movement being the foundation of
a publishing house.
See Vendredis.

Bel canto (It. ‘beautiful song’). A
term covering the remarkable qualities
of the great 18th-c. It. singers, and
suggesting rather performance in the
lyrical style, in which tone is made to
tell, than in the declamatory style. (See
Opera 2.)

Belebend, Belebt (Ger.). ‘Animating’,
‘animated’. Belebter, ‘more animated’.

Belieben (Ger.). ‘Pleasure’, ‘will’. So
nach Belichen = ad libitum (q.v.) and
beliebig == ‘optional’.

Bell. (1) This popular and ubiquitous
musical instrument varies in weight
from over 100 tons to a fraction of an
ounce. For public bells the most usual
bell metal is a bronze of 13 parts copper
to 4 parts tin: the shape and propor-
tions are the result of very intricate
calculations in order to secure good
tone and tuning—the latter not only
of the Strike Note with its attendant
overtones (see Acoustics 6, 7) but also
of the deep tone which persists after
these have died away, i.e. the Hum
Note, which should be an 8ve below
the Strike Note. Some bell foundries
have a long period of experience to
guide them: the oldest one now exist.
ing is that of Messrs. Mears & Stain-
bank, of Whitechapel, London, which
dates from 1570.

(2) There are 2 chief ways of sound-
ing ordinary church bells, Chiming (the
clapper moved mechanically just suffi-
ciently to strike the side of the bell) and
Ringing (in which the bell is swung
round full circle).

(3) A Ring of church bells may con-
sist of any number from s to 12. With
8 bells 120 variations of order, or
Changes, are possible; with 12 bells
they number almost 480 millions.
Change Ringing, a characteristic British

ractice, i8 8 hobby with many men.

arious standard Changes are de-
acribed by various traditional names,
as ‘Grandsire Triples’, ‘Bob Major’, or
‘Oxford Treble Bob’. The oldest so-
ciety of Change Ringers in England
s the Soc. of Coll. Youths, founded
in ux&w. London churches possess 100

p
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(4) On the continent of Europe ‘rings’
are unknown but the Carillon is there
an ancient institution—especially in
Belgium and Holland. This consists
of a series of anything up to 70 bells
played by skilful artists from a manual
and pedal console somewhat similar
to that of an organ but more cumbrous.
Tunes and simple accompanying har-
monies can be performed. At the hours
and their halves and quarters the
carillon i8 set in operation by clock-
work. There are now some carillons
in Britain and in the U.S.A.

(5) Tubular Bells are often seen in
the orch. (see Percussion Family 1 b)
and are also now used (electrically
operated from a keyboard) in church
towers. Electrotonic Bells (cf. Electric
Musical Instruments) are now being
made.

(6) Many composers have introduced
bell effects into their work, from
Handel (Sawl) and Bach (Schiage dock)
to Wagner (Parsifal) and Elgar (Caril-
lon). Many others have imitated bell
effects in keyboard composition (Byrd,
Liszt, Grieg, Debussy, &c.).

(7) Handbells are small bells with
handles: they are arranged in pitch
order on a table and played by several
performers, each in charge of several
bells, They are used for the practice
of change ringers and also as an
entertainment.

For mechanically sounded bells see

Mechanical Reproduction of Music 1.
Bell Anthem. Purcell’s Rejoice in the
Lord alway. The popular name (which
dates from the composer’s lifetime)
alludes to the pealing scale passages of
the instrumental introduction.

Belle au bois dormant (Tchai-
kovsky). See Sleeping Princess.

Belle Héléne, La. Highly popular
Opera of Offenbach. (Prod. Paris 1864
London 1866; New York 1867.)

Bellezza, Vincenzo (b. Bitonto, Bari,
Italy, 1888; d. Rome 1964). Conductor.
Trained Naples Conserv. Career, prin~
cipally as opera conductor, in Rome,
New York, London, Paris, South
America, &c.

Bell Gamba. Organstop. See Gamba.
Bell Harp. A sort of psaltery (q.v.)
invented in the early 18th c. by John
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Simcock, of Bath. It resembled
(roughly) a zither or dulcimer, with
8 strings stretched over a sounding-
board. The player swung it in the air,
holding it with the fingers and pluck-
ing the strings with plectra attached to
the thumbs. (The origin of the word
‘bell’ as a part of the name is doubtful;
possibly the swinging motion sug-
gested it.)

Bellicoso'(It.). ‘Warlike.” So, too, the
adverb, bellicosamente.

Bellini, Vincenzo (b. Catania, Sicily,
1801; d. nr. Paris 1835). Celebrated
and highly popular composer of opera
of the days when vocal melody and
vocal agility were its most valued con-
stituents. Friend of Chopin, who ad-
mired his melodic gift.

See Norma; Puritani di

onnambula.

Scozia;

Bell Lyra. A portable form of Glocken-
spiel (see Percussion Family 1 c). Itis
mounted on a rod held perpendicularly
in the left hand whilst the right hand
holds the beater.

Bellows. See Organ 1.

Bellows and Tongs. One of the
burlesque means of music-making
common in the 18th c. Presumably the
sound evoked was merely that of adroit
rhythmic tapping. (For instruments of
similar humble standing see Saltbox;
Bladder and String; Tongs and Bones;
Marrow Bone and Cleaver.)

Bell Rondo (Paganini). See Campa-
nella.

Bells, The. See Rachmaninof.

Bells of Aberdovey. This is not a
Welsh folk song, as claimed in very
many books of such songs, but appears
to be the composition of Charles Dibdin
(q.v.). He published it as his in 1785
and it appeared many times subse-
quently in volumes of his songs, not
figuring in any of the numerous Welsh
collections before 1844. The false
attribution probably springs from the
fact that the song was first heard in
Dibdin’s Drury Lane opera, Liberty
Hall, from the mouth of a comic Welsh
character,

Bells of Corneville (Planquette). See
Cloches de Corneville.
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Bells of Zlonice. See Dvo#dk’s Sym-
phonies.

Belly. The upper surface of a stringed
instrument, over which the strings are
stretched.

Belmont, John, See Pianoforte.

Belshazzar. Oratorio by Handel. (1st
perf. London 1745.)

Belshazzar’s Feast. (1) Oratorio by
Walton. Text compiled by Osbert
Sitwell. (1st perf. Leeds Fest. 1931.)
(2) Suite for small orch. by Sibelius
(1906: for play by Hjalmar Procope).
Belustigend (Ger.). ‘Amusing’, ‘gay’.
Bemberg, Hermann-Emmanuel—
also known as Henri (b, Paris 1859;
d. Berne 1931). Trained under Dubois
and Massenet. Composer of operas
and of successful songs in the lighter
Fr. style.

Bémol (F.), bemolle (It.). ‘Flat’ (sce
‘Table 7).

Ben, bene (It.). ‘Well’ or ‘much’.
Benda, Georg (or Jiri) Antonin (b.
Alt-Benatek, Bohemia, 1722; d. Kas-
tritz 1795). Came of a remarkable
musical family of whom 7 or 8 mem-
bers can be found in larger books of
reference. As a composer he is parti-
cularly important for his contribution
to melodrama (q.v.).

Bene (It.). ‘Well’ or ‘much’.

Benedicite. The Song of the Thres
Holy Children (Shadrach, Meshach,
and Abednego) whilst in Nebuchad-
nezzar’s fiery furnace. It is not in the
Hebrew version of the book of Daniel,
but comes from the Septuagint, or
early Greek translation of the Old
Testament. It is one of the canticles
of the Anglican service (see Common
Prayer) and from its form it presents
something of a problem as to musical
setting.

‘Benedicite’, by Vaughan Williams,
for Soprano, Chorus, and Orch. (Prod.
Leith Hill Fest. 1929); combines the
text of the canticle with a poem by
J. Austin (1613-69).

Benedict, Julius (b. Stuttgart 1804;
d. London 1885). Son of a Jewish
banker and pupil of Weber; opera
conductor successively in Vienna,
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Naples, and London, in which last city
(1835) hesettled; successful composer of
operas (especially The Lily of Killarney,
q.v.), oratorios, cantatas, &¢. Knighted
1871.

Benediction. A blessing such as that
with which a service ends: more speci-
fically an informal rite in the Roman
Catholic Church, closing the office (see
Tantum ergo and O salutaris hostia).

Benedictus. As a single word this has
two applications. (1) In the Roman
Catholic Mass it means the Benedictus
qui venit, i.e. simply the words ‘Blessed
18 he that cometh in the name of the
Lord’, which complete the Sanctus sec-
tion of the Mass (see Mass; also Com-
mon Prayer). (2) It is also applied to
the song of Zacharias (I.uke 1. 68 et
seq.), ‘Blessed be the Lord God of
Israel’, which is sung daily at Lauds
(q.v.) in Roman Catholic churches and
in the English Prayer Book occurs in
the Order for Morning Prayer (see
Common Prayer).

Beneplacito, Beneplacimento (It.).
‘Good pleasure.’ Preceded by the words
A suo (‘At one’s’) this has the same
sense a8 Ad libitum (q.v.).

Benet, John, See Bennet.

Benevoli, Orazio (b. Rome 1605; d.
there 1672). Of French extraction, he
held wvarious church music posts,
chiefly in Rome, and from 1646 at the
Vatican, His works include masses
for multiple choirs in the Venetian
manner,

Ben-Haim, Paul—originally Franken
burger (b. Munich 1897). Israeli com-
poser (emigrated 1933). Works include
symphonies, a piano concerto, chamber
music, and songs.

Benjamin, Arthur L. (b. Sydney,
N.S.W., 18¢93; d. London 1960).
Pianist and composer. Studied R.C.M.;
returned to native country, and then
settled in London as a piano prof. at
the College. Composed music in many
forms, including some for films, a
symphony, and 4 operas.

Benjamin Cosyn’s Virginal Book.
A MS. collection of music, chiefly for
virginal (see Harpsichord Family) made
(1622-43) by Benjamin Cosyn, organist
of Dulwich Coll. and then of the
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Charterhouse, It is now in the Brit,
Museum. It was publ. in 1923.

Bennet (or Benet), John (late 16th
and early 17th ¢.). Life circumstances
obscure but remembered as the com-
poser of fine madrigals.

Bennett, (1) William Sterndale (b.
Sheffield 1816; d. London 1875). Came
of a musical family. At 8 became choir-
boy at King’s Coll., Cambridge; at 10
passed on to the R.A.M,, where 7 years
later Mendelssohn found him and,
struck with his powers, invited him to
Germany; here Schumann wrote en-
thusiastically of him. Later life did not
fulfil this early promise, perhaps be-
cause it was loaded with the labours of
pianoforte teaching, the Principalship
of the R.A.M., the Professorship of
Music at Cambridge, and much con-
ducting, to all of which he con-
scientiously bent his full powers. He
was knighted in 1871 and is buried in
Westminster Abbey.

Work most performed is probably his
oratorio, The Woman of Samaria (q.v.),
but the best of him is probably to be
found in the works of 30 years earlier,
as, for instance, the delicate overtures,
The Naiads (1836) and The Wood
Nymphs (1837). (See also May Queen.)

(2) Joseph (b. Berkeley, Glos., 1831;
d. Purton, Glos., 1911). Critic of Daily
Telegraph and author of many oratorio
libretti for Brit. composers and of
various books.

(3) Robert Russell (b. Kansas City,
Mo., 1894). Widely known by his
symphony Abraham Lincoln (1931) and
succeeding works., Much associated
with musical comedy and film and
broadcasting activities, and known as
a skilful arranger and orchestrator.

(4) Richard Rodney (b. Broad-
stairs 1936). Trained at R.A.M. and
under Boulez. Composer of an opera
(The Mines of Sulphur, 196s), a sym-
phony (1966), and other orch. and
chamber music works.

Benoit, Peter (Léopold Léonard)(b.
Harlebeke, Flanders, 1834; d. Antwerp
1901). Stands as one of the chief pro-
moters of the Flemish musical move-
ment, in the interests of which he
founded a school of music at Antwerp,
and wrote propagandist articles and
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pamphlets, and composed choral works
to libretti in the Flemish language.
Amongst works are a Rubens Cantata
(1877), calling for huge resources, in-
cluding the bells of Antwerp Cathedral,
and & Children’s Oratorio, in which
effective use is made of a large choir
of children.

Benvenuto Cellini. Romantic opera
by Berlioz. (A failure on Paris produc-
tion 1838; revived at Weimar by Liszt
1852; London 1853. The Overture is
often heard.)
Bequadro (It.). The natural sign (see
Table 7).
Bequem (Ger.).
Commodo (q.v.).
Bercement (Fr. substantive). ‘Rock-
ing’, ‘lulling’, ‘swaying’.
Berceuse (Fr. Bercer, ‘to rock to
sleep’). A lullaby or an instrumental
composition (in compound duple time)
suggesting such. The popular piano
giece of this name, and in this style,
y Chopin, is his op. 87 (1844).
Berceuse de Jocelyn (Godard). See
Yocelyn.
Bereite vor (Ger.). ‘Make ready’,
‘prepare’ (such-and-such an organ
stop).
Bereits (Ger.). ‘Already’, ‘previously’,
Berezovsky (Beresowsky, &c.), (1)
Mazxim (b. in Ukraine 1745; d. St.
Petersburg 1777). As he had s fine
voice Catharine the Great sent him to
study in Italy (cf. Bortniansky). On
return he tried to obtain s position
from which he could reform the music
of the Russian Church, and, failing,
killed himself in a fit of madness. He
left some operas, church music, and

‘Comfortable’ ==

songs.

(2) Nicolai (b. St. Petersburg 1900;
d. New York 1953). Violinist in
Moscow and then in New York Phil-
barmonic Orch. 1922~7. Orchestral
conductor, composer of symphonies,
concertos for viola and for ’cello,
chamber music, &c.

Berg, (1) Alban (b. Vienna 1885; there
d. 1915). He was a disciple of Schdn-
berg and a leading composer of his
school. He wrote chamber music, orch,
music, &c., but the work that attracted
the greatest public attention was the
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opera Wozzeck (g.v.); he left un-
finished another opera Lulu (q.v.).
See also Note-row.

(2) Natanael (b. Stockholm 18793
there d. 1957). By profession an army
veterinary surgeon yet long President
of the Soc. of Swedish Composers,
being himself composer of a number of
operas, ballets, choral works, &c.

Bergamasque (Fr.),
(It.). See Bergomask.

Berganza, Teresa (b. Madrid 1934).
Operaticmezzo-soprano. DébutMadnd
1955; Glyndebourne 1958; London
1960; New York 1962.

Berger, (1) Francesco (b. London
1834; there d. 1933). His life of almost
a century embraced a long career of
piano teaching, the composition of
piano pieces and songs and literary-
musical works. For nearly 30 years he
sSe;—cved as Secretary of the Philharmonic

(2) Erna (b. Dresden 1900). Operatic
soprano, of high reputation in such
Mozart roles as the ‘Queen of the Night’
in the Magic Flute.

(3) Arthur (b. New York 1912).
Composer and writer on music; pupil
of Piston, Nadia Boulanger, and Mil-
haud. Some years as teacher and
musical journalist in New York, then
on staff of Brandeis Univ. He has
written chamber music, songs, and
other things; a book on Copland, and
many critical pieces.

Bergerette (Fr. berger, ‘shepherd’).
A shepherd's song or simple composi-
tion supposed to be in the style of such.

Bergliot (Grieg). Recitation to orch,
accompaniment: poem by Bjérnsen
(op. 42).

Bergomask (Eng.), bergamasque
(Fr.), or bergamasca (It.). Originally
a peasant dance from the district
around Bergamo in North Italy: it was
usually in simple duple time, However,
the term has sometimes been used by
composers without any definite signi-
ficance.

Bergonzi, Carlo (b. Cremona abt.
1683; there d. 1747). Maker of violins
in Stradivarius style; succeeded by his
son and grandsons,

bergamasca



BERGSMA
Bergsma, William (b. Oakland,
Calif.,, 1921). Composer, Trained

Stanford Univ. and Eastman School;
pupil of Hanson and B. Rogers. Many
prizes. On staff Juilliard School from
1946 ; Prof. Washington Univ., Seattle,
1963. Compositions, mostly lyrical,
contrapuntal, and unassertive, include
orchestral works, chamber music, and
an opera, The Wife of Martin Guerrs
(1955).

Bergsymphonie (Liszt). See Ce qu’on
entend,

Beringer, Oscar (b. nr. Baden, Ger-
many, 1844; d. London 1922). Enjoyed
a highly successful early career as
pianist, and then became a leading
London piano teacher (on staff of
R.A.M.). A number of his composi-
tions were at one time known to the
publie,

Berio, Luciano (b. Oneglia 1925).
Composer (pupil of Ghedini and Dal-
lapiccola) whose orchestral and cham-
ber music works, of the most advanced
school, have aroused heated discussion.
As an employee of the Italian radio,
he has organized radio and other con-
certs for the propagation of contem.-
porary music, and has;special interest
in electrophonic music,

Bériot, (1) Charles Auguste de (b.
Louvain 1802; d. Brussels 1870). One
of the most celebrated violinist virtuosi
of his period, also mechanic, landscape
painter, and sculptor. The great con-
tralto, Malibran, was his first wife and
he was her second husband. The last
12 years of his life were spent in
inactivity through blindness and
paralysis of his left arm., He left 7
violin concertos, a number of pieces
for 2 violins, &c., as also a Violin
School which enjoyed much popularity.
For son see below. See also Osborne,
G. A. (2) Charles Wilfrid de (b. Paris
1833; d. London 1914). Son of above,
a fine pianist and, as Prof. of the Paris
Conserv., teacher of Granados, Ravel,
and other musicians whoachieved fame,
He wrote piano concertos, &c.

Berkeley, Lennox Randal Francis
(b. nr. Oxford 1903). Partly of Fr.
descent and musical education. Com-
poser of piano, chamber, orch., and
choral music, &c. Also operas, Dinner
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Engagement (1952), and Nelson (1954).
E. 1957.
See Jonah.
Berlin, Irving—originally Baline (b.
Russia 1888). Came to U.S.A. as child.
Composer of quantities of highly
popular songs (e.g. Alexander’s Rag-
time Band 1911), musical comedies,
film music, &c. See God bless America.

Berliner, Emile. See Gramophone a.

Berlin Philharmonic Orchestrs.
Founded 1882. Conductors include
Klindworth (1884), Nikisch (1897),

Furtwingler (1922), and Karajan
(1954).
Berlioz, Louis Hector—known

merely as Hector (b. nr. Grenoble
1803; d. Paris 1869). The greatest
musical figure in the Fr. romantic
movement. Shakespeare was a passion
with him, and so were the Brit.
romantic writers, such as Scott, Moore,
and Byron,

In youth he was sent by his father,
a doctor, to study medicine in Paris,
but there studied music instead, win-
ning at s fifth attempt the much-
coveted Rome Prize.

His compositions tended to the
grandiose, employing large resources
(e.g. Te Deum, Requiem), and some-
times to the gruesome (e.g. Fantastic
Symphony, with its ‘March to the
Scaffold’” and its ‘Witches’ Sabbath’),
The value of his work is a matter
of eternal dispute, some finding it
commonplace and nalve and others
maintaining that when it is performed
with understanding very high qualities
reveal themselves. He. introduced the
principle of the Idée fixe (‘Fixed idea’),
a recurring theme, common to all the
movements of a composition but varied
in shape and treatment according to
the fluctuating demands of the dramatic
scheme (cf. Met -phosis of Th H
Leading Motive, s.v. Wagner).

In addition to the numerous com-
positions there remain many volumes
of literary production, partly the result
of a quarter of a century’s work as
music critic of the Yournal des Débats;
the important Treatise on Orchestration
must also be mentioned.

Amongst his many journeys abroad
in his capacity of conductor (usually




BERNAC

of his own works) were 3 to London,
in 1848, 1852, and 18s5s.

See also Béatrice et Bénédict; Benvenuto
Cellini; Carnaval romain; Childhood of
Christ; Corsaire; Fantastic Symphony;
Faust; Francs juges; Funeral Marches;
Harold in Italy; King Lear; Lélio; Octo-
Bass; Opera 3; Rakoczy March; Requiem;
Rob Roy Overture; Romeo and Fuliet;
Symphonie funébre et triomphale; Sym-
phony; Te Deum; Troyens; Waverley.
Bernac, Pierre (b. Paris 1899). Bari-
tone vocalist. Sensitive and artistic
concert singer; frequently associated
in joint recitals with Poulenc (q.v.).

Bernard, Anthony (b. London 18913
there d. 1963). Studied under Hol-
brooke and Ireland. Organist, piano
accompanist, and conductor. Conduc-
tor of British National Opera Co.
(1926), at Shakespeare Memorial
‘Theatre, Stratford-on-Avon (1932-42),
Canterbury and Cambridge fests.,
of London Chamber Singers and of
London Chamber Orch., which he
founded in 1921, reviving much old
music.

Berners, Lord Gerald Hugh Tyr-
whitt-Wilson (b. Bridgnorth 1883;
d. London 1950). Entered diplomatic
service, composing under name of
Gerald Tyrwhitt until he succeeded to
the barony of Berners in 1918. Amongst
compositions are the one-act opera Le
Carrosse du Saint Sacrement (Paris
1924), a number of ballets (see Triumph
of Neptune), and smaller things; in
these there is evident a sense of irony,
and some appear to be of the nature of
parody. Held London exhibitions of
his paintings and published literary
works of an autobiographical character.
Bernstein, Leonard (b. Lawrence,
Mass., 1918). Studied at Harvard and
Curtis Institute. Pianist, orch. con-
ductor of great popularity (New York
Phi onic 1958-69), and skilful
composer of lively ballets (Fancy Free,
q.v., 1944) and musical comedies
(On the Town, 1944; Candide, 1957;
West Side Story, 1958), as well as
symphonies (Jeremiah, 1944; The Age
of Anxiety, 1949) and other serious
works.

Bersag Horn or Bersaglieri Bugle.
Bugle (q.v.) with a single valve, lower-
ing the pitch a 4th. Made in different
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sizes. Became popular with bugle bands
during the 1914-18 war. Presumably
of It. origin (Bersaglieri = a sharp-
shooter corps of It. army).
Berté, Heinrich (1858-1924).
Dreimdderlhaus.

Bertini, Henri Jéréme (b. London
1798; d. nr. Grenoble 1876). Prolific
composer for the piano, and especially
of piano studies which have long been
much used by teachers of the instru-
ment,

Bertrand, René, See Electric Musical
Instruments 1.

Beruhigen (Ger.). “To make restful.’
So beruhigt, ‘restful’; beruhigter, ‘more
restful’; beruhigend, ‘becoming restful’;
beruhigt, ‘become restful’ (past par-
ticiple); Beruhigung, ‘calming’ (noun),
Berwald, Franz Adolf (b. Stock-
holm 1796; there d. 1868). Violinist,
Composer of 6 symphonies, 2 operas,
chamber music, and songs. Works
much praised by some who know them.

Bes (Ger.). B double flat (see Table 7).

Beschleunigen (Ger.). To ‘speed up’;
hence the adj. beschleunigt, &c.

Beseelt (Ger.). ‘Animated.’

Bessy Bell and Mary Gray.
Vicar of Bray.

Best, William Thomas (b. Carlisle
1826; d. Liverpool 1897). Recognized
as the greatest concert organist of his
period, the chief centre of his activities
being the St. George’s Hall, Liverpool,
of which he was organist from 1855 to
1894. Arranged much orch. and other
music for his instrument.

His manners were independent and
his utterances caustic and many tales
illustrating these traits are still current.
Bestimmt (Ger.). (1) ‘Decided’ in
style. (2, applied to a particular line in
the score) ‘Prominent’,

Betend (Ger.). ‘Praying.’

Bethlehem. Choral-drama by Bough-

See

See

ton. Libretto based on medieval
Coventry Play. (Prod. Glastonbury
1916.)

Bethlehem, Pa. See Festival; Bach
Choir.

Betont(Ger.). ‘Stressed’, ‘emphasized’,
Betonung, ‘accentuation’.



BETRUBNIS

Betriibnis (Ger.). ‘Sadness.’ Betriibt,
‘saddened’.

Bettelstudent. See Beggar Student.

Betti, Adolfo (b. Bagni di Lucca 1873;
there d 1950). Violinist. Trained Liege
nserv. 1st violin Flonzaley Quartet
(see Coppet) throughout its existence
(1903—29).
Bevin, Elway (end of 16th and
beginning of 17th cs.). Organist of
Bristol Cathedral, composer of church
music still performed and author of a
noted book on musical theory.

Beweglich (Ger.). ‘Agile’ So
Beweglu:hkett ‘agility’, Bewegt. (1)
‘Moved’, i.e. ‘speeded’. (2) ‘Moved’,

i.e. emotionally. Bewegter. ‘Quicker.’
Bewegung (1) ‘Rate of motion’,
‘speed’. (2) ‘Emotion.’ (3) ‘Com-
motion,’

Bianca (It. ‘White’). Minim or Half-
note (see Table 3).

Bianca. Opera by Henry Hadley.
(Prod. New York 1918.)

Bibelorgel, Bibelregal (Ger.). Bible
Regal (see Reed-Organ Family 1).
Biber, Heinrich Ignaz Franz von
(b. Wartenberg, Bohemia, 1644; d.
Salzburg 17704). Great violinist and con-
siderable composer for his instrument.

Bible Regal. See Reed-Organ Family 1.

Biblical Songs. By Dvofék (op. 99,
1894). Ten settings of passages from
the Psalms.

Biches, Les. Ballet by Poulenc.
(Prod. Monte Carlo 1926.)

Bicinium (Lat.) A two-voice song.
Bien (Fr.). (1) ‘Well.’ (2) ‘Very.’
Biene, Auguste van (b. Holland 18503
d. England 1913). Violoncellist. Came
to London as child and played in
streets; discovered by Sir Michael
Costa (q.v.). Composed the enorm-
ously popular The Broken Melody and
played it (in music halls, &c.) over
6,000 times.

Biggs, E. Power (b. Westcliff-on-Sea
1906), ‘Trained R.A.M. Notable
career as concert organist in U.S.A,
(naturalized 1938), specializing in
authentic perfs. of older works, often
on reconstructions of old instruments.
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Bigophone, Bigotphone. Improved
mirliton (q.v.) introduced by Bigot, a
Frenchman, in the 1880°’s. Often made
up to resemble the various brass instru-
ments,

Bihari, J4nos
Rdkéczy March.

Bilitis, Chansons de (Debussy). See
Chansons.

Billings, William. See Hymns and
Hymn Tunes 7.

Billington, Elizabeth—née Weichsel
(b. London abt. 1768; d. nr. Venice
1818). Soprano. Youthful prodigy as
pianist and composer. Became highly
popular opera prima donna. Subject
of some scandalous false ‘Memoirs’
(1792) to which she replied with A
Answer to the Memoirs.

Billy Budd. 4-act opera by Britten.
Libretto by E. M. Forster and Eric
Crozier, after Melville, (Prod. London
1951; New York television 1952.)

Billy the Kid. ‘Character-ballet’ by
Copland (1938). Also Suite derived
therefrom.

Binary Form (Simple and Com-
pound). See Form 1 and 3.

Binchois, Gilles (b. abt. 1400; d.
Soignies 1460). Soldier who turned
musician, becoming a chaplam to
Philip the Good and composing church
music and chansons (q.v.).

Bind. See Tie or Bind,

Binet, Jean (b. Geneva 1893; d.
Trélex-sur-Nyon 1960). Well-known
Swiss composer of choral, orch., and
chamber works; pupil of Jaques-
Dalcroze and Bloch. Taught in U.S.A,
and Belgium,

Bing, Rudolf (b. Vienna 1902). After
administrative experience in German
opera houses he came to England
(naturalized 1946), becoming manager
of Glyndebourne (q.v.) in 1935 and
mus. director of the Edinburgh Festival
in 1947. Gen. Manager of the Metropo-
litan Opera 1949—72; knighted 1971.

Bingham, Seth (b. Bloomfield, N.].,
1882; d. New York 1972). Orgamst
(pupnl of Widor and Guilmant) and
teacher of composition (Columbia

(1764-1827). See



BIRCHALL

Univ.). Compdser of choral, orch.,
and chamber works, &c.

Birchall, Robert (d. London 1819).
Music publisher (est. abt. 1784) and
concert manager.

Bird Organ. See Mechanical Reproduc-
tion of Music 6,

Bird Quartet (Haydn). See Vogel-
gquartett.

Birds, The (Gl Uccelli). Suite for
Small Orch. by Respighi. Based on
r7th- and 18th-c. bird-pieces for lute
and for harpsichord. Five movements
—Prelude, Dove, Hen, Nightingale, and
Cuckoo. (18t perf. Sdo Paulo, Brazil,
1927; Cincinnati 1928.)

Birmingham Festival. See Festival.

Birmingham and Midland Institute
School of Music. Developed originally
from the penny classes of Richard
Rickard in singing (1864) and violin
(1882). (The Midland Inst. itself, a
geneml educational organization, had
een incorporated in 1854.) Principal
1900, Bantock; 1934, A. K. Blackall;
1945, C. M. Edmunds; 1956, Sir
Steuart Wilson; 1960, Gordon Clinton.

Birmingham, City of, Orchestra.
Founded 1920. First conductor
Appleby Matthews (q.v.). Then Boult
1924; Heward 1930; Weldon 1943;
Schwarz 1951; Panufnik 1957; Rig-
nold 1960; Louis Fremaux 1969.

Birthday of the Infanta. Ballet by
J. A. Carpenter, after Oscar Wilde.
(Prod. Chicago 1919; Suite based on
it 1920.) Also Dance-Pantomime com-
posed by Schreker.

Bis (Fr. ‘twice’). (1—at a concert)
‘Encorel’ (z—in a score) ‘Repeat the
passage’.

Bis (Ger.). ‘Until.’

Bisbigliato (It.). ‘Whispered.’
Biscroma (It.). Demisemiquaver or
thirty-second note (see Table 3).
Bishop, (1) Heary (Rowley) (b. Lon-
don 1786; there d. 1855). Famous
London opera conductor and com-
poser, and Prof. of Music successively
at the Univs. of Edinburgh and Oxford.
Of his very many glees some sre still
sung and the whole English-singing
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world knows his song Home, Sweet
Home (q.v.).
hirzxn 1842 Queen Victoria knighted

(z.) Thomas Brigham. See jokn
Brown’s Body.

Bispham, David (Scull) (b. Phila-
delphia 1857; d. New York 1921).
Operatic and concert baritone, Pupil
of Lamperti, &c. Prominent in Wagner
roles. Latterly abandoned opera for
very successful recital work.

Bitonality. See Harmony 3.
Bittend (Ger.). ‘Entreating.’

Bittner, Julius (b. Vienna 1874; there
d. 1939). At first lawyer, and as such
successful, but turned to music and
composed, with equal success, operas,
songs, chamber music, &c., as well as
editing a musical journal.

Bizet, Georges—really Alexandre
César Léopold (b. Paris 1838; there
d. 1875). At the Paris Conserv.
won the Rome Prize. On return to
Paris made efforts to win recognition
as opera composer, producing Ths
Pearl Fishers (see Pécheurs de perles),
The Fair Maid of Perth (see Jolie fille
de Perth), and Djamileh (q.v.). The
real ‘hit’ came with Carmen (Paris,
1875; based on Mérimée’s story), but
success was not immediate and the
composer died three months after the
first perf. and too early to realize that
he had ‘done it at last’. (Productions
in 1878 in London, Dublin, New York,
and Philadelphia. See Nietzsche.)
Incidental music to Daudet’s play,
L’ Arlésienne (q.v.), overture to Sardou’s
Patrie, two suites, Rome and Children’s
Games (see Jeux d'enfants), and a
Symphony in C, are all tuneful and
attractively scored.
Bizzarro (It.). ‘Bizarre’, ‘whimsical’.
Bjorling, Jussi (b. Stora Tuns,
Sweden, 1911; d. Stockholm 1960).
Tenor vocalist. Earliest appearances
fn U.S. with family vocal quartet (in-
cluding father and 2 brothers). Then
studied Royal Opera School, Stock-
holm, making operatic début in that
city 1930. From 1932 sang in Scan-
dinavian cities, Dresden, Prague, Paris,
Salzburg, Buenos Aires, &c. Also



BLACHER

appearances in U.S, from 1937; later
there resident.

Blacher, Boris (b. Newchwang,
China, 1903). German composer,
trained in Berlin. Active as teacher; on
staff Berlin Hochschule from 1948
(director 1953) Works, in closely
organized ‘mathematical’ style, include
several operas, as well as orch. pieces
and chamber music,

Black Bottom. Sort of foxtrot (q.v.)
which had short ballroom career in
U.s. A and Great Britain during the
1920’s.

Black Dyke Band. Brass band,
founded 185 5, in connexion with m1l]s
of same name in village of Queensbury,
Yorkshire. Has always held hlgh place
in band world, winnin prizes
and touring both sides of the Atlantlc.

Black Domino, The (Auber). See
Domino Notr.

Black-eyed Susan. Words of this song
are by Gay (abt. 1720). There have
been a number of different tunes to it,
the one now known being by Levendge
(qv.).

Black Key Etude. No. g (in G flat
major) of Chopin’s 12 Grandes Etudes
for piano (op. 10; publ. 1833). The
right hand confines itself to the black
keys.

Black Knight, The. Cantata by Elgar.
Setting of Longfellow’s transl.
Uhland. (1st perf. Worcester Choral
Soc. 1893.)

Black Pudding. The Serpent (see
Cornett and Key Bugle Families).

Blacksmith., See Greensleeves.

Bladder and String. One of grotesque
means of musxc-makmg common in
the 18th c¢. Hogarth’s print, The
Beggar’s Opera Burlesqued, shows it to
have consisted of a g-foot pole held in
one hand, with an inflated bladder
attached two-thirds of the length down,
and a single string passing over this to
the two ends of the pole and ‘bowed’
by some sort of a stick held in the other
hand. (For instruments of similar
humble standing see Saltbox; Bellows
and Tongs; Tongs and Bones; Marrow
Bone and Cleaver.)

[63)

BLEIBEN

Blagrove Family. (1) Richard.
Nottingham violinist; published New
and Improved System of Playing the
Violin (1828). (2) William., Also
Nottingham violinist and brother of
above (d. London 1858). (3) He:

Gamble (b. Nottingham 1811;

London 1872), Violinist. Son of
Richard. Appeared in public at age 3.
Trained R.AM. and in Germany
under Spohr. ‘A recognized leader and
solo player at all the highest concerts
in England’ (Mus. Times obituary).
(4) Richard Manning (b. Notting-
ham 1826; d. London 189s). Trained
R.A.M. (later on staff), Became a
leading viola player and noted per-
former on (and composer for) con-
certina; also piano accompanist. (3)
Arthur Richard (d. Ashtead, Surrey,
1946). ’Cello player. Pupil of Piattl,
Son of (4). (6) Stanley F. (d. Guildford
1943). Violinist, Also son of (4).
(7) Mrs. Richard—née Freeth (d.
1899). Pianist, Trained Paris. Wife of (4).

Blanc, Giuseppe. See Giovinezza.

Blanche (Fr. ‘White’). The minim o#
half-note (see Table 3).

Blanik (Smetana). See My Fatheriand.
Blasinstrumente (Ger. ‘blowing in-
struments’). Wind instruments.

Blasis, Carlo. Great early 19th-c,
ballet-master, whose academy at Milan
became the most celebrated in Europe.

of He spent some time in England.

Blasmusik (Ger. ‘blowing music’).
Music of wind instruments.

Blech (Ger. ‘Sheet metal’). The Brass.
Blechmusik, ‘Brass band’.

Blech, (1) Leo (b. Aachen 1871; d.
Berlin 1958). Conductor. Trained
Berlin Hochschule., Known chiefly as
opera conductor in German cities.
(Berlin Opera 1909-37; 1949~54). Also
composer of operas, &c.

(2) Harry (b. London 1910).

Violinist and conductor. Formed
Blech String Quartet 1937; London
Symphonic Players 1946; London
Mozart Players 1949.
Bleiben (Ger.). ‘To remain.’ So
Bleibt, ‘Remains’, in organ music,
means that the stop in question re-
mains in use,



BLENDING THE REGISTERS

Blending the Registers (in vocal
practice). So gaining control of the
voice that the break between one
register and another (see Voice 4) is
hardly noticeable.

Blessed Damozel, The (La
Damoiselle élue). Setting by Debussy
(1887) of Rossetti’s poem. For female
voices (solo and chorus) and orchestra.

Blessing and Honour. See Lob und
Ehre.

Blest Pair of Sirens.

. H. H.

Bliss, Arthur (b. London 1891).
Studied at Cambridge (B.A., B.Mus.)
and at R.C.M. under Stanford and
Vaughan Williams,

As composer has exhibited indepen-
dence, sometimes writing for unusual
instrumental combinations. His fresh
and vigorous works include large-scale
choral and orch. compositions, film
music, and ballet music. For a short
time Prof. of Music in the Univ. of Cali-
fornia, Musical Director of the B.B.C.
1942~4. Hon. D.Mus. Edinburgh,
London, Cambridge; knighted 19s50;
Master of Queen’s Music 1953;
K.C.V.O. 1969; C.H. 1971.

See also Adam Zero; Checkmate; Colour

See Parry,

Symp ;s Miracle in the Gorbals ; Morning
Heroes; Olympians; Pastoral,
Blitheman, William (d. 1s591).

Famous organist of Queen Elizabeth’s
Chapel Royal; composer of church
music and virginal music—the latter
important for its influence on his suc-
cessor in the organistship, John Bull.
Blitzstein, Marc (b. Philadelphia
1905; d. Fort-de-France, Martinique,
1964). Of Russian Jewish descent.
Studied Univ. Philadelphia, Curtis
Inst., and Berlin; Guggenheim Fellow-
ship 1940. Composer of highly
‘modernistic’ and experimental works
for stage, films, orch., &c. (see Cradle
will Rock).

Bloch, (1) Ernest (b, Geneva, Switzer-
land, 1880; d. Portland, Ore., 1959).
Trained in Switzerland, Belgium, Ger-
many, and France. Opera Macbeth
(perf. Paris 1910) called attention to
his gifts. Some time active as conductor
in Switzerland and then went to U.S.A.
as conductor for the dancer, Maud
Allan, and there remained (naturalized
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1924), occupying various educational
positions, actively composing music
often based on Jewish themes and
expressive of his racial sympathies,
and gradually accumulating a body of
warm admirers scattered through
various countries, many of whom feel
that the world has not yet done him
full justice,
See also Schelomo; Winter-Spring.

(2) Suzanne (b. Geneva 1907).
Daughter of (1). Studied with her
father, and with Sessions and Nadia
Boulanger, Lecture-recitalist on old
music; res. New York.

Block Flute (Ger. Blockflste = re-
corder). Organ stop; metal pipes;
2-foot length and pitch; a very robust
piccolo type.

Blockx, Jan (b. Antwerp 1851; there
d. 1912). Pupil of Benoit (q.v.) who
rose to be Principal of the Royal Con-
servatory of Antwerp: like his master
a strong propagandist for the national
Flemish musical movement. Composer
of operas and cantatas, often to Flemish
texts.,

Blodwen. Opera by Joseph Parry—
the first by a Welsh composer. (Prod.
Aberdare 1878.)

Blom, Eric Walter (b. Berne 1888; d.
London 1959). Of Danish descent but
a Brit. citizen. Active as writer of
annotated programmes; music critic
Manchester Guardian 1923-31; Bir-
mingham Post 1931-46; then ed. sth
edn. of Grove’s Dictionary of Music.
Mus. critic Observer 1949. Translator
and author of many books on musical
subjects. Ed. Music and Letters 1937-
50, and from 1954. C.B.E. 1955, Hon.
D.Litt. Birm.

Blomdahl, Karl-Birger (b. Vixjo
1916; d. Stockholm 1968). Swedish
composer, pupil of Hilding Rosenberg.
Works include symphonies, concertos,
chamber music, and a successful
opera, Aniara (1959; q.v.).

Bloss (Ger.). ‘Mere’, ‘merely’.
Blossom Time. See Dreimdderlhaus.

Blow, John (b. nr. Newark 1649;
d. Westminster 1708). One of first
choir-boys of the Chapel Royal when
its music recommenced after the
Commonwealth and Protectorate ; later



BLUEBEARD’S CASTLE

an organist of it and of Westminster
Abbey; thought to have been one of
Purcell’s masters. Songs, harpsichord
music, and church music have high
value; sometimes exhibiting great har-
monic boldness.

See Venus and Adonis.

Bluebeard’s Castle (Bartdk).
under Duke,

Blue Bells of Scotland (properly
‘Bell’ and not ‘Bells’). This song first
appears at the very end of the 18th or
the beginning of the 19th c., as one
sung by the famous London actress,
Mrs. Jordan (an Irishwoman), at Drury
Lane Theatre. Origin of words and
tune not known,

Blue Bonnets over the Border.
Poem is by Sir Walter Scott; tune an
old Scottish one.

See

Blue Danube, The. The most popu-
lar of the 400 Viennese Waltzes of
Johann Strauss jr. (op. 314).

Blue Forest, The.
Louis F. M.

Blues. As heard since about 1920,
a sort of bitter-sweet jazzsong or dance-
song; written in quadruple time,
generally moving at slow speed and in
more or less flowing style over an un-
varying 12-bar bass, Stanzas are of 3
lines, each covering 4 bars of music.
The 3rd and 7th of the key are
often prominent, being played some-
where between the major and minor
form of the interval, and are known as
‘blue notes’.

The earlier (almost entirely Negro)
history of the Blues is traced by oral
tradition as far back as the 1860’s, the
conventional harmonic foundation be-
ing largely a European contribution.
Later developments for mass consump-
tion include ‘Rhythm and Blues’ and
‘Rock and Roll’.

Blume, Friedrich (b. Schliichtern
1893). Musicologist. After studying
medicine, philosophy, and music at
Eisenach, Munich, Berlin, and Leipzig
he embarked on a distinguished career
as editor of old music and writer of
scholarly studies on a wide variety of
musical subjects, From 1943 he
directed the preparation of the monu-

b

See Aubert,
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mental Musik in Geschichte und Gegen-
wart.

Blumenfeld, Felix (b. in district of
Kherson, Russia, 1863; d. Moscow
1931). Studied at the Conservatory of
St. Petersburg, became a fine pianist,
and joined its staff as a teacher of his
instrument; later one of the conductors
of the State Opera House.

Composer of piano music, chamber
music, songs, &c.

Blumenstiick (‘Flower-piece’). By
Schumann, For Piano (op. 19, 1859).

Blumenthal, Jacob (b. Hamburg
1829; d. London 1908). Pianist to
Queen Victoria; piano teacher to the
ladies of London high-life, and com-
poser of piano music and songs for the
drawing-rooms of the Brit. Isles.

Bliithner. Piano-making firm, founded
Leipzig 1853.

B.M. (1) Bandmaster. (2) See Degrees
and Diplomas 3.

B.M.I. See Broadcast Music Inc.

B Moll (Ger.). The key of B flat minos
(not B minor; see B).

B.Mus. See Degrees and Diplomas 1, 3.

B.N.O.C. Brit. National Opera Co.
(q.v.).
Boar’s Head Carol. See Carol.

Boatswain’s Mate, The. One-act
Comedy-opera by Ethel Smyth (q.v.).
Libretto based on W. W. Jacobs’
story. (Prod. London 1916.)

Bobillier, Marie. See Brenet.

Boccaccio. Opera by Suppé; libretto
by F. Zell and R. Genée—cf. Beggar
Student by Millscker. (Prod. Vienna
1879, Boston and New York 1880.)
Many translations.

Bocca chiusa (It. ‘Closed mouth’).
A wordless humming (in choral music).

Boccherini, Luigi (b. Lucca 1743;
d. Madrid 1805). Fine ’cellist and
composer of enormous quantities of
chamber music (over 250 string trios,
quartets, and quintets, as well as sym-
phonies and vocal works). Contem-
porary of Haydn and resembling him
in ideals, methods, and-general spirit.
(“The’ Minuet comes from one of his
125 String Quintets—op. 13. no. 5.)



BOCEDIZATION

Bocedization. 16th c. system of nam-
ing notes of scale (Bo-Ce-Di, &c.),
somewhat on principal of hexachordal
names (see Hexachord) or Tonic Sol-fa
(q.v.). Introduced by Waelrant (q.v.).
Boceto (Sp.). ‘Sketch.’

Bochsa, Nicolas, in full Robert
Nicolas Charles (b. Montmédy, Lor-
raine, 1787; d. Sydney, N.S.W., 1856).
Official harpist to Bonaparte and to
Louis XVIII; inventor or perfector of
modern harp technique, author of

575PR /
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BOESSET
Boehm Flute. See Boekm System.

Boehm System. Takes its name from
Theobald Boehm (1793-1881), a player
of the flute who replaced the former
clumsily placed holes of his instrument
by keys enabling the cutting of the
holes in their proper acoustical posi-
tions, yet leaving them in easy control
of the fingers. This improvement has
been universally adopted for the flute
and applied also to the oboe and (more
rarely) to the bassoon and clarinet.

| o e —— —
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[-[ err H‘ma] I

de Joet. || b

THE BOEHM FLUTE
In this instrument every detail is acoustically and mechanically perfect

famous Harp Method, and composer
both of harp music and of operas;
notable and successful criminal (for-
ger, condemned in absence by the
Paris court to 12 years imprisonment,
bigamist, and other things; when death
approached apparently recognized his
danger and met it by composing a
solemn Requiem, which was duly per-
formed at funeral and may have been
effective).

Bodanzky, Artur (b. Vienna 1877;
d. New York 1939). Conductor.
Trained Vienna Conserv. as violinist.
Took various positions as theatrical
and orch. conductor. Assistant to
Mabhler at Vienna Opera 1903. Con-
ducted 1st Brit. perf. Parsifal, Covent
Garden 1914. Then at Metropolitan
Opera, New York, to death,

Bodda (or Bodda-Pyne). See Pyne 3.

Boé&llmann, Léon (b. Ensisheim,
Upper Alsace, 1862; d. Paris 1897).
Studied organ in Paris under Gigout
under whom acquired high abulity.
Became organist of the Paris church of
St. Vincent de Paul; wrote good organ
music and music for other instru-
ments, including the well-known sym-
phonic variations for ’Cello and Orch.

Boély, Alexandre Pierre Frangois
(b. Versailles 1785; d. Paris 1858).
Organist of church of St. Germain
I’Auxerrois, Paris, and one of the first
Fr. organists to appreciate and play
Bach; composed chiefly for the key-
board instruments, and influenced
César Franck and others who were
working for a worthier development of
Fr. music, especially instrumental.

Boesset (or Boésset, or Boisset),
Antoine (b. abt. 1585; d. Paris 1643).



BOETHIUS

Director of musicat Courtof Louis X111
and son-in-law of Guédron (q.v.); had
an outstanding melodic gift but lacked
dramatic strength, so that his music
was superseded by that of Lully (q.v.).

Boethius. See Education and Music 1.
Bog. Short for Bogen (see below).

Bogen (Ger.). (1) ‘Bow.’ So Bogen-
strich, ‘bow stroke’. (2) Short for
Krummbogen (q.v.). (3) The Tie or
Bind (see Table 22).

Bohéme, La (‘Bohemia’—in the
figurative sense). 4-act romantic opera
by Puccini. Libretto by Giacosa and
Illica, after Murger. (Prod. Turin
1896; Manchester and London 1897;
Los Angeles 1897; New York 1898.)

Leoncavallo has an opera of the
same name (1897).

Bohemian Girl, The. Highly popular
romantic opera by Balfe. (Prod. Lon-
don 1843; Dublin, New York, and
Philadelphia 1844; Sydney, Vienna,
and Hamburg 1846.) See reference
under I dreamt.

Bohemia’s Meadows and Forests
(Smetana). See My Fatherland.

Bohémien, Bohémienne (Fr. masc.,
fem.). ‘Gipsy’ (based on old idea that
gipsies came from Bohemia).

Bohm, Karl (b. Berlin 1844; there d.
1920). Composer of great fecundity
and high saleability, his publisher,
Simrock, who was also that of Brahms,
declaring that profits on the composi-
tions of the one provided capital for
the publication of those of the other;
these lucrative productions were largely
of the nature of tuneful piano music,
violin music, and songs.

Bohm, (1) Georg (b. Thuringia 1661;
d. Lineburg 1733). A minor J. S.
Bach, composer of suites, passions,
preludes and fugues, chorale preludes,

C.
(2) Karl (b. Graz 1894). Operatic
and orch. conductor. Has held posts
at  Munich, Darmstadt, Dresden,
Vienna, &c. Some compositions.

Boieldieu, Frangois Adrien (b.
Rouen 177s; d. nr. Paris 1834). At 18
had an opera performed and continued
on the path thus entered, winning fame
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at 25 with The Caliph of Bagdad in
Paris (see Calife); for some years
directed the Royal Opera at St. Peters-
burg; then opened a second and highly
successful Paris career with La Dame
blanche (q.v.).

Bois (Fr.). ‘Wood.” So (a) Avec le bois
d’archet = Col legno, i.e. playing ‘with
the wood of the bow’ instead of the
hair; (b) Les bois, “The wood-wind’;
(¢) Baguette de bois, “Wooden-headed

drumstick’.

Boisset. See Boesset.
Boite (Ft. ‘Box’). Swell box of organ.

Boite a joujoux, La (‘The Toy-box’).
Children’s ballet by Debussy but
orchestrated for him by Caplet. (1st
perf. Paris 1919.)

Boito, Arrigo (really Enrico) (b. Padua
1842; d. Milan 1918). Enjoyed double
operatic fame, as librettist (Verdi’s
Othello and Falstaff) and composer.

See Mefistofele; Nerone.

Bok, Mary Louise—née Curtis (b.
Boston, Mass., 1876; d. 1970). Mar-
ried (1) publisher and music patron
Edward William Bok (1863-1930).
(2) Efrem Zimbalist (q.v.). Founder
and President of Curtis Inst. of Music,
Philadelphia (1923), which provides
free tuition for gifted young musicians.
Bolero. Spanish dance in simple triple
time, almost same as Cachucha (q.v.)
but danced by a couple or several
couples. The accompaniment is of (or
includes) the dancers’ own voices and
the castanets (see Percussion Family
2 q): the motions of the arms are an
important feature,

Ravel’s ballet, Bolero (1928) consists
practically of a single orch. crescendo
(lasting 17 minutes), repetitive as to
theme and thus without contrast ex-
cept as to the instruments employed.

Bolshoi Theatre (= ‘Great Theatre’),
Moscow. Founded 1776; 2,000 seats.
Home of Moscow opera and ballet.

Bombard. One of the bass sizes of the
ancient shawm (see Oboe Family)—but
in France, apparently, a shawm of any
size was called a Bombard.

Note that the Bombardon has no-
thing in common with it, being a brass
instrument (see Tuba Group 2), as is



BOMBARDA

the It. Bombarda, which is the
euphonium (see Tuba Group 2).

Bombarda (It.). ‘Euphonium’ (see
Tuba Group 2).

Bombarde, Bombardon. Powerful
organ Reed Stop (see Organ 2), often in
pedal department and sometimes of
32-foot pitch. (But see also Clavier
des Bombardes.)

Bombardon. See Tuba Group 2.

Bonavia, Ferruccio (b, Trieste 1877;
d. London 1950). Studied violin, &c.,
in Milan and spent 10 years as mem-
ber of Hall¢ Orch., Manchester; from
1920 a music critic of London Daily
Telegraph. Wrote valuable books on
Verdi, &c., and composed music for
strings (quartet, octet, &c.).

Bonavia-Hunt, Rev. Noel (Aubrey)
(b. London 1882). M.A. Oxon. Noted
writer on organ and related matters;
some compositions for the instrument.

Bonci, Alessandro (b. Cesena 1870;
d. Viserba 1940). Lyric tenor. Of world
popularity chiefly (but not exclusively)
in opera. Début Parma 1896; London
1900; New York 1906.

Bond, (1) Jessie (b. Liverpool 1853;
d. Worthing 1942). Contralto. Trained
at R.A.M. as pianist; later in singing
by Manuel Garcia. Popular member
of Savoy Gilbert and Sullivan cast.

(2) Carrie Jacobs—née Jacobs (b.
Janesville, Wis., 1862; d. Glendale,
Calif., 1946). Composer of innumer-
able popular sentimental songs (4
Perfect Day, A Cottage in God’s
Garden, &c.).

Bonduca, or The British Heroine.
Incidental Music by Purcell to a play
adapted from Beaumont and Fletcher
on the story of Boadicea (1695).

Bones. Two pieces of a rib bone of an
animal held between the fingers and
rhythmically clacked—the  19th-c,
Negro minstrels’ (q.v.) equivalent of
the castanets.

Bongos. Small Cuban drums, bucket-
shaped vessels, cut out of the solid
wood, bound with brass, and having
strong vellum heads. Two of them are
fixed together by a bar of metal. They
are played with the thumb and fingers
by dance-band practitioners.
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Boanet,Joseph(Elie GeorgesMarie)
(b. Bordeaux 1884; d. nr. Quebec
1944). Organ pupil of Guilmant; at 22
organist of St. Eustache, Paris; toured
widely in Europe and America. Organ
compositions have wide popularity.

Bonnie Annie. See John Peel.

Bonnie Dundee. Poem by Sir Walter
Scott written for his play The Doom
of Devorgoil (1830). Tune 18 the old one
of The Jockey’s Deliverance. (There was
a ‘Bonnie Dundee’ song current before
Scott’s, with different metre and
melody; he took a part of his refrain
from this.)

Bononcini or Buononcini Family
(father and sons). (1) Giovanni Maria
(b. Modena 1642 ; there d. 1678). Held
important positions in his native place;
active composer and author of treatise
on music. (2) Giovanni Battista (b.
Modena 1670; d. Vienna 1747). Court
composer at Vienna for 11 years;
famous as composer in various It.
cities and in London, in which latter
for a time an operatic rival of Handel.
(3) Marc Antonio (really Antonio
Maria; b. Modena 1677; there d. 1726).
Also an opera composer famous in Italy
and England.

Bonporti (or Buonporti), Antonio
Francesco (b. Trent 1672; d. Padua
1749). Composer of instrumental
music of good quality, apparently
attached to the court of the Emperor at
Vienna. Ten ‘Inventions’ for Violin
and figured bass, ¢. 1715. (Bach’s use of
word apparently taken from this.)

Boosey & Hawkes, Ltd. London
Music Publishers, Instrument Manu-
facturers, &c. (295 Regent Street,
W. 1). Boosey founded 1816; Hawkes
1865. Amalgamation 1930. (See Bal-
lad.)

Bord. Paris piano-making firm; estab-
lished 1843.

Bordes, Charles (b. Vouvray, Indre-
et-Loire, 1863; d. Toulon 1909). Pupil
of César Franck who became organist
of Paris church of St. Gervais, where
he founded a choral body for the per-
formance of the earlier church music
under the name of ‘Les Chanteurs de
St. Gervais’ (later an independent
body); with Guilmant and d’Indy
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founded also the Schola Cantorum for
the study of church music (1894).
Collected and published old church
music and Basque folk tunes, and
composed music for piano, orch., &c.
Bordoni, Faustina. See under Hasse.
Bore of a wind instrument. Diameter
of its tube (‘wide bore’, ‘narrow bore’,
‘tapering bore’, &c.).

Borgioli, Dino (b. Florence 1891;
there d. 1960). Operatic and concert
tenor of high international reputation.
Début Milan 1918; Covent Garden
1925; U.S.A. 1928. (Graduate in
law; also painter.)

Bori, Lucrezia—Lucrecia Borja y
Gonzalez de Riancho (b. Valencia
1887; d. New York 1960). Operatic
lyric soprano. Début Rome 1908;
Paris 1910; Metropolitan 1912. Re-
tired 1936.

Boris Godunof. Opera by Mussorg-
sky. Libretto based on poem of Push-
kin. Composed 1869; rewritten 1872
and in this form, but with cuts, prod.
at St. Petersburg 1874; somewhat
shortened version published in vocal
score 1874. Cut, revised, and re-
orchestrated by Rimsky-Korsakof and
thus performed St. Petersburg 1896,
and widely elsewhere; new edn. of this
‘retouched’ 1908. Thus 5 versions in
all. Original 1st and 2nd versions of the
composer published 1928 and then
perf. (Leningrad 1928; London and
Paris 1935).

Borkh, Inge (b. Mannheim 1921).
Operatic soprano. Début Lucerne
1940; Bayreuth 1950; San Francisco
1953; Covent Garden 1955.

Borodin (Borodine), Alexander (b.
St. Petersburg 1833; there d. 1887).
Medical man, prof. of chemistry, and
founder of women’s medical school.
When a young man met Balakiref (q.v.)
and became a member of the group of
composers known as “The Five’ (q.v.),
writing 2 symphonies, 2 string quartets,
songs, piano music, and opera Prince
Igor (q.v.). Not a voluminous com-
poser, nor one of the most emphati-
cally national, but highly competent,
original in his ideas, and entirely sin-
cere.,

See also In the Steppes of Central Asia;
Polovets Dances; Chopsticks.

[69]

BOSTON SYMPHONY ORCH.

Borowski, Felix (b. Burton, West-
morland, England, 1872; d. Chicago
1956). Of mixed Polish and Brit. de-
scent but naturalized in U.S.A. Once
violinist and teacher of violin in
Chicago; then music critic there. Com-
x&oser of orch., chamber, vocal music,
c.

Borre, Borree, Borry. Old English
spellings of Bourrée (q.v.).

Borren, Charles Jean Eugéne van
den (b. Brussels 1874; d. there 1966).
Lawyer; then librarian of Brussels
Conserv., Prof. of Music at Univ.
of Lidge, &c. Ed. of works of Filippo
di Monte and author of many learned
musicological works, e.g. The Sources
of Keyboard Music in England (1914).
Bortniansky, Dimitri (b. in Ukraine
1751; d. St, Petersburg 1825). Having
a fine voice was sent by Catharine the
Great to Italy (cf. Berezousky): on re-
turn in 1779 put in charge of the im-
perial choir, which he brought to a high
standard of excellence. Composer of
church music (publ. long after his
death under the editorship of Tchai-
kovsky) and of some instrumental
music.

Borwick, Leonard (b. Walthamstow
1868; d. Le Mans 1925). Pianist.
Pupil of Clara Schumann; 1st Brit,
appearance 1890, soon winning high
reputation, national and international,
as scholarly, vigorous player of eclectic
repertory.

Bisendorfer. Viennese piano-making
firm, founded 1828. Bédsendorfersaal
(concert-room) opened 1872.

Bossi, (1) Marco Enrico (b. nr. Lake
Garda 1861; d. during an Atlantic
crossing 1925). Noted organist and
composer for his instrument. (2)
Renzo (b. Como 1883; d. Milan 1965).
Son of (1) A considerable composer
and a teacher of composition in the
Conservatory of Milan.

Boston, Mass. See Education 3 ; Festi-
val; Schools of Music.

Boston Symphony  Orchestra,
Founded 1881 by Henry Lee Higgin-
son and very richly endowed. Con-
ductors include Henschel (1881),
Gericke (1884), Nikisch (1889), Paur,
Muck, Max Fiedler, Rabaud, Monteux



BOTSTIBER

Koussevitzky, Munch (1949), Leins-
dorf (1962), and Steinberg (1969).
Botstiber, Hugo (b. Vienna 1875; d.
Shrewsbury 1941). Musical scholar;
ed. of old Austrian music; authority on
Haydn (completing Pohl’s biog.)

Bote & Bock. German music pub-
lishers; founded Berlin 1838; Wies-
baden branch from 1948.

Bottesini, Giovanni (b. in Lombardy
1821; d. Parma 1889). At the age of 11
applying for admission to the Con-
servatory of Milan and finding there
was only one vacancy and that for
student of double-bass took up that
instrument, passed examination and so
embarked on the career which was to
establish him as greatest double-bass
player ever known. Composed double-
bass music and also operas, oratorios,
and other works: was moreover an
opera conductor successful in many
centres including London.

Bouche fermée (Fr.). ‘Closed mouth
singing’, i.e. humming.

Bouchés, Sons (Fr.). Stopped notes
in horn playing (see Horn Family; also
Gestopft and Schmetternd).

Bouffons (or Mattachins, or Matas-
sins). Old sword dance of men wearing
armour of gilded cardboard.

Bouffons, Guerre des. ‘War of the
Comedians’ in Paris, 1752. A quarrel
over an opera by Destouches led to the
invitation to Paris of troupe of It.
comedians, who made much stir with
their perf. of Pergolese’s comic opera
The Maid as Mistress (‘La Serva
Padrona’, q.v.). The Fr. literary and
musical world split into two factions,
favouring respectively It. and Fr. opera.
Boughton, (1) Rutland (b. Aylesbury
1878; d. London 1960). Studied at
R.C.M. under Stanford and others;
later on staff of Birmingham School of
Music under Bantock. Devoted him-
self to vast project of Arthurian music
drama, with Glastonbury as intended
locale; here festivals were held, until at
last the scheme was dropped.

The opera The Immortal Hour (q.v.)
had remarkable success; other operatic
works have been performed. In 1938
a Civil List pension was awarded.

See also Alkestis; Bethlehem.

(2) Joy (b. Bournemouth 19133 d.
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1963). Daughter of the above. Aleading
oboist.

Bouhy, Jacques (Joseph André) (b.
Pepinster, Belgium, 1848; d. Paris
1929). Baritone and famous vocal
teacher. Had distinguished opera career
and trained many well-known singers.
Boulanger, (1) Nadia (b. Paris 1887).
Won the Second Rome Prize in 19083
has composed orch. music, songs, &c.,
and holds high international repute as
teacher of composition and conductor.
In U.S.A. at intervals since 1924.
Director American Conservatory, Fon-
tainebleau, 1948.

(2) Lili (b. Paris 1893 ; there d. 1918).
Sister of the above and first woman to
win the First Rome Prize (1914). At
her death, 4 years later, left symphonic
poems, choral works, &c.

Boulevard Solitude. Opera in 7
scenes by Henze. (Prod. Hanover
1952; London 1962.)

Boulez, Pierre (b. Montbrison 1925).
Composer, pupil of Messiaen, and a
notable member of the most advanced
school. Active conductor (Cleveland
Orch.; 1971 N.Y. Phil.,, also B.B.C.
Symph. Orch.)

See Marteau sans Maitre.

Boult, Adrian (Cedric) (b. Chester
1889). Educated Westminster School,
Oxford (M.A., D.Mus.), and Leipzig
Conservatory. From 1924 in charge
of the Birmingham City Orch. (g.v.);
1930-42 Musical Director of B.B.C.;
and 1941—9 its Conductor in chief;
London Philharmonic Orch. to 1957;
then Birmingham again. Knighted
1937. C.H. 1969.

Boulton, Sir Harold Edwin, Baronet
(1859-1935). Ed. of several collections
of songs and author of song poems.
(See Skye Boat Song.)

Bourdon. (1) A dull-toned pedal stop
found on every organ, however small;
end-plugged ; 8-foot length and 16-foot
pitch. (2) The lowest string on the lute
or violin, (3) A very large and deep-
toned bell. (4) A drone string of the
hurdy-gurdy (q.v.). (5) A drone pipe
of the bagpipe (q.v.).
Bourgault-Ducoudray, Louis Al.
bert (b. Nantes, 1840; d. nr. Paris
1910). Student of Paris Conservatory
under Ambroise Thomas; then con-



BOURNEMOUTH ORCHESTRA

ductor of a Paris choral body which
revived compositions of Palestrina,
Bach, and others. Composer of choral
works, operas, &c. Prof. of History of
Music at Conservatory and collector
of folk music of his native Brittany and
of Greece.

Bournemouth Municipal (later Sym-
phony) Orchestra. Founded by Dan
Godfrey (q.v.) in 1893 and the first
such permanent organization in Britain,
with a notable record for introduction
of British music, Later conductors in-
clude Richard Austin (1934), Rudolf
Schwarz (1947), Charles Groves (1951),
Silvestri (1961), George Hurst (1969).
Bourrée (Fr.: sometimes by older
Eng. composers spelt Borry, &c.). A
dance style very like the gavotte (q.v.)
but with its phrases beginning at the
three-quarter measure instead of at the
half measure. It is sometimes found in
the classical suite in a ternary arrange-
ment: (@) 1st Bourrée, (b) 2nd Bourrée,
(¢) 18t Bourrée again,

Bout (Fr.). ‘End’, e.g. Avec le bout de
Parchet, ‘With the end (point) of the
bow’.

Boutade (Fr. = Jeu d’esprit, &c.). Im-
provised dance or other composition.
Boutique fantasque, La. Ballet
music arranged from Rossini’s works
by Respighi. (Prod. London 1919.)
Bow. See Viol Family; Violin Family.
Bowed Harp. Name misleadingly ap-
plied to the Crwth (q.v.).

Bowen, Edwin York (b. London
1884; d. there 1961). Trained R.A.M.,
(later on staff). Fine pianist and minor
composer in romantic style of piano,
orch., and chamber music, &c.

Bower, John Dykes (b. Gloucester
1905). Educated Cambridge (M.A.,
B.Mus.). Organist Truro Cathedral
(1926), New Coll., Oxford (1929), Dur-

ham Cathedral (1933), St. Paul’s Cathe-"

dral, London (1936-67). C.V.O. 1953;
knighted 1968; Hon. Sec. R.C.0.).. )
Bowing (of a stringed instrument),
(1) General technique of the use of the
bow. (2) Grouping of the notes in one
movement of the bow as an element of
phrasing (q.v.).

Bowing Mark. See Table 22, .
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Bowles, (1) Michael (Andrew) (b.
Riverstown, Co. Sligo, 1909). Trained
Irish Army School of Music and Natl,
Univ. of Ireland (B.Mus.). Mus.
director, Dublin Radio, 1940~-8. Cond.
N.Z. Nat. Orch, 1950~-3; then res. In-
dianapolis, Compositions for orch., &c.
(2) Paul (Frederic) (b. New York
1910). Widely travelled collector of
folk music, composer of music for
theatre, orch., chamber, and choral
music, &c., and successful author.

Boyau (Fr.). ‘Catgut.’

Boyce, William (b. London 1710}
there d. 1779). Notable London organ-
ist and composer of church, orch., and
stage music; master of orch, of
George III. Overtaken by deafness
and devoted rest of life to collection
and publication of finest compositions
of the English Cathedral composers
(cf. Greene and Arnold, Samuel; also
see Cathedral music).
See Heart of Oak.

Boyden, David (b, Westport, Conn.,
1910). Violinist and musical scholar,
trained Harvard and Hartt Coll., Conn.
On staff Univ. California, Los Angeles,

Br. Short for Bratschen (Ger.), i.e.
violas,

Brabangonne, La. Belgian national
anthem. Written and composed at time
of the 1830 demonstration in Brussels
which led to the separation of Belgium
from Holland. Author of the words
was a Fr. actor then in Brussels, named
Jenneval, and the composer of the
music was Campenhout (q.v.). The
name comes from ‘Brabant’,

. ‘Braccio’ and ‘Gamba’. All the viols

were held downwards (cf. Viol Family),
and to them was given the general name
of Viole da gamba, i.e. ‘leg-viols’, a
description afterwards restricted to the
lqteist survivor of the family, the bass
viol.

On the other hand the smaller mem-

- bers of the violin family were held

upwards, and, by analogy, all the mem-
bers of this family (including even
those which from their size had to be
held downwards) came to be called
Viole da braccio, i.e, ‘arm-viols’. Later
this term became limited to the alto
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violin, i.e. the viola (still in Ger. called
Bratsche).

This information is here given in
order to correct a common misunder-
standing as to the application of the
terms.

Brace. Perpendicular line, with brac-
ket, joining the 2 staves in piano music,
&ec.

Bradbury, (1) Ernest (b. Leeds 1919).
Music critic and lecturer. Studied
composition with Sir Edward Bair-
stow, Staff Yorkshire Post from 1947.

(2) W. B. See Hymns and Hymn
Tunes 7.

Brady, Nicholas (b. Bandon, Co.
Cork, 1659; d. Richmond, Surrey,
1726). Anglican divine and minor poet
(see Hymns and Hymn Tunes 3).

Braga, Gaetano (b. in the Abruzzi
1829; d. Milan 1907). Violoncellist.
Toured widely., Wrote many operas
and a ’cello method. Remembered to-
day by a highly popular Serenade for
his instrument.

Braham (orig. Abraham), John (b.
London 1774; there d. 1856). Tenor
vocalist of European fame; sang in 1st
perf. of Weber’s Oberon; composed
operas and widely popular songs (e.g.
The Death of Nelson, from his opera
The Americans, 1811). Made fortune
as a musician and lost it as theatre
manager.

Brahe, May. See Morgan, Mrs. Mary
Hannah.

Brahms, Johannes . Hamburg
1833; d. Vienna 1897). Son of humble
double-bass player in theatre orch.
Locally trained by good teachers. At
20 came to notice of Joachim and Liszt,
who helped him forward; then extolled
by Schumann in his musical journal.
For time had a position in a German
court; finally settled in Vienna and
there spent the last 35 years of his life.

Composer of 4 symphonies (see be-
low), 2 piano concertos, a violin con-
certo, a double concerto for violin and
*cello; much fine chamber music and
piano music, many songs, and choral
and choral-orch. compositions (e.g. the
German Requiem, q.v.). In all hisoutput
shows himself to be a Ger. romantic
working in the Ger, classical forms, but
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not a romantic of the type that delights

in programme music (q.v.): all this
considered, he may be called Ger-
many’s outstanding classic-romantic.
(See Classical Music; Romantic.)

See also Academic Festival Overture;
Alto Rhapsody; Haydn Variations; History
7; Yoseffy; Liebeslieder-Walzer,; Meister-
singer Sonata; Nanie; Paganini Tmmm‘i;
tions; Rinaldo; Song of Destiny; Song of t
Fates; Thuner-Sonata; Tragic Overture;
Triumphlied.

Brahms's Symphonies are as follows:
No. 1, in C minor (op. 68, 1876);
No. 2, in D (op. 73, 1877); No. 3,in F
(op. 90, 1883); No. 4, in E minor
(op. 98, 1885).

Brailowsky, Alexander (b. Kief
1896). Pianist. Trained Vienna under
Leschetizky. Début Paris 1919; New
York 1924. Has toured world, giving
recitals—especially of complete Chopin
piano works.

Brain, (1) Aubrey (Harold) (b. Lon-
don 1893; d. London 1955). Horn
player. ‘Trained R.C.M. Then prin-
cipal horn in many leading Brit. orchs.
(B.B.C. 1928—46). For sons see below,
(z2) Leonard (b. London 191 5).
Oboe and cor anglais player. Son of
(1). Trained R.A.M. Principal in vari-
ous leading Brit. orchs. (Royal Phil-
harmonic 1946). (3) Dennis (b. Lon-
don 1921; d. Hatfield 1957). Homn
player. Son of (1). Trained R.A.M.
Notable orch. player and soloist, fully
maintaining father’s reputation.

Braithwaite, Warwick (b. Dunedin,
N.Z., 1896; d. London 1971). Orch.
and operatic cond. Trained R.A.M.

"Mous. director for B.B.C. at Cardiff and

cond. National Orch. of Wales, &c.,
1922-30; Sadler’s Wells Opera 1933~
43; Covent Garden 1949-52; Austra-
lian opera 1954; Welsh Nat. Opera
1956; Sadler’s Wells 1g960.
Brandenburg Concertos. Bach’s set
of 6 ‘Concerti Grossi’ (see Concerto)
for various combinations, Commis-
sioned by Christian Ludwig, Margrave
of Brandenburg (1721). They are as
follows:

(1) F MajoR. 2 Horns, 3 Oboes, and
Bassoon, Strings (including ‘Violino
Piccolo’, i.e. small violin), Harpsichord.

(2)* F major. In 2 groups, plus
Continuo—{a) Concertino: Trumpet,
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Flute, Oboe, Violin;
Strings; (¢) Harpsichord.

(3) G MAJOR. 3 groups of Strings
(each Violin, Viola, Violoncello),
Double-bass and Harpsichord.

(4)* G Major. In 2 groups, plus
Continuo—{(a) Concertino: Violin and
2 Flutes; (b) Ripieno: Strings;
(¢) Harpsichord.

(5)* D major. In 2 groups, plus
Continuo—(a) Concertino: Harpsi-
chord, Flute, Violin; (b) Ripieno:
Strings (no 2nd Violins); (¢) Harpsi-
chord for the Continuo.

(6) B FLAT Major. (No violins.) 2
Violas, 2 Viole da Gamba, Violoncello,
Harpsichord.

It will be seen that the three marked
® are true Concerti Grossi in the tradi-
tional style of contrasting groups (see
Concerto).

Brandram, Rosina—Mrs. Butcher
(b. 1846; d. London 1907). Contralto
and actress, famous in Gilbert and
Sullivan operas,

Branle (also spelt ‘Bransle’, &c.).
Rustic round-dance of Fr. origin, at
one time carried out to the singing of
the dancers: name comes from branler,
‘to sway’, and refers to one of the
characteristic motions of the dance.
Became popular at the court of
Louis XIV but had earlier than this
been taken up in England (Shake-
speare calls it ‘Brawl’; Pepys’ ‘Brantle’).
‘The music was usually in simple duple
time but had a resemblance to that of
the gavotte (q.v.).

Brannigan, Owen (b. nr. Newcastle~
on-Tyne 1908; d. there 1973). Opera-
tic and concert bass. Trained M.
In Sadler’s Wells Co. 1942, Glynde-
bourne (q.v.),

(b) Ripieno:

Branscombe, Gena, otherwise Mrs.
John Tenney (b. Picton, Ontario,
1881). Pupil in Germany of Humper-
dinck. Resident in U.S.A. Choral
conductor and composer of choral
music, orch. music, &c.

Bransle, Brantle. See Branle.

Bras (Fr.). ‘Arm.’

Brass. This term, technically used,
covers wind instruments formerly made

of that metal, some of which, however,
are now sometimes made of other
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metals; it does not include instruments
formerly of wood but now sometimes
of metal, nor does it include metal
instruments with reed mouthpieces,
e.g. saxophone and sarrusophone. For
method of tone-production in the brass
see Acoustics 4. It makes use of the
harmonic series (see Acoustics 7). Each
instrument possesses a mouthpiece of
the nature of a cup or funnel to be
pressed against the player’s lips, which
vibrate within it something like the
double reed of the oboe family (see
Reed): the shape of this mouthpiece

BRASS MOUTHPIECES
Horn, Cornet, and Trumpet

affects the quality of the tone, a deep
funnel-shaped mouthpiece (e.g. horn)
giving more smoothness, and a cup-
shaped mouthpiece (e.g. trumpet)
more brilliance. The shape of the
bell with which the tube ends also
affects the character of the tone as does
the nature of the tube’s bore, i.e. cylin-
drical or conical.

‘Natural’ brass instruments, playing
merely the notes of the harmonic series
of their ‘fundamental’ note, are no
longer in artistic use, a system of valves
having been introduced which makes it
possible instantaneously to change the
fundamental note of the instrument
and so to have at command the notes
of another whole harmonic series. (The
trombones have always formed a class
apart, as they possess a sliding arrange-
ment by which the length of the tube
can be changed and a fresh funda-
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mental, with its series of harmonics,
thus quickly obtained.)

In addition to its concert-room use
in the orch. this family is very im-
portant in open-air use, i.e, in military
band (q.v.) and brass band (q.v.).

With this article should be read the
following: Acoustics 77; Whole-tube and
Half-tube; Horn Family; Tr:'r:lfet Family;
Trombone Family; Saxhorn Fligelhorn
Families; Tuba Group; Cornet; Duplex In-
struments.

Brass Band. This type of combination
is found all over Europe and in coun-
tries settled by Europeans, but highest
standard of performance is possibly
reached in north of England, where its
popularity is very great. The constitu-
ent instruments of such a band cannot
be easily enumerated, as they differ
widely. Usually they include members
of the cornet and saxhorn families, plus
trombones and percussion; sometimes
there are added saxophones (which are
not brass instruments in the usually
sccepted application of the word, func-
tioning, as they do, by means of reeds).

All the wind instruments of the
brass band except the bass trombone
are scored for as transposing instru-
ments (q.v.). Their keys being B flat
and E flat, their notation shows, respec-
tively, 2 flats less (or 2 sharps more)
than the sounding effect, or 3 flats less
(or 3 sharps more). With exception of
bass trombones and percussion all are
notated in treble clef: save E flat cornet,
where the sound is a minor third higher
than the notation, all the sounds are
lower, the intervals of the discrepancy
ranging from a second below (B flat
cornet) to 2 octaves and a second below
(B flat bombardon). Thus a brass band
score is rather puzzling to an unaccus-
tomed reader.

Cf. Brass above and for the individual
fnstruments found in brass bands see under
the following heads: Cornet; Saxhorn
Flagelhorn Families; Tuba Group ; Trombone
Family.

See also Military Band.

Bratsche (Ger.). ‘Viola’ (see Braccio
and Gamba). So Bratschist, ‘viola
player’.

Braunfels, Walter (b. Frankfurt-on-

Main 1882; d. Cologne 1954). Piano
pupil of Leschetizky and a fine per-
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former. For 8 years a director of the
Cologne Conserv. Composer of neo-
romantic music in many forms.

Brautlied (Ger.). ‘Bridal song.’

Bravoure (Fr.). (1) ‘Bravery’, ‘gallan-
try’. (2) Same as Bravura (see below).

Bravura (It.). ‘Skill’, e.g. Aria di
bravura, a brilliant aria making great
demands on the singer.

Brawl, Brawle. Old Eng. name for
Branle (q.v.).

Breaking of voice. (1) Place in the
voice range where the registers change
(see Voice 4). (2) The permanent
change in character (especially in the
male voice) which occurs at puberty
(see Voice 5).

Bream, Julian (b. London 1933).
Guitarist and lutenist. Won R.C.M.
Exhibition aged 12 and studied piano
and ’cello there; later given special
scholarship as student of guitar. Ad-
vised and encouraged by Segovia (q.v.).

Breathe soft, ye winds, See Pax-
ton, W.

Brecht, Bert. See Gebrauchsmusik;
Weill.

Breit (Ger. ‘Broad’). Sometimes the
equivalent of Largo (q.v.) and some-
times applied to bowing, e.g. Breit
gestrichen, ‘Broadly bowed’.

Breitkopf & Hiirtel. Very important
Leipzig music publishing house. His-
tory (under various proprietors and as
book printers and publishers) goes
back to 1542; the first Breitkopf took
over in 1719; Hirtel family entered
1795; Breitkopf family dropped out
1800. Earliest musical publication 1756.
Monumental complete edns. of various
composers a speciality; many musical
periodicals at various times,

Brema, Marie—really Minnie Fehr-
man (b. Liverpool 1856; d. Man-
chester 1925). Operatic and concert
mezzo-soprano. Late début (long after
marriage) 1891, Wagner roles (Bay-
reuth, New York, &c.). Finally on staff
Royal Manchester Coll. of Music.
(Name ‘Brema’ from Ger. father’s place
of birth, Bremen.)



BREMNER

Bremner, Robert (1720-89). Impor-
tant music publisher; at first Edin-
burgh (1754); then London (1762).
Brenet, Michel—really Antoinette
Chnstme Marie Bobillier (b. Lunéville
1858; d. Paris 1918). Musicologist.
Author of biographies of Ockeghem,
Palestrina, Handel, Grétry, &c., an
historical dictionary of music (post-
humous), and many other works of
research.

Brenhines Dido. This ‘Welsh Air’
first appeared as such in a publication
of ‘Blind’ Parry, 1781. It is an adapta-
tion of an Eng. song, Dr. John Wilson’s
Queen Dido, which appeared in his
Cheerful Ayres (Oxford, 1660).

Brent, John. See Pianoforte.

Bretén, Tomas (b. Salamanca 1850;
d. Madrid 1923). Began musical life
as café violinist and rose to position of
conductor of Madrid opera and direc-
tor of Madrid Conservatory of Music.
Like Albéniz (q.v.) fought for the cause
of Spanish musical nationalism, his
special contribution being the artistic
treatment of the operatic form of the
Zarzuela (q.v.). He also wrote sym-
phonic poems, chamber music, choral
music, &c.

Bréval, Jean Baptiste (b. 1756; d.
1825). Paris ’cellist who had a reputa-
tion as composer of orch. and chamber
works.

Breve (||). Formerly the short note
of music, but as the longer notes have
fallen into disuse and shorter ones been
introduced it has become the longest
(twice the length of the semibreve).
Alla breve means (it is not clear why)
“Take the minim as your beat-unit’ (the
same effect may be indicated by the

time-signature3, or ¢, or sometimes ).
Breviary. See Liturgy.

Brewer, (1) Thomas (b, 1611). Com-
poser of catches, music for viols, &c,

(2) Alfred Herbert (b. Gloucester
1865; there d. 1928), Chorister Glou-
cester Cathedral. Organist Exeter Coll.,
Oxford; then at R.C.M Orgamst
Gloucester Cathedral and conductor
Festival 1896 to death. Church,
&c., composer. D.Mus., Lambeth,
Knighted 1926.
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Brian, Havergal (b. Dresden, Staffs.,
1876; d. Shoreham 1972). Self-
taught composer of 32 symphonies, 5
operas, and various choral works, all on
a very large scale, and mostly unper-
formed.

Bridal Marches.
Marches.

Bride of Dionysus, The. See Tovey.

Bridge. (1) In stringed instruments,
the piece of wood that supports the
strings and communicates their vibra-
tions to the belly (q.v.). (2) For the use
of the word in composition see Form 3.

Bridge, (1) (John) Frederick (b. nr,
Birmingham 1844; d. London 1924).
Organist of Westminster Abbey for
over 40 years; on the staff of the
R.C.M. 1883-1924; many years Chair-
man of T.C.M.; Prof. of Music Lon-
don Univ., Gresham Prof. (1890), con-
ductor of Royal Albert Hall Choral
Soc., &c. Active in musical antiquarian
research; composer of church musie,
oratorios, &c.; author of textbooks;
D.Mus., Oxford. Knighted 1897. For
brother see below,

(2)Joseph (Cox) (b. Rochester 1853

d. St. Albans 1929). Brother of the
above. Organist of Chester Cathedral
(1877), Prof. of Music Durham Univ.
(1908). Chairman of Board of T.C.M.
(1925—-9). M.A., D.Mus., Oxford.

(3) Frank (b. Brighton 1879; d.
Eastbourne 1941; no relative of the
two above). Pupil of Stanford at
R.C.M. Won high repute as viola
player, chamber music coach, conduc-
tor, and composer for orch., chamber
combinations, and the voice.

Bridgetower, George Augustus
Polgreen (b. 1780; d. Peckham 1860).
Violinist (mulatto, having African
father). Début Paris 1789. Thence-
forward lived largely in London, but
also Rome and Paris. Beethoven’s
‘Kreutzer’ Sonata composed for him
and first played by him and composer,
Vienna 1803. Apparently B.Mus.,
Cambridge, 1811.

Bridgewater, (Ernest) Leslie (b.
Halesowen, Worcs., 1893). Pianist and
composer. Musical director various
theatres. Light music section B.B.C.

See Wedding
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1935-42. Composed pianoforte con-
certo and much incidental music for
stage and films,

Brief Life (Falla). See Vida breve.

Brigg Fair. ‘English Rhapsody’ for
orch. by Delius. Based on Lincoln-
shire folk song. (1st perf. Basle 1907;
Liverpool 1908.)

Bright, Dora (Estella)—Mrs.
Knatchbull (b. Sheffield 1863; d.
Babington, Som., 1951). Pianist and
composer. Trained R.AM. Com-
posed piano concertos, chamber music,
&c. In later years also wrote on music.

Brighton Camp. See Girl I left behind
me.

Brillant, brillante (Fr. masc., fem.),
brillante (It.). ‘Brilliant.’

Brindisi (It. “Toast’). Jovial song to
accompany the drinking of a health.

Brinsmead, John & Soas, Ltd. Lon-
don piano-makers. Est. 1836. Edgar
Brinsmead (d. 1907) wrote History of
the Pianoforte (1868; 2nd ed. 1879).
Brio (It.). ‘Vigour’, ‘spirit’, ‘Gre’. So
the adj. Brioso.

Brisé (Fr. ‘Broken’). Applied (a) to a
chord played in arpeggio fashion, or
(b) to string music played in short,
detached movements of the bow.

Bristow, G. F. See Rip van Winkle.

Britannia, The Pride of the Ocean.
Words written in 1842 by Irish journal-
ist, Stephen Joseph Mean (d. 1890),
tune at the same period by Thomas
E. Williams, of London (d. 1854)—the
composer of the duet The Larboard
Watch. An American version of the
words, Columbia, the Gem of the Ocean,
was provided by one Thomas 4 Becket,
who in 1876 put forward a claim to be
both author and composer of this song:
it has been pointed out that ‘gem of the
ocean’ is a ‘very odd metaphor to apply
to a continent over 3,000 miles broad,
and bounded by land on two of its
sides’,

British Council. Formed 1935 to
spread in foreign countries interest in
Britain and its cultural activities.
Centres in various parts of the world,
with libraries, help towards perf. of
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Brit, music, &c. It receives a consider-
able government grant. Musical Direc-
tor, John Cruft (q.v.).

British Empire, Order of the
(founded 1917). Five grades, as fol-
lows: (1) G.B.E., Knights Grand Cross
(prefix ‘Sir’ before 1st name) and
Dames Grand Cross (prefix ‘Dame’).
(2) K.B.E., Knight Commander (pre-
fix ‘Sir’), and D.B.E., Dame Com-
mander (prefix ‘Dame’). (3) C.B.E.,
Commanders. (4) O.B.E., Officers.
(5) M.B.E., Members.

British Federation of Musical Com-
petition Festivals. Founded 1921.
FirstPresident, Sir Henry Hadow(q.v.).
Address 106 Gloucester Place, London,
W. 1. See Competitions in Music.
British Grenadiers. Original words
date from the very end of the 17th c.
but a later version now sung includes
an allusion to Battle of Waterloo.
Origin of tune unknown: earliest copy
dates from ¢. 1740.

British Musicians’ Pension Society.
Founded 1909. Helps both members
and non-members; has a Convalescent
Home, &c. Address 13 Archer Street,
London, W. 1.

British National Opera Company
(1922—9). Founded by members of
Beecham Co. (see Beecham) to carry
on its work.

British Sound-recording Associa-
tion. Formed, in 1936, by a number
of engineers and amateur enthusiasts
‘with the primary purpose of uniting
in one organization all persons, in
England and abroad, whether profes-
sionals or amateurs, engaged or in-
terested in the art and science of sound
recording’. Conducts experiments and
encourages research, and arranges lec-
tures and demonstrations, &c.

British Terminology of music
(compared with American). See Ameri-
can Terminology.

Britten, (Edward) Benjamin (b.
Lowestoft 1913). Displayed gifts as
composer at early age and at age 12
became Kupil of Frank Bridge (q.v.);
later at R.C.M. studying composition
under John Ireland (q.v.). Rapidly
developed technical assurance and a
style owing little to immediate Eng.
predecessors. In Canada and U.S.A.
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1939—42, at about this time composing
series of vocal works Les Illuménations,
Seven Somnets of Michelangelo, &c.,
which culminated in the operas Peter
Grimes (1945); The Rape of Lucretia
(1946); Albert Herring (1947); Billy
Budd (1951); Gloriana (1953); and The
Turn of the Screw (1954). C.H. 1953.
O.M. 1965.

See entries for all the above ; also Beggar’s
Opera; Ceremony of Carols; Let’s Make an
Opera; Midsummer Night's Dream; Noye's
Fludde; Serenade; Sinfonia da Reqmem,
Spring Symphony; War Requiem.

Britton, Thomas (b. Higham Ferrers,
Northants,, 1651; d. London 1714).
See under Concert.

Broadcasting of Music. The history
of broadcasting may be briefly traced
as follows: 1830, Faraday discovered
that it is unnecessary for two electric
circuits to be in actual physical contact
for electric energy to pass between
them; 1863, Clerk Maxwell demon-
strated the existence of electro-mag-
netic ‘waves’; 1888, Hertz produced
such ‘waves’ in the ether (some, how-
ever, give the priority to Hughes, of
Kentucky); 1894, Lodge showed that
signals could be transmitted without
wires by means of the ‘Hertzian
Waves’; 1895—6, Marconi evolved a
method of propagating and receiving
the waves (again, however, some con-
sider ITughes to have been the pioneer)
and the Brit, Post Office gave oppor-
tunities of displaying and developing
the Marconi system; 1898, Messages
were communicated over a distance of
12 miles; 1901, The distance covered
was now 1,800 miles; 1904, A tele-
graphic service to ships at sea was
inaugurated and progress was by now
also being made in wireless com-
munication by telephony; 1919, Broad-
casting as an entertainment was begun
in the U.S.A. by amateur experimen-
ters; 1920, The first Brit. broadcasting
station was opened by the Marconi Co.
at Writtle, nr. Chelmsford, and the
first U.S.A. station was opened at
Pittsburgh, Penn., and the latter, still
operating (‘KDKA’), was regarded
as world’s first fully organized station;
1922, Four of chief Brit. electrical
manufacturers formed the Brit. Broad-
casting Co.; 1923, World-first Opera
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Broadcast (Mozart’s The Magic Flute)
took place from Covent Garden; 1925,
Daventry high-power station opened,
disseminating programmes from the
London station; 1927, The (private)
Brit. Broadcasting Co. became the

(government controlled) Brit. Broad-
casting Corporation, with 2} million
licences; 1936, Television effectively
began in Bntam

‘PUNCH’ AS PROPHET
(A du Maurijer picturegingf’um:h’: Almanack fos
187
Musical Mistress of House (‘on hospitable thoughts
intent'). ‘Now, recollect, Robert, at a quarter to
nine turn on “Voi che Sapete” from Covent
Garden at ten let in the Quartet from “Rigo-
letto” full on. But mind you close one tap before
opening the other!”
uttons. ‘Yes, Mump

‘The organization and control of
broadcasting differ in different coun-
tries. As we have seen, in Britain they
are a government-authorized mono-
poly; in the U.S.A., however, they are
in the hands of commercial companies
which recoup their expenditure and
make their profit by ‘selling time’ to
advertisers who ‘sponsor’ programmes.

‘The method of broadcasting may be
thus briefly outlined. A small apparatus
is made to give a minute altematmg
current of high ‘frequency’ (i.e. with
extremely rapid vibrations—some mil-
lions per second). This is repeatedly
amplified until it amounts to several
horse-power, and transmitted from
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wires stretched from lofty masts which
send it out through the ether (at the
speed of light, which travels through
the same medium). A microphone is
arranged to control the original min-
ute alternating current, automatically
weakening or strengthening it accord-
ing to the nature of the sounds that
impinge on the diaphragm: thus if the
frequency of the minute alternating
current were 1,000,000 per second and
that of the sound 1,000 per second (=
roughly C above the treble staff) it
would increase and diminish the mil-
lion-per-second current 1,000 times
per second, and so on with sounds of
other pitches. Receiving sets are so
constructed as to cancel out the high-
frequency vibrations, handing on only
the rises and falls in the current, so
that the frequency of the vibrations
passed to the listener’s loud-speaker
corresponds to that of the original
sound given to the microphone. That
fs the principle of radio transmission
by ‘amplitude modulation’ (‘AM’).

In another common system (‘FM’),
it is the frequency of the alternating
current which is varied by the fre-
quency of the sound to be broadcast.

As timbre (see Acoustics 6) is a mat-
ter of harmonic notes of various pitches,
that also is concerned in the foregoing
explanation, and as for intensity (loud-
ness), that, of course, is a matter of the
amplitude of the original vibrations
(see Acoustics 3) communicated to the
diaphragm of the transmitting set.

The speed of the transmission by
3 methods varies widely as follows:
(@) Sound through the air (e.g. in a con-
cert room), at the rate of  of a mile per
second. (b) By wire (e.g. Telephone or
Electrophone); a mile in a fraction of
8 second, the fraction depending on the
electrical properties of the wire and
apparatus. (¢) Through the ether (Radio
Broadcasting), the speed of light, i.e.
186,330 miles per second. Thus the
speed of radio transmission is of the
order of a million times that of concert-
room transmission.

Broadcast Music Inc. (‘BMI’).
American performing rights society,
comparable with ASCAP but owned
by the broadcasting industry. Founded

1939
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Broadwood, (1) John. See Pianoforte.
(2) John & Sons, Ltd. London piano-
making firm, successors to Shudi(q.v.);
firm was ‘Shudi & Broadwood’ 1770;
‘John Broadwood & Son’ 1795; ‘John
Broadwood & Sons’ 1807. (3) The Rev.
John (1798-1864). Brother of H. F.
Broadwood of the piano firm, and one
of the earliest modern folk-song col-
lectors. (4) Lucy (b. London 1858;
d. Camberley, Surrey 1929). Daughter
of H. F. Broadwood of the piano firm,
and thus niece of (3), whose interests
she actively followed; helped to found
Eng. Folk Song Soc. (1898) and served
as its Hon. Sec. 1904-8 and 1914-18.
Brockway, Howard A. (b. Brooklyn
1870; d. New York 1951). Composer
and pianist. Trained Berlin. Then
various important educational positions
Baltimore and New York. Composer
of orch. and chamber works, &c., and
collector of Kentucky mountain tunes.
Brodsky, Adolf (b. Taganrog, on Sea
of Azov, Russia, 1851; d. Manchester
1929). Violinist, Trained Vienna Con-
servatory under Hellmesberger. Joined
staff of Moscow Conservatory and then
that of Leipzig. Toured internationally
as solo violinist (London 1882; New
York 1891). Leader of Hallé Orch.,
Manchester, 1895; then succeeded
Hallé as Principal Royal Manchester
Coll. of Music; formed Brodsky Quar-
tet. Hon. D.Mus., Manchester (1902).
Broken Cadence. See Cadence.

Broken Consort or Broken Music,
See Consort.

Broken Octave.
Octave.

Bronwen (Holbrooke). See Cauldron
of Anwyn.

Bronze Horse (Auber). See Cheval de
bronze.

Brosa, Antonio (b. Taragona, Spain,
1896). Violinist. Settled in London
1914; founded Brosa Quartet; as
soloist and chamber music player
showed special interest in works of
contemporary composers.

Brossard, Sébastien de (b. Dom-
pierre, Orne, 1655; d. Meaux 1730).
Church musician and composer, re-
membered today as author of early
Dicti ire de musique (1703).

See under Short




BROSSES

Brosses, Charles de (b. Dijon 1709;
d. Pans 1777). Geographer, philo-
logist, lawyer, and President of Parlia-
ment of Burgundy, hence usually
spoken of as ‘President de Brosses’;
important to musical hxstonans from
his letters on travel in Italy which
include useful information on musical
conditions of the period.

Brott, Alexander (b. Montreal 1915).
Violinist, conductor, and composer.
Trained McGill Conservatory (later on
staff) and New York Juilliard School.
Leader, McGill Quartet, Les Concerts
Symphoniques, &c. Annual tours of
Europe as composer-conductor, Com-
positions include orch. suite From Sea
to Sea and chamber music. (Eliz.
Sprague Coolidge Prize twice for
latter.)

Brouwenstijn, Gré (b. Den Helder
1915). Dutch lyric-dramatic soprano.
Leading singer at Amsterdam Opera,
then successful appearances at Covent
Garden (1951), Bayreuth (1954), &c

Brown, Arthur Henry (b. Brentwood
1830; d. there 1926). Parish organist,
authority on plainsong, and composer
of 800900 hymn tunes, many of high
popularity and to be found in every
collection in English-speaking world
(e.g. The day is past and over).

Brown, J. Hullah, See Violinda.

Browne, Robert (abt. 1 550-abt. 1633).
See Puritans and Music.

Browning, Robert (1812-89). The
poet; see Avison; Galuppi.

Brownlee, John Donald Macken-
zie) (b. Geelong, Australia, 1900; d.
New York City 1969). Operatic and
concert baritone. Studied Paris. Intro-
duced by Melba at her Covent Garden
farewell (1926); 10 years at Paris
Opéra; then Metropolitan, New York
(from 1937). Dir. Manhattan School
of Mus. 1957.

Bruch, Max (b. Cologne 1838; d.
Friedenau 1920). Long active as con-
ductor of various musical bodies
including (1880—3) Liverpool Phil-
harmonic Soc.; composer of choral
works, works for violin and orch,
(especxally G minor Concerto), and
’cello and orch., &c. (see Kol Nidrei).
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BRUNEAU

Bruckner, Anton (b. Ansfelden, Up-
per Austria, 1824; d. Vienna 1896).
Came before public first as church
musician and concert organist (giving
recitals in Paris, London, &c.); then,
in his forties, settled in Vienna, devot-
ing himself increasingly to composition,
and producing 9 symphonies (see be-
low), 3 masses, a Requiem, a T'e Deum,
and many other works on a large scale,
In form and style is, like Brahms, a
classic-romantic, but, unlike him,
shows some Wagner influence. Has
in Germany and Austria a very high
reputation not fully accepted beyond
their frontiers, perhaps on account of
a certain naivety, repetitiveness, and
apparent lack of faculty of self-
criticism—faults which some of his
ardent admirers maintain are out-
weighed by the musical beauty and
emotional content of his work.

Bruckner’s Symphonies are as
follows: No. 1, in C minor (1866, re-
vised 1891); No. 2, in C minor (1872,
revised 1876 and again 1877); No. 3,
in D minor (1873, revised 1877 and
again 1888); No. 4, in E flat, the
Romantic (1874, revised 1880); No. s,
in B flat (1877, revised 1878); No. 6,
in A (1881); No. 7, in E (1883); No. 8
in C minor, the Apocalyptic (1887,
revised 1890); No. 9, in D mmor
(1896: the finale of this remained in-
complete).

For some time shortened and ‘im-
proved’ versions of these works, by
various hands, had currency.

There are also early Symphonies in
F minor (1863) and D minor (1864,
revised 1869).

Briill, Ignaz (b. Prossnitz, Moravia,
1846; d. Vienna 1907). 'T'oured as
pianist and became known as com-
poser of operas, orch. works, and
chamber music; member of the
Brahms group in Vienna.

Brume (Fr.). ‘Mist.’

Brummeisen (Ger. ‘Humming-iron’).
Jew’s Harp (q.v.).

Bruneau, Alfred—in full Louis
Charles Bonaventure Alfred (b. Paris
1857; there d. 1934). At Paris Con-
servatory its best ’cellist and student

of composition under Massenet. Made
name in 1891 by opera Le Réve (based



BRUNSKILL

on Zola’s novel), then looked on as
very ‘advanced’: one of best known of
its several successors is L’Attagque du
moulin (q.v.). Wrote also a Requiem,
songs, &c.; was active as musical critic
and wrote books on music. Member of
the Institute.

Brunskill, Muriel (b. 1899). Operatic
and concert contralto. Trained by
Blanche Marchesi, &c. Début London
1920. In Brit. National Opera Co.
1922—7. Has toured many countries.

Bruscamente (It.). ‘Brusquely.’

Bruscantini, Sesto (b. Porto Civita-
nova, Macerata, 1919). Operatic buffo
bass-baritone. Début La Scala 1949;
Glyndebourne 1950. Married to Sena
Jurinac (q.v.).

Brushes, Wire. See Percussion Fam-
ily 2w,

Brustwerk (Ger.). ‘Choir Organ’ (see
Organ 1).

Btb. Short for Basstuba (see Tuba
Group).

Buccolico (It.). ‘Bucolic’, ‘rustic’.

Buch der hiingenden Giirten. By
Schonberg. Settings for Solo Voice and
Piano of 15 poems by Stefan George
(op. 15; 1908).

Buck, (1) Zechariah (b. Norwich
1798 ; d. Newport, Essex, 1879). Choir-
master and then organist (1825-72) of
Norwich Cathedral; famous as trainer
of choir-boys; minor composer of
church music. D.Mus., Canterbury.

(2) Dudley I (b. Hartford, Conn.,
1839; d. Orange, N.]J., 1909). Studied
in Germany and France and then
became organist of churches in various
cities of U.S.A. Composer of much
church music and other choral music;
author of some books on musical
subjects.

(3) Dudley II (b. Hartford, Conn.,
1869; d. Fairfield, Conn., 1941). Son
of above; well-known tenor, New
York (1902), and singing teacher in
Chicago (1939).

(4) Percy Carter (b. London 1871;
d. there 1947). Studied R.C.M. (later
on staff); then organ scholar Worcester
Coll., Oxford; organist of cathedrals
of Wells and Bristol; Director of Music
Harrow School (1901-27); Prof. of
Music Dublin Univ. (1910-20); Musi-
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BUESST

cal Adviser to London Education
Committee (1925-37); Prof. of Music,
London Univ. (1925-38); author of
thoughtful books on music; composer
of organ and choral works. M.A,,
D.Mus., Oxford. Knighted 1935.

(5) Vera—Mrs. B. J. Gilchrist (b.
Kew, Victoria, Australia, 1903). Com-
poser and pianist. Vice-Pres. Guild of
Australian Composers. In London
19308, appearing in stage and radio
productions of lighter kind. Composer
musical comedy, songs, and piano
works.

Buckwheat Notation. American
adaptation of the staff notation for
sight-singing purposes, on lines of
system briefly described under Lanca-
shire Sol-fa, but with «a music type
which has differently shaped heads for
the notes bearing the 4 names in use,
fa, sol, la, mi. It dates from the late
18th c., and is still in use in the ‘Bible
Belt’ or ‘Fundamentalist Region’ of the
southern United States.
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‘OLD HUNDRED’

In the Buckwheat Notation. (From The Easy

Instructor ; or A New Method of Teaching Sacred

Harmony, Philadelphia 17¢8. The tune is in the

tenor, as was the British and American custom
at that period)

Bucolico (It.). ‘Bucolic’, ‘rustic’.

Buée (Fr.). ‘Mist.’ So Debussy’s
Comme une buée irisée, ‘Like an iri-
descent mist’, .

Buesst, Aylmer (b. Melbourne 1883;
d. St. Albans 1970). Appeared as



BUFFA

child pianist; studied violin under
César Thomson and Wilhelmj; opera
conductor in Germany and Britain; on
staff of R.A.M., R.C.M,, and G.S.M.
Publ. book on Wagner’s Ring. Asst.
Director Music B.B.C. 1933-6.

Buffa (It.). ‘Comic’ (see Opera 7).
Buffet d’orgue. (Fr.). ‘Organ case.’
Buffo, Buffa (It. masc., fem.). ‘Comic.’

Buffonesco (It.). ‘Buffoon-like’,
‘droll’. So the adverb buffonescamente.

Buffoon (Prokofief). See Chout.

Bugle. Brass or copper instrument of
treble pitch, with wide tube of conical
bore, moderate-sized bell, and cup-
shaped mouthpiece. Notes are merely
a few of those of the harmonic series
(see Acoustics 7) and it is mainly a
means of military signalling or (in
bugle bands) simple accompaniment
of marching. Cf. Last Post. (For Key
Bugle see Cornett and Key Bugle
Families.)

Bugle a clefs. Key Bugle (see Cornett
and Key Bugle Families).

Biihnenfestspiel, Biihnenweihfest-
spiel. See Festspiel, Festival,

Bukofzer, Manfred F. (b. Olden-
burg, Germany, 1910; d. Oakland,
Cal.,, 1955). Trained Univs., Heidel-
berg, Berlin, and Basle (Ph.D.), and
under Hindemith. Academic position
in Basle; then Univ, California. Author
of Music in the Barogue Era, &c. (See
also Sumer is icumen in.)

Bull, (1) John (b. England abt. 1562;
d. Antwerp 1628). Choir-boy in Queen
Elizabeth’s Chapel Royal; organist
Hereford Cathedral and then Chapel
Royal; D.Mus.,, Oxford and Cam-
bridge, and first Gresham Prof. of
Music (see Gresham Professorship).
Then one of organists in Chapel
Royal, Brussels, and finally Antwerp
Cathedral.

His importance is as a highly skilled
performer on and ingenious composer
for the virginals, so that he ranks as
one of the founders of keyboard per-
formance and the keyboard repertory.

See God Save the King; Parthenia.

(2) Ole Borneman (b. Bergen,
Norway, 1810; d. nr. there 1880).
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BUONAMICI

Norwegian patriot violinist who toured
the world playing Scandinavian melo-
dies, earning great sums and founding
in U.S.A. a Norwegian colony and in
the capital of his own country a con-
servatory of music (both of which
schemes proved abortive).

Bullock, Ernest (b. Wigan 189o).
Pupil of E. C. Bairstow (q.v.) at Leeds
Parish Church; sub-organist Manches-
ter Cathedral (1912-15); organist
Exeter Cathedral (1919-28); West-
minster Abbey (1928-41); Prof. of
Music in Univ. of Glasgow and head
of Royal Scottish Academy of Music
(1941); R.C.M. (1953-60). Church and
organ music, part-songs, &c. D.Mus.,
Durham; C.V.O. (1937). Knighted
1951.

Bullphone. A ‘loud-speaker’ invented
in the U.S.A. in the late 1930’s, which
glories in a range of 25 miles. (Cf.
Auxetophone.)

Bull Roarer. See Thunder Stick.

Biilow, Hans Guido von (b. Dresden
1830; d. Cairo 1894). At first student
of law; then abandoned this for music,
becoming disciple of Liszt and Wagner
(married Liszt’s daughter Cosima, who
left him and married Wagner). Fine
pianist, able conductor (positions at
Hanover, Meiningen, Hamburg, Ber-
lin, and extensive tours; see Conduct-
ing). Man of forceful personality and
power and of ready, significant, and
tart speech,

Bumbass or Basse de Flandres.
Much the same as Bladder and String
(q.v.).

Bumpus, John Skelton (b. London
1861 ; there d. 1913). Wrote History of
English Cathedral Music (1908), &c.

Bundfrei. See Clavichord.

Bunting, Edward (b. Armagh 1773;
d. Dublin 1843). Famous pioneer
student of Irish folk tunes, harp music,
&c., publishing standard collections
(1796 to 1840).

Buonamici, Giuseppe (b. Florence
1846; there d. 1914). Pianist of high
distinction (pupil of Liszt and Biilow).
Played in London 1887-93. Teacher
of world fame, ed. of the piano classics,
and composer.



BUONONCINI

Buononcini. See Bononcind,
Buonporti, See Bonporti.

Burden, or Burthen. A recurring line
after each stanza of a ballad, &c.

Burgmiiller, (1) Norbert (b. Dilssel-
dorf 1810; d. Aix-la-Chapelle 1836).
Composer considered to be of great
promise in his day, especially by
Schumann. Died before reaching
maturity, leaving a quantity of sym-
phonic and other works. (2) Joh.
Friedrich (b. Regensburg 1806; d.
Beaulieu, Seine-et-Oise, 1874). Brother
of above; also a composer, chiefly of
piano music for children.

Burkhard, (1) Paul (b. Ziirich 1911).
Composer and conductor of operettas
and other light music (conductor Bero-
miinster Radio Studio Orch. since

1947).

(2) Willy (b.nr. Bienne, Switzerland,
1900; d. Ziirich 1955). Studied at
Conservs. of Berne, Leipzig, and
Munich, and then became teacher of
composition and piano in Berne; later
resident at Montana and Davos. Com-
poser of orch., chamber, and choral
music, last-named including an austere
oratorio, The Vision of Isaiah (1936),
which has received considerable re-
cognition. Opera, Die Schwarze Spinne
(Ziirich 1949).

Burla (It.). ‘Jest.” So burlando, ‘jest-
ingly’; burletta, a musical farce, &c.
(Cf. Burlesco.)

Burleigh, (1) Henry Thacker (b.
Erie, Penn., 1866; d. Stamford, Conn.,
1949). Baritone vocalist. Composer of
songs and arranger of melodies of his
own (Negro) race.,

(2) Cecil (b. Wyoming (town),
N.Y., 1885). Successful violinist (pupil
of Sauret, &c.), violin teacher, and
composer for violin and for orch.

Burlesco, burlesca (It. masc., fem.).
‘Burlesque’, ‘jocular’ (cf. Burla). So
the adverb, burlescamente.

Burletta (It.), A musical farce {cf.
Burla).

Burmester, Willy (b. Hamburg 1869;
there d. 1933). Violinist, Pupil of
Joachim. Of great technical skill and
sensitive artistry. Toured Britain and
U.S.A. Some string compositions.
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BUSCH
Burney, Charles (b. Shrewsbury
1726; d. London 1814). Organist

(London churches, King’s Lynn, fin-
ally Chelsea Hospital); minor com-
poser; traveller in search of material
for History of Music (4 vols. 1776~89);
author of 2 books narrating his trav
experiences in France, Italy, Germany,
&c., also of a Life of Metastasio and
other things. Man of wide musical
and general interests, intimate with and
greatly esteemed by Johnson, Garrick,
Reynolds, Burke, and many other
leaders of politics, science, art, litera-
ture, and social life of his period.
Father of the novelists Fanny and
Sarah Harriet Burney, of the wrniter on
South Sea exploration, Admiral James
Burney (one of Cook’s officers in his
circumnavigation), and of the cele-
brated Greek scholar, Charles Burney,
jun.

See references under Criticism of Musicy
Pianoforte Playing; Rousseau.

Burrell, Mary (1850—98). Daughter of
Sir John Banks, Regius Prof. Medicine,
Trin. Coll. Dublin; wife of Hon, Wil-
loughby Burrell (after her death Lord
Gwydyr). Amassed enormous collec-
tion Wagner documents of every kind}
planned complete life of Wagner so
based but only immense 1st vol. pub-
lished, covering merely 21 years. Othez
material now at Philadelphia (Cata-
logue published 1929).

Burthen. See Burden.

Busby, (1) Thomas (b. London 17553}
there d. 1838). London organist; com-
poser of choral works, &c.; busy
author of Dictionary of Music, History
of Music, and many other books,
D.Mus., Cambridge.

(2) Thomas R. (d. 1933). Hom
player. One of founders of London
Symphony Orch. (q.v.) and its secre-
tary for 1st 18 years.

Busch, (1) Carl (b. Bjerre, Denmark,
1862; d. Kansas City 1943). Natural-
ized as citizen of U.S.A. and long
resident in Kansas City, Mo. Active
composer of choral music, &c.; posses-
sor of notable collection of old instru-
;nenm). Knighted by King of Denmark
1912).



BUSH

(2, 3, 4) The brothers Fritz (1890~
1951), orch. and opera conductor in
many important German centres, also
Copenhagen, Stockholm, New York,
Glyndebourne, &c.; Hon D.Mus.,
Edinburgh, 1935; Adolf (1891-1952),
violinist, leader of notable string quar-
tet (founded 1912), prolific composer
of orch. works, &c., conductor of
chamber orch. Hon. D.Mus., Edin-
burgh, 1935; from 1940 in New York
(cf. Serkin); and Hermann (b. 1897),
eminent violoncellist.

All the brothers left Germany in dis-
spproval of the Nazi régime and
assumed Swiss nationality.

(5) William (b. London 1901; d.
Woolacombe, Devon, 1945). Pianist
and composer. London début as
pianist 1927; then toured Holland,
Germany, and U.S.A. Composer of
piano concerto, ’cello concerto, cham-
ber music, songs, &c

Bush, (1) Alan Dudley (b. Dulwich
1900). Studied at R.A.M. (later on
staff). Composer of chamber music,
choral music, &c., and prominent in a
‘leftish’ musical-political movement.
(2) Geoffrey (b. London 1920).
Studied Oxford. Composer of stage,
g‘rch., choral, and chamber music,
c.

Busk. Former Jazz term (see Fazz)
meaning to improvise on a set of
harmonies.

Busnois, Antoine (d. Bruges 1492).
A pupil of Ockeghem, and a leader in
the early Netherlands school of com-
position.

Busoni, Ferruccio Benvenuto (b.
Empoli 1866; d. Berlin 1924). Of half-
Italian, half-German parentage. World-
famous pianist (début, aged 8) and
composer of 4 operas (see Turandot;
Arlecchino; Doktor Faust), orch. and
chamber music, and piano music—in
his later works to be classed amongst
the anti-romantics. Piano teacher of
great renown—Moscow, Berlin, Bos-
ton (New England Conservatory,
1891~3), Vlenna, Bologna, Ziirich, &c.
Edited Liszt’s piano works, Bach’s ‘48’
&c. Many transcriptions; some books.
See also Farnach; Pianoforte Playing.
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BYRD

Busser, Henri Paul (b. Toulouse
1872). Pupil of Gounod, Franck, and
Widor at the Paris Conservatory and
at 21 won the Prix de Rome. In 1902
became conductor at the Opéra. Has
composed some operas and orch.,
choral, and organ works.

Butt, Clara (b. Southwick, Sussex,
1873; d. London 1936). Contralto.
Trained R.C.M. and Paris. Enorm-
ously popular concert singer through-
out Brit. Empire (often with husband
R. Kennerley Rumford, q.v.). D.B.E.
1920,

Butterfly’s Wings Etude for Piano.
Chopin’s op. 25, no. 9, in G flat.
Nickname without authority.

Butterworth, George (Sainton
Kaye)(b. London 1885 ; killed in action
in France 1916). Educated at Eton,
Oxford, and R.C.M. Active in revival
of Eng. folk song and dance, and a
delicate composer whose early end was
greatly deplored.
See Shropshire Lad.

Button. Pin at the end of a violin, &c.,
which bears the pull of the strings.

Buxtehude, Dietrich (b. Oldesloe,
Holstein (then under Danish rule),
1637; d. Liibeck 1707). One of fathers
of organ playing and organ composi-
tion, his fame being so great that
J. S. Bach when a young man walked
200 miles to hear him. Some of his
church cantatas and organ works are
still to be heard.

By Celia’s Arbour. See Horsley
William.

Byrd, William (b. probably at Lin-
coln 1542 or 1543; d. probably at
Stondon, Essex, 1623). Pupil of Tallis;
at about 20 organist of Lincoln Cathe-
dral, and later (jointly with Tallis) of
Queen Elizabeth’s Chapel Royal. Com-
poser of church music, string music,
keyboard music, and madrigals, all of
highest quality, in some anthems ap-
proaching sublimity. One of fathers of
Eng. Music, and as such revered by
all instructed Eng. musicians,

See Ladye Nevells Booke; Nom mobis
Domine; Parthenia; Service.



BY THE WATERS [841] BYZANTINE MUSIC

By the Waters of Minnetonka. See
Lieurance.

Byzantine Music. By this is meant
the Christian liturgical song (often
highly ornamented) of the Eastern
Roman Empire (capital Byzantium =

Constantinople = Istanbul). It appears
to derive from a far-back source
common to it and to the plainsong
of the Western Church. It is being
increasingly studied by musicologists.
See also Greek Church; Tillyard;
Wellesz.



C

C.A. Coll’ arco (q.v.).
Cabaletta or Cabbaletta (It.). A term

with a troublesome number of mean-
ings: (1) Short aria (q.v.) of simple and
much reiterated rhythm, generally
with repeats. (2) Sort of song in
rondo form, sometimes with variations.
(3) Recurring passage in a song, first
appearing simply and then varied
(some authorities make a triplet ac-
companiment a necessary qualification
for the title). (4, a 19th-c. term) Final
section of an elaborate operatic duet
or aria, in which section the music
often settles down to a steady rhythm.

Cabinet Organ. See Reed-Organ
Family 6. Cabinet Pianoforte. See
Pianoforte.

Caccia (It.). ‘Chase’, ‘hunt’, e.g.
alla caccia, ‘in hunting style’. (For
‘Oboe da caccia’ see Oboe Family;
‘Corno da caccia = Hunting Horn—
see Horn Family.)

Caccini, Giulio (b. Romeabt. 1546; d.
Florence 1618). One of most important
of early Florentine operatic experimen-
ters (sec also Peri and Gagliano). His
book of songs (Nuove musiche =
‘New Musics’; 1602) is the typical
example of the early monodic style.

Cachucha. Graceful Spanish dance
for a eingle performer. Its music is not
unlike that of the bolero (q.v.).

Cadence or Close. Any melodic or
harmonic progression which has come
to possess a conventional association
with the ending of a composition, a
section, or a phrase.

‘The commonest harmonic cadences
are the following:! (@) PERFECT CADENCE

! The definitions which follow accord with
the most usual British practice. The termino-
logy used in harmony textbooks and musical
works of reference in the U.S.A. often departs
somewhat from this. A large number of such
books have been consulted, and they have been
found to vary comidenb.lﬁ in their application
of the terms. Most (not all) of them, however,
sgreeinoneparticular—the term Perfect Cadence
being reserved for the form of Authentic Cadence
(Dominant chord-Tonic chord) in which the
last melody note is a duplication of the bass
note, i.e. is the tonic and not the 3rd or sth of
the chord.

(or FULL cLOsB). Chord of the Domi-
nant followed by that of Tonic. (b) 1N-
TERRUPTED CADENCE. Chord of the
Dominant followed by that of Sub-
mediant. (¢) IMPERFECT CADENCE (or
HALF cLosE). Chord of the Tonic or
some other chord followed by that of
Dominant. (d) PLAGAL cADENCE., Chord
of the Subdominant followed by that
of Tonic.

Perfect  Interrupted Imperfect

Phrygian

To any of the Dominant chords
above mentioned the 7th may be
added. Any of the chords may be taken
in inversion (see Harmony 2 e), but if
that is done in the case of the Perfect
Cadence its effect of finality (i.e its
‘perfection’) is lost.

‘The term PHRYGIAN CADENCE is ap-
plied by various writers to (i) in major
key a cadence ending on the chord of
the Dominant of relative minor (e.g.
in Key C major E-G sharp-B), or
(ii) any sort of Imperfect Cadence
(Half Close) in minor mode, or (iii) 18t
inversion of Subdominant chord fol-
lowed by Dominant chord (e.g. in
Key C the chord A-C-F followed by
the chord G-B-D). (It seems best to
confine the name to the cadence (i)
above, which is fairly common in Bach
and for which no other name is avail«
able, whereas (i) and (iii) are simply
varieties of the Imperfect Cadence.)

For the cadences employing the
Tierce de Picardie see under that term,



CADENZA

Other terms in use (too many!) are
the following:

ABRUPT CADENCE = Interrupted Cadence
(see above). AMEN CADENCE = Plagal Cad-
ence (see above). AUTHENTIC CADENCE ==
Perfect Cadence (Full Close; see above).
AVOIDED CADENCE = Interrupted Cadence
(see above). BROKEN CADENCE = Interrup-
ted Cadence (see above). CHURCH CADENCE
= Plagal Cadence (see above). COMPLETE
CADENCE = Perfect Cadence (Full Close;
see above). DECEPTIVE CADENCE = Interrup-
ted Cadence (see abov:}. DEMI-CADENCE =
Imperfect Cadence (Half Close; see above).
DOMINANT CADENCE == Imperfect Cadence
(Half Close; see above). EVADED CADENCE
= Interrupted Cadence ésee above). FALSE
cLosE = Interrupted Cadence (see above).
GREEK CADENCE = Plagal Cadence ﬁsee
above). HALF CADENCE = Half Close (see
Imperfect Cadence, above). INVERTED CAD-
gNCE = A Perfect or Imperfect Cadence
(Full Close or Half Close; see above) with
its latter chord inverted. (Some confine the
name to the Perfect Cadence thus changed;
others extend it to all cadences having
either chord, or both, inverted.) IRREGULAR
CADENCE = Interrupted Cadence  (see
above). MIXED CADENCE. The term is used
in 2 ways—both of them superfluous. (1)
A ‘mixing’ of the Plagal and Imperfect
Cadences, consisting of Subdominant-
Dominant, this being merely the Imperfect
Cadence in one of its commonest forms.
(2) A mixing of the Plagal and Perfect Cad-
ences, consisting of the Perfect Cadence
preceded by the Subdominant—making 3
chords, instead of the usual 2. This is mere-
1y the Perfect Cadence led up to in one of
its commonest manners and should not re-
quire any special name. RADICAL CADENCB
= any cadence of which the chords are in
root position, i.e. the roots of the chords
in the bass. SEMI-PERFECT CADENCB = Per-
fect Cadence (see above) with the 3rd or
sth of the Tonic in the highest part. sUR-
PRISE CADENCE = Interrupted Cadence
(see above). SUSPENDED CADENCE == A hold-
up before the final cadence of a piece, as
that in a concerto (or, in former times, an
aria) for the solo performer to work in a
cadenza (q.v.).

Cadenza is merely Italian for ‘Cad-
ence’ (q.v.) but has come to mean a
flourish (properly, improvised) in-
serted into the final cadence of any
section of a vocal aria or a solo instru-
mental movement. The conventional
final cadence consists, harmonically, of
3 chords, the 2nd inversion of the
Tonic Chord, and the Dominant and
Tonic Chords in root position (i.e.
§8 on the Dominant bass, followed by
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§ on the Tonic bass). The interpolated
Cadenza begins on the first of these
chords, the orchestra becoming silent
and joining in again only when the
soloist, after a display of vocal or
instrumental virtuosity, indicates by a
long trill that he is ready to be rejoined
by his fellows in the final chords or in
any passage elaborated out of them.

In the operatic aria conventional
practice admitted 3 Cadenzas—one at
the end of each of its 3 sections (see
Aria), the most elaborate being re-
served for the last, in the hope of
‘bringing down the house’ by its dis-
play of vocal gymnastics. term
Melisma has been used for the vocal
cadenza.

Distrust of the inventive ability or
discretion of the performer has led
some composers to provide cadenzas
written out in full. Mozart, for in-
stance, provided such for some of his
piano concertos and so did Beethoven.
Brahms, in his violin concerto, was
perhaps the last composer to leave the
invention of a cadenza to the per-
former, but his friend Joachim at once
supplied one for it and this has since
almost invariably been associated
with it.

From Beethoven onwards (in a part
of the cadenza of his so-called ‘Em-
peror’ Concerto for piano) there have
been instances of the ACCOMPANIED
capenza: Elgar's Violin Concerto
offers a fine example of this.

Cf. Point d’orgue.

Cadenzato (It.). ‘Cadenced’, le.
rhythmic.

Cadman, Charles Wakefield (b.
Johnstown, Penn., 1881; d. Los

Angeles 1946). Composer of melodic
gifts who made much use of American
Indian themes. Wrote operas (see
Shanewis; Witch of Salem), orch. suites,
a symphony, chamber music, &c., and
very many songs.

Caeremoniale Episcoporum. In the
Roman Catholic Church the book
which provides instructions complet-
ing the Rubrics of the Pontifical and
Missal (see Liturgy). It is of special
importance to the choirmaster and
organist for the laws it lays down.



CAGE

Cage, John (b. Los Angeles 1912).
Pupil of Schénberg carrying the
pioneering spirit further than his mas-
ter. Composes for a ‘prepared piano’,
i.e. one with addition of divers objects
to the strings—screws, bolts, rubber
bands, bamboo slats, hairpins, &c.
(cf. Marinetts). Not only may the
quality of sound thus produced bear
no relationship in timbre to that of the
normal piano, but the pitch of the
various notes may be altered and
totally unexpected. His music is de-
scribed as ‘disembodied beauty of
sound without association, without
precedented timbre or form, without
sesthetic antecedent’,

Cahier (Fr.). ‘Part’ of a book, e.g.
Cahier I = ‘Part I’, &c.

Ca iral (Fr. for ‘that will go’, i.e. ‘will
succeed’). This expression, many times
repeated, made up about half the words
of a revolutionary song which is said to
have originated on that October night
in 1789 when the mob marched to
Versailles to bring the King and royal
family to Paris, and which became the
musical accompaniment to almost
every incident of the Terror. The
words, by a popular singer of the day,
Ladré (some say Poirier), give the im-
pression of having been more or less
extemporized for the occasion, and
they varied from period to period with
the varying phases of the Revolution,
The tune adopted was that of a popular
contredanse, called Carillon national,
by & theatre violinist of the day,
Bécourt. This song was regarded as
the official song of the Revolution,
(Cf. Carmagnole.)

Caisse (Fr.). ‘Box’, hence ‘drum’,

Caisse claire (Fr. ‘claire’ = ‘clear’,
distinct), Snare drum, otherwise side
drum (see Percussion Family 2 i),

Caisse, Grosse (Fr. ‘grosse’ =
‘large’). Bass drum (see Percussion
Family 2 k),

Caisse roulante (Fr. ‘roulante’ =
‘rolling’). Tenor drum (see Percussion
Family 2 j).

Caisse sourde (Fr. ‘sourde’ = ‘dull’,
as opposed to ‘claire’; see Caisse
claire, above). Tenor drum (see Per-
cussion Family 2 j).
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Caix d'Hervelois, Louis de (b.
Paris abt. 1670; there d. 1760). Famous
performer on and composer for the
viola da gamba, some of whose works
are now often performed by ’cellists.
Calando (It. ‘lowering’). Diminuendo,
with also rallentando.

Calcando (It. ‘trampling’). Much
the same as accelerando, i.e. quickening
gradually,

Caldara, Antonio (b. Venice 1670;
d. Vienna 1738). Occupied various
musical posts in Italy, Spain, and
Austria. Wrote over 70 operas and
over 30 oratorios, as well as motets,
masses, string sonatas, &c.

Caledonian Hunt’s Delight. See Ye
Banks and Braes.

Calife de Bagdad, Le. Opera by
Boieldieu. (Prod. Paris 18cc; London
1809; New York 1827.)

Calino casturame (or Calen o custure-
me). Tune alluded to by Shakespeare
in Henry V (Act 1v, sc. iv). Itis to be
found in the Fitzwilliam Virginal Book
(q.v.). In A Handefull of Pleasant
Delstes, 1584, the words ‘Caleno Cus-
tureme’ are interpolated as a refrain
between every two lines of the poem,
‘When as I view your comly grace’,
Possibly a perversion of the Irish
‘Cailin, 6 cois t Suire, mé’ (‘I am a
girl from the banks of the river Suir’),
Caliph of Bagdad (Boieldieu). See
Calife.

Calkin, (1) James (b. London 1786;
there d. 1862). Pianist and composer
of orch., chamber, and piano music.
(2) James Joseph (b. 1813; d. Lon-
don 1868)., Son of (1). A violinist.
(3) Joseph (b. 1816; d. London 1874.
Son of (1), though the duplication of
the name seems unusual). Well-known
tenor vocalist, singing teacher, and
song composer; known as ‘“Tenielli
Calkin’ (his mother being a Tenniel).
(4) John Baptiste (b. London 1827;
there d. 1905). Also son of (1) above.
Held organ posts in Ireland and then
London, where he was also a prof, at
G.CM. and T.C.M. Popular com-
poser of church music, glees and part-
songs, solo songs, and piano and organ
music. (5) George (b. London 1829;
date and place of death unknown).
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Also son of (1) above. Well-known
*cellist, organist, composer, arranger of
organ voluntaries, and choral con-
ductor. (6) Joseph (b. London 1781;
there d. 1846). Probably a brother of
(1) above. Orch. violinist; also book-
geller (Calkin & Budd). His son (7)
Joseph George was also a bookseller,
and taught the violin.

Callas (really Calogeropoulos), Maria
(b. New York 1923). Dramatic colora.
tura soprano. Trained Athens Con-
serv. from 1936, returning to N.Y. in
1945. Début Verona 1947; Covent
Garden 1952; Chicago 1954.

Callcott, (1) John Wall (b. London
1766; there d. 1821). Prominent Lon-
don musician; untiring provider of
glees and catches, some of them still
to be heard. D.Mus., Oxford. (2)
William Hutchins (b. London 1807;
there d. 1882). Son of the above and
like him a glee composer; active too
as an arranger for the piano of orch.
and other music.

Caller Herrin’. Poem is by Lady
Nairne, music by Nathaniel Gow (q.v.),
who wrote it about 1798 as a harpsi-
chord piece, incorporating the tradi-
tional fishwives’ cry of Edinburgh with
the bells of St. Andrew’s Church—
and thus, a quarter of a century later,
prompting Lady Nairne’s muse.

Calliope. American term for a steam-~
blown mechanical organ (see Mechan-
tcal Reproduction 13).

Calmato, calmando (It.). ‘Calmed’;
‘calming’,

Calme (Fr.). ‘Calm.’

Calm Sea and Prosperous Voyage,
The (Die Meeresstille und gliickliche
Fahrt). (1) Choral-Orch. setting by
BEETHOVEN (op. 112; 1815) of Goethe’s
poem. (2) Concert-overture by MEN-
DELSSOHN (op. 27; 1832), based on
the same poem (1st perf. London
1836).

Calore (It. ‘heat’). ‘Passion.” So the
adj. caloroso.

CalthumpianConcert. See Charivari,
Calvary (Brit. name for Des Heilands
letzte Stunden, “The Last Hours of the
Saviour’). Oratorio by Spohr. (1st
perf. Cassel 1835. London 1837.)
Calvé, Emma—real name Rosa Cal-
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vet (b. Décazeville, dept. Aveyron
1858; d. Millau, in same dept., 1942),
Soprano vocalist, whose brilliant career
on both sides of Atlantic was chiefly in
Fr. and It. opera (Carmen her greatest
role).

Calvin, Jean (b. Noyon, Picardy,
1509; d. Geneva 1564). Scholar,
theologian, and religious reformer,
making Geneva ‘the Protestant Rome’.
Banished instruments and choirs from
churches which accepted his ideas, but
had no objection (as it is commonly
stated he had) to music and the other
arts. The English and Scottish Puri-
tans owed many of their ideals and
principles to him, and his views on
church music tended to its simplifica-
tion in England and Scotland and to
the development of the metrical psalm
and congregational singing. (See Puri-
tans; Hymns and Hymn Tunes 3.)
Calvocoressi, Michel Dimitri (b.
Marseilles 1877; d. London 1944). Of
Greek parentage. Had career in Paris
as music critic, author, and lecturer on
music; settled in London. Was an early
student of Russian music and associ-
ated with Diaghilef opera enterprise;
wrote books on Russian composers and
other musical subjects; provided many
translations of Russian libretti, con-
tributed in various languages to many
musical journals.

Camargo. See Ballet.

Cambert, Robert (b. Paris abt. 1628;
d. London 1677). Harpsichordist and
organist; colleague in Paris of Perrin
(see Lully), who obtained a monopoly
for the performance of opera in the Fr.
language, Cambert’s Pomone (1671)
being the earliest Fr. opera. On Lully
taking over the monopoly, Cambert
went to England, where, it it said, he
was murdered by his valet.
Camberwell Green (Mendelssohn).
See Spring Song.

Cambiare (1t.). “To change.’
Cambridge University. See Degrees.
The Professors of Music have been—
1684 Nicolas Staggins; 1708 Thos.
Tudway; 1730 Maurice Greene; 1758
John Randall; 1799 Chas. Hague;
1821 J. Clarke-Whitfeld; 1836 Thos.
A. Walmisley; 1856 W. Sterndale
Bennett; 1875 G. A. Macfarren; 1887
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C. V. Stanford; 1924 Charles Wood;
1926 E. J. Dent; 1946 Patrick Hadley;
1962 Thurston Dart; 1965 Robin Orr.
Camden, Archie (b. Newark Notts.,
1888). Bassoonist. Trained Royal
Manchester Coll. of Music. Then in
Hallé Orch.; B.B.C. Orch. 1933;
Royal Philharmonic Orch. 1946. Con-
ductor of London Stock Exchange
Orch.

Camera (It.). ‘Chamber’—as opposed
to hall, opera-house, &c. (For ‘Cantata
da Camera’, see Cantata; for ‘Con-
certo da Camera’, see Concerto; for
‘Sonata da Camera’, see Sonata; also
Suite.)

Cameron, (1) Basil (b. Reading 1885).
Conductor. Trained Berlin Hoch-
schule. Conductor in turn of municipal
orchs, of Torquay, Hastings, and Har-
rogate; then of chief London orchs.
(B.B.C. &c.), also those of San Fran.
cisco (1930-2), Seattle (1932-8), &c.
C.B.E. 1957.

(2) Douglas (b. Dundee 1902).

Violoncellist. Trained R.A.M. (later
on staff). Appears frequently as soloist
with leading Brit, orchs, Also member
Blech String Quartet (see Blech,
Harry).
Camidge Family. Supplied the or-
ganists of York Minster for a century—
John (1735-1803), in office 1756~99;
his son Matthew (1758-1844), in office
1799-1842; his son John (1790-1859),
in office 1842-8; a Cambridge and
Canterbury D.Mus.

1n addition there are the last-named’s
son Thomas Simpson (1828-1912)
who deputized at York for his paralytic
father’s last 10 years and then held
other posts; and his son John (1853-
1939), organist of Beverley Minster
1875-1933.

Camminando (It.). ‘Walking’, ‘pro-
ceeding’, used in a sense of ‘covering
the ground’, ‘pushing on’,

Campana; campane (It.). ‘Bell’;
‘bells’, e.g. those used in the orch. (See
Percussion Family 1 b; Bell g.)
Campanella (1t.). ‘Little bell.” (The
plur., campanelle, is sometimes used
for Glockenspiel-—see Percussion Fam-
iy 1¢.)

Campanella., Piano piece by Liszt,
one of his 6 Transcendent Studies of
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Execution based on Paganini, dedicated
to Clara Schumann (1838 ; see Paganini
Transcriptions), the work of Paganini
here transcribed being Rondo 4 la
Clochette (‘Bell Rondo’) from B minor
Violin Concerto. Liszt had previously
used same theme in his Grande fantaisie
de bravoure sur ‘La Clochette’ for Piano
and Orch. (1832).

Campanetta (It.). Glockenspiel (see
Percussion Family 1 c).

Campanini, (1) Italo (b. Parma 1845;
d. nr. there 1896). Operatic tenor.
Début Odessa 1869; took part 1st perf.
Lohengrin in Italy (Florence) 1871;
London début 1872; then Russia and
U.S.A. (took part in opening perf.
Metropolitan Opera House 1883). For
brother see below. (2) Cleofonte (b.
Parma 1860; d. Chicago 1919). Operatic
conductor and impresario. Conducted
18t U.S. A, perf. Verdi’s Othello, Metro-
politan Opera 1888. Great reputation
in U.S.A. Chief conductor at Hammer-
stein’s New Manhattan Opera House
1906—9: Chicago Opera 1910 and in
general charge there 1913 to death.
Wife was Eva Tetrazzini (q.v.).

Campbells are coming, The. This
popular Scottish tune first appeared
in print in 1745, at which time it was
used as a country dance under the
title Hob and Nob, but about the same
period it is also found with its present
title. There are many_contradictory
statements as to its origin.

Campenhout, Frangois van (b.
Brussels 1779; there d. 1848). Well-
known tenor; also opera composer;
now remembered by his composition
of the Belgian national anthem, La
Brabangonne (q.v.).

Campian or Campion, Thomas (b.
London 1567; there d. 1620). Medical
man, one of most charming of Eliza-
bethan poets, composer of delicate lute
songs; author of treatises on prosody
and counterpoint.

Campo, Conrado del—in full, Con-
rado del Campo y Zabaleta (b. Madrid
1879; d. there 1953). Composer of
symphonic poems, operas, chamber
music, choral music, &c.

Campoli, Alfredo (b. Rome 1906).
Violinist. Came to Britain as child.
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London début age 11. High reputation
as exponent first of light and later of
serious music.

Campra, André (b. Aix-en-Provence
1660; d. Versailles 1744). Director of
the music in several provincial cathe-
drals and then in that of Notre Dame,
Paris, to which his music attracted
crowds; at about age of 40 turned to
the stage and won renown especially by
his opera-ballets.

Canadian Boat Song. (1) The tune is
a8 French-Canadian folk song (Dans
mon chemin); the poem is by Thomas
Moore, who heard the tune when visit-
ing Canada in 1804.

(2) But there is another ‘Canadian
Boat Song’ the authorship of which is
extremely obscure, the question crop-
ping up periodically in the press. This
is the song of which the very beautiful
stanza is so often quoted:

From the lone shieling of the misty island

Mountains divide us, and the waste of

seas—
Yet still the blood is strong, the heart is
Highland,

And we in dreams behold the Hebrides.

Amongst persons to whom the lines
are often attributed are the novelist
John Galt, the 12th Earl of Eglinton
(1739-1819), Lockhart (who possibly
wrote the last 2 stanzas), John Wilson
(whose claim disappears under
scrutiny), and David Macbeth Moir,
otherwise ‘Delta’, who possibly wrote
the first 3 stanzas. The poem appar-
ently first appeared in Blackwood’s
Magazine in 1829, and it is found set
to music in a posthumous publication,
A Selection of Songs and Marches, &e¢.,
composed by Hugh, late Earl of Eglinton.
Scott is accepted by some as the author.
Canadian Broadcasting Corpora-
tion. Founded 1936, superseding
former Radio Commission founded
4 years earlier. Headquarters Toronto.
Canadian College of Organists.
Founded 1909 (called Canadian Guild
of Organists until 1920). Holds dip-
loma exams. and maintains local
centres. (See Degrees and Diplomas 2.)
Canadian Guild of Organists. See
sbove.

Canaries (or Canarie, or Canary). An
old dance in rhythm something like the
gigue (q.v.) but with all its phrases
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beginning on the 1st beat of the
measure with a note a beat and a half
long.

Can-can (or Chahut). A boisterous
(and latterly indecorous) Parisian dance
of the quadrille pattern.

Cancién (Sp.). ‘Song.” There are
diminutives—Cancioncica, = Cancion-
cilla, Cancioncita. The Cancién Danza
is a Spanish dance-song.
Cancrizans. See Canon.

Candide. See Bernstein, L.
Caniglia, Maria (b. Naples 1906).
Dramatic soprano. Début Turin
1930; London 1937; New York 1938.

Canntaireachd. Curious Scottish
Highland bagpipe notation, in which
syllables stand for recognized groups
of notes.

Canon. The word means ‘rule’ and,
musically, it is applied to that sort of
counterpoint (q.v.) in which one
melodic strand gives the rule to an-
other, or to all the others, which must,
at an interval of time, imitate it, note
for note. Simple forms of choral canon
are the Catch (q.v.) and the Round

(q.v.).

CANON AT THE OCTAVE is one in which the
voices (human or instrumental) are at that
pitch-interval from one another. Canon at
the Fifth, or at any other interval, is simi-
larly explained.

A Canon for 2 voices is called a caNoN
TWO IN oNE (and similarly with Canon Three
in One, &c.). A CANON FOUR IN TWO is a
double canon, i.e. one in which 2 voices are
carrymg on I canon whilst 2 others are
engaged on another,

CANON BY AUGMENTATION has the imitat-
ing voices in longer notes than the one that
they are imitating. CANON BY DIMINUTION
is tie reverse of this.

CANON CANCRIZANS is & rather useless

e in which the imitating voice gives out

e melody backwards (*Cancrizans’ from
Lat, Cancer == ‘crab’; but crabs move
sideways; however, such writing is often
crabbed): other names for it are CANON
PER RECTE ET RETRO (Or RECTUS ET INVERSUS)
and RETROGRADE CANON.

A PERPETUAL CANON Or INFINITE CANON
is a Canon so arranged that each voice,
baving arrived at the end, can begin again,
and so indefinitely. The converse is FINITR
CANON,

STRICT CANON is that in which the inter-
vals of the imitating voice are exactly the
same as those of the voice imitated (i.c. as
regards their quality of major, minor, &c.).
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In FREE CANON the intervals remain the
same numerically, but not necessarily as
to quality (e.g. a major 3rd may become a
minor 3rd).

‘That voice in a canon which first enters
with the melody to be imitated is called pux
(‘leader’) or ANTECEDENT, and any imitating
voice is called comes (‘companion’) or
CONSEQUENT.

There exists CANON BY INVERSION, in
which an upward interval in the Dux
becomes a downward one in the Comes,
and vice versa. CANON PER ARSIN ET THESIN
has the same meaning, but also another
one, i.e. Canon in which notes that fall on
strong beats in the Dux fall on weak beats
in the Comes, and vice versa,

Choral Canon in which there are non-
canonic instrumental parts is ACCOMPANIED
CANON.

Pagsages of canonic writing often
occur in compositions that, as wholes,
are not canon, and in addition to
actual canonic composition there exists
agreat deal of composition with a similar
effect but which is too free to come
under that designation, being mere
CANONIC IMITATION,

Cf. Sumer is icumen in, and Non nobis.
Canonical Hours, See Divine Office.

Cantab. (Cantabrigia = Cambridge).
Indicates a Cambridge degree.
Cantabile (It. ‘singable’ or ‘sing-
ingly’). ‘With the melody smoothly
performed and well brought out.” (For
Aria Cantabile see Aria.) Cantando
(It.), ‘singing’.
Cantata (It. ‘Sung’; fem. of ‘Cantato’).
A word of rather different meanings,
according to the period as to which it is
employed. (1) In the 17th c. and often
in the 18th it meant an extended vocal
solo (with recitatives and arias) of the
kind then popular in cultured It.
society. A secular composition of this
type was called a Cantata da camera
(‘Room Cantata’); a sacred one,
Cantata da chiesa (‘Church Cantata’),
(2) In the 18th c., however, the term
came to be also applied to a work for
several solo voices, chorus, &c., much
like a short oratorio or an opersa with-
out scenery or acting (e.g. Bach’s
Coffee Cantata and Peasant Cantata
and his many church cantatas). This
latter is the sense in which the word
was used in 19th-c. Britain and is still
used.

Cf. Canzona.
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Cantata profana. By Bartdk; 1st perf.
London (1934). Narrative setting of a
legend; solo voice, chorus, and orch.

Cantate (Fr., Ger.). ‘Cantata.’

Cantate Domino. The 98th Psalm,
‘O sing unto the Lord a new song’. See
Common Prayer. (In the Prayer Book
of the American Episcopal Church part
of the Cantate Domino is joined to part of
the Venite.)

Cantatrice (It.). ‘Female singer.’

Cante flamenco. Type of melody
popular in Andalusia and used in both
song and dance. A branch of Cants
hondo (q.v.). The significance of the
word Flamenco (‘Flemish’) is much
disputed. The term is especially ap-
plied to gipsy music, but it seems to
have acquired a very comprehensive
meaning nowadays and to take in al-
most anything.

Cante hondo or Cante jondo (hondo
or jondo means ‘deep’). Type of popu-
lar Spanish song, with a good deal of
repetition of the note, much melodic
decoration, and the use of some inter-
vals that do not occur in the accepted
European scales. The Phrygian cadence
(see Cadence s.v. ‘Phrygian Cadence’ i)
is much used. (Cf. Cante flamenco.)

Canterbury Degrees.
and Diplomas 1.

Canterbury Pilgrims, The (1) Opera
by srtanrForp, prod. London 1884.
(2) Opera by DE KOVEN, prod. New
York and Philadelphia 1917. (3) Can-
tata by bpDyson, Winchester 1931.
(4) Opera by JULIUS HARRISON.

Canti carnascialeschi (It. ‘carnival
songs’; singular is canto carnascialesco).
Gay processional madrigals of an early
simple sort, with several stanzas to
the same music, something like the
Eng. Ayre (see Madrigal) but with the
tune in the tenor. They were a part of
the social life of Florence in the 15th
and 16th cs.

Canticle. A Bible hymn (other than a
psalm) as used in the liturgy of a Chris-
tian church. Common Prayer (q.v.)
uses the term only for the Benedicite,
but usage applies it also to other hymns
as above limited and also to the Te
Deum (cf. Common Prayer), In the

See Degrees
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Roman Catholic Church the Canticles
drawn from the New Testament are
called the Evangelical Canticles or
Major Canticles, in distinction from
those drawn from the Old Testament,
which are called the Minor Canticles.

(Canticles is also the alternative
name for the Old Testament book,
The Song of Solomon.)

Cantiga. A Spanish or Portuguese
folk song; also a type of religious song.

Cantilena. (1) Smooth, melodious
(and not rapid) vocal writing or per-
formance, (2, now obsolete) Short
song. (3) In choral music, the part
carrying the main tune. (4) e of
solfeggio (q.v.) in which appeared all
the notes of the scale.

Cantiléne (Fr.). Same as Cantilena
(q.v.).

Cantillation. Chanting in free rhythm,
in plainsong style. The term is most
used in connexion with Jewish litur-
gical music.

Cantiones sacrae, See Motet.

Canto (It.). ‘Song’, ‘melody So Col
Canto, ‘With the song’, i.e. the ac-
companist to take his time throughout
from the performer of the melody.

Canto fermo. See Harmony 1;
Counterpoint; Conductus; Gymel,

Cantor. The precentor or director of
the music in a Ger. Protestant church,
or the leading singer in a synagogue,

Cantoris. Properly that side of the
choir of a cathedral, &c., on which
the Precentor sits but now normally
the north side.

Cantuar. Indicates a Canterbury de-
gree (see Degrees and Diplomas 1),

Cantus (Lat.). ‘Song.” In the 16th and
17th cs. applied to the uppermost
voice in choral music. For Cantus
firmus, however, see references to
Canto fermo (It.) under Conductus;
Gymel; Counterpotnt.

Cantus choralis. See Chorale. For
Cantus figuratus, Cantus mensura-
tus, and Cantus planus, see Plain-
song.

Canu penillion (Welsh).
singing’ (see Penillion).

‘Penillion
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Canzona or canzone (It., plur.
canzoni). (1) Type of poem of period
of the troubadours (see Minstrels, &c.);
hence musical setting of such a poem,
solo or choral. (2) Short instrumental
composition somewhat resembling
choral music of more or less the fugal
type, and sometimes in several move-
ments,

The Canzona cantata and Canzona
sonata were respectively the ‘sung’
and ‘played’ canzona (later abbreviated
to ‘Cantata’ and ‘Sonata’, i.e. the
adjectives used as nouns).

Canzonet, or canzonetta. Diminu-
tive of Canzona (see above). Applied
to certain madrigals and later to a light,
flowing kind of simple solo song.

Caoine, Irish funeral song, with wail.
ing (the Eng. spelling is ‘Keen’).
Capell, Richard (b. Northampton
1885; d. London 1954). Music critic
of London Daily Mail (1911-31) and
then of Daily Telegraph, interrupting
his work during 1914-18 as member
of the Brit. force in France (Military
Medal) and during 1939—45 as War
Correspondent of his journal in France,
North Africa, Greece, &c. Wrote
valuable books on Schubert’s Songs,&c.,
and also on the war and on post-war
position in Greece.

Capella. See Cappella.
Capelle (Fr.). Same as Ger. Kapelle
(q.v.).

Capellmeister. See Kapellmeister.

Capet, Lucien (b. Paris 1873; there
d. 1928). Violinist. Trained Paris
Conserv. Founded Capet Quartet.
Famous teacher. Some compositions
and books.

Capitan, El. Very successful operetta
by Sousa. Libretto by C. Klein; lyrics
by T. Frost. (Prod. Boston 1896; New
York the same year; London 1899.)

Caplet, André (b. Havre 1878; d. nr.
Paris 1925). Studied at Paris Con-
servatory and won Prix de Rome
(1901); early became known as capable
conductor (Boston Opera Co. 1910-
14); close friend of Debussy and first
conductor of some of his works.
Composed songs, choral and orch,
music, chamber music, &c.
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Capocci, (1) Gaetano (b. Rome 1811
there d. 1898). Organist and director
of choir St. John Lateran. Composer
of church music. For son see below.
(2) Filippo (b. Rome 1840; there d.
1911), Like father became organist St,
John Lateran (1875); succeeded him
as director of choir 1898. Famous
performer and composer for his in-
strument,

Caponsacchi. See Hagemann.
Capotasto, capo d’astro, capodastro
(It.); capodastére (Fr.), capodaster
(Ger.). Lit. ‘head’ of the ‘touch’ or
‘feel’, i.e. the ‘nut’, or raised portion of
the top of the finger board of a stringed
instrument, which ‘touches’ the strings
and defines their length at that end.
Another name is Barre (Fr.). A
movable capotasto has sometimes been
used, which can be placed at any point
in the length of the strings (in ’cello
playing the thumb acts as such and in
the 18th c. was sometimes so called).
In U.S.A. the name capotasto is re-
served for this type.

Cappella, Capella (It., the former
being the correct spelling). ‘Chapel.’
A cappella or alla cappella (applied to
choral music) meaning ‘in the church
style’ and, by this, ‘unaccompanied’
(like the 16th-c, church music). A
rarer sense of these expressions makes
them synonymous with alla breve (see
Breve).

Capriccio (It.); caprice (Eng. and
Fr.). (1) Term applied to some of the
16th-c. It. madrigals and, later, to a
kind of free fugue for keyboard in-
struments, and later to any light quick
composition. (2) In the early 18th c,
the word was sometimes used for
‘Cadenza’. (3) A capriccio means
‘According to the fancy (caprice) of the
performer’,

Capriccio. Opera by Richard Strauss.
Libretto by Clemens Krauss, (Prod.
Munich 1942.)

Capriccio espagnol. Symphonic
Suite by Rimsky-Korsakof, op. 34
(1887).

Capriccio italien. Symphonic Poem
by Tchaikovsky, op. 45 (1880).
Capriccioso (It.), capricieux (Fr.).
‘Capricious’, hence in a lively, infor-
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mal, whimsical style. So the adverb
capricciosamente,

Caprice. See Capriccio.

Caractacus. Cantata by Elgar. Text
by H. A. Acworth, (1st perf. Leeds
Fest, 1898.)

Carapetyan, Armen (b. Persia, of
Armenian parents, 1908). Musico-
logist. Educated Teheran, then Sor-
bonne and Harvard Univ. (ML.A,,
Ph.D.). Also studied violin under
Capet and composition under Mali-
piero. In 1944 founded Inst. of
Renaissance and Baroque Music,
Rome, which was superseded by the
‘American Inst. of Musicology’ of
which he is Director,

Carcelera (Sp.) from carcel, ‘jail’,
Sort of Saeta (q.v.)—supposedly a
prisoner’s song.

Cardillac. Opera by Hindemith (op.
39, 1926). Libretto based on story by
E. T. A. Hoffmann., (Prod. Dresden
1926; London, concert form 1936.)

Card Party (Stravinsky). See ¥eu de

cartes.

Cardus,Neville (b. Manchester 1889).
Joined staff of Manchester Guardian
1917 and became its music critic on
death of Samue! Langford in 1927.
Also cricket-critic of this paper, and
author of books on his subjects and
an autobiography (1947, &c.). Position
on Sydney Morning Herald 1941-7.
C.B.E. 1964. Knighted 1967.
Caressant (Fr.). ‘Caressing.’

Carey, (1) Henry (b. abt. 1690; d.
London 1743). Wrote much music for
theatre, &c. (Not the composer of God
save the QQueen as often stated.)

(2) (Francis) Clive (Savill) (b.
Sible Hedingham, Essex, 1883; d
London 1968). Baritone, Trained
R.C.M. (on staff 1946—-53), &c. Toured
with Eng. Singers (q.v.), sang in
opera, served as producer at Sadler’s
Wells, and composed incidental music
for plays. On staff of conservs. of
Adelaide (1939) and then Melbourne
(1942-5). Active in Eng. folk song
movement, &c. C.B.E. 1955.

Carezzando; carezzevole
‘Caressing’; ‘caressingly’.

Carillo. See Carrillo.

(1t.).
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Carillon. Recitation with Orch. Poem
by Cammaerts, music by Elgar—
largely based on a bell motif and com-
posed as a tribute to Belgium 1914
(op. 75). Later arranged for alternative
perf. without declamation.

Carillon. (1) See Bell 4. (2) Organ
stop; a Mixture (q.v.) of 3 ranks (12th,
17th, 22nd): chiefly in U.S.A.
Carillon national, See Ca iral/
Carissimi, Giacomo (b. Marino, nr.
Rome, 1605; d. Rome 1674). Brought
to perfection the recitative style and
introduced more instrumental variety
into the cantata and oratorio. Some of
his sacred music is still heard.

Carl Rosa Opera. See Rosa.
Carlton, Richard (b. abt. 1558; d.
abt, 1638). A Norfolk vicar and notable
madrigal composer.

Carmagnole. Originally the name of
sort of short coat, worn in north Italian
district of Carmagnola, and broughtinto
France by workmen from that district.
The insurgents of Marseilles in 1792
(cf. Rouget de Lisle) introduced it to
Paris, where it became identified with
the Revolution. A round dance of the
time was given the name and a song
with the refrain, ‘Dansons la Car-
magnole, vive le son du canon’, to
a very catchy air, became identified
with revolutionary festivities such as
executions. The authorship of both
words and music is unknown. (Cf. Ca
iral)

Carman’s Whistle. This is a tune to
be found, with variations by Byrd, in
the Fitzwilliam Virginal Book (q.v.).
It is that of a ballad which was pub-
lished in 1592.

Carmen (Lat.). (1) ‘Tune’, ‘song’,
‘strain’, ‘poem’. (2, in 14th- and 15th-c,
parlance) Voice part of a composition
(as distinguished from the instrumen-
tal parts), or the uppermost part of a
choral composition.

Carmen. See Bizet.

Carmina Burana. ‘Scenic cantata’ by
Orff, on Latin text. (Prod. Frankfurt
1937.)

Carnaval: Scénes mignonnes
(‘Dainty Scenes’). Set of 21 Piano
pieces by Schumann (op. 9, 1834-5),
‘built for the most part on the notes
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A-S—-C-H, the name of a small
Bohemian town where I had a lady
friend, but which, strange to say, are
also the only musical letters in my
name’. (AS is Ger. for A flat, and H
for B; S is sometimes treated by
Schumann as ES, i.e. E flat. Where
the 4 notes appear alone they are not
meant to be played.) Cf. Abegg.
Carnaval. Ballet by Fokine, set to the
above music. (Prod. St, Petersburg
1910.)

Carnaval romain, Le. Most popular
of the Concert-overtures of Berlioz.
(op. 9, 1843.) The themes come from
his unsuccessful opera, Benvenuto
Cellini, in which it has sometimes (as
he suggested) been used as an intro-
duction to the 2nd Act,

Carnegie, Andrew (b. Dunfermline
1835; d. Lenox, Mass., 1919). Scot
who made fortune in Pittsburgh steel
industry, establishing funds which
have endowed many musical activities,
making grants for organs, providing
sets of gramophone records for U.S.A.
educational institutions, financing pub-
lication of contemporary and old music
(e.g. great edn. of Engl. church music
of Tudor period), building New
York’s largest concert hall (Carnegie
Hall, 1891), founding in Pittsburgh
Carnegie Inst. with organ, and Car-
negie Inst. of Technology (with music
department), &c. Chief media for these
benefactions have been Carnegie Cor-
poration of New York and Carnegie
United Kingdom Trust (headquarters
Dunfermline).

Carnegie Hall, New York. Chief con-
cert hall of city. Opened 1891, Andrew
Carnegie (q.v.) providing most of
funds. Until 1898 called ‘Music Hall’,
Carner, Mosco (b. Vienna 1904).
Took doctorate at Univ. of Vienna and
then developed as orch. and operatic
conductor. Settled in London 1933,
conducting, writing upon music, &c,
Important book on Puccini (1959).
Carnival. (1) By pDvoRAk: See Triple
Overture. (2) By cLazuNor: Concert-
overture (op. 45).

Carnival at Paris. Orch. piece by
Svendsen (op. 9, abt. 1874).

Carnival of Animals. Amusing
‘Grand Zoological Fantasy’ by Saint-



CARNIVAL OF VENICE

Sagns for Orch., with Piano, Xylo-
phone, and Harmonica (metal plates
struck with hammer), Fourteen brief

movements——(l) Introduction and
Royal Lions’ March; (2) Hens and
Cocks; (3) Hémi Swift

(4) Tortozses, (5) The Elephant,
(6) Kangaroos; (7) Aquarium; (8) Long-
eared Personages; (9) The Cuckoo in the
Depths of the Wood; (10) The Aviary;
(11) Pianists; (12) Fossils; (13) The
Swan; (14) Finale.

Carnival of Venice. Name giventoa
number of popular instrumental com-
positions, more or less of the nature of
variations on the air of a certain popu-
lar Venetian tune. (See under Pagansni.)

Carol. A religious seasonal song, usu-
ally joyful, in the vernacular and sung
by the common people. All Christian
nations, Western and Eastern, have
carols, some of them evidently of pagan
origin but taken over and adapted in
the early days of Christianity. The
nature of the carol varies: it may be
dramatic, narrative, or lyrical.

The Christmas carols of France are
called Noéls (Noé&l = Christmas) and,
through the Norman, the word has sur-
vived in Britain as ‘Nowell’, sometimes
found as the refrain of a carol. Those
of Germany are called ‘Weihnachts-
lieder’, i.e. Christmas Eve Songs.

One of the oldest printed Eng.
Christmas carols is the Boar’s Head
Carol, long sung as the traditional dish
is carried in on Christrnas Day at
Queen’s Coll., Oxford; it was printed
in 1521, This is but one of a large
group of carols associated with good
cheer as an element in Christmas joy.

As the Eng. and Scottish Puritans of
the 17th c. disapproved of keeping reli-
gious feasts they, of course, discour-
aged Christmas celebrations of every
kind, including carols.

From the later 19th c. the singing
of carols in England, which had long
become a matter of door-to-door visi-
tation, often of a very pleasant and
picturesque nature, tended to be de-
graded into petty beggary in every
district little children in groups paraded
from door-step to door-step, from the
end of November onwards, building
up a Christmas fund by the extortion
of what may very fairly be called ‘hush
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money’. At the same period what may
be described as the ‘Ancient and
Modern’ movement (see Hymns and
Hymn Tunes 4) brought into popularity
a poorish type of newly composed
music of very Victorian idiom, and
also somewhat weakly harmonized ver-
sions of the old carol tunes; these were
the musical counterpart of the imita-
tive Gothic church architecture of the
period. However, towards the begin-
ning of the 20th c. a movement for
better Christmas music made itself
felt, and especially one for the revival
of the genuine traditional carols.

Carolan. See O’Carolan.
Caro mio ben. See Giordani, Giuseppe.

Carpenter, John Alden (b. Parh
Ridge, Ill., 1876; d. Chicago 1951).
Studied Harvard. Wealthy business
man who attained popularity as com-
poser of orch. works, piano pieces,
songs, &c. (see Adventures in a Peram-
bulator; Birthday of the Infanta; Krazy
Kat; Sea Drift; Skyscrapers).

Carr, (1) Frank Osmond (b. nr.
Bradford 1858; d. Uxbridge 1916).
Composer of hxghly popular light
comedy operas, &c. (e.g. His Excellency
1804; libretto by W. S. Gilbert),
M.A.,, Cambridge; D.Mus., Oxford.
(2) Howard (b. Manchester 1880; d.
London 1960). London theatre con-
ductor; composer of light operas and
orch. music, songs, &c. In Australis
1928-38 on staff of Sydney Conserva-

tory, &c.
(3) Benjamin. See Opera 6.
Carrée (Fr. ‘square’). The double

whole-note or breve (q.v.).

Carrefio, Teresa—in full Maria
Teresa (b. Caricas, Venezuela, 1853;
d. New York 1917). Pianist. When she
was ¢ family settled in New York
where she appeared with highest suc-
cess. Later studied under Gottschalk
(q.v.) and Rubinstein (q.v.), and be-
came equally well known in Old and
New Worlds. Had a period as operatic
soprano and another (short) as operatic
conductor, Carried varied musical
tastes into matrimony—(1) the violinist
Sauret 1872 ; (2) therbaritone vocalist G.
Tagliapietra 1875; (3) the pianist-com- -
poser d’Albert 1892-5; (4) Tagliapietra
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(brother of 2nd husband) 1902 to
death. Not, as often stated, composer
of Venezuelan National Anthem.

Carrillo, Julidn (b. San Luis Potosi,
Mexico, 1875; d. Mexico 1965).
Studied Leipzig and became violinist
in the Gewandhaus Orch. under
Nikisch; held important positions in
native country and then settled New
York. Developed a system of micro-
tonal composition (see Microtones);
works include symphonies, operas,
masses, chamber music, &c.; also theo-
retical treatises.

Carrodus Family (orig. Carruthers).
(1) John Tiplady (b. nr. Keighley,
Yorks.,, 1836; d. London 1893).
Violinist. Début at 9. Then pupil of
Molique. Became leading violinist of
chief London orchs. and provincial
fest. orchs., &c.; recitalist and com-
poser for his instrument. For his sons
see below,

Sons of above. (2) Bernhard
Molique (d. Ross, Hereford, 1936),
violinist. (3) Ernest Alexander (d.
1938), Britain’s leading double-bass
player. (4) John, violoncellist and
organist. (5) Robert, violinist. (6)
William O. (d. Greenford, Middlesex,
1942), flautist.

On one occasion father and the s
sons appeared together in orch. of
Three Choirs Fest. (Hereford 1894).
In 1895, when Keighley conferred
town’s freedom to celebrate jubilee of
public appearance of founder of this
musical family, all above plus his wife
and sister appeared as performers—i.e.
.8 of the same name.

(7) Constance (b. Preston). Mezzo-
contralto. Trained Roy. Manchester
Coll. of Music. Specialist in European
folk song. Numerous broadcasts, also
tours in Britain and Europe.

Carroll, Walter (b. Manchester
1869; there d. 1955). Manchester
church musician and teacher (prof. at
Royal Manchester Coll. of Music and
lecturer at Univ.); Musical Adviser
to Education Committee (1918-34).
Composer of highly successful piano
(and latterly violin) music for children,
Author of works on musical education.
D.Mus., Manchester.
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Carrosse du Saint-Sacrement, Le.
See Berners.

Carse, Adam—formerly A. von Ahn
Carse (b. Newcastle-on-Tyne 1878;
d. Great Missenden, Bucks., 1958).
Trained at R.A.M. (later on staff); a
music master at Winchester Coll. for
13 years. Composer of many orch.
works, chamber music, and educational
music, and high authority on history
of orch.; ed. of neglected classics.

Carte, Richard D’Oyly (b. London
1844; there d. 1901). Concert agent
and producer of light operas, who be-
came impresario of Gilbert and Sulli-
van; built Savoy Theatre, 1881 (hence
term for G. and S. works, ‘Savoy
Opera’). Widow (d. 1913) and then son
Rupert (1876-1948) and grand-
daughter Bridget in turn succeeded
in proprietorship and management of
‘D’Oyly Carte Opera Co.’

Carter, (1) Ernest Trow (b. Orange,
N.J., 1866; d. Stamford, Conn., 1953).
Piano pupil of William Mason (q.v.);
and studied composition in Germany;
member of the Bar (1891) but con-
tinued to devote himself to music,
holding various academic musical
positions and organistships. Com-
posed operas, ballets, orch. works,
&c. B.A., Hon. Mus.Doc., Princeton;
M.A., Columbia,

(2) Elliott Cook (b. New York 1908).
Studied Harvard and in Paris under
Nadia Boulanger. On staff Peabody
Conserv. 1947; Columbia Univ. 1948;
Yale Univ. 1960. Composer of operas,
ballets, orch., choral, and chamber
music. Pulitzer Prize 1960.

Caruso, Enrico (b. Naples 1873;
there d. 1921). Tenor vocalist of
highest popularity in It. and Fr. opera,
winning fabulous financial rewards for
both appearances in person and gramo-
phone records.

Carvalho, (1) Léon.
Miolan-Carvalho.

(2) (née Miolan), Caroline Marie
Félix (b. Marseilles 1827; d. nr.
Dieppe 1895). Operatic soprano of
international  popularity;  created
several of soprano parts in Gounod’s
operas.

See under
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Caryll, Ivan (really Felix Tilkin;

b. Lidge 1861; d. New York 1921).

Active in England and America; com-

posed many popular musical comedies

g‘Th)e Earl and the Girl, Our Miss Gibbs,
c.).

Casadesus. The following members of
this large (originally Spanish) family,
all born in Paris, are the best known:

(1) Francis Louis (1870-1954).
Opera condr.; founder and Dir. (1918~
22), Amer. Conserv., Fontainebleau;
comp. operas, orch. music, &c.
(2) Robert Guillaume (1878-1940).
Brother of (1). Pianist and composer.
(3) Henri Gustav (1879-1947).
Brother of (1). Viola-player. Member
of Capet (q.v.) Quartet. Founded New
Soc. of Ancient Instruments (toured
with it Europe and U.S.A.); made
collection of old instruments (now in
Boston Orch.’s museum). Composer
of light operas and ballets, &c.
(4) Marcel Louis Lucien (1882~
1914). Brother of (1). Violoncellist.

Killed in World War 1. (5) Marius.
Robert Max (b. 1892). Son of (1).°

Violinist. Composer of operas, cham-
ber music, &c. (6) Robert Marcel
(1899-1972). Son of (2). Pianist,
touring Europe and U.S.A., &c. Com-~
poser of concertos for piano, violin, &c.,
and other orch. and piano works. Dir.
Piano Dept., Amer. Conserv., Fon-
tainebleau, till 1949.

Casals, Pau—formerly Pablo, but
later changed to the Catalan form (b.
Vendrell, Catalonia, 1876; d. Rio
Piedras, P.R., 1973). World’s greatest
’cellist, also a conductor (founded
Barcelona orch.) and composer. Be-
came an exile from his native country
in 1939, with victory of Franco and
re-incorporation of Catalonia in Spain.
(See Suggia.)

Casella, Alfredo (b. Turin 1883; d.
Rome 1947). Studied under Fauré
at Paris Conserv. and then enjoyed
international success as pianist and
orch. conductor. As composer ranks
as an anti-romantic and a supporter
of the national It. movement for a style
of composition less based on a ‘pre-
dominance of vocal melodramatic
melody’.

Cassa (It. ‘box’). Any drum of a large
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size, generally the bass drum (see
Percussion Family 2 k).

Cassa grande, or Gran cassa (It.
‘big box’). Bass drum (see Percussion
Family 2 k).

Cassadé, Gaspar (b. Barcelona 1897
d. Madrid 1966). Violoncellist. Pupil

Jof Casals. Many compositions and

arrangements for ’cello.
Cassandra. See Gnecchi.

Cassa rullante (It. ‘rolling box’).
Tenor drum (see Percussion Family 2 j).

Cassation, Cassazione. See Suite.

Casse-noisette (T'chaikovsky). See
Nutcracker.

Casson, Thomas. See Positive Organ.
Castagnette (It.), castagnettes (Fr.).
‘Castanets’ (see Percussion Family 2 q).
Castanets. See Percussion Family 2 q.
Castelnuovo-Tedesco, Mario (b.

Florence 1895; d. Hollywood, Cal.,
1968). Pupil of Pizzetti. Composer of

. songs, choral music, piano pieces, and

operas, showing a sense of delicate
reﬁnemgnt. In California from 1948.

Castillane (Sp.). Dance of the Pro-
vince of Castile.

Castle Hyde. See Last Rose of Summer.
Castor and Pollux. See Rameau.
Castrato Singer or Evirato Singer.

‘See Voice 5.

Catalin (Sp.), Catalane (Fr.).
Spanish dance type deriving from
Catalonia,

Catalani, (1) Alfredo (b. Lucca 1854
d. Milan 1893). Composer of very
popular operas, especially La Wally
(1892).

(2) Angelica (b. Sinigaglia 1780;
d. Paris 1849). Operatic soprano of
highest possible fame. Great range and
flexibility. In London and elsewhere
received enormous fees (spent largely
on charitable schemes). Heard at some
Engl. festivals.

Catch. A round (q.v.); but the term is
now often used in a less general sense
which confines its application to such
rounds as, in the singing, afford a laugh
by the way the words are heard, as for
instance in the one Ah, how Sophia,
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which in the singing suggests ‘Our
house afire’, the later line ‘Go fetch
the Indian’s borrowed plume’ simi-
larly suggesting ‘Go fetch the engines !’

Catch Club = Noblemen and Gentle-
men’s Catch Club (q.v.).

Cathedral Music and Musicians in
Britain. The present article is con-
cerned with cathedral music in Britain
from the date when this became a dis-
tinctively Brit. thing, i.e. from the
Reformation.

What are known as the cathedrals
of the Old Foundation are Bangor,
Chichester, Exeter, Hereford, Lich-
field, Lincoln, Llandaff, St. Asaph,
St. David’s, St. Paul’s (London), Salis-
bury, Wells, and York—13 in all: these
were already cathedrals, and cathedrals
only, at the suppression of the monas-
teries under Henry VIII in 1536—9.
What are known as the New Founda-
tion cathedrals are (a) Canterbury,
Carlisle, Christ Church at Dublin (the
position of St. Patrick’s Cathedral in
the same city is peculiar and cannot
be gone into here), Durham, Ely,
Norwich, Rochester, Winchester, and
Worcester, and (b) Bristol, Chester,
Gloucester, Oxford, and Peterborough
—14 in all. Of these, those marked (a)
had previously been both monasteries
and cathedrals and now became merely
the latter, whilst those marked (b) be-
came cathedrals for the first time, new
sees being set up. In the Old Founda-
tion cathedrals the Precentor (q.v.) is
a ‘dignitary’ generally ranking next to
the Dean: in cathedrals of the New
Foundation the Precentor is usually
merely a minor canon. The Old
Foundation cathedrals (whose statutes
all dated from a time when organs were
primitive and organists had little im-

ortance) barely recognized the organ-
ist as a special official, but in drafting
the statutes of the New Foundation
cathedrals he was generally taken into
account (the exceptions are Winchester
and Ely). In the Old Foundation
cathedrals the office of Master of the
Choristers was often a separate one;
in those of the New Foundation this
was rare. In addition to the cathe-
drals certain other churches, similarly
equipped, functioned as centres of
musical activity, such as Westminster
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Abbey, St. George’s Chapel in Wind-
sor Castle, and the larger colleges of
Oxford and Cambridge Univs. It can
be taken that what follows applies to
them, as to the cathedrals. (The Chapel
Royal, London, is discussed, under its
own name, elsewhere in this volume.)
A large number of new cathedrals
have come into existence as the result
of the 19th- and 20th-c. desire for
more efficient organization; they are
usually old parish churches converted
to diocesan use, but one or two are
new buildings (Truro, Liverpool).
They have none of them been sufh-
ciently lavishly financed to undertake
the traditional full daily cathedral pro-
gramme. There are also a certain
number of cathedrals of the Anglican
communion in Ireland, in addition to
the two mentioned above, and in Scot-
land, in which latter, however, the
original buildings (e.g. Glasgow Cathe-
dral)weredeprived of cathedral statuson
the completion of the Reformation un-
der Knox, and, where still in existence,
are in use as Presbyterian churches.
At the time of the Reformation, and
for a century afterwards, there were
two currents of religious thought con-
tending for the control of the service
of the Church. One school would much
reduce or even abolish choirs and or-
gans and the other would fully retain
them. From Cranmer’s time composers
were urged to write syllabically (that
is a note to a syllable) and with plain
chordal progressions rather than coun-
terpoint: these limitations (prompted
by the good motive of enabling the
congregation to hear the words) tended
somewhat to restrict the interest of the
music, and have led to the rather
marked differentiation of what we call
the ‘Anglican style’ from the style of
church musicin Britain in pre-Reforma-
tion days and in other countries.
Under the musical Tudors cathedral
music was fostered: under the early
Stuarts it somewhat declined. Never-
theless, up to the beginning of the
Civil War cathedral music flourished
considerably and produced a body of
composition of which any country
might be proud (though admittedly the
Chapel Royal must have the credit fos
much of this). A very important collec-
tion of cathedral music was printed in
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1641, that of Barnard, a minor canon
of St. Paul’s. In that same year a House
of Lords Committee advised ‘That the
Music used in cathedral and collegmte
churches be framed with less curiosity’,
f.e. with less elaboration. The follow-
ing year civil war broke out and the
Puritan soldiery, as yet undisciplined,
destroyed some cathedral organs and
music books. In 1644 an Act was
passed for the removal of ‘superstitious
monuments’, and this included organs.
The statement that orders were given
for the destruction of music books is
fncorrect; however, church music dur-
ing this period was, in England, Wales,
and Ireland, reduced to the unaccom-
panied congregational singing of metri-
cal psalms, (For a general treatment of
the musical condition of the period see
the article Puritans and Music.)

When King and Church came to
power again in 1660 a great era of
organ buxldmg began. There was a
dearth of singers, especially boys,
whose line of music was for a little
time, m some cathedrals, supplied by
men singing falsetto or by wind in-
struments. In order to re-establish the
tradition Edward Lowe (formerly or-
ganist of Christ Church Cathedral,
Oxford) brought out his Short Direc-
tion for the Performance of Cathedral
Service (1661 ; reprinted with additions
1664). Rev. James Clifford’s collection
of anthem words as used at St. Paul’s
and other cathedrals (1663) shows
about 400 anthems as in use—a con-
siderable repertory to have reinstated
in such a short time. It also gives the
earliest Anglican chants ever printed:
the use of such chants was long confined
to the cathedrals (see Anglican Chant).

Thence onward there has been no
break in the continuity of cathedral
services, but there have been periods
of the grossest neglect on the part of
those charged with their conduct.
S. S. Wesley’s agitation all through
his varied cathedral life is well known.
Partly, perhaps, as a result of his heroic
battlings and those of some others, and
partly, certainly, as a result of the
Oxford Movement, the conditions of
cathedral music began greatly to im-
prove after the middle of the 1gth c.
Genuine difficulties came in the years
following the First World War, when
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the funds available would in some
places no longer suffice; in some cathe-
drals, instead of two choral services
daily only one was given, and other
severe economies were undertaken,

An innovation that must receive
comment is the increasing and now
great use of the cathedrals for per-
formance of the finest large-scale music
by amateur choirs forming a sort of
auxiliary to the smaller professional
bodies. It may, then, be fairly claimed
that the Eng. cathedral is once again
an influential centre of national musical
activity.

A further word may be added as
to collections of cathedral music.
Barnard’s 17th-c. collection has al-
ready been referred to. Two valuable
publications of the later 18th c. should
be mentioned: Boyce’s Cathedral
Music came out 1760—78: it was the
first collection of anthems and services
to be printed in score instead of in
separate part books, and its contents
covered nearly 300 years of Eng.
cathedral composition. Arnold’s col-
lection followed, as a supplement to
Boyce, in 1790. The era of cheap music,
of services and anthems printed in
score, in handy size, and sold for a few
pence, dates from the middle of the
19th ¢, and is much associated with the
name ‘Novello’,

See Vicar Choral.

Catoire (Katuar, and other translitera-
tions), George (b. Moscow 1861;
there d. 1926). Of partly Fr. descent.
Pupil of Liadof and protégé of

Tchaikovsky. His compositions (which
show relatively little national Russian
influence) include orch. music, piano
music, and songs.

Cat’s Fugue. Harpsichord Fugue of
D. Scarlatti, being one of his so-called
Sonatas. Nickname salludes to a story

that the fugue’s subject originated in
the sounds made by a cat walking over
the keys.
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Catterall, Arthur (b. Preston 1883;
d. London 1943). Violinist. Pupil of
Brodsky at Royal Manchester Coll. of
Music. Leader of Hallé Orch., B.B.C.
Orch., &c., and of own string quartet
(1910-25).

Cat Valse for Piano. By Chopin
(op. 34, no. 3 in F). Nickname recalls
a legend concerning the composer’s
cat running over the keyboard, and so
suggesting a certain appoggiatura pas-
sage. Cf. Dog Valse.

Caucasian Sketches. By Ippolitof-
Ivanof. 4 pieces (op. 10}—In the
Mountain Pass; In the Village; In ths
Mosque; March of the Sirdar.

Cauldron of Annwyn, The. Opera-
trilogy by Holbrooke. Libretto by
“T. E. Ellis’ (Lord Howard de Wal-
den%.v It consists of the following:
(1) The Children of Don (London 1912;
Vienna 1923); (2) Dylan, Son of the
Wave (London 1914); (3) Bronwen
(Huddersfield 1929).

Caurroy, Frangois Eustace du (b.
nr. Beauvais 1549; d. Paris 1609).
Canon of the Sainte Chapelle in Paris,
prior of a monastery, and Superinten-
dent of Music to Henri IV. Famous
in his day as a composer of church and
instrumental music, some of which has
been republished in recent times.

Caustun (or Causton or Cawston),
Thomas (d. London 1569). Gentle-
man of the Chapel Royal under Mary
and Elizabeth; composer of church
music still sung.

Cavaillé-Col, Aristide (b. Montpel-
lier 1811; d. Paris 1899). Greatest
member of a Fr. family of organ
builders which was prominent from
the 18th c.

Cavalieri, Emilio di (b. abt. 1550;
d. Rome in 1602). In the service of
the Medici court at Florence, and a
member of the little group that brought
into existence opera (see Opera); com-
poser of the first oratorio (see Oratorio),
and one of the earliest composers to
use figured bass (q.v.).

Cavalier of the Rose (Strauss). See
Rosenkavalier.

Cavalleria  Rusticana  (‘Rustic
Chivalry’)., Dramatic opera by Mas-
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cagni, Libretto based on a story by
Giovanni Verga. (Prod. Rome 1890;
Philadelphia, New York, and London
1891.) See Intermezzo 3.

Cavalli, Pietro Francesco (b. Crema,
Lombardy, 1602; d. Venice 1676).
Important composer of operas, church
music, &c., belonging to the second
phase of the ‘New Music’ or ‘monodic
style’ (see History of Music 4).
Cavatina. (1) Practically the same as
arietta (q.v.), 1.e. a sort of aria with only
one section instead of the normal aria’s
three. (2) A term for an instrumental
pliece, generally rather short and rather
slow.

Cave, Alfred (b. London 1902).
Violinist. Trained R.A.M. and under
Auer and Flesch. Solo player; leader
Bimgngham City Orch., Zolian Quar-
tet, &c.

Cavendish, Michael (b. abt. 15653
d. 1628). Composer of lute songs and
madrigals.

Cawston. See Caustun.

CB. Short for Contrabassi, i.e. string
double-basses.

C.B.E. See British Empire, Order of the.
C Clef. See Great Staff; Table 4.

Cebell. An old Eng. type of gavotte
rather quicker than the ordinary.
Contrasting high and low passages
seem to have been a feature.

Cecilia, Saint (martyred in Sicily abt.
A.D. 176). The association of music’s
patron saint with music is very obscure,
apparently dating merely from the
15th c. (There is a theory that it arose
from the misreading of an antiphon for
her day.) The first recorded musical
fest. in her honour was in abt. 1570 at
Evreux in Normandy; the earliest re-
corded date of a Brit. musical celebra-
tion is 1683. Such celebrations on her
day (22 Nov.) were long widespread
over Europe. Innumerable paintings
and stained glass windows depict the
Saint playing the organ—always one
of many centuries later than A.D. 176.

Cecilian Movement. A movement
for the reform of Roman Catholic
church music, inspired, in the first
instance, by the labours of Dr. Karl
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Proske (1794-1861), canon and choir-
master of Ratisbon Cathedral, and of
the brothers Mettenleiter, his col-
laborators. Thesestimulated the priest,
Dr. Franz Xaver Witt (1834-88), a
pupil of Proske and of one of the
Mettenleiters, to the foundation of the
Allgemeiner Deutscher Caecilienverein
(General Ger. Soc. of St. Cecilia),
which received the formal sanction of
the Holy See. The principles of the
society may be briefly laid down as
follows: (1) The Gregorian Chant is
basically the true music of the Church.
(2) The It. music of the late 16th c. is
the best of all harmonized church
music that has appeared. (3) The
Viennese school of church music (the
Masses of Haydn, Mozart, &c.) is quite
unecclesiastical and should be disused.
(4) Modern music may and should be
composed for church use, but it should
respect the tradition and spirit of ‘the
ages of faith’. Unfortunately, after the
death of Witt, when the society came
under the direction of Dr. Franz Xaver
Haberl (1840-1910), a great deal of dull
amateurish music was published, and,
moreover, commercial motives entered
into the work of the publishing or-
ganization. Inaccurate eds. of the poly-
phonic music were issued and an edn.
of plainsong based on the spurious
16th-c. ‘Medicean’ text (see Plainsong).

Cédez (Fr. ‘give way’). ‘Diminish the
speed.” The present and past parti-
ciples are cédant, cédé.

Celere (It.). ‘Quick’, ‘speedy’. Hence
celeritd, ‘speed’; celeramente, ‘with
speed’.

Celesta, See Percussion Family 1 d.

Céleste (Fr.). (1) Sort of soft pedal on
old-fashioned pianos, interposing a
strip of cloth between hammers and
strings. (2) The Voix Céleste stop on
the organ (see Organ 2).

Celibidache, Sergiu (b. Rumania
1912). Studied philosophy, mathe-
matics, and music in Berlin., Principal
conductor Berlin Philharm. Orch.
1945 ; many successful tours in Europe,
England, N, and S. America.

Cellier, Alfred (b, London 1844;
there d. 1891). Successful composer of
light opera, Dorothy (prod. London
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1886, New York 1887) being the best-
known example of his work, and active
as opera conductor. Composed also
orch. and choral works, &c.

’Cello. Short for ‘Violoncello’ (see
Violin Family).

Celtic Harp. See Cldrsach.
C.E.ML.A. See Arts Council.

Cembalist. Harpsichord player (see
Cembalo).

Cembalo (It.). (1) ‘Dulcimer.” Hence
the term clavicembalo (‘keyed dulci-
mer’), used for harpsichord. This
shortened back to ‘cembalo’ came to
mean (a) the harpsichord, or (b) the
figured bass (q.v.) from which a harpsi-
chord accompanist was required to
construct his part. (In old organ music
it sometimes means the manual part,
as distinct from the pedal part.) Beet-
hoven in one of his 4 ‘Hammerklavier’
(piano) sonatas has used the expression
Tutto 1l cembalo (i.e. ‘the whole harpsi-
chord’) for Tutte le corde (q.v.).

(2) Cembalo in old It. often means
‘cymbal’,
Cendrillon (‘Cinderella’). Opera by
Massenet. (Prod. Paris 1899; New
Orleans 1902; Philadelphia 1911; New
York 1912; London, but with puppets,
1928; Swindon 1939.)
Cenerentola, La (‘Cinderella’). Opera
by Rossini. (Prod. Rome 1817; London
1820; New York 1826.)

Centennial Overture.
Stilas G.

Cento, Centon, Centone. See Pas-
ticcio.

Central Music Library, London (116
Buckingham Palace Road, S.W. 1.)
Established 1948 on initiative of Mrs.
Winifred Christie Moér (gift of
£10,000). First director, Miss Dorothy
Lawton—longin charge New York Pub-
lic Music Library (d. Bournemouth
1960.) (Musical people not resident in
London may borrow books and music
by application through their local Pub-
lic Library.)

Cedl beag (Gaelic, ‘little music’).
That part of Scottish Highland bag-
pipe repertory comprising marches,
strathspeys (q.v.), and reels (q.v.). (Cf.
Cedl mor and Cedl meadhonach.)

See Pratt,
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Cedl meadhonach (Gaelic, ‘middle
music’). That part of Scottish High-
land bagpipe repertory comprising
folk songs, lullabies, croons, and slow
marches, (Cf, Cedl beag and Cedl mor.)

Cedl mor (Gaelic, ‘big music’). That
part of Scottish Highland bagpipe
repertory comprising salutes, gather-
ings, and laments, as also tunes com-
posed in memory of some historical
event. (Cf. Cedl beag and Ceol meadho-

nach.)

Ce qu’on entend sur la montagne
(‘What one hears on the Mountain’,
Ger. title Bergsymphonie, ‘Mountain
Symphony’). Symphonic poem for
piano by Liszt (scored by Raff 1849;
by composer himself 1854). Based on
Victor Hugo’s Feuilles d’automne,
no. s.

Ceremony of Carols, By Britten
(1942). 9 medieval carols set for treble
voices and harp.

Cernikoff, Vladimir (b. Paris 1882;
d. London 1948). Pianist. London
début 1908; then lived London,

Certon, Pierre (d. 1572). Pupil of
Josquin des Prés and master of boys of
Sainte Chapelle, Paris; composed many
masses, motets, and chansons (see
Chan:on).

Ces (Ger.). C flat (see Table 7).

Ceses (Ger.). C double
Table 7).

Cesti, Marc Antonio (b. Arezzo,
Tuscany, 1623; d. Florence 1669).
Franciscan monk who studied under
Carissimi and served in turn as musical
director of the Medici court at Flor-
ence, as a member of the papal choir
in Rome, and as assistant musical
director of the Imperial Court in
Vienna. Composer of operas, solo
cantatas, &c., belonging (like the works
of Cavalli) to the second phase of the
new ‘monodic’ style (see History of
Music 4).

Chabrier, Emmanuel—in full Alexis
Emmanuel (b. Ambert, Puy-de-Ddme,
1841; d. Paris 1894). Civil servant in
Paris who associated with the sym-
bolist poets, the impressionist painters,
and the Franck group of musicians: a
brilliant pianist who made a hit as an

flat (see
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opera composer and resigned his official
position, becoming assistant to the
great conductor Lamoureux, and help-
ing in the preparation of his early
performances of Wagner in Paris. His
orch. rhapsody, Espafia (1st perf. Paris
1883), had a great success; the opera
Le Roi malgré lui (Paris 1887) still
keeps the boards. Melodically he is
sometimes vulgar but his harmonic
and orch. experiments entitle him to
be looked upon as a forerunner of
Debussy and Ravel.

Chaconne (or Ciacona, &c.) and
Passacaglia (or Passecaille). These
two forms early became practically
indistinguishable. Both were originally
slow dances of 3-in-a-measure rhythm,
and the music of both was erected on
a ground bass (q.v.). In some speci-
mens this bass theme passes into an
upper part. In others whilst there is no
actual ground bass the music falls into
a number of quite short sections similar
to those which are written over a
ground bass. Lully, Rameau, and other
composers of their period and a little
later, often ended an opera with a
movement of this type. Bach, in his
instrumental music, has left magnifi-
cent examples of the Chaconne or
Passacaglia, and Beethoven and Brahms
have done the same, though not using
either of those names. A universally
known Chaconne of Bach is that which
closes the 2nd Partita (D minor) for
unaccompanied violin—often played
by recitalists without its companion
movements,

Chacony. Old Eng. for ‘Chaconne’
(q.v.).

Chadwick, George Whitefield (b.
Lowell, Mass., 1854; d. Boston 1931).
Studied in Germany and then became
organist and teacher in Boston, serving
for half a century on the staff of the
New England Conserv.,, most of
the time as Director. He left 3 sym-
phonies, symphonic suites and tone-
poems, 5 string quartets, a piano
quintet, and much other music. No
man did more to lay the foundations of
an Amer. school of composition and
for many years before his death he was
honoured as the doyen of his country’s
composers.

See Tam O’ Shanter
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Chahut. See Can-Can.

Chains, Iron. See Percussion Family
2y.

Chaleur (Fr.). ‘Warmth.” So chaleu-
reux, chaleureusement, ‘with warmth’,
Chaliapine (Shaliapin), Feodor
Ivanovich (b. Kazan, Russia, 1873;
d. Paris 1938). Bass vocalist, especially
celebrated, as both singer and actor, as
exponent of leading roles in Russian
opera (Mussorgsky, Rimsky-Korsakof,
&c.), but also greatly admired in cer-
tain It. and Fr. works. Song recitals
latterly a feature of his activities. (Cf.
Song of the Volga Boatmen.)

Challen, Charles H., & Son, Ltd.
(Hermitage Road, London, N. 4.)
Pianoforte makers; established 1804.

Chalumeau. Seec under Clarinet
Family.

Chamberlain, Houston Stewart (b.
Portsmouth 1855; d. Bayreuth 1927).
Writer on aesthetics, philosophy, &c.
(Foundations of the 19th Century, 1891,
prepared way for Nazi doctrines).
Settled Bayreuth 1908; wrote many
books on Wagner and married his
daughter Eva., Naturalized German
during First World War,

Chamber Music. A term which was
originally meant (as Burney puts it
abt. 1805) to cover such music as was
not intended ‘for the church, the
theatre, or a public concert room’. As
now used it has lost any implication
as to place of performance and ex-
cludes, on the one side, solo vocal
music and music for a single instru-
ment (or for a solo instrument with
mere accompaniment), and, on the
other, orch. and choral music, &c.,
including merely all seriously intended
instrumental music for 2, 3, 4, or more
instruments, played with a single in-
strument to a ‘part’, all the parts being
on equal terms. Thus it comprises such
things as duet sonatas for violin and
piano or ’cello and piano, sonatas for
some wind instrument and piano, trios
for strings or for 2 stringed instruments
and piano, quartets for strings or for
3 stringed instruments and piano, in-
strumental quartets, sextets, septets,
and octets, &c. Of all these types the
most important is the string quartet:
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the instruments employed in it are
2 violins, viola, and ’cello, the double-
bass having very rarely a place in
chamber music.

The modern conception of chamber
music may be said to date from Haydn.
For a century and more before his time
nearly all music was supplied with a
figured-bass (q.v.), guided by which a
harpsichordist extemporized a back-
ground: going behind this figured-bass
period (i.e. the 17th c. and a large part
of the 18th) we find something more
like our idea of chamber music in the
16th-c. music for viols: this, however,
was usually little differentiated in idiom
and style from choral music (such as
the madrigal) and was thus hardly
truly instrumental.

All the greatest composers have con-
tributed to the now abundant reper-
tory of chamber music, and so far have
we departed from the early 19th-c. idea
of the meaning of the term that ‘Cham-
ber Concerts’ are common. Such con-
certs date effectively from the 1830%
when the Miiller Brothers String
Quartet began touring Europe with
a fine classical repertory. Since that
period there have been many world-
famous string quartets. Despite much
concert-room performance, however,
chamber music still retains some right
to its name, since it is often treated as
‘the music of friends’ and is much
practised privately.

Chambonnié¢res, Jacques Cham-
pion de (b. 1602; d. Paris abt. 1672).
His father was harpsichordist to
Louis XIII as he himself became to
Louis XIV, who ennobled him. Com-
positions for his instrument important
and still published.

Chaminade, Cécile (b. Paris 1857;
d. Monte Carlo 1944). Skilful pianist;
her own playing helped to popularize
her music for her instrument, much
of which is of the lighter, graceful
kind; she also wrote orch. music,
ballets, and songs.

Champétre (Fr.). ‘Rustic.* Hence
Danse champétre, a peasant dance in
the open air.

Chandos Te Deums (2); Jubilate;

and Anthems (12). By Handel, for
Duke of Chandos and perf. at his
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palace at Cannons, nr. Edgware,
Middlesex (1718-20).

Changeable Chants, See Anglican
Chant.

Change Ringing. See Bell 3.
Changez (Fr.). ‘Change’ (imperative).
Changing Note or Nota Cambiata
(It.). An idiomatic melodic formula
whose salient characteristic is the leap
of a third away from an unessential note.
The earliest form (in the polyphonic
age) was a 3-note figure, (@). This was
soon joined and eventually superseded
byia 4-note idiom, (). In the harmonic
age of counterpoint (from Bach and
Handel onwards) a variety of other
changing note figures appear, (c) (d) ().
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In U.S.A. the term Cambiata is in
common use for ‘changing note’. Also
when the leap of a third is in the direc-
tion opposite to that of the step-wise
movement the term Echappé, or Escape
Tone, is sometimes used, and, where
the movement is back to the original
note, the term Returning Tone.

Chanson (Fr. ‘song’). A vague word
with many applications, especially:
(1) Any sort of simple verse-repeating
song. (2) A type of song, for several
voices or for one voice with accom-
paniment, that grew up in France and
north Italy in the 14th c. and flourished
until the end of the 16th—really a kind
of early madrigal of the ‘ayre’ type (cf.
Madrigal).

Chanson sans paroles.
without Words.

Chansons de Bilitis. By Debussy.
Three solo settings (1897) of prose
poems of Pierre Lou¥s.

Chant. See Anglican Chant.
Gregorian Chant see Plainsong.
Chantant (Fr. ‘singing’). In a singing
style. Sometimes the past participle is
used, chanté (‘sung’).

a b

See Song

For

[104]

CHAPEL ROYAL
Chanter. See Bagpipe Family.

Chanterelle (Fr.). The highest string
of the violin, &c. (See under Banjo.)

Chanteurs de St. Gervais. See
Bordes.

Chanty. See Shanty.

Chapeau tricorne (Falla). See Three-
cornered Hat.

Chapelle (Fr.). See Kapelle.

Chapel Royal. No one institution has
been more useful in fostering Eng.
musicianship and promoting the de-
velopment of Eng. music than the
Chapel Royal—by which must be pro-
perly understood not a building but
a body of clergy and musicians (like
German ‘Kapelle’, q.v.).

Existing records of the Chapel go
back to 1135. During the reign of
Edward IV (1461-83) the Chapel con-
sisted of 26 chaplains and clerks, 13
minstrels (a very wide term), 8 choir-
boys and their master, and a ‘Wayte’,
or musical watchman, sounding three
times nightly. Under Richard III
(1483-5) a press-gang system was
authorized (though the practice of
pressing seems to have existed earlier);
this remained in operation for about a
couple of centuries: representatives of
the Chapel were now definitely entitled
to travel about the country listening to
all the best cathedral choirs, and rob-
bing them of any boys whose voices
marked them out as fit to sing before
the King. Under Henry VIII (q.v.), s
practical musician, the musical staff of
the Chapel rose to 79. Edward VI had
a chapel of 114, and Mary the same.
Under Elizabeth (1557-1603) and
James 1 (1603-25), the Chapel’s per-
sonnel was of the highest distinction.
Such servants as Tye, Tallis, Byrd,
Gibbons, Morley, Tomkins, and Bull
would do honour to any monarch in
any age. These brought church music
to a level not exceeded even by the
musicians of the Sistine Chapel at
Rome; they developed the Eng. madri-
gal, and they laid the very foundations
of artistic keyboard music. With the
death of Charles I in 1649 the Chapel
ceased. Cromwell was a great lover of
music and kept up a small body of
domestic musicians, but he did not
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maintain a princely state, and, of
course, he did not approve of choirs
as an instrument of public worship (see
Puritans). In 1660 came back a King,
and the Chapel was recalled to help
him in his devotions. Charles 11, after
lively music from Lully at the court of
Louis XIV, wanted such music at the
Eng. court. A talented choir-boy, Pel-
ham Humnfrey, was sent abroad to learn
foreign styles; a younger boy, Purcell,
without going abroad, was very apt to
learn, and these youths and others, as
they matured, largely trained by Cap-
tain Henry Cooke (q.v.), were quickly
able to put to good use the new re-
sources (such as the band of 24 fiddlers
in church) with which the King had
provided himself. Purcell, from 1677
to his death in 1695, was ‘Composer in
Ordinary’ to the Chapel.

Under William and Mary, Anne,
and the Georges, we hear less of the
Chapel. George II1 was a keen music
lover, but, like these other monarchs,
he had musicians in his employ beyond
those of his Chapel; he spent little
time in London, and when at Windsor
had no need of his ‘Chapel Royal’, in
the technical sense, since the Chapel
of St. George, in Windsor Castle, had
its own distinct staff, as it still has, The
great days, then, were over, but a line
of organists continued, the name of al-
most every one of whom is well known
to the student of Eng. musical history.
Some clever boys still got their training
in the Chapel. Sullivan was one.

Today the ‘Chapel Royal’ consists
of a body of clergy, choirmen, and boys
(‘Priests in Ordinary’, ‘Gentlemen’,
and ‘Children’), and the organist
charged with the conduct of the Sun-
day services. Their place of duty is
chiefly the chapel of St. James’s
Palace, but they have other places of
duty, at Buckingham Palace and Marl-
borough House.

Distinct from the Chapel Royal is
the private band of the monarch, pre-
sided over since the days of Charles I1
by an official called ‘Master of the
King’s Musick’; the band used to play
to the monarch at meals and at state
ceremonies and to combine with the
gentlemen and children of the Chapel
Royal for the performance of King’s
Birthday Odes and New Year’s Day
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Odes, and its string section used to
take part in the services of the Chapel
Royal. It accompanied the monarch
wherever he went. At Queen Victoria’s
accession the band had come to be
merely a small body of wind-instru-
ment players, but the music-loving
Prince Consort reorganized it (in 1840)
as an orch. Edward VII abandoned the
custom of giving State Concerts and
the band at present exists in little more
than name; it consists of 30 eminent
orch. players, but is rarely called upon
to perform. Elgar was Master at the
time of his death, being succeeded
by Walford Davies (1934), Bax (1941),
and Bliss (1953). (See also Boyce;
Eccles, John; Stanley.)

Chaplin, the sisters Nellie (pianist
and harpsichordist; d. 1930), Kate
(violinist and treble violist; d. 1948),
Mabel (cellist and bass violist). During
the first 3 decades of the zoth c. they
contributed notably to the revival of
the old domestic instruments, the old
music, and the old dances.

Chappell, William (b. London 1809
there d. 1888). Founded Musical Anti-
quarian Soc. (1840). Ed. Popular Music
of the Olden Time (2 vols. 1855—9; new
edn. by H. E. Wooldridge 1893). Cf.
Chappell & Co.

Chappell & Co. Ltd. London Music
Publishers, Piano Makers, &c. (50 New
Bond St., W. 1). Founded 1812. Wm.
Chappell (see above) was member of
firm,

Chapple, Stanley (b. London 1900),
Pianist, conductor, and teacher. Prin-
cipal London Academy of Music 1934
5; thenonstaff G.S.M. Settled U.S.A.,
head of Music School of Univ. of
Washington, Seattle 1948-63.

Chapuis, Auguste Paul Jean-
Baptiste (b. Dampierre-sur-Salon
1868; d. Paris 1933). Pupil at Paris
Conserv. of Massenet, Franck, and
Dubois; became Paris organist, music
inspector of Paris schools ; composer of
operas, &c.

Chaque (Fr.). ‘Each’, ‘every’.
Characteristic Piece, or Charak-
terstiick (Ger.). Vague term occasion-

ally applied by composers to a shorter
instrumental composition (especially
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for piano); apparently much the
equivalent of Stimmungsbild (Ger.),
‘Mood-picture’.

Character Notation. Same as Buck-
wheat Notation (q.v.)

Charakterstiick. See Characteristic
Piece.

Charger, Se (Fr.). “To take upon one-
self.” (Ils) se chargent, ‘(They) take
upon themselves’, i.e. they undertake.
Charity Children as Choirs. See
Anglican Parish Church Music.

Charivari (Fr.). Extemporized music
of a violent kind made with any house-
hold utensils, &c., that lie to hand,
generally before the house of a person
who has incurred communal disappro-
bation. Equivalents are Rough Music

(Eng.); Chiasso (It. ‘uproar’); or
Scampanata (It. ‘bell  ringing’);
Katzewnusik  (Ger. ‘cat music’);

Shivaree, Calthumpian Concert (Amer.).

Charleston. A sort of fox-trot long
popular among the Negroes of the
Southern States. Its rhythmic charac-
teristic is that its bars, of 4 crotchets
value, are divided into unequal halves
of respectively 3 and § quavers’ value.
From about 1925 it had a short popu-
larity in Amer. and European ball-
rooms, and about 1950 came briefly
into vogue again.

Charlie is my darling. The poem is
by Lady Nairne, though there seems
to have been an earlier Jacobite song
of the same name. The tune is an old
Scottish traditional one.

Charpentier, (1) Marc Antoine (b.
Paris 1634; there d. 1704). Pupil of
Carissimi in Rome. Returning to Paris
associated himself with Moliére in the
performance of his plays. Had a high
reputation as a composer of light music
and also left operas, oratorios, and
masses.

(2) Gustave (b. Dieuze, Lorraine,
1860; d. Paris 1956). Pupil of Massenet
at Paris Conservatoire and winnerfof
Prix de Rome. Two compositions
often heard are the early orch. piece,
Impressions of Italy, and the opera
Louise (q.v.), in which latter he mani-
fests his sympathy with the Parisian
working girls, for whom he founded a
recreative and educational institution.
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Chasins, Abram (b. New York 1903).
Of Russian parentage. Accomplished
pianist and as such has toured Europe;
has served on teaching staff of the
Curtis Inst., Philadelphia, and as
music adviser (1943) and director
(1947) of the New York Times radio
station. Compositions include piano
concertos and solos, orch. music, &c.

Chasse, Cor de (Fr.). ‘Hunting horn’
(see Horn Family).

Chasse, La (‘The Hunt’). Nickname
for (1) Haydn’s Symphony in D, no. 73
in Breitkopf edn. of the Symphonies;
reference is to the final movement,
(2) Mozart’s String Quartet in B flat,
K. 458; the reference is to the opening
subject.

Chassé (Fr.). In ballet, the ‘chasing’
tml':ay of one foot by a touch from the
other.

Chasseur maudit, Le (‘The Ac.
cursed Hunter’). Symphonic Poem by
Franck (1882), based on a ballad by
Biirger.

Chatterton, Julia (b. 1886; d. London
1936). Founder of International Folk-
Song and Folk-Lore Soc. Collected
1,000 songs in Greece, Balkan coun-
tries, Spain, &c. Also collector of and
performer on out-of-the-way instru«
ments,

Chausson, Ernest (b. Paris 1855; d.
nr. Mantes-sur-Seine 1899). Man of
wealth; trained for law; became pupil
of Massenet at Paris Conserv. and then
transferred himself to Franck circle
(see Franck). For a time secretary of
French National Musical Soc. Com-
positions (orch., operatic, &c.) show
influence of Franck, Wagner, and
Brahms, and latterly of Debussy; songs
are notable. Killed by bicycle accident
on own estate.
See Tempest, The.

Chavez, Carlos (b. nr. Mexico City
1899). Considered to be leading Mexi-
can composer. Founder and conductor
of Mexican Symphony Orch. 1928 (re-
tired 1949) and has been the head of
both National Conserv. and Govern-
ment Dept. of Fine Arts. Has had suc-
cess in his own country and elsewhere,

Che (It.). ‘Whe’, ‘which’,
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Checkmate. Ballet by Bliss. (1stperf.
by Sadler’s Wells company, Paris 1937;
then over 100 perfs. in Britain; as
Suite, New York 1939.)

Cheer, Boys, Cheer. See Russell, H.

Chef d’attaque (Fr. ‘chief of the
attack’). Orch. leading violin (Eng.),
or concert-master (Amer.).

Cherniavsky, Mischel (b. Uman,
S. Russia, 1893). Violoncellist. Played
before Czar age 7; toured world from
age 9. Resident London and naturalized
British,
Cherry Ripe. Poem by Herrick
(1648); music by C. E. Horn (q.v.).
Cherubini, Maria Luigi Carlo
Zenobio Salvatore (b. Florence
1760; d. Paris 1842). Life mainly spent
in Paris, where he became director
of the national Conserv. Learned
contrapuntist and writer on counter-
point (in this said to have been assisted
by Halévy) and voluminous and success-
composer of music for stage and
church, &c., of which both Beethoven
and Mendelssohn thought highly. (See
Abencérages; Anacréon; Deux journées;
Lodoiska; Medea.)

Chester, J. & W., Ltd. Music
Publishers; firm founded Brighton
1860; London 1915 (Eagle Court,
E.C. 1). Issues a journal called The
Chesterian.

Chester Waits. See Wait.
Chesterian. See Chester, ¥. & W., Ltd.

Chest of Viols. Any complete set of
viols of different sizes (so called from
the fact that such a set was often kept
in a specially contrived chest).

Chest Register. See Voice 4.

Cheval de bronze, Le (‘The Bronze
Horse’). ‘Fairy-opera’ by Auber; lib-
retto by Scribe, (Prod. Paris and
London 1835; New York 1837.)

Chevalet (Fr. ‘trestle’). Bridge of
bowed instruments, &c.

Chevé, Emile J. M. See Galin-Paris-
Chevé.

Chevillard, Camille Paul Alex-
andre (b. Paris 1859; d. nr. there
1923). Son-in-law, assistant (1886),
and then (1897) successor of La-
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moureux in the conducting of his con-
certs; also (1913) conductor at Opéra.
Composer of orch. and chamber music,

Cheville (Fr.). Peg, e.g. of a stringed
instrument.

Chiaro, chiara (It masc,, fem.).
‘Clear’, ‘unconfused’. Hence Chiara-
mente, ‘clearly’, ‘distinctly; chiarezza,
‘clarity’, ‘distinctness’,

Chiasso. See Charivari.

Chiave (It.). ‘Clef’. (See Table 4.)
Chica (Sp.). Early form of Fandango
(q.v.).

Chicago Musical College.
Schools of Music.,

Chicago Symphony Orchestra,
Founded 1891 by Theodore Thomas
(q.v.); later conductors include
Frederick A. Stock (1905), Defauw
(1942), Rodzinski (1947), Reiner
(1953), Martinon (1963), Solti (1969).
Chieftain, The (Sullivan). See Con-
trabandista.

Chiesa (It.). ‘Church.” Hence ‘Aria
da Chiesa’ (an aria for church use);
‘Cantata da Chiesa’ (see Cantata);
‘Concerto da Chiesa’ (see Concerto);
‘Sonata da Chiesa’ (see Sonata).

Chifonie (Fr.). Early name for hurdy-
gurdy (q.v.).

Child, William (b. Bristol 1606; d.
Windsor 1697). One of organists of
Charles 1 and, after Commonwealth
and Protectorate, of Charles II. Left
much church music, including some
still heard.

Childhood of Christ, The (L’Enfance
du Christ). Oratorio by Berlioz. (1st
complete perf. Paris 1854; Manchester
1880; a selection New York 1884
Sometimes staged as opera.)

Child of Our Time, A. Choral-Orch.
work by Tippett, with a sociological
text and some use of Negro Spirituals.
(1st perf. London 1944.)

Children of Bethlehem. See Pierné.

Children of Don (Holbrooke).
Cauldron of Anwyn.

Children’s Corner. Piano pieces by
Debussy (1906-8) dedicated to his

See

See
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little daughter. With Eng. titles (ex-
plained by influence of Eng. gover-
ness)—Doctor Gradus ad Parnassum
(cf. Gradus ad Pamassum), Fimbo’s
Lullaby (‘Jimbo’ is composer’s mistake
for ‘Jumbo’); Serenade for the Doll;
Snow is dancing; The Little Shepherd;
Golliwogg’s Cakewalk.

Children’s Crusade, The (La Croi-
sade des enfants). Oratorio by Pierné.
(1st perf. 1904; New York 1906.)

Children’s Death Songs (Mahler).
See Kindertotenlieder.

Children’s Games (Bizet). See Jeux
d’enfants,

Children’s Oratorio. See Benoft.
Children’s Overture. See Quilter,

Chimes of Normandy, The (Plan-
quette). See Cloches de Corneville.

Chiming of Bells. See Bell 2.

Chinese Crash Cymbal. This differs
in shape from the normal cymbal (see
Percussion Family 20). The cup is
much shallower and its edge turns up.
It is made of a special alloy peculiar to
the Chinese, and when struck with a
drum stick gives a brilliant crash; its
home is the dance band.

Chinese Crescent. Same as Turkish
Crescent (q.v.).

Chinese Temple Block. See Korean
Temple Block.

Chinese Wood Block. Oblong block
of wood, 7 or 8 inches long, with slots
cut in it. Struck with stick of a snare
drum gives a hard, hollow tone. Other
names are Clog Box and Tap Box. Jazz
movement seems to have brought it
into use.

Ching, James (b. Thornton Heath,
Surrey, 1900; d. 1962). Pianist.
Studied Oxford (M.A., B.Mus.),
R.AM. and R.CM.,, Berlin, and
Leipzig. Founded own Pianoforte
School. Several books on pianoforte
technique.

Chiroplast. Hand-rest for piano prac-
tice, once a part of the Logier system’s
equipment (see Logier).

Chisholm, Erik (b. nr. Glasgow,
1904; d. Rondebosch, nr. Cape Town,
1965). ‘Trained Scottish National
Academy of Music and Univ. of

[108]

CHOKE CYMBALS

Edinburgh (D.Mus.). Held posts in
Nova Scotia and Singapore. Conduc-
tor various opera and ballet companies
in Britain., Musical critic of Scottish
journals. Active promoter of contem-
porary music activities in Glasgow,
From 1946 in Cape Town as director
of S. African Coll. of Music and Dean
of Faculty of Music at Univ. Com-
positions include symphomes, plano
concertos, ballets, &c. ...

Chissell, Joan Olive (b. Cromer,
Norfolk, 1919). Trained R.C.M. (ed.
of its Magazine). Extra-mural Music
Lecturer of Univs. Oxford and Lon-
don. Contributor to various musical
periodicals (assistant music critic of
The Times 1947). Author of book on
Schumann,

Chitarrone. See Lute Family.

Chiuso, chiusa (It. masc., fem.).
‘Closed’, ‘stopped’ (see Horn Family).

Chladni. See Clavicylinder.
CHM. See Degrees and Diplomas 2, 4.

Chocolate Soldier, The. Operetta
by Oscar Straus. Libretto based on
Bernard Shaw’s Arms and the Man.
(Prod. Vienna 1908; New York 1909;
London 1910.) (Ger, title Der tapfere
Soldat—‘The Brave Soldier’.)

Choeur (Fr.). ‘Chorus’, ‘choir’. But
Grand Choeur, besides meaning ‘Big
Chorus’ and ‘Full Choir’, means ‘Full
Organ’ (or a composition for such).

Choir or Chorus. (1) A Mixed Voice
Choir (or Chorus) 18 one of both
women and men., (2) A Male Voice
Choir is (usually) of men only, but
may be of boys and men. (3) A Double
Choir is one arranged in 2 equal and
complete bodies, with a view not
merely to singing in 8 parts but also to
responsive effects, &c. (4) Architec-
turally, the choir is that part of a cathe-
dral which, in a church other than a
cathedral, is called the chancel.

Choir Organ. See Organ 1.

Choke Cymbals. Two ordinary cym-
bals (see Percussion Family 2 o), fixed
face to face on a rod, with a device by
which their pressure one on the other
can be adjusted, according to the tone-
quality desired. They are played with
a drumstick, giving a short, sharp



CHOPIN

crash. The Jazz movement seems to be
responsible for their coming into use.

Chopin, Frédéric Francois (b. Zela-
zowa Wola, Poland, 1810; d. Paris
1849). Of half Polish, half Fr. paren-
tage and spent about half life in
Warsaw and half in Paris. As pianist
showed qualities of both delicacy and
fire, and so, too, in his many composi-
tions for his instrument: the nocturne
style he took from the Irishman Field
(q.v.), and there is in such music of his
also to be seen the influence of the It.
Bellini: the Polish side of him comes
out in his Polonaises and Mazurkas.
With Schumann and Mendelssohn he
stands as one of the great leaders of one
branch of the Romantic Movement in
music,

Consumption brought to an early
end a brief career which had already
endowed pianists with a new repertory,
including 27 Etudes, 25 Preludes, 19
Nocturnes, sz Mazurkas, 13 Polo-
naises, 15 Valses, 4 Impromptus, a
Barcarolle, a Berceuse, 3 Sonatas, and
2 Concertos—nearly all being of so defi-
nitely personal a stamp as to be unmis-
takably the work of no one but him.

See also under Ballade; Berceuse; Black
Key Etude; Butterfly’s Wings Etude; Cat
Valse; Dog Valse; Funeral Marches; Hexa-
meron; Mazurka; Minute Valse; Nocturne;
Pianoforte Playing ; Raindrop Prelude ; Revo-
lutionary Etude; Rubato; Scherzo; Shepherd
Boy Etude; Sylphides; Winter Wind Etude.

Chopsticks. A certain Quick waltz tune
for piano 4 hands, transmitted from
generation to generation of schoolgirls,
It is performed with the flat hands held
perpendicularly, the notes being struck
by their sides (i.e. with the outsides of
the little fingers), with a tonic-domi-
nant vamping (q.v.) bass part and an
occasional touch of glissando (q.v.). In
Fr. Cételettes (‘Cutlets’) and in Ger,
Koteletten Walzer. There is a famous
collection of compositions based on the
tune—Paraphrases, by Borodin, Cui,
Liadof, Rimsky-Korsakof, and Liszt.

Choragus. (1) In the life of Ancient
Greece the leader of a chorus. (2) An
official peculiar to the Univ. of Oxford.
When the Lectureship or Professor-
ship in Music was founded and en-
dowed by William Heyther in 1626, he
laid it down that a subordinate official,
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called Choragus, was to conduct prac-
tices of music twice a week. The office
still exists (but not with that duty). For
a time, during the late 19th c., there
was also an assistant official called
Coryphaeus.

Choral or Chorale (first spelling is the
Ger. form, second the Eng.). See
Hymmns and Hymn Tunes 2 for a brief
discussion of the subject. The follow-
ing remarks may be added here.

Whilst, in general speech today,
when we mention ‘Chorales’ we refer
to the hymn tunes, Protestant in origin,
treated of in the article alluded to
above, this is not the strict meaning of
the Ger. word ‘Choral’. Originally it
is a word belonging to the unreformed
Church and means the ecclesiastical
Plainsong (q.v.), the Cantus choralis.
Properly, the ‘Choral’ in the Ger,
Roman Catholic Church is that part of
the plainsong sung by more than 1
voice (the ‘Concentus’ as distinguished
from the ‘Accentus’), but this distinc-
tion of terminology is not always ob-
served. A good deal of metrical Latin
hymnody had come to have a place in
the service, and Luther drew largely
upon this in translation; the plainsong
melodies, in some cases, were taken
into the Protestant service, a number
of what we now call ‘chorales’ being,
indeed, such melodies adapted and
harmonized for 4 voices. The con-
gregation had no recognized part in the
music of the pre-Reformation Church,
and one of Luther’s most striking in-
novations was in the provision of
hymns and tunes for their singing:
these largely took the place of the
plainsong of the choir in the unre-
formed Church, and it was natural that
the same name ‘choral’ should be em-
ployed.

The first Lutheran chorales had not
the regular rhythms that they later took
on. They had often a mixture of 2-in-a-
measure and 3-in-a-measure, and, in-
deed, a good deal of the free rhythm
of plainsong. With the Lutheran
chorales, as with the Genevan and
Eng. and Scottish hymn tunes, the
melody was at first in the tenor. During
the 17th c. it gradually became usual
to place it in the treble, as today.

The repertory of the Ger. chorale
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may be said to have been completed
in Bach’s day. He himself composed
only about 30—making, however, 400
reharmonizations of existing chorale
melodies. Since then few have been
composed, and whilst in England the
manufacture of hymn tunes is still a
fairly flourishing musical industry, in
Germany it may be said to have
stopped; there every hymn has its
traditional tune (though sometimes
several have the same tune) and nobody
thinks of disjoining the two.

It has always been the custom that
the congregational singing of chorales
should be in unison. It was long usual
to precede the singing of a chorale by
the playing of an organ prelude (see
Choral Prelude) and to interpolate
short interludes between every 2 lines
{see Mendelssohn’s arrangements of
chorales in St. Paul). Chorale singing
has often been surprisingly slow.

Chorale Partita. See Choral Prelude.

Choral Fantasia, By Beethoven, for
Piano, Choir, and Orch. (Op. 80; 1st
%erf., with the composer at the piano,

ienna 1808.) The words are those of
a poem by Christoph Kuffner.

Choral Prelude or Chorale Prelude
(Ger. Choral Vorspiel). Out of the cus-
tom of playing organ preludes and
interludes to the chorale grew up the
technique of 2 special forms of com-
position, one based upon a treatment
of the chorale melody, often taken line
by line and surrounded by other
melodic parts woven together into
elaborate counterpoint, and the other
not reproducing the chorale intact but
suggesting it to the minds of the
hearers by taking its first few notes
as the theme to be elaborated. For a
north German congregation, to whom
the melodies were all known from
childhood, such a piece of organ music
had great interest and significance.
Amongst the composers who helped
to develop this form were Sweelinck
(1562~1621), Scheidt (1587-1654),
Pachelbel (1653-1706), Buxtehude
(1637-1707), Reinken (1623-1722),
and B6hm (1661~1733). Such of Bach’s
forebears as were organists also natur-
ally took their part in the working out
of the form, and he himself crowned
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the labours of all his predecessors and
contemporaries by presenting the form
in perfection,

In addition to the Chorale Preludes
of Bach there are certain early works
which he called CHORALR PARTITAS, the
word Partita here, as with certain other
composers, having not the usual sense
of a suite (q.v.) but that of an air with
variations. The number of variations
corresponds to the number of the
verses of the hymns, and each variation
seems to be designed to re-express the
thought of the corresponding verse.
Since Bach many other Ger. com-
posers have written chorale preludes.

To some extent the same form has
been cultivated in England. Purcell has
a Voluntary on the Old Hundredth that,
in its primitive way, is quite on the lines
of the Bach Chorale Prelude. Inthelate
19th c¢. and early 2oth there was a
revival of interest in this form amongst
Brit. composers.

Choral Symphony. A symphony mak-
ing more or less use of a chorus, or a
symphony entirely for voices used in
groups, on orch, lines as to contrasts of
tone-colours. (There are also other
varieties.)

Some examples are: (1) By BEET-
HoveN (his gth and last symphony, in
D minor (op. 125), with solo vocalists
and chorus in final movement). Com-
missioned by the London Philhar-
monic Soc. (1st perf. Vienna 1824;
London 1825; New York 1846.) (2)
By HoLST. Setting for Solo Soprano,
Chorus, and Orch. of poems of Keats.
(18t perf. Leeds Fest. 1925.) (3) BAN-
TOCK styled his Atalanta in Calydon a
‘Choral Symphony’. It is a setting of
Swinburne for voices only. (1st perf.
Manchester 1912.) (4) See Morning
Heroes.

Two other works that are in effect
Choral Symphonies are Mahler’s 8th
Symphony (see Symphony of a Thou-
sand) and the Sea Symphony of
Vaughan Williams,

Choral Vorspiel. See Choral Prelude.

Chord. See Harmony; also Augmented
Sixth, Chromatic Chords, Diminished
Seventh, Dominant Seventh, Leading
Seventh, Neapolitan Sixth.
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Chording. (1) A choir-trainer’s term
for bad and good intonation of the
notes sounded together in chords.

(2) In U.S.A. the term means the
improvised strumming of accompani-
mental chords on a banjo, &c.
Choreographic Poem. A symphonic
poem (q.v.) developing dance rhythms
and expressing the dance spirit,
Choreography, Choregraphy. The
art of dance composition in ballet.

Chorley, H. F. See Criticism of Music.

Chorus. (1) See Choir or Chorus.
(2) Old name for Bagpipe (see Bagpipe
Family). (3) Old stringed instrument—
generally the crwth (q.v.).

Chorus Reed. Any organ reed stop
(see Organ 2) which is not intended for
solo use.

Chotzinoff, Samuel (b. Vitebsk,
Russia, 1889; d. New York 1964).
Pianist and critic. Graduated Columbia
Univ. 1912. Had career as accom-
panist. Became critic of various New
York journals and served on staff of
Curtis Inst., Philadelphia. Mus, Direc-
tor, Natl. Broadcasting Corpn., New
York.

Chout (‘Buffoon’). Ballet by Prokofief.
(Op. 21; prod. Paris and London
1921.) Also as Orch. Suite,

Christ and his Soldiers. Oratorio
(intended for child listeners) by John
Farmer. (1st perf. Harrow School
1878.)
Christe Eleison. See Mass.
Christians, Awake. See Wainwright,
Fohn.
Christie, (1) Johm (b. 1882; d.
Glyndebourne 1962). Educated Eton
(where later a master) and Cambridge
(M.A.). Founded Glyndebourne Opera
Fest. (see Glyndebourne and Mildmay,
Audrey). C.H. 19

(2) anfred (b Scotland 1882;
d. London 1965). Pianist. Trained
R.C.M. and under Harold Bauer, &c.
In U.S.A. 1915-20. Married Emanuel
Moér (q.v.) and demonstrated his
double-keyboard piano (see Central
Music Library; Keyboard).
Christmas Concerto (Fatto per la
notte di Natale—'Made for Christmas
Night’). By Corelli, being his Concerto
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Grosso in G minor. op. 6, no. 8, in
G minor.

Christmas Eve. Opera by Rimsky-
Korsakof., Based on a fairy-tale by
Gogol. (Prod. St. Petersburg 189s.)
An Orch, Suite made from its music
is sometimes heard.

Christmas Oratorio (Weihnachts
Oratorium). Bach. Text by Picander
and the composer. Really 6 cantatas
for perf. in Leipzig on 6 days from
Christmas to Epiphany. (1734; 1st
Brit. perf. London 1861; 1st Amer.
perf., in part, Boston 1877.)

Christmas Pieces (Ger. title Kinder-
stiicke, ‘Children’s Pieces’). For Piano-
forte by Mendelssohn (op. 72; 1842).
Composed at Denmark Hill for the
children of the house (his relatives, the
Beneckes).

Christmas Symphony (Haydn). See
Weihnachtssymphonie,

Christmas Tree, The. See Rebikof.

Christoff, Boris (b. Bulgaria 1919).
Bass. Trained Rome. Appeared in
concerts 1946; Covent Garden and
New York Metropolitan 3 years later.

Christ on the Mount of Olives
(Christus am Olberge). Oratorio by
Beethoven. (1st perf. Vienna 1803.
London 1814; various Eng. versions
of words, including one, Engeds, chang-
ing subject to story of David.)

Christopher Columbus. Early over-
ture by Wagner. Intended for a play by
Theodore Apel. (1st perf. Leipzig 1835.
London 1905.) Also opera by Mithaud.
(1st perf, Berlin 1930.)

Christus. (1) Oratorio by L1szT. (18t
perf. Budapest 1873; Boston, Mass,
1880, As opera, Budapest 1938.)
(2) Unfinished oratorio by MENDELS-
sOHN. (1st perf. Birmingham Fest.
1852.)

Christus am Olberge (Beethoven),
See Christ on the Mount of Olives.

Christy Minstrela. See Negro Mins-
trels.

Chromatic. See Diatonic and Chroma-
tic.

Chromatic Chords. Chords which
include one or more notes not in the
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diatonic scale of the prevailing key of
the passage in which they occur. The
Chord of the Augmented 6th (q.v.) is
an example.

Chromatic Fantasy and Fugue. By
Bach for harpsichord (probably about
1720). The Fantasy largely in bravura
passages, the fugue (in 3 voices) one
of Bach’s longest for the domestic key-
board instruments.

Chromatic Harp. See Harp.
Chromatique (Fr.). ‘Chromatic.’
Chrotta. Another name for Crwth
(q.v.).

Chrysander, Karl Franz Friedrich
(b. Mecklenburg 1826; d. Bergedorf
1901). Authority on Handel, editing
complete works for Ger. Handel Soc.
and writing a great biography (1858-
67; never completed). Worked also on
other musicological subjects, publish-
ing works of Palestrina, Schiitz,
Corelli, Couperin, and Bach, and dis-
covering autograph of Bach’s B minor
mass. Friend of Brahms.

Church, John (b. 1675; d. 1741).
Gentleman of Chapel Royal and
Chorister of Westminster Abbey.
Author of Introduction to Psalmody;
composer of church music and fine
songs in Purcell vein.

Church Cadence. See Cadence.

Church Company, John. Philadel-
phia music publishing firm, est. 1859;
operated since 1930 by Presser Co.
(q.v.).

Church Modes. See Modes.

Church Music. The public exercises
of the Jewish religion gave a large place
to music. In the temple of Solomon, at
the outset, ‘four thousand praised the
Lord with instruments’ and ‘the num-
ber of them that were instructed in the
songs of the Lord was two hundred,
fourscore and eight’. Before the last of
the Temples of Jerusalern was de-
stroyed, after 1,200 years of musical
service, the system of synagogues had
spread, and with it a liturgical service
making large use of song, but no longer
with instruments, When Christianity
came there was at first no break with
the Jewish Church; Christians still
attended the Temple at Jerusalem and
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the synagogues (as Christ himself did),
and in their separate Christian meet-
ings they carried on the musical tradi-
tion. We find Paul exhorting the
Ephesians and Colossians to use
psalms, hymns, and spiritual songs.
Hebrew and Greek elements probably
mingled in the worship music that
grew into a traditional corpus during
the first 3 centuries of Christianity and
was further codified from time to time.
It appears that the use of instruments
was not favoured. It is said that the
introduction of the organ into Chris-
tian worship was due to Pope Vitalian
in the 7th c. The process of systematiza-
tion and development of the Church’s
song may be traced in other articles in
this volume (especially Liturgy, Plain-
song, Mass, Schola Cantorum, Har-
mony).

Throughout the ages there have
been alternating processes of the ac-
cumulation of undesirable musical
practices and of reform, Thus Pope
John XXII, in the early 14th c., for-
bade the use of secular melodies as a
basis for the polyphonic settings of the
Mass (cf. Missa sine Nomine). ‘The
Council of Trent (1545-63) recom-
mended bishops to ‘exclude music in
which anything impious or lascivious
finds a part’ and there seems to have
been a danger a little later of poly-
phonic music being altogether pro-
hibited, largely on the ground of the
inaudibility of the words involved in
the interweaving of the voices (the
edicts of 2 recent Popes are mentioned
under Motu Proprio). The Reformed
Churches, also, have had their com-
plaints and struggles. See Common
Prayer, and Puritans and Music.

The Orthodox (or Greek) Church
today, like the Calvinistic Churches
of the 16th and 17th cs., forbids the
use in worship of any instrument.

Church Music Society (British).
Founded 1906. Its objects are the
encouragement of a high standard in
the choice and perf. of music in wor-
ship. It is predominantly Anglican in
membership. Cf. Royal School of
Church Music,

Church of England. See Anglican
Parish Church Music.
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Church Windows (Vetrate df chiesa).
Four ‘Impressions for Orchestra’ by
Respighi. (1st perf. Boston 1927;
London 1928.)

Ciacona. See Chaconne.

Cid. Le. Opera by Massenet. Libretto
based on Corneille. (Prod. Paris 1885;
New York 1897.) Also opera by Cor-
nelius (his last, prod. Weimar 1863).

Cifra, Antonio (b. probably nr.
Terracina abt. 1584; d. Loreto 1629).
Held many important church music
positions in Italy and had high reputa-
tion as composer of church music,
madrigals, chamber music, and organ
music.

Cigany (Hungarian). ‘Gipsy.” What
are called Cigdny Bands seem to con-
sist normally of strings, clarinet, and
dulcimer.

Cimarosa, Domenico (b. nr. Naples
1749; d. Venice 1801). Had triumphant
international career as composer of
operas—the Secret Marriage (see
Matrimonio Segreto), Astuzie Fem-
minile (q.v.), and over 6o others;
possessed a special gift for gay comedy;
as to musical style might be called
‘the Italian Mozart’. Of revolutionary
views; helped to welcome the Fr.
republican army in Naples in 1799
and on the return of the Bourbon
monarchy was arrested and for a short
time imprisoned. He died soon after.

Cimbal, cimbalom, Cimbelom, &c.
Dulcimer (q.v.).

Cincinnati. See Festival; Schools of
Mousic.

Cincinnati Symphony Orchestra.
Founded 1895. 1st regular conductor
Franz van der Stucken (1896-1907).

Cinderella (Massenet). See Cendrillon.
Cinderella (Rossini). See Cenerentola.

Cinelli (It.). ‘Cymbals’ (see Percussion
Family 2 o).

Cing (Fr.). ‘Five.

Cing, Les. See Five.

Cinque (It.). ‘Five.’

Cinque Pace, Cinque Passi.
Pavan and Galliard.
Cinqui¢me (Fr.). ‘Fifth.’
Cio& (It.). “That is.’

See
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Cipher, Ciphering. Continuous
sounding of a note on the organ, due
to some mechanical defect.

Cis (Ger.). C sharp (see Table 7).

Cisis (Ger.). C double sharp (see
‘Table 7).

Cither. Cittern (not ‘Zither’).

Cittern (also Cithern and other spell-
ings). Wire-stringed instrument of
great antiquity, played with a plectrum
until end of 16th c. and thereafter often
with the fingers. In shape it somewhat
resembled a lute (see Lute Family) but
it had a flat back. In England during
the 18th c. it was miscalled the English
Guitar. Of the same general type were
the Orpharion (or Orphareon), or
Pandore (or Bandore or Bandora), a
bass instrument. The Spanish Ban-
durria and Laud are also forms of
cittern,

(Note that the Gittern, q.v., was a
different instrument.)

City Center, New York. Founded
1944 in abandoned theatre. Home of
enterprising opera and ballet at popular
prices; moved to Lincoln Center 1966.
Civetteria (It.). ‘Coquetry’, ‘flirta~
tiousness’. So civettando, ‘coquetting’;
civettescamente, ‘coquettishly’,

Cl. = ‘Clarinet’.

Claflin, Avery (b. Keene, N.H.,
1898). Educated Harvard. Business
man but also composer (operas, orch.
and choral music, chamber music, &c.).
Clagget, Charles (1740-abt. 1795).
Irish violinist, who settled in London
and became a very ingenious inventor
(improved violins, keyboard instru-
ments, and wind instruments; cf.
Inventionshorn).

Clair de lune. The third movement
of Debussy’s Suite bergamasque.
Claire, Caisse (Fr.). Side drum (see
Percussion Family 2 i).

Clairon (Fr.). Bugle (q.v.); also a
4-foot stop on some Fr. organs.
Claque. Body of concert-goers hired
by concert-giver to ensure his receiving
applause adequate to his own opinion
of his merits (‘His’ here being under-
stood as a common gender pronoun).
Claquebois (Fr. ‘clack-wood’). Xylo-
phone (see Percussion Family 1 f).
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Clarabel, Clarabella, or Claribel
Flute. Much the sameas Hohlflote(q.v.).

Clari, or The Maid of Milan. Opera
by Bishop, his most celebrated work,
in which first appears the song Home,
sweet Home. (Prod. London and New
York 1823.)

‘Claribel’—really Mrs, Barnard (b.
1830; d. Dover 1869). Wrote quanti-
ties of gentle, tuneful songs which
greatly touched the hearts of her con-
temporaries (Come back to Erin now
possibly the only survivor).

Claricembalo and Clarichord. Mis-

spellings (apparently) of Clavicembalo
(‘Harpsichord’) and Clavichord.

Clarina. See Clarinet Family.

Clarinet Family. All members of this
family possess cylindrical tube and
single reed, this of the ‘beating’ variety

—

CLARINET AND BASS CLARINET
and their mouthpieces and reeds

(cf. Reed)—differing from Oboe Family
in these particulars. As the reed blocks
one end of the tube, the pipe acts as a
‘stopped’ one (cf. Organ 2), sounding
8ve lower than it would have done if
left open. Like other cylindrical tubes
the clarinet overblows at the interval
not of its 18t upper partial, the interval
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of an 8ve (as the flute and oboe do), but
at its 2nd (the interval of a 12th). The
notes of the instrument’s 1st 8ve are
obtained in the normal way and the gap
of a sth before the overblowing begins
has to be filled by additional side-holes
which leave the tone weaker at this
point and the fingering somewhat more
awkward. All members of the family
have great powers of pianissimo and of
crescendo and diminuendo—greater than
those of any other wind instrument,
Double, triple, and flutter tonguing are
possible (see Tonguing).

The family is of relatively recent
introduction (very end of 17th c.), but
derives from a family on somewhat
similar lines, that of the CHALUMEAU
(apparently merely in popular use): the
word ‘Chalumeau’ is still in use to
define the lowest part of the compass
of the clarinet.

Chief members of the
family are: (@) CLARINET
IN C, B FLAT, OR A—the
normal treble instrument.
The existence of these 3
pitches was to enable the
composer to use any key
without creating undue
difficulty for the player (cf.
Transposing  instruments).
The C instrument is now
not much used, on account
of inferior tone, but figures
in the scores of classical
composers. (b) BASS CLARI-
NET. Its range lies an 8ve
below that of one of the
above (usually of that of
the B flat instrument). It
differs somewhat in shape,
its lower end being curved
upwards and ending in a
bell, and its upper one con-
tinued by a tube bent downwardstoreach
the player’s mouth. Except in military
band music it is treated as a transposing
instrument, its music being notated
either in the treble clef and a gth higher
than the sound (Fr. method), or in the
bass clef a 2nd above the sound (Ger.
method).

Other members of the family which
must be mentioned are (¢) HIGH E FLAT
CLARINET, a 4th above the B flat in-
strument. It is found in all military
bands and occasionally figures in orch.
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scores. It is a transposing instrument,
its music being notated a minor 3rd
lower than the sound. (d) HIGH D
CLARINET. This serves the same pur-
pose as the E flat Clarinet, but is much
rarer. It is a transposing instrument,
being written for a tone lower than the
sound. (¢) ALTO CLARINET—IN E flat
and F. The E flat instrument is prac-
tically a military band instrument and,
even 8o, now rare, The F instrument
is practically a modernized Basset Horn
(see below). Both are written for in the
treble clef and are transposing in-
struments. (f) BASSET HORN. A tenor
instrument in appearance like the Bass
Clarinet, with a pitch a 5th below that
of the little-used C Clarinet. It also is
a transposing instrument. (g) PEDAL
CLARINET, Or CONTRABASS CLARINET,
or DOUBLE-BASS CLARINET. This is re-
lated to the Bass Clarinet much as the
Double Bassoon is related to the ordi-
nary Bassoon, or the stringed Double-
Bass to the "Cello. It is almost entirely
a military band instrument. Its part is
written a 9th higher than the sound.
(The word ‘pedal’ has no reference to
any part of the construction and the
origin of its use is not very clear.)
(h—) Three rather obscure modern in-
struments related to the clarinet family
by possessing a single reed are the
CLARINA,the HECKELCLARINA or HECKEL-
CLARINETTE, and the HOLZTROMPETE
(all these were invented with the object
of supplying Wagner’s Tristan shep-
herd boy with a suitable instrument
for his rural pleasures, but are not
much used by him, the Cor Anglais
being preferred).

Clarinet Flute. Organ flue stop, end-
plugged; 4-foot length and 8-foot
pitch; slightly reedy in quality.

Clarinet Quintet. See Quintet.

Clarinet Stop. Reed stop (see Organ 2)
smoother than Oboe; 8-foot pitch or
occasionally 16.

Clarion. Organ stop like Trumpet
(q.v.) but of 4-foot pitch.

Clark, (1) Richard (b. Buckingham
1780; d. 1856). Singer in the choirs of
Westminster Abbey, St. Paul’s Cathe-
dral, and the Chapel Royal. Zealous
but unintelligent or unscrupulous musi-
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cal antiquarian whose statements
should never be depended upon.

(2) Frederick Scotson (b. London
1840; there d. 1883). Clergyman,
schoolmaster, admired organist, foun-
der of a London school of organ play-
ing, and popular composer for his
instrument.

(3) Edward (b. Newcastle-on-Tyne
1888; d. London 1962). Conductor,
For some time connected with Dia-
ghilef (see Ballet). With B.B.C. in
various capacities 1923-36. Especially
interested in contemporary develop-
ments in composition. (President
Internat. Soc. Contemp. Music from
(1945.) Married Elisabeth Lutyens
q.v.).

Clarke, (1) Jeremiah (b. abt. 1670;
d. 1707). Organist of St. Paul’s Cathe-
dral and active composer of songs,
harpsichord music, theatre music, and
church music—some of the last-named
still being in use. Came to a sad end;
being disappointed in love shot him-
self.
See also Trumpet Voluntary.

(2) Stephen (b. Durham; d. Edin-
burgh 1797). Musical ed. of Johnson'’s
Scots Musical Museum (6 vols. 1787~
1803)—the great repository of Scottish
national song.

(3) Rebecca (b. Harrow 1886).
Viola player and composer. Trained
R.C.M.; won 2nd Coolidge Prize for
Sonata for Viola and Piano 1919,
Has appeared as quartet player and
soloist in many countries and has com-
posed songs, &c. Resident in New
York. Married James Friskin (q.v.).

(4) Douglas (b. 1893; d. Warwick
1962). Educated Cambridge (ML.A.,
B.Mus.). Went to Winnipeg 1927;
Dean of Faculty of Music McGill
Univ., Montreal, 1930-55; cond.
Montreal Symphony Orch. 1930—41.
Returned to England 1958. Composer
of orch. and other works.

Clarke-Whitfeld, John (b. Gloucester
1770; d. Hereford 1836). Organist at
different times of 4 Irish and Eng.
cathedrals and 2 Cambridge colleges.
D.Mus. of 3 univs. and Prof. of music
at Cambridge. As a composer of
church music enjoyed great popularity;
some of it still in use.
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Clarsach. The ancient small Celtic
harp, revived in Scotland during the
20th century.

IRISH CLARSACH

Reputed to be that of King Brian Boru (926-
1014) but probably of a somewhat later period.
Now in the Library of Trinity College, Dublin

Clashpans. Old name for cymbals (see
Percussion Family 2 o).

Classical Music. (1) Music of a more
or less formal nature, with emphasis on
beauty and proportion rather than on
emotional expression (thus in anti-
thesis to ‘Romantic’, q.v.). (2) Music
of permanent value, not ephemeral.
(3, amongst less educated people)
Music with no ‘tune’ in it.

Claudin. See Jeune, Claude le.

Clausula. Cadence. Some medieval
terms are Clausula vera, Perfect
cadence; Clausula falsa, Interrupted
cadence; Clausula plagalis, Plagal
cadence; and so on.

Clavecin (Fr.).
Clavichord).

Claves. Round sticks of hard wood
7 or 8 inches long. The player (in dance
bands and the like) holds one over the
upturned finger-nails of his left fist and
beats it with the other held lightly in
the right hand. A Cuban instrument.

Clavicembalo. See Cembalo.

Clavichord. Inappearance this, when
opened, resembles a small rectangular
piano—often in form of a box to be
placed on a table but sometimes pos-
sessing its own legs: a long side of the
rectangle faces the player and the

Harpsichord (not
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strings run horizontally parallel with
that side. Method of tone-production
is not, as with harpsichord and spinet
by plucking, or, as with piano, by ham-
mering, but by a sort of pressure stroke
from below, by small pieces of metal,
called Tangents. A peculiarity of these
is that they are not only agents setting
the strings in vibration but also agents
in ‘stopping’ the strings (acting in this
capacity as a violinist’s finger does).
The point where a tangent impinges
on the string is the point at which the
string should be stopped in order to
produce the required note: the string
is thus divided into two portions by the
tangent but only the longer of these
portions can vibrate, the other end of

l
{J

e W Ny
e

CLAVICIIORD

the string being permanently ‘damped’
by a piece of felt. In earlier examples
(up to, say, 1730) there was an economy
of string, since the tangents operated
by 2 or more adjacent finger-keys might
share a string on which to operate, each
meeting it at the exact point called for
by the note associated with one of the
finger-keys in operation. (It will be
realized, then, that the notes repre-
sented by such associated finger-keys
could not be obtained simultaneously.)
This type of clavichord was termed
Fretted—presumably by analogy with
the same word as applied to viols and
lutes, &c. (see Frets); or, in Ger.,
gebunden (= ‘bound together’). In
later examples every finger-key pos-
sessed its monopoly of 1 string, and
the term now used was Unfretted or
(Ger.) bundfrei (= free of binding).

The tone of the clavichord is soft
and ethereal: its power can be modi-
fied by the touch, as with the piano:
a sort of prolongation of a note, called
bebung (Ger. for ‘tremolo’), is a charac-
teristic effect.

The original period of popularity of
the clavichord was an extended one—
from the 14th c. to the end of the 18th
or a little later. It and the harpsichord,
less sensitive, but more varied in tone
quality and more powerful, existed side
by side from the beginning of the
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16th c. onwards. During the 20th c.
it has come again into some use.

Clavicylinder. Keyboard instrument
invented by the acoustician, Chladni
(1756-1827), having a glass cylinder,
worked by a pedal and revolving against
strips of wood, glass, or metal brought
into action by the keys.

Clavicymbal. Eng. form of It.
‘Clavicembalo’, i.e. harpsichord (q.v.).
Clavicytherium. An upright spinet
or harpsichord (q.v.).

Clavier, See Klavier.

Clavier & lumitres, ‘Keyboard of
Lights’. See Prometheus (Scriabin).

Clavier des bombardes (Fr.). That
o;fban manual having Trumpet and
a.

Clavier de récit (Fr.). Swell Organ;
see Organ 1.

Clavieriibung. See Klavieriibung,

Clay, Frederick (Emes) (b. Paris
1838; d. Great Marlow, Bucks., 1889).
Composer of theatre music and of highly
popular songs (I'll sing thee Songs of
Araby, The Sands of Dee, She wan-
dered down the mountain side, &c.). See
Lalla Rookh.

Clear Flute. Organ stop much like
Waldflste (q.v.).

Clef. See Notation;
Table 4.

Clemens non Papa—name applied
to Jacob (or Jacques) Clement (b. abt.
1510; d. abt. 1556). Important com-
poser of Flemish school; many masses,
motets, &c. (Conjectural explanations
of sobriquet—(a) to distinguish from
Pope Clement VII, and (b, more
credible) to distinguish from Flemish
poet Jacobus Papa.)

Clementi, Muzio (b. Rome 1752;
d. Evesham, Worcs., 1832). At 14 a
prodigy pianist; adopted and educated
by an Eng. gentleman. Won European
reputation as composer, pisnist, and
piano teacher (among his pupils being
Field, Kalkbrenner, and J. B. Cramer).
His collection of piano studies, Gradus
ad Parnassum, is famous. He may be
regarded as the first genuine composer
for the piano (i.e. uninfluenced by the
old harpsichord style) and as a com-

Great Staff;

[117]

CLIFFORD

poser of piano sonatas was admired (and
imitated) by Beethoven. Past middle
life he successfully took to piano manu-
facturing in London (Clementi & Co.,
later Collard & Collard).

See Pianoforte playing; Fingering,
Clemenza di Tito, La (“The Mercy
of Titus’). It, Opera by Mozart; libretto
based on Metastasio. (Prod. Prague
1791; London 1806.) Also Opera by
Gluck (1752).

Clérambault, Louis Nicholas (b.
Paris 1676; there d. 1749). Noted Paris
organist and composer for keyboard
instruments and voice. His 4 books of
Fr. cantatas are the best of their period.

Cleva, Fausto (Angelo) (b. Trieste
1902; d. Athens 1971). Operatic cond.,
mainly U.S.A.: Cincinnati 1934; San
Francisco 1942 ; Metropolitan 1950, &c.

Cleveland Symphony Orchestra.
Founded 1918; conductors include
Nikolai Sokoloff, Rodzinski (1933),
Szell (1946), Maazel (1973).

Cliburn, Van (= Harvey Lavan Jnr.;
b. Shreveport, La., 1934). Pianist,
studied with his mother and at the
Juilliard School under Rosina Lhé-
vinne. Début age 13; in 1958 became
widely known as first American to win
Tchaikovsky Prize in Moscow.

Clifford, (1) James. See Cathedral
Music

(2) Julian I (b. London 1877; d.
1921). Trained Leipzig, &c. At first
pianist; then conductor Birmingham
Symphony Orch., Harrogate Municipal
Orch. Composed orch. and piano
music, songs, &c.

(3) Julian II (b. London 1903). Son
of above and also conductor. Trained
R.C.M. and in Brussels. Has conducted
leading Brit. orchs. At one time Musi-
cal Director of Municipal Orchs. of
Hastings, Harrogate, Bexhill.

(4) Hubert John (b. Bairnsdale,
Victoria, 1904; d. visiting Singapore
1959). Trained Melbourne Conserv.
and R.C.M. Empire Music Supervisor
B.B.C. 1941—4. On staff R.A.M. from
1944. Musical Director of Korda-
British Lion Group of Film Producers
1946-50. Compositions include a sym-
phony (1940), also light music under
pseudonyms.
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Clinton Family. Wind-instrument-
playing family of whom the following
scem to be the most important.
(1) Arthur (b, abt. 1827). Clarinettist
of repute, Father of the two following.
(2) James (b. Newcastle 1853; d.
London 18¢7). Leading London
clarinettist of his day. (3) George A.
Arthur (b. Newcastle-on-Tyne 1850;
d. London 1913). Clarinettist. Began
age 10 in volunteer band., At 17 in
Queen Victoria’s Private Band, then
24 years in Crystal Palace Orch. (also
Covent Garden). On staff R.A.M.,
T.C.M., and Kneller Hall (q.v.). Bril-
liant performer; ed. of clarinet studies.
Clinton, (Francis) Gordon (b. Broad-
way, Worcs., 1912). Baritone. Trained
R.C.M.; on staff from 1949. Principal
Birmingham School of Mus. 1960.
Cloak, The (Puccini). See under
Trittico.

Cloches (Fr.). ‘Bells’, e.g. those used
in the orch. (see Bell; Percussion
Family 1 b).

Cloches de Corneville, Les (“The
Bells of Corneville’). Very popular
operetta by Planquette. (Prod. Paris
and New York 1877; London and
Edinburgh, as The Chimes of Nor-
mandy, 1878.)

Clochette. Small bell.

Clochette, La (Paganini-Liszt). See
Campanella.

Clocks, Musical. See Mechanical
Reproduction of Music 4.

Clock Symphony (Ger. Die Uhr, “The
Clock”. Nickname of the 11th of
Haydn’s ‘London Symphonies’ (q.v.)—
no. 101 in Breitkopf edn. (Key D). The
slow movement suggests ‘tick-tock’.

Clog Box. See Chinese Wood Block.
Close. The same as Cadence (q.v.).
Close Harmony. See Harmony 2 b,

Closson, Ernest (b. nr. Brussels 1870;
d. there 1950). On staff of Conserv.,
of Brussels and then that of Mons.
Active music critic and musicologist;
author of books on Beethoven, Grieg,
History of the Piano, &c.; collector
and ed. of Belgian folk songs.

Cloud-capt Towers, The.
Stevens, Richard.

See
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Club Anthem. See Turner, W.

Clubs for Music Making. Clubs
meeting weekly for chamber-music
practice, &c., were in 17th ¢, common
in London, the university cities, &c.
Catch Clubs were also common then
and later (the NOBLEMEN AND GENTLE-
MEN’S CATCH CLUB, founded 1761, still
meets once a month, as do several
other Catch and Glee Clubs of rather
later origin).

The London Club, CONCENTORES
soDALES, was founded in 1798 and was
still alive in 1864 or later. The ANA-
CREONTIC SOCIETY lasted from 1766 to
1794. The OXFORD UNIVERSITY MUSICAL
cLUB was founded in 1872 and the
OXFORD MUSICAL UNION in 1884; these
two combined in 1916, Cambridge has
had similar activities. The OXFORD AND
CAMBRIDGE MUSICAL CLUB, in London,
long maintained a good club house and
held weekly meetings for the perfor-
mance of chamber music. (Revived
1952.)

Clutsam, George H. (b. Sydney,
N.S.W., 1866; d. London 1951).
Pianist; then critic and composer.
Acted as accompanist to Melba, &c.;
settled in London 1889, as accompan-
ist, &c.; music critic of Observer 1908~
18. Composed symphony, songs, and
(esp.) operettas, &c. (see Dreimdderi-
us).

Clutsam Keyboard. See Keyboard.

Cluytens, André (b. Antwerp 19053
d. Paris 1967). Operatic conductor:
Antwerp 1927; other posts; then Paris
Opera 1944; Opéra Comique 1949.

Coach-horn. See Post-horn.

Coates, (1) Albert (Henry) (b. St.
Petersburg 1882; d. nr. Cape Town
1953). Of half English, half Russian
parentage, Studied in Leipzig and
travelled widely as conductor, at last
settling in S. Africa in 1946. Composi-
tions include operas Samuel Pepys
(1929), Pickwick (London 1936), and
Tafelberg se Kleed (“Table Mountain
in Cloud’, 1952).

(2) John (b. nr. Bradford 1865; d.
nr. London 1941). Tenor vocalist
(originally baritone) of high artistic
aims and achievements; success
equally in opera (including Wagner),
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oratorio, and (especially latterly) reci-
tals of Eng. songs, old and contem-
porary.

(3) Henry (b. London 1881; d.
1963). London music critic, then on
staff of London Univ., T.C.M., and
G.S.M. Book on Palestrina; some
compositions; M.A., Cambridge;
Ph.D., London.

(4) Eric (b. Hucknall, Notts., 1886;
d. Chichester 1957). Trained R.A.M.
At first viola player, then composer of
songs, orch. music, &c., usually of the
lighter type, and conductor of own
works in many countries,

(5) Edith Mary (b. Lincoln 1908).

Operatic contralto. Trained T.C.M.
Active and successful career at Old
Vic. and Sadler’s Wells, Covent Gar-
den, &c.
Cobb, (1) Gerard Francis (b. Nettle-
stead 1838; d. Cambridge 1904). Fel-
low of Trinity Coll.,, Cambridge.
President of Univ. Board of Musical
Studies (1877-92) and Univ. Musical
Soc. (1874-84). Prolific composer—
church music, songs, and part-songs,
chamber music, piano music, &c.

(2) Richard Barker. See Temple,
Richard.

Cobbett, Walter Willson (b. Black-
heath, London, 1847; d. London 1937).
Amateur violinist and especially cham-
ber-music enthusiast, who spent money
freely on prizes for compositions and
on the production of a great Cyclopedic
Survey of Chamber Music (1929; re-
vised 1963).

Cochlea. See Ear and Hearing.

Cockaigne (legendary name of an
imaginary country, later humorously
applied to the home of the Cockneys).
Concert-overture by Elgar, evocative
of memories of the busy life of London.
(Op. 40; 1901.)

Cockram. See Passing By.

Cocteau, Jean (b. Maisons-Lafitte,
France, 1891; d. Paris 1963). Copious
poet and prose writer, draughtsman,
choreographer, writer and director of
surrealist films, and playwright; at one
time acrobatic airman, at another
opium addict, &c.; all his phases
exemplar and expositor of the Parisian
avant-garde and in music propagandist,
successively, for Debussy, Ravel, Satie,
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‘Les Six’ (q.v.), Stravinsky, Marke-
vitch, and Messiaen. Associated with
Diaghilef in various ballet innovations.

Coda (It. ‘Tail’). Passage added to any
composition, or section of such, to give
a stronger sense of finality (cf. Codetta,
below).

Codetta (It. ‘Little tail’). (1) Short or
less important Coda (see above), e.g.
the one at the end of the exposition in
sonata form (see Form 3). (2) In fugue
(see Form 6) an episodical passage
occurring in the exposition.

Codiad yr ehedydd. See Rising of the
Lark.

Coerne, Louis Adolphe (b. Newark,
N.J., 1870; d. Boston, Mass., 1922).
Active composer in various forms, in-
cluding the earliest Amer. opera to be
produced in Europe (Zenobia, Bremen
1905). Ph.D, of Harvard, the book The
Evolution of Modern Orchestration and
t{:e opera score being accepted as his
thesis.

Coffee Cantata (Ger. Kaffeecantate).
Humorous cantata by Bach (1732).
Libretto, by Picander, turns on the
growing fondness for coffee at the time
it was composed. Has been staged as
an opera (e.g. Glasgow 1925).

Coffey, Charles. See Devil to Pay.

Coffin, Hayden—in full Charles
Hayden (b. Manchester 1862 of Amer.
parents; d. 1935). Baritone vocalistand
actor, famous in operetta and musical
comedy. Made his name by singing of
Queen of my Heart in Dorothy (see
Cellier).

Cogli, Coi (It.). ‘With the’ (plur.).

Cohen, Harriet (b. London 189s; d.
there 1967). Pianist. Trained R.A.M.;
pupil of Matthay; successful in both
Britain and U.S.A.; wide repertory
but specialized in music of Bax. Pub-
lished piano arrangements of Bach.
C.B.E. 1938. .
Col, coll’, colla, colle (It.). ‘With
the’, e.g. col basso, ‘with the bass’;
colla voce, ‘with the voice’ (indication
to accompanist to be subservient, i.e.
as to time details).

Colascione. A kind of lute (q.v.) with
a small circular body, a very long neck,
and (usually) only 3 strings.



COLD AND RAW

Cold and Raw. Song of D’'Urfey
(1653-1723) set to an old tune Stingo,
or Oil of Barley.

Coleman, Charles.
des.

Coleridge, Arthur Duke (1830~
1913). See Bach Choir.
Coleridge-Taylor, Samuel (b. Lon-
don 1875; d. Croydon 1912).

Son of an Englishwoman and a West-
African Negro medical man at that time
practising in London. Appeared in
public as boy violinist; studied under
Stanford at R.C.M. Recommended by
Elgar to the committee of the Glouces-
ter Fest.; produced at it (1898) orch.
Ballad in A minor and thus came pro-
minently before the public. A few
weeks later came the choral-orch,
Hiawatha’s Wedding Feast followed by
The Death of Minnehaha (1899) and
Hiawatha’s Departure (1900), as well
as choral-orch., orch.,, and chamber
works, &c., and incidental music for
plays, &c.

His daughter Avril (b. London
1903) is a conductor of standing who
has toured extensively in S. Africa, &c.
She is also a composer.

See also Faust; Sea Drift.

Colinda. A type of Rumanian Christ.
mas song.

Coll’, colla, colle (It.). See Col.

Coll’ arco. ‘With the bow’; i.e. after
apassage marked pizzicato. (Sometimes
shortened to c.a.)

Colla parte (It. ‘with the part’), colla
voce (It. ‘with the voice’). An indica-
tion to an accompanist carefully to take
his tempo and rhythm from the soloist.

Colla punta dell’ arco (It.). ‘With
the point of the bow.’

Collard and Collard. See Clementi.

College of Saint Nicolas. See Royal
School of Church Music.

Col legno (It. ‘with the wood’). Strik-
ing the strings with the stick of the bow,
instead of playing on them with the
hair.

Colles, Henry Cope (b. Bridgenorth
1879; d. London 1943). Educated at
the R.C.M. and Oxford(M.A., B.Mus.;
later Hon. D.Mus.). Music critic of

See Siege of
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The Times (1905—43), ed. of 3rd and
4th edns. of Grove’s Dictionary of
Music, and author of several books on

music.

Collingwood, Lawrance Arthur (b,
London 1887). Conductor; studied
Oxford, G.S.M., and St. Petersburg.
Has conducted much opera in London
(Old Vic and Sadler’s Wells; Mus.
Director latter 1940—7). Compositions
include opera Macbeth (Sadler’s Wells
1934), and orch. and chamber music,
&c. C.B.E. (1948).

Collins, (1) H. B. (=Henry Bird) (b.
Ipswich 1870; d. Birmingham 1941).
Trained R.C.M. Became organist Bir-
mingham Oratory 1915. High authority
on early polyphonic music.

(2) Anthony (b, Hastings 1893).
Viola player and then conductor and
composer of film music, orch. and
chamber music, &c.

Colmonell Use. See Use of Sarum, &c.
Colofonia (It.). ‘Colophony’, or bow
resin.,

Colomba. Opera by Mackenzie. (Prod.
London 1883; Hamburg and Darm-
stadt 1884.)

Colonne, Edouard—but originally
Judas (b. Bordeaux 1838; d. Paris
1910). Trained at Paris Conserv.
Became leading violin of Paris Opera
and then founder and conductor of
famous orch. bearing his name. Paid
conducting visits to Britain, Russia, the
U.S.A,, &c.

Colophony (Fr. colophane; It. colo-
fonia; Ger. Kolophon). Resin for bow
of stringed instruments.

Colorato, colorata (It. masc. and
fem.) or figurato, figurata (It. masc,
and fem). Treated in the manner of
Coloratura (q.v.). (Cf. Musica figurata.)

Coloratura (It.), Koloratur (Ger.).
The extemporary or written decoration
of a vocal melody in the shape of runs,
roulades, and cadenzas of all kinds.

Coloratura soprano. One with a light
flexible voice equal to the demands of
passages of Coloratura.

Colour and Music. There is a natural
tendency to find analogies between
sound and colour, and even to develop
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definite theories as to a scientific rela-
tionship between them based on the
fact that both are the result of vibra-
tions (those of sound, however, rela-
tively slow vibrations in the air; those
of light and colour extremely rapid
vibrations in the ether); such theories,
however plausible at first sight, are on
consideration seen to be erroneous, for
the 8ve of notes has no definite rela-
tionship to the scale of colours and any
comparison of the two is arbitrary.
Many persons experience a mental
association between keys and colours
but this association is purely subjective
and personal, differing widely with
different individuals (for instance to
Rimsky-Korsakof the key of C major
was white whilst to Scriabin it was red).

There have, from the 17th c. on-
wards, been many suggestions that
musical effects and colour effects should
be combined and experiments in this
direction (‘Colour Organs’, &c.) con-
tinue to be made. Interesting and
beautiful results may be thus obtained,
of which composers have sometimes
tried to take advantage—e.g. Scriabin
(q.v.) in his Prometheus and Schénberg
(q.v.) in his Die gliickliche Hand (*The
Lucky Hand’), the scores of both of
which include a line of notation for a
play of colours on a screen during the
musical performance,

For a fuller and more systematic dis-
cussion of the whole subject the reader
may be referred to the 14-column treat-
ment of it in the Oxford Companion to
Musie.,

Cf. Colour Symphony.

Colour Symphony. By Arthur Bliss
(1922). When composing this work he
experienced sensations of colour, and
hence headed his 4 movements ‘Purple’,
‘Red’, ‘Blue’, and ‘Green’. These titles
have obvious symbolical associations.

Colpo (It.). ‘Stroke’, e.g. Colpo d’arco,
a stroke of the bow.

Columbia, The Gem of the Ocean,
See Britannia, the Pride of the Ocean.

Combination Pedals. See Organ 2.

Combined Counterpoint. See
Counterpoint.

Comb Instruments. See Mechanical
Reproduction of Music 7.
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Come (It.). °‘As’, ‘like’, ‘as if’; come
prima, ‘as at first’; come std, ‘as it
stands’; come sopra, ‘as above’.

Come back to Erin. Eng. song (not
Irish) by ‘Claribel’ (q.v.).

Comes. See Canon,
Comic Opera. See Opera 7.

Comin’ thro’ the Rye. Scottish or
imitation-Scottish song (not certain
which), with tune resembling one in a
London pantomime of 1795 and also
resembling tunes of Auld Lang Syns
(q.v.) and other songs. Poem partly
same as one by Burns.

Comique (Fr.). ‘Comic’ (but see
Opera 7).

Comma. A minute interval such as
that resulting when a rising succession
of untempered sths (cf. Temperament)
and a similar succession of 8ves arrive
at what is ostensibly the same note, but
is not really quite such.

Comme (Fr.). ‘As’, ‘as if’, ‘like’, &c.
Committee for the Promotion of
New Music (15 Half Moon Street,
Piccadilly, London, W. 1). Founded
1943 by the Arrangers’, Composers’,
and Copyists’ Section of the Musicians’
Union (q.v.). First President Dr,
Ralph Vaughan Williams. Holds Re-
citals, ‘Experimental Rehearsals’, &c.,
and after a hearing of works so tried
out gelects the best for inclusion in a
List of Recommended Works. Up to
1948 there had been so presented works
of 160 composers. Some works pre-
sented gramophonically recorded by
Decca Record Co. Later called
‘Society for the Promotion of New
Music’.

Commodo or comodo (It.). ‘Con-
venient’, i.e. without any suspicion of
strain, e.g. tempo comodo, at a com-
fortable, moderate speed. So the
adverb, comodamente.

Common, in liturgical parlance,
means that the part of service to which
it is applied is regular and invariable
(as distinguished from variable parts,
called ‘Proper’ of such and such a day
of the church’s year). See Mass.

Common Chord. See Harmony 2 d,
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Common Metre.
Hymn Tunes 8.

Common Prayer, Book of. The com-
plete service book of the Anglican
Church, containing everything author-
ized for use except the Lessons, An-
thems, and Hymns. It thus fulfils the
same purposes as the Roman Catholic
Church’s Missal, Brevisry, Manual,
and Pontifical (see Liturgy). From the
musician’s point of view, the main
difference between the Roman Breviary
and Missal and the Prayer Book’s order
of Morning and Evening Prayer and
Communion lies in the greater sim-
plicity of the latter, in both the part for
the minister and that for the people.
The choir has, properly, no standing,
save that in both Morning and Evening
Prayer there is a place where occurs the
indication ‘In Quires and Places where
they sing, here followeth the Anthem’.
In practice, however, a good deal (or
even the whole) of the people’s part is
in larger churches and cathedrals re-
served for the choir, as the people’s
representative: one or two metrical
hymns (not mentioned in the Prayer
Book though allowed by the Injunc-
tions of 1559) constitute there the only
opportunity of the people’s joining
vocally in the service.

Provision is made for the reading or
singing of the whole of the Psalms in
rotation in each month of daily morn-
ing and evening services (see Psalm).
At Morning Prayer the Venite (Ps. 95)
fs normally sung before the Psalms for
the day.

The Canticles (q.v.) are as follows:
At Morning Prayer, the Te Deum (or,
at certain seasons, the Benedicite) and
the Benedictus (or, on one or two
occasions, the ¥ubilate); at Evening
Prayer, the Magnificat (or, rarely, the
98th Psalm, Cantate Domino) and Nunc
Dimittis (or, again rarely, the 67th
Psalm, Deus Misereatur).

In the order of Holy Communion
occur 4 of the § great passages from the
Ordinary of the Mass (see Mass)—
Kyrie, Gloria in Excelsis, Credo, and
Sanctus, this last without its Benedictus
qui venit section. (The custom has
grown up, however, of setting both the
Benedictus qui venit and the Agnus Dei
in composed ‘services’ and the practice

See Hymns and
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was declared lawful by the Lincoln
judgement of 1892; thus translated
adaptations of settings of the Roman
Mass have become available.)

The remainder of the order for the
3 services consists of prayers spoken or
chanted by the minister, Preces and
Versicles (see Preces) spoken, mono-
toned, or chanted by him, with Re-
sponses by the people, similarly treated
(see Responses), and Lessons read. It
has become a common practice to
accompany the monotoned Creed by
varied harmonies on the organ, so en-
abling choir and congregation to main-
tain the pitch. The Psalms (including
the Venite) are either said or sung to
Anglican Chants (see Anglican Chant)
or Gregorian Tones (q.v.), and when
the Canticles are not sung to some
composed setting they are treated in
the same way. The Litany (q.v.), to
be sung or said after Morning Prayer
on Sundays, Wednesdays, and Fridays,
is, if sung, generally set to plainsong,
either in unison or with descant.

Merbecke in 1550 published ‘The
Book of Common Prayer noted’. This
consisted of monophonic setting, in
mensurable music, mainly original, of
the Communion office, Mattins and
Evensong, the Office for the Burial of
the dead and ‘the Communion when
there is no burial’. Terry (Proceedings
Mus. Assoc., Session 45) points out
that ‘there is no authentic plainsong
throughout the book excepting the
Versicles and Responses at the opening
of Mattins and Evensong and those
which occur later on in those services’.
Merbecke’s noting of the versicles and
responses was used as the basis for
most of the later Tudor settings (e.g.
Tallis’s two settings).

Common Time. Another name for
$ time (see Table 10). The C some-
times used instead of the figures { does
not stand for ‘common’: it dates from
the period when triple time (called
‘perfect’) was indicated by a full circle
and quadruple time (called ‘imperfect’)
by a broken circle.

Community Singing (or Commu-
nity Music). A rough definition of
‘Community Singing’ would be ‘the
audience as its own vocal performer’.
‘This, looked on by many as a recent
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activity, is in reality & very ancient one.
Obviously any sort of hymn sung by a
congregation is an example of com-
munity singing, and as an early instance
of Eng. community singing on a large
scale may be mentioned the singing of
metrical psalms outside St. Paul’s
Cathedral, London, in the first flush
of enthusiasm after the Reformation.
Stow (1559) says: ‘You may now see
at Paul’s Cross, after the service, 6000
people, young and old, of both sexes,
singing together.’

Addison in the Spectator (1711) tells
us that community singing was com-
mon in the French opera of his day:

‘I have sometimes known a performer
on the stage do no more in & celebrated
song than the clerk of & B&\rish church, who
serves only to raise the Psalm, and is after-
wards drown’d in the musick of the con-
gregation.’

It has, however, been claimed that this
practice was Italian in its origin,
A somewhat similar practice shortly
sprang up in England and Ireland.
Thus Colley Cibber’s ballad-opera,
Love in a riddle (Drury Lane, London,
1729), included an invitation to the
audience issued by the mouth of the
chief comedian:

Then, freeborn boys, all make a noise,

As France has done before us;

With English hearts all bear your parts,

And join the jolly chorus.

The present-day expression ‘Com-
munity Singing’ apparently originated
in the U.S.A., where the practice was
definitely organized in camps during
the First World War, official ‘Song
Leaders’ being appointed. A similar
practice already obtained in the Brit.
Army. After the war Gibson Young
developed a community-singing move-
ment in Australia, and later came to
England, where he did the same. In
1925 & London newspaper (Lord
Beaverbrook’s Daily Express) took up
the movement as a journalistic ‘stunt’
and organized meetings for community
singing in the Royal Albert Hall (seat-
ing 10,000) and elsewhere. But the
actual pioneer of the modern Brit.
community singing movement appears
to be R, E. Jeffrey of the B.B.C., who
carried out successful experiments in
Aberdeen in March 1924, so slightly
anticipating the Beaverbrook scheme.
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Special song books for community
singing have been published in Britain
and the U.S.A,

In certain manufacturing districts of
the north of England ordinary au-
diences can pretty effectively join @
choir in the singing of the 4 voice-
parts of Handel’s ‘Hallelujah Chorus’,
and that is, perhaps, community sing-
ing at the point of greatest cultivation
attainable,

Comodo (It.). See Commodo.
Compass of Voices. See Voice 14.
Compere, Loyset (b. abt. 1440; d. St.
Quentin 1518). Possibly a pupil of
Okeghem; later Canon and Chancellor
of the Cathedral of St. Quentin and
an important composer of church
music,

Competitions in Music.! The musical
competition is a venerable institution.
Putting aside the celebrated contest
between Phoebus and Pan, there were
the Pythian Games of the 6th c. B.c.
(which were especially musical con-
tests), the Eisteddfod of Wales, tradi-
tionally dating back to the 7th c., the
Song Contest of the Minnesingers at
the Wartburg in the 13th c., the ‘Puys’
(meetings of minstrels) of the Middle
Ages, and so on.

In England in the late 18th c. choral
competitions were sometimes held at
country taverns. In the 19th c. a very
great extension of competition activity
took place. In 1853 the Brass Band
Contests of the Belle Vue Gardens,
Manchester, began, followed in 1853
by ‘Prize Glee Singing’. In 1860 at the
Crystal Palace there took place its first
Tonic Sol-fa Competition, with choirs
from England and Scotland; Bradford
held a competition in solo and choral
singing in 1864; in 1872 and some fol-
lowing years there were important
choral competitions at the Crystal
Palace; in 1874 there were such com-
petitions in Manchester and Liverpool.
In 1876 a Pianoforte-playing competi-
tion took place at Portsmouth; it was
called by the Amer. term of ‘Bee’ and
was followed by a swarm that for a few
years flew vigorously about the coun-
try. In 1881 Sheffield held a general
musical competition; and (surprisingly)

! In the U.S.A. the usual term is not ‘Come
petition’ but ‘Contest’.
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Fr. male-voice and mixed-voice choral
societies, wind-bands, and orchs., came
over to Brighton and held there a great
competition, In 1882 a Temperance
Choral Competition was held at the
‘Royal Victoria Coffee Hall’ (the ‘Old
Vic’), London, and in 1883, on the cast
side of London, the Stratford Musical
Fest. began its useful activities of many
gears. The above list does not claim to

e exhaustive but is sufficient to dis-
credit the frequent statements such as,
‘In 1885 Miss Mary Wakefield, at
Kendal, sowed the first seeds of the
competition festival movement’, or
‘begun by J. S. Curwen’,

During the closing years of the 19th
c. musical competition activities de-
veloped into a regular ‘movement’. In
1904 an Assoc. of Musical Competition
Fests, (now ‘British Federation of
Music Festivals’) was formed: and in
1905 it was estimated that 50,000 com-
petitors were engaged every year (this
does not include the Welsh organiza-
tions, for which see Eisteddfod). The
movement spread to Canada, Australia,
and other parts of the Brit. Empire.
A Canadian Fest. that has been held
annually from 1908 is that of the
Alberta Musical Fest. Assoc., held in
turn at Calgary, Edmonton, and Leth-
bridge, Alberta.

The Irish national competition, the
Feis Ceoil, was founded in 1897; it has
usually been held in Dublin.

In the U.S.A. the earliest musical
competition recorded appears to be
that of Dorchester, Mass., in 1790, at
which two rival choirs competed. It
was in the 1920’s that a general com-
petition movement grew up, and it was
largely connected with the high schools.
From 1914 intercollegiate singing con-
tests became frequent.

Musical competitions have been
fairly common in Germany from the
1880’s or earlier. They have also taken
place in many other European coun-
tries,

In several countries there have been
many competitions for composition
held under very varied auspices. They
have embraced all types of music.

For ‘Music Memory Contests’ sce under
Appreciation of Music.

Compiacevole (It.). ‘Pleasing. So
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compiacevolmente, ‘;.)leasingly’; com-
piacimento, ‘pleasure’.

Complete Cadence. See Cadence.

Compline (meaning ‘completion’),
The 8th and last of the Canonical
Hours (see Divine Office) of the Roman
Catholic Church.

Componiert (Ger.). ‘Composed.’

Composé (Fr.). (1) ‘Composed.’
(2) ‘Compound.’

Composer’s Counterpoint.  See
Counterpoint.

Composers’ Guild of Great Britain
(84 Drayton Gardens, London, S.W,
10). Affiliated to the Soc. of Authors
(same address). Exists to protect the
interests of composers, First President:
Dr. R. Vaughan Williams.

Composition, etymologically, is the
‘putting together’—of words to make
a poem or piece of prose, of notes to
make a waltz or symphony, of details
to make a picture. In music the ‘putting
together’ consists chiefly in (@) com-
bining successive notes to make
Melody; (b) combining simultaneous
notes to make Harmony; (¢) combin-
ing melodies to make Counterpoint;
(d) combining Phrases to make Sen-
tences and sentences to make long
passages; (¢) combining Themes and
their treatment to make pieces or
Movements of pieces; (f) combining
movements to make the Cyclic Forms
(sonata, symphony, &c.). The combin-
ing of timbres in Orchestration may also
be held to constitute a part of composi-
tion. (See separate entries under these
various heads.) The object of the com-~
poser is dual: he desires to express his
emotions and to satisfy his sense of
craftsmanship and design.

There are, in a sense, no ‘RULES’ of
composition. What have been formu-
lated as such by theorists in textbooks
are an attempt at a codification of the
processes of successful composers of
the past and may be disregarded by
any composer of the present who feels
that he can gain the effect he desires
without accepting such control.

Composers who have been asked to
define their mental processes of com-
position all claim the initial impulse of
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something called INSPIRATION but ad-
mit that whilst this element is essential
it has to be followed by labour and the
application of a craftsmanship previ-
ously acquired in the student stage and
then increasingly developed by con-
tinual practice. The ingpiration thus
referred to is in some cases merely a
mood which clamours for expression
or a musical idea (or ‘theme’) which
‘comes into the head’ and demands
development: there have, however,
been composers whose inspiration has
on occasion been of the nature of a
scheme of modulations (e.g. Franck on
occasion), or the form of & piece (e.g.
Ravel in his second violin sonata),
without, as yet, any musical material
to be used in carrying out the modula-
tions or form. And so on—the nature
of inspiration being apparently sur-
prisingly various. Some composers
have courted inspiration by extem-
porizing at the piano. Others have been
stimulated by a non-musical ‘pro-
gramme’ (see Programme Music) which
they were impelled to express in tones.
Some (e.g. Schubert) have felt an
impulse to compose a song, and on
reading a poem which strongly im-
pressed them have been inspired with
the musical style and material they
ultimately adopted in it.

It is observable that composition in
the late 19th and 20th c¢s. had become
a much more laborious and serious
undertaking than it had been in the
16th, 17th, and 18th. PRODUCTIVITY in
that earlier period was very much
higher. Philippe de Monte (in the
16th ¢.) composed over 1,000 madri-
gals and 300 motets. In the 18th c.
composers normally threw off sonatas,
string quartets, symphonies, &c., in
sets of 6 or more. Handel wrote Israel
in Egypt in 29 days and Messiah in 22;
Bach wrote § complete sets of Church
Cantatas for each Sunday of the year
and his contemporary Telemann 12
such sets (i.e. over 600 in all). Mozart’s
greatest 3 symphonies were composed
in the brief period of 2 months. Operas
also in the 18th c. were often ‘mass
produced’. Even in the early 19th c.
we find Schubert, who died at the age
of 30, composing over 600 songs and,
later, Hugo Wolf, who died at the age
of 42, composing 500, Wholesale com-
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position, however, had in general ceased
with the end of the 18th c.

ORIGINALITY in Composition is ex-
ceedingly difficult to define. There
seem to be two qualities passing under
that name: (@) Actual novelty in
melody, harmony, form, orchestra-
tion; and (b) The strong expression of
personality., There have been com-
posers who could take a theme (e.g.
a fugue subject; cf. Form 6) that seemed
to possess, in itself, little originality, or
even to be rather trite, and yet out of
it produce a moving and ‘original’
composition.

The above is a mere summary of
some of the main thoughts which come
to one as one considers the nature of
Composition and its practice in differ-
ent periods and by different composers,
the whole subject being very much
more fully developed in OCM.

Cf. Expression; Interpretation.

Composition Pedals. See Organ 2.
Compound Binary. See Form 3.
Compound Interval. See Interval.

Compound Time (Duple, Triple,
Quadruple). See Table 10.

Compter (Fr.). “To count.’ Comptent,
‘count’ (plur.), as an indication in an
orch. score that the instruments in
question have fallen out for the moment
and are merely ‘counting their bars’—
‘marking time’,

Comte Ory, Le (‘Count Ory’). 2-act
comedy-opera by Rossini. French
libretto by Scribe and Delestre-
Poirson. (Prod. Paris 1828.)

Comus. See Lawes, Henry.
Con (It.). ‘With.

Concentores sodales. See Clubs for
music making.

Concentus. See under Accentus.

Concert. The word means, properly,
a performing together (vocal or in-
strumental or both), and is so used in
older literature, but has come to be
applied to almost any sort of public
musical performance.

World’s earliest concerts in modern
sense seem to have been those of JouN
BANISTER in his London house 1672-8,
THOMAS BRITTON, a charcoal hawker
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but a learned and cultured man, fol-
lowed at once with his series 1678-1714.
(Note, however, that before the time
of Banister programmes of music pre-
liminary to plays were common in
London theatres, earliest of which re-
cord has been found being in 1602.)

Earliest records of any concert in
American Colonies are those of Boston
and Charleston, both 1731.

PROMENADE CONCERTS, with audience
on its feet, go back to the London
pleasure places called ‘Gardens’ (e.g.
Vauxhall, 1660-1859; Marylebone,
abt. 1650-1776; Ranelagh, 1742-
1803). In 1830’s the conductor MUSARD,
in Paris, carried on concerts on similar
lines and in 1838 ‘Promenade Concerts
a la Musard® were advertised in Lon-
don. Thereafter many enterprises of
this kind (Jullien, q.v.; Balfe, q.v.;
Rivitre, &c.), of which Queen’s Hall
Promenade Concerts, conducted by
Henry Wood (q.v.) from 1895 to last
illness, still continue—transferred to
Royal Albert Hall on enemy destruc-
tion of Queen’s Hall 1941.

Concertante (It.). (1) ‘Of the nature
of a concerto.” (2) The concertante in-
struments in the old Concerto Grosso
(see Concerto) were those to which
were confided the solo sections, as
distinct from the Ripieno (q.v.) in-
struments, which played in the full
sections. Cf. Concertino.

Concertata, Aria. See Aria.
Concertato. See Concerto.

Concert Flute. (1) Organ stop, some-
times on principle of Harmonic Flute
(q.v.): usually on Solo Manual; gener-
ally 4-foot pitch, (2) See Flute Family.

Concertgebouw Orchestra. Head-
quarters the Concertgebouw (‘Concert-
building’), Amsterdam, constructed
1888. Conductor 1945-59, Eduard van
Beinum, 1961, Bernard Haitink.

Concert Grand. See Pianoforte.

Concert Halls should be not so large
that (@) Some members of the audience
lose the softer passages of the music or
feel the effect of the whole to be muffled,
or that () Any echoes which occur are
heard so long after the notes evoking
them as to become confused with fol-
lowing notes (a high ceiling is likely to
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produce this distressing effect unless
broken up by panels, i.e. ‘coffered’).
The materials of walls and ceiling
should be neither too reverberatory
nor too absorbent (‘dead’). Curved sur-
faces, such as an apse at the back of the
platform, are undesirable, as the various
parts of the curve reflect sound in such
a way that, by the principle of focus,
they produce intensification of sound
at various points in the auditorium.
Columns, alcoves, and other interrup-
tions in the route of the sound should
be avoided and the floor should be
raked, so that the front rows of the
auditors do not impede the passage of
the sound to the ears of the back rows.
Ventilation should be so contrived as
not to admit outside noises. Amplifiers
and loud speakers can be used (as
they nowadays often are) to get over
difficulties due to original faulty de-
signing of the hall,
For Resonance see Acoustics 19.

Concertina. See Reed-Organ Family 4.

Concertino. (1, in older usage) The
solo instrumental group in the Con-
certo Grosso (cf. Concertante; Con-
certo). (2, in more modern usage)
A shorter and lighter variety of the
Concerto.

Concert Master. See Leader.

Concerto (It. and Eng.). As the word’s
original significance is merely that of a
performance ‘together’ of several in-
strumentalists or vocalists it has neces-
sarily had many applications at different
periods. By the end of the17thc. ithad
come to be used by the It. violinist-
composer school (Corelli, &c.) as im-
plying a type of composition in which
a small body of solo strings was heard
in alternation and combination with a
larger body of orch. strings. The larger
body was called Ripieno (i.e. ‘full’) and
the smaller Soli, Concertino, Concertato,
or Concertante. 'The Concerto of this
period resembled the Sonata of the
same period in that it consisted of 3 or
more contrasted movements. As there
were 2 types of Sonata, the Sonata da
Chiesa (‘Church Sonata’, with abstract
movements) and the Sonata da Camera
(‘Chamber Sonata’, with dance-style
movements), so there were 2 types of
Concerto, the CONCERTO DA CHIESA and
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the CONCERTO DA CAMERA, Concerti of
these types were very definitely estab-
lished in favour when Corelli wrote his
Concerti Grossi (1712). A Concerto
Grosso (‘Great Concerto’) is really
nothing more than what has just been
described—a work in which the anti-
phonal idea is developed, i.e. the al-
ternation and combination of Ripieno
and Concertino groups of instruments.
The most famous Concerti Grossi are
three of the Brandenburg Concertos of
Bach, each with a different combina-
tion of instruments (see Brandenburg
Concertos).

Concertos with a solo part in place
of the Concertino also existed in the
Concerto Grosso period, and these may
be considered to be the ancestors of the
present-day type of Concerto, which
we may call the VIRTUOSO CONCERTO, in
whose scores we see the words Solo and
Tutti (‘all’) in place of Concertante and
Ripieno, To this type Mozart contri-
buted between 40 and 50 examples
with solo parts for various instruments,
and Beethoven s for piano, 1 for violin,
&c. The general plan is that of the later
Sonata (q.v.) and Symphony but (for
some rather obscure reason) with only
3 movements instead of 4.

In this more modern kind of Con-
certo the cADENzA (q.v.) became a
feature.

Among less common uses of the
word ‘Concerto’ we have an example
in the Italian Concerto (q.v.) of Bach,
which is written for a single performer.

Cf. Concertino; Concertstiick.

Concerto Accademico. Original title
of the Concerto for Violin and Strings
by Vaughan Williams (1925).

Concert of Ancient Music, also
known as ‘Ancient Concert’, or ‘King’s
Concert’. London series under royal
and aristocratic management, 1776~
1849, with passing attempts at revival
in 1867 and 1870. No music less than
20 years old in programmes. (Not to be
confused with ‘Academy of Ancient
Music’, q.v.)

Concerto Russe. For Violin. By Lalo
(1883).

Concert Overture. See Overture.
Concert Pitch. See Pitch.
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Concertstiick (Ger.) means literally
‘Concert-piece’ but generally with the
first word understood in the sense of
‘concerted’, i.e. with some solo in-
strument operating in combination with
orch. Briefer concertos of the less formal
kind and without breaks between
sections (i.e. in what is called ‘one
movement’) are often so designated.
Conchita. Opera by Zandonai. (Prod.
Milan 1911; London 1912; New York
1913.)

Concitato (It.). ‘Roused up’, ‘stirred’.
So concitamento, concitazione, ‘agita-
tion’.

Concone, Giuseppe (b. Turin 18103
there d. 1861). Celebrated singing
teacher and composer of vocal studies,

Concord. See Harmony 2 f.

Concrete Music. See Musique Con-
créte,

Concordant Intervals. See Interval.

Conducting. The method of holding
together an instrumental or choral
force, and securing from it the most
musical effect possible, has varied in
different periods. From an early time
it was usual in choral performance to
mark the beat, and probably to indicate
entries of the various voices, with a roll
of paper or a short stick (at one period
called a Sol-fa). During the 17th c. and
the earlier 18th, in France (and pos-
sibly elsewhere), it was common for
the director of the forces loudly to
thump out the beat on the floor with
a long stick, or on a table with a shorter
one. Then came in the practice of con-
ducting from a harpsichord, the player
of which, presumably with the score
before him, would, by his performance,
control the tempo and prevent the
players scattering, and probably to some
extent suggest the interpretation,
During the earlier 19th c. the key-
board instrument tended to go out of
use, the control being left to the lead-
ing 1st violinist, who by vigorous saw-
ing or by waving his bow would give
the tempo to his fellows, to some extent,
doubtless, suggest expression, and ward
off dangers of various natures. Some-
thing like the modern practice of baton
conducting came in earlier in Germany
than in Britain, Beethoven seems to
have conducted (very badly) with a
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baton. No baton seems to have been
seen in the London concert room until
later in the 19th c. Spohr is sometimes
said to have introduced it in 1820, but
this is doubtful.

It will be realized that conductorship
must, throughout the long period above
covered, have been of a very elemen-
tary character, and that, hence, orch.
and choral performances must often
have been of a merely rough-and-ready
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CONTEST
for the opening of the Josephstadt
Theatre in Vienna, 1822.
Consecutive Fifths or Octaves. See
Harmony 2 j.

Consequent. See Canon.

Conservatoire National (Paris). See
Schools of Music.

Conservatorio. See Schools of Music.

Conserver (Fr.). ‘To preserve.’ So

px-
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SCHEME OF BATON MOTIONS
(2, 3, 4, 6, and g beats in a bar)

character. Real refinement in orch.
performance was introduced by Johann
Stamitz (q.v.), at Mannheim, in the
mid-18th c., but the example seems to
have been very slowly followed. The
initiation of the modern standard
(what we may call ‘Virtuoso Conduc-
torship’) may probably be attributed to
von Bitlow who was employed at vari-
ous Ger. centres from 1864 to 1885
and, of course, achieved a high reputa-
tion as a conductor of the works of
Beethoven and of Wagner.

Conductus. A type of church com-
position of the 12th and 13thcs. Inthat
period the process of composition con-
sisted in adding voice-parts to an exist-
ing melody (‘Canto fermo’). If this
melody were not plainsong but secular
or original the term ‘conductus’ was
used. (This seems to be the word’s
general significance.)

Confiteor. See Mass.
Confutatis. See Regquiem.
Conjunct Motion. See Motion.
Cons, Emma. See Victoria Hall.

Consecration of Sound (Spohr). See
Weihe der Téne.

Consecration of the House, The
(Die Weihe des Hauses). Concert-over-
ture composed by Beethoven (op. 124)

conservant le ‘preserving

rhythm’.

Console. See Organ 3.
Console Piano. See Pianoforte.
Consonance. See Harmony 2 f.
Consonants. See Voice 10.

Con sordino (It.). ‘With mute’ (see
Mute).

Consort. An old spelling of ‘concert’;
its sense is any body of performers per-
forming together.

For Consort of Viols see Viol Family 2.
A Whole Consort was one in which
all the instruments were of strings, or
all of wind; a Broken Consort one in
which there was an admixture of the
2 types (cf. Shakespeare, ‘broken
music’).

Consort Viol. See Viol Family 3 d.
Consul, The. 3-act tragedy-opera,

libretto and music by Menotti. (Prod.
New York 1950; London 1951.)

Conte (Fr.). ‘Tale.” Sometimes used as
a ‘fancy title’ for a piece of instrumental
music.

Contes d’Hoffmann (Offenbach). See
Tales of Hoffmann.

Contest. See Competitions in Music.

rhythme,
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‘Continental’ Fingering. See Finger-
ing.
Continuo. See Figured Bass.

Contrabandista. Two-act comic
opera by Sullivan, Libretto by
Burnand. (Prod. by German Reed,
St. George’s Hall, London, 1867;
another version, The Chieftain, at Savoy
Theatre 1894.)

Contrabass. (1) Double-bass (see
Violin Family). (2) Organ stop. Much
same as Violone (q.v.).

Contrabass Clarinet. See Clarinet
Family.

Contrabass Trombone. See Trom-
bone Family.

Contrabass Tuba. See Tuba Group 1 c.
Contradanza. See Country Dance.

Cox_:traltiqt. A Castrato Singer (see
Voice 5) with a voice of contralto range.

Contralto. See Voice 14.

Contrapuntal. The adj. of ‘Counter-
point’ (q.v.).
Contrary Motion. See Motion.

Contra-violin. Slightly bigger than
the normal violin and with somewhat
thicker strings, which gives it an indi-
vidual ‘colour’, It was intended by its
inventor (Charles Newbold of Jersey,
Channel Islands, 1917) for the player
of Second Violin parts.

Contredanse. See Country Dance.

Conus, George (b. Moscow 1862;
there d. 1933). Pupil of Serge Taneief
at Moscow Conserv. and later prof.
there. Composed orch. music, piano
music, songs, &c., and was much
esteemed as a theorist.

Converse, Frederick Shepherd (b.
Newton, Mass., 1871; d. nr. Boston
1940). Pupil at Boston of Chadwick
and Paine, whose ideals he adopted,
and of Rheinberger at Munich. Com-
posed well-wrought orch. music, cham-
ber music, operas, choral music, piano
music, and songs, and was very much
esteemed for his lofty idealism.

Cook, (1) Thomas Aynsley (b. Lon-
don 1836; d. Liverpool 1894). Opera-
tic bass, Trained by Staudigl (q.v.).
Début Manchester 1856. Joined Carl
Rosa Co. 1874. Had repertory of about
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100 operas. Appeared up to a fortnight
before death. (Daughter was wife o1
Eug2ne Goossens II, and hence he
was grandfather of Eugéne III, Leon,
Adolphe, Sidonie, and Marie.)

(2) (Alfred) Melville (b. Glouces-

ter 1912). Organist. Pupil of Sumsion;
D.Mus., F.R.C.O.; asst. org. Glouces-
ter Cath. 1932; Leeds 1937; org.
Hereford Cath. 1956.
Cooke, (1) Henry (b. probably abt.
1616 ; d. Hampton Court 1672). Choir-
boy in Chapel Royal; later joined the
royalist forces and became captain; at
Restoration returned to Chapel Royal
as Master of the Children, amongst
which children were Pelham Humfrey,
John Blow, and Henry Purcell. Was
favourably known not only as their
teacher but as composer of music for
stage and church, as actor and as
singer. Both Pepys and Evelyn praise
him.

See Siege of Rhodes.

(2) Benjamin (b. London 1734!
there d. 1793). Organist of Westminster
Abbey; his church music and glees are
still sung.

(3) Thomas Simpson (b. Dublin
1782; d. London 1848). Music-seller
and leader of a theatre orch. in Dublin}
successful as tenor singer and long
attached in this capacity to Drury Lane
Theatre in London. Famous singing
teacher, and popular composer of
theatre music and glees (e.g. Strike the

Lyre).

(4) William Waddington (b. West
Keel, Lincs., 1868; d. 1940). Pianist
and composer. Trained R.C.M. and
under Leschetizky. Début Crystal
Palace 1900, On staff G.S.M. for 40
years.

(5) James Francis (b. Bay City,
Mich.,, 1875; d. Philadelphia, Pa.,
1960). Author and composer. Studied
Wiirzburg Conserv., &c. Editor Etude
1908-49; President Theo, Presser
Co. (q.v.) 1925-36. Also President
Presser Foundation (q.v.) from 1918,
Chev. de la Légion d’honneur; 15 hon.
doctorates,

(6) Arnold Atkinson (b. Gomersall,
Yorks., 1906). Studied at Cambridge
(D.Mus. 1948) and under Hindemith
at Berlin; became musical director of
Festival Theatre, Cambridge, and then
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some years on staff of Royal Manches-
ter Coll. of Music, later on that of
T.C.M. Composer of chamber music,
orch. music (Daily Telegraph Prize for
overture 1934), &c

(7) Deryck (Vi.ctor) (b. Leicester
1919). Musicologist. Educ, Cam-

bridge (M.A.). B.B.C. 1947-59; book
The Language of Music. See Mahler's
Symphonies.

Coolidge, Mrs. Elizabeth Sprague
(b. Chicago 1864; d. Cambridge,
Mass., 1953). Pianist, composer, and
patron of music. Founder of chamber
music festivals (Pitsfield, Mass.; then
Washington, D.C.). Coolidge Founda-
tion at Library of Congress (with
Auditorium given by her) for concerts
and festivals; awards of prizes and
medals to contemporary composers of
all countries. Many universities recog-
nized value of her work by conferring
honorary degrees.

Cooper, (1) George (d. London 1843).
London organist of repute (assistant
organist St. Paul’s Cathedral and or-
ganist St. Sepulchre’s).

(2) George (b. London 1820; there
d. 1876). Organist. Played occasionally
at St. Paul’s Cathedral from age 11,
assistant organist there at 18 (succeed-
ing his father, resigned—see above).
Organist St. Sepulchre’s, Chapel
Royal, &c. Publ. many organ arrange-

ments.

(3) Gerald Melbourne (b. 1892;
d. London 1947). Well-to-do and en-
thusiastic and public-spirited music-
lover, who promoted annual series of
London chamber concerts, at which
old music was revived and contem-
porary music brought before public.
Produced popular edn. Purcell, &c.
Hon. Sec. Royal Philharmonic Soc.
(1929-32) and other positions.

(4) Martin Du Pré (b. Winchester
1910). Studied under Wellesz (q.v.).
Music critic London Mercury (1935),
Daily Herald and Spectator (1946),
Daily Telegraph (1954). Editor Musical
Times (1983). Author of books on
Bizet, Gluck, &c. B.A. (Oxon.).
Coperario. See Coprario.

Coperto (It. ‘covered’). A term used
of ctilntxl.lms muted by being covered with
a cloth,

Copla. (1) A Spanish popular poem
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and song in short stanzas (see Segui-
dilla), sometimes extemporized, (2) A
solo movement in a Villancico (q.v.).
Copland, Aaron—original name
Kaplan (b. Brooklyn 19oo). Studied
in America and under N. Boulanger
in Europe (Guggenheim Fellowship
1925-6), and settled in New York.
Highly successful composer of populas
ballets, film music, &c., as well as
works (3 symphonies, piano music,
&c.) in a less accessible idiom. Books
on appreciation, aesthetics, &c. Active
‘committeeman’, and altogether one
of the most influential figures in his
profession. Hon. D.Mus., Princeton,
1955. (See Appalachian Spring; Billy
the Kid; El Salén México; Lincoln
Portrait; Quiet City; Rodeo; Tender
Land.)

Coppel (Ger.). ‘Coupler’ (organ).
Coppélia. See Delibes.

Coppet, Edward J. de (b. New York
1855; there d. 1916). Of Swiss origin,
Wealthy musical patron. Founded
Flonzaley Quartet (named from his
Swiss estate, where they practised
before each winter season); first ap-
pearance in public 1904, thereaftes
touring U.S.A. and Europe as well as
performing in patron’s New York home,
Disbanded 1927. See Betti; Pochon.
Coprario (or Coperario), John—
really John Cooper (b. abt. 15703
d. 1627). Played lute and viola ds
gamba and composed pieces for those
instruments and for the organ, as also
songs, music for masques, &c. Changed
name during a visit to Italy and then
retained the improvement.
Coprifuoco, coprifoco (It. ‘curfew’),
Occasional title for an instrumental
composition, sometimes with bell
effect.

Coq d’Or, Le. See Golden Cockerel.
Cor (Fr.). Properly horn (see Horn
Family) but the term forms a part of
the name of several instruments which
are not horns (see below).

Cor anglais. (1) See Oboe Family.
(2) Organ reed stop like Oboe (q.v.),
ggnerally 8-foot pitch but sometimes
16.

Corant, coranto. See Courante.
Corbett, William (abt. 1669-1748).
London violinist and composer. Lived
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& good deal in Italy and there made
large collection of violins, &c., and of
music, Works for various string and
wind combinations; also songs and
some theatre music,

Corda, corde (It. sing., plur.).
‘String’, ‘strings’. (1, Piano music)
Una corda, ‘one string’, i.e. use the
‘soft’ pedal which causes the hammers
(on a grand piano) to strike only one
string for each note. (2, Violin music,
&c.) Corda vuota, ‘empty string’, i.e.
‘open string’.

Corde (Fr.). ‘String’. (In Italian the
same spelling means ‘strings’—see
Corda.)

Corde & jour, corde a vide (Fr.).
‘Open string’ (q.v.).

Cor de chasse. Hunting horn (sce
Horn Family).

Cor de nuit (Fr. ‘night-homn’, i.e.
‘watchman’s horn’). Organ flue stop;
end-plugged; of 4-foot length and
8-foot pitch; of very characteristic
tone quality.

Corder, Frederick (b. London 1852;
there d. 1932). Composer of operas,
&c., who settled down as composition
prof. of the R.A.M. (where he had
himself been trained) and there became
responsible for the training of a long
line of composers. (See Society of
British Composers.)

Cor des Alpes. See Alphorn.

Cor d’harmonie (Fr.). Horn, with ot
without valves (see Horn Family).

Corea (Sp.). A dance accompanied by
song. Hence the adjective Coreado.

Corelli, (1) Arcangelo (b. nr. Milan
1653; d. Rome 1713). In his day the
violin was superseding the viol and he
became the new instrument’s first great
player, teacher, and composer, so win-
ning universal fame and leaving behind
him an imperishable memory.

See Christmas Concerto.

(2) Franco (b. Ancona 1923).
Dramatic tenor. Début Spoleto 1951;
London 1957; New York 1961.

Corelli Fugue (Bach). For Organ. In
B minor. So nicknamed because on
subjects from Corelli.

Coriolanus Overture. Composed by
Beethoven (op. 62; 1807) for a revival
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in Vienna of the tragedy by the Aus-
trian dramatist H. J. von Collin,

Cor mixte. See Corno Alto and Corno
Basso,

Cornelius, (1) Peter (b. Mainz 1824;
there d. 1874). Friend of Wagner and
colleague of his at Munich; favourably
remembered by cultured solo singers
and intelligent choralists for his poetical
songs and part-songs. His opera The
Barber of Bagdad had only one per-
formance (see Barbier ven Bagdad)
until its composer had been many
years in the grave.

(2) Peter (b. nr. Fredensborg, Den-
mark, 1865;d. Copenhageni934). Oper~
atic tenor renowned in Wagner roles.
Début Copenhagen 1892, and there-
after in Bayreuth, London, &c.

Cornelius March. By Mendelssohn
(op. 108; 1841). Composed for a Dres-
den fest. in honour of the painter
Cornelius (1783-1867).

Cornet or cornet i pistons. An
instrument of brass (or other metal),
of bore partly cylindrical (cf. Trumpet)
and partly conical (cf. Horn), with a
cup-shaped mouthpiece. Like both

trumpet and horn it operates on the
harmonic series (cf. Acoustics 7), filling
in the gaps by the use of valves which,
singly or in combination, lengthen the
tube so giving new fundamentals of
1 semitone to 6 lower, and conse-
quently as many new harmonic series.
Its tone is of a quality between that of
the horn and that of the trumpet.
Owing to the width of its bore it has

- great flexibility. Double and triple

tonguing are possible (see Tonguing).
Like the trumpet as found in most
Brit. orchs. it is constructed so that
its primary key can be either B flat or
A, as desired: this removes some of the
difficulties of playing in the extreme
flat and sharp keys, as in the one case
the player is eased of 2 flats and in the
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other of 3 sharps. There exists also a
cornet in E flat, almost exclusively for
wind-band use. In all these 3 keys the
cornet is a transposing instrument
(q.v.), its music being written a tone
or minor 3rd higher, or a minor 3rd
lower, according as the instrument is in
one or other of those keys.

The cornet’s first orch. appearance
seems to have been in Rossini’s opera,
William Tell, in 1829. By the 1890’s it
had almost driven the trumpet out of
the orch., but it has had to relinquish
that position of advantage and is now
chiefly found in brass and military
bands.

Cornet Stop. Organ stop of Mixture
type (see Mixture): usually of 4 or 5
ranks. Mounted Cornet is one placed
high on its own sound-board so as to
be well heard. (See Voluntary s5.)

Cornett and Key Bugle Families.
(This family is not to be confused with
that of the modern cornet, and the very
ancient spelling with the double ‘t’ has
been adopted by the present writer, as
it has by some of his predecessors, to
mark an essential distinction.)

The Cornett and Key Bugle families,
both now obsolete, have affinitics
(a) with the wood-wind instruments,
in the method of varying the notes by
the use of holes in the tube; and
(b) with the brass instruments in the
fact that the vibrating agent is the lips
of the player (see Brass) applied to a
cup-shaped mouthpiece. The differ-
ence between the two families is that
(@) in the Cornett family the first 8ve
of notes is obtained by successively
uncovering the holes in the tube, and
the second 8ve by doing the same and
overblowing, whereas (b) in the Key
Bugle Family each note obtained by
uncovering a hole gives rise to a series
of notes, i.e. a section of the harmonic
series (see Acoustics 6 and 7).

The CORNETT FAMILY for centuries
consisted of merely a wooden tube,
usually leather-covered (occasionally
an ivory tube), either straight or curved
(in the arc of a circle or in 2 such arcs
like a flattened ‘S’, or, in the case of one
member of the family, in a zigzag shape)
or turned back on itself like a bassoon.
Its members have been as follows:
(@) SMALL CORNETT, straight or arc-
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shaped, and with a compass of a 4th
below that of the cornett proper;
(b) cORNETT proper (the one intended
when the noun is used without any
adjective), like the preceding but for
pitch; (¢) GREAT CORNETT, S-shaped
and tenor in pitch ; (d) SERPENT, a later
(16th-c.) form, of bass pitch, 8 feet long

SERPENT

Bombardier Browning, the last serpent player of
the Royal Artillery (1847)

and hence zigzag shaped as its name
suggests, to bring its whole tube within
reach of the player’s fingers; (¢) Bass
HORN or KEYED HORN, no horn at all but
an improved form of the serpent—that
reptile without its wriggles and merely
bent back on itself; (f) RUSSIAN BAs-
SOON, a variety of the preceding.

The members of the KEY BUGLB
FAMILY were: (@) KEY BUGLE (or ‘Keyed
Bugle’), a treble instrument of the
ophicleide type; (b) OPHICLEIDE, of
Brass and shaped like its colleague of
the other family, the Bass Horn (3 sizes
existed, alto, bass, and double bass, but
only the bass was ever much used and
it is now completely superseded by the
bass tuba; see Tuba Group).
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The Cornett is mentioned in Eng.
writings as early as the 1oth ¢, In the
directions for Shakespeare’s plays it is
often called for, and it had some church
use in both France and England. Bach
prescribes its use in 11 of his church
cantatas, almost always to support the
treble voices in a chorale melody. The

OPHICLEIDE

Serpent enjoyed, perhaps, its greatest
popularity in France, where in the
18th c. it was much in use as a church
instrument: some Eng. players of it
were famous, and it was much heard
in wind-bands and also in the orch.
(Handel, Mendelssohn, and Wagner
have included it in some of their
scores.) The Bass Horn and Russian
Bassoon had short careers at the end
of }tlhe 18th c. and beginning of the
19th,

The Ophicleide had a part in orch.
scores of Mendelssohn, Berlioz, Wag-
ner, and other notable composers, and
was much heard in wind-bands. The
Key Bugle was introduced about 1810
and enjoyed about a quarter of a
century of popularity, losing this when
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the modern cornet came on the
scene,

Cornetta (It.). Cornet (q.v.). Cornetta
signale (‘signal cornet’), means ‘bugle’,
i.e. the simple military one; cornetta a
chiavi, ‘key bugle’.

Cornetto (It.). Cornet (q.v.).
Cornet Voluntary. See Voluntary,
Corney Grain. See Grain.
Cornish, William. See Cornyshe.

Corno (It.). Properly horn (see Horn
Family), but the term forms a part of
the name of several instruments that
are not horns (e.g. corno inglese = cor
anglais; see Oboe Family).

Corno alto and corno basso (It. ‘high
horn’ and ‘low horn’). (1) Old names
for horn players who specialized in the
high and low registers respectively,
(In early 19th-c, France there was
a middle category, cor mixte.) (2) In
modern scores the terms are used to
distinguish, e.g. the horn in B flat
which transposes down one note, and
that which transposes down an 8ve
plus one note.

Corno a macchina (It.). Valve horn
(see Horn Family).

Corno a mano (It. ‘hand horn’).
The natural French Horn (see Horn
Family).

Corno a pistoni (It.). Valve horn (see
Horn Family).

Corno basso. See Corno alto.

Corno cromatico (It. ‘chromatic
horn’). Valve horn (see Horn Family).

Corno da caccia. Hunting horn (see
Horn Family).

Corno di bassetto. (1) Basset horn
(see Clarinet Family f). (2) Organ stop
much like Clarinet (q.v.), but of
broader tone.

Corno dolce. A soft organ stop gener=
ally of flute (notz horn) type; 8-foot
length and pitch (occasionally 16).
Corno inglese (It.). Cor anglais (see
Oboe Family).

Cornone (It.). Great Cornett (see
Cornett and Key Bugle Families).

Cornopean. Organ stop like Trumpes
(q.v.) but softer,



CORNO TORTO

Corno torto (It. ‘twisted horn’). Great
cornett (see Cornett and Key Bugle
Families).

Corno ventile (It.). Valve horn (see
Horn Family).

Cornyshe (or Cornish), William (b.
abt. 1465; d. 1523). Composer, actor,
playwright, and pageant master about
the court of Henry VIII, whom he
accompanied, with 10 choir-boys, to
the Field of the Cloth of Gold. Some
of his church music and also jovial
secular songs survive.

Coro (It.). ‘Choir’, ‘chorus’. Gran coro,
in organ music, means ‘full organ’.
Cor-oboe. Organ flue stop of 8-foot
length and pitch, and somewhat reedy
quality.

Coronach. See Corranach.

Coronation Concerto. Nickname of
Mozart’s Piano Concerto in D, K.537,
perf. at Frankfort, 1790, on occasion of
coronation of Leopold II,

Coronation Mass. Mozart’s in C,
K. 317. So nicknamed, apparently,
from some association with the annual
crowning of a reputedly miracle-work-
ing image of the Virgin, nr. Salzburg.

Coronation of Poppea, The (Monte-
verdi). See Incoronazione di Poppea.

Corps de Ballet (Fr.). The whole
ballet troupe of any particular theatre.

Corps de réchange (Fr.). Crookofa
brass instrument (see Trumpet Family;
Horn Family).

Corranach '(also Coronach). (1) High-
land Scottish and Irish funeral dirge.
(2) Person performing such a dirge.

Corregidor, Der (‘The Mayor’). The
only opera of Hugo Wolf. (Prod.
Mannheim 1896; London 1934.) The
plot, based on novel by Alarcén, is the
same as that of Falla’s ballet, The
Three-cornered Hat (q.v.).

Corrente. See Courante.

Corri,. Domenico (b. Rome 1746;
d. London 1825). Prominent singing-
master in Edinburgh and impresario,
author of music textbooks, and music
publisher (in London from abt. 1790).

Corroboree. See Antill, John.
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COTELETTES

Corsaire, Le. Concert-overture by
Berlioz, an early work (1831; revised
1855). Based on Byron’s poem.

Cor simple (Fr.). Natural Horn (see
Horn Family).

Corta. See Corto.
Corte. See Corto.
Cortege (Fr.). ‘Procession.’

Cortéges (‘Processions’). ‘Fantasy
Overture’ by Rawsthorne (1945).

Corti. See Corto.

Corto, corta (It. sing. masc, and
fem.), corti, corte (It. plur. masc. and
fem.). ‘Short.’

Cortot, Alfred (b, Nyon, Switzerland,
1877; d. Lausanne 1962). Pianist and
conductor. Trained Paris Conserv.
(1907-17 on staff). Début as pianist,
Paris 1896. Then (1898-1901) an
assistant at Bayreuth. Conducted 1st
perf. in France of Dusk of the Gods,
Paris 1902; carried on active Wagner
propaganda; also introduced many
contemporary Fr. orch. works. From
1905 toured widely with Thibaud and
Casals as trio; also as piano recitalist,
Edited Chopin, Schumann, Liszt,
Publ. articles and books.

Coryphaeus. See under Choragus.

Cosacco, cosacca (It. masc., fem.).
‘In the Cossack style.’

Cosaque (Fr.). Cossack dance in
simple duple time with continual
accelerando.

Cosi fan tutte, ossia La Scuola degli
amanti (‘Thus do all [women], ot
the School for Men in Love’). 2-act It.
comedy-opera by Mozart. Libretto by
da Ponte. (Prod. Vienna 1790; London
1811; New York 1922.)

Costa, Michael Andrew Agnus (b.
Naples 1806; d. Brighton 1884). Came
to England at age 21 and then remained,
climbing to a dominating position as
conductor of opera, oratorio, and orch.
works, in which last capacity he estab-
lished a new standard. As a composer
won approval by the oratorios Naaman
and Eli (q.v.). Knighted 1869.

Cosyn, Benjamin.
Cosyn’s Virginal Book.

Cételettes. See Chopsticks.

See Benjamin



COTILLON

Cotillon. An elaborate ballroom dance
popular in the 1gth c. as the final dance
of the evening. It was a sort of country
dance (q.v.), performed by any num-
ber, all imitating the leading couple,
who chose their figures out of a large
number available. In the course of the
dance almost every gentleman would
have as partner almost every lady. The
music was simply that of various
waltzes, mazurkas, &c.

Cottage Pianoforte. See Pignoforte.

Cotton, John (late 12th or early 1 3th
c.). Writer of an important treatise
on music; thought to have been an
Enghshman.

Coullsse (Fr. ‘Groove’, ‘Sliding-
piece’, &c.). (1) Slide of trombone and
slide trumpet (see Trombone Family;
Trumpet Family). (2, followed by the
words @ accorder) Tuning slide of s
wind instrument.

Council for the Encouragement of
Music and the Arts. See under Arts
Council,

Council of Trent. See Church Music;
Lauda Sion; Veni Sancte; Victimae
Paschali,

Counter-exposition. See Form 7.

Counterpoint. The term derives from
the expressnon punctus contra punctum,
ie. pomt agamst pomt or ‘note agamst
note’, A single ‘part’ or ‘voice’ added
to another is called ‘a counterpoint’ to
that other, but the more common use
of the word is that of the combination
of simultaneous ‘parts’ or ‘voices’, each
of significance in itself and the whole
resulting in a coherent texture. In this
sense Counterpoint is the same as
Polyphony.

The art of counterpoint developed
gradually from the gth ¢. onwards and
reached its highest point at the end of
the 16th c. and beginning of the 17th
(Palestrina, Lassus, Victoria, Byrd,
&c.; cf. History of Music 2), and when,
at a later date, attempts were made to
formulate rules for students of the art
they were based on the practice of that
period of culmination. The chief
theorist responsible for the formula-
tion of those rules was Fux (q.v.) who
publlshed in 1725, a book which still
shows its influence in modern text-
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COUNTERPOINT

books of STRICT COUNTERPOINT (ot
‘Student’s Counterpoint’), a form of
training intended to be preparatory to
the practice of FREE COUNTERPOINT (or
‘Composer’s Counterpoint’).

In Strict Counterpoint the processes
are studied under 5 heads, the result of
an analysis which dissects the practice
of the art into 5§ sPECIES. Following the
practice of early composers a CANTO
FERMO (‘fixed song’) is employed, i.e.
a short melody, set by the master,
against which another melody is to be
written by the student—or, it may be,
several such melodies. It is usually set
out with one note to a measure (bar).

‘The Species are as follows:

I. The added voice proceeds at the same
pace as the Canto Fermo, i.e. with 1 note
to &4 measure,

II. The added voice proceeds at twice
(or 3 times) the pace of the Canto Fermo,
l e, Wlth 2 notes or 3 to a measure,

I11. The added voice proceeds at 4 (or 6)
times the pace of the Canto Fermo, i.e. with
4 notes to a measure,

IV. The added voice proceeds (as in
Species II) at the rate of 2 notes to 1, i.e.
2 to a measure; but the second note is "tied
over to the ﬁrst note of the following
measure, i.e. Syncopation (q.v.) is intro-
duced.

V. (Sometimes called n.omD COUNTER-
POINT.} The added voice employs a mix-
ture of the processes of the other 4 species
and also introduces shorter notes (quavers).

‘The use of Strict Counterpoint as a
method of study has latterly tended to
decline, its ‘rules’ being felt by many
teachers to be too rigid.

COMBINED COUNTERPOINT (‘strict’ or
‘free’) is that in which the added voices
are in different species, INVERTIBLE
COUNTERPOINT is such as permits of
voices changing places (the higher be-
coming the lower, and vice versa), the
effect still remaining happy. DOUBLE
COUNTERPOINT i3 Invertible Counter-
point as concerns 2 voices. TRIPLE
COUNTERPOINT i8 that in which 3 voices
are concerned, which are capable of
changing places with one another, so
making 6 positions of the voice parts
possible. QUADRUPLE AND QUINTUPLE
COUNTERPOINT are similarly explained,
the first allowing of 24 positions and
the second of 120.

IMITATION is common in contra-
puntal composition—one voice enter-
ing with a phrase which is then more
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or less exactly copied by another voice.
When the Imitation is strict it becomes
Canon (q.v.). See Linear Counterpoint.

Countersubject. See Form 7.

Countertenor. Male alto. See Voice 5
and cf. Alto Voice.

Count of Luxemburg, The (Der
Graf von Luxembourg). Opera by
Lehar (1909).

Country Dance (Eng.), contredanse
(Fr.), contradanza (It.). This type of
dance is of Brit. origin and its various
foreign names have come jabout from
a plausible false etymology (‘counter-
dance’, one in which the performers
stand opposite to one another—as dis-
tinguished from a round dance). The
term is generic and covers a whole
series of figure dances deriving from
the amusements of the Eng. village
green. Such dances became popular at
the court of Queen Elizabeth, and dur-
ing the Commonwealth were syste-
matically described by Playford (q.v.)
in his English Dancing Master. In the
early years of the 1gth c. the waltz
and quadrille drove the country dance
out of the English ballroom (with the
exception of the popular example
known as Sir Roger de Coverley); the
folk-dance movement of the 2oth c.,
however, brought it into considerable
use again. Scotland has throughout re-
tained a number of its country dances.

Country Gardens. See Vicar of Bray.

Coup d’archet (Fr.). ‘Bow-stroke’ or
‘bowing’.

Coup de glotte. See Voice 4.

Coupé (Fr.). In ballet, like the Chassé
(q.v.) but the displaced foot goes into
the air.

Couperin, Frangois (b. Paris 1668;
there d. 1733). One of the 9 (at least)
of his name and family who were
prominent in Paris music, the earliest
born 1626 and the latest dying about
1850. This one, as distinguishing mark
(and mark of distinctio