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MEMOIR OF
FRANCESCO SALVADOR-DANIEL.

Walking in the streets of Paris you elbow thousands of
passers-by to whom you do not pay the least attention. . . . .

They are individuals without individuality . . . . the munl-
titude, the masa, the flock. . . . . They are the happy, the
jovous, the peaceful, the dependents of the law, . . . . But

besides these, pass and repass—aad sometimesa, dreamers
often, poor alwoys—fine and striking figures, that have a
physiognomy, a colour, o relief, an originality, a date, a
signification : they nre artists, poets, thinkers, searchers,
restless vagabonds—ensmoured of glory, infatuated with
idle fancies, indulgers in dreams. . . . . They are chosen hy
Nature, full of intelligence and of heart, They know how to
love, they feal enthusiaam, they have the senso of life, . . . .
And the crowd, the ignorant . . . . the Philistines—covers
them with disdain, with injuries. . . . . The erowd only
soea the worn coat seams! But I know the erowd and it is
bad knowledge: 1 know it.—" At Home in Paris,"” by
Blanchard Jerrold (1871).

INE warned those who fought with him
in the War of Liberation, that they
must expect their names to be
= uttered with slander in  Philistia.
That is the penalty all soldiers of progress
must pay. If they are fortunate enough to

win a place in the al:mlals of men, their fame
2
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2 Memoir of Francesco Salvador-Daniel.
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may live it down: if not, their portion is a
sneer or silence. For instance, take Wagner's anar-
chical tendencies and the part he played in the Dres-
den rebellion of 1849 In those days “the crowd,”
the Philistines, looked upon Wagner as one of
Blanchard Jerrold’s “restless vagabonds” and
covered him with disdain and mmjury. He was
wanted by the police, and declared a "dangerous
political” with no less a person than the arch-anar-
chist, Bakunin. But to-day, Wagner is among the
world's elect, and those same delectable occupants
of Carlyle’s “thousand gigs of respectability "—the
“crowd "—now profess to see his rebellion in the
light of a harmless escapade. That is to say, Wag-
ner has arrived at the portals of Fame, and there
you never see the “worn coat-seams” that Jerrold
speaks of.

*Twas ever thus. No matter if one is a thousand-
fold genius, unless he is one of the arrivés, the crowd
—the nparrow, ignorant, mutable many, who only
see the “worn coat-seams,” cross themselves and
pass on. Unless, mark you! the “worn coat-seams”
dares to tell of his “idle fancies,” and more so to
practise them; then, God help him! all the genius
in the world will not zave him from their abuse
and calumny.

Such is the case of a certain Salvador Daniel,
musician and savant, composer of the “Chansons
Arabes,” author of "La Musique Arabe,” and direc-
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tor of the Paris Conservatory of Music, the suc-
cessor of Auber and predecessor of Ambroise
Thomas. But alas! he was not among the arrivés,
albeit a director of the Paris Conservatory: for it
so happened that his directorship did not come from
the “crowd,” but from the citizens of the “worn
coat-seams” themselves, who, once upon a time, tried
to save the “crowd"” from its sloth and ignorance
Their attempt is known in history as the Paris Com-
mune of 1871. So Salvador Daniel is only one of
the *worn coat-seams,” after all, and the “cowd”
must assert its prerogative of disdain or injury
towards him. Thus we have authoritative works
(“ Grove,” for instance) completely ignoring him,
whilst others, in damning with faint praise (I will
speak of his calummators later) say “he was not
without merit,” or that “he would perhaps have
made a name for himself,” if “only he had lived a
respectable life,” Bah! He had sufficient merit to
die for his convictions, and those who live the
“respectable life” need have no fears for his name.
Even should it fade in the annals of music, it will
be ever fresh in the hearts of those of the “worn
coat-seams.”

Francesco Salvador-Daniel was the eldest son of
Don Salvador Daniel, a Spanish nobleman and
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officer, who, after supporting the Carlist rebellion of
1830, fled with Don Carlos across the French fron-
tier. Don Salvador had his property and estates
confiscated, and eventually settled at Bourges, as a
teacher of languages and music, becoming later the
organist at the cathedral, and professor of singing,
piano and harmony, at the Collége Royal and Ecole
Normale. He gained some reputation as an advo-
cate of the Gallin (Chevé) system, and as the author
of several educational works, highly praised by
Fétis and Castil-Blase—" Grammaire  Philhar-
monique,” etc. (1836-7), “ Alphabet Musical™ (1838),
“Commentaires de ['Alphabet Musical™ (1830)
“Cours de Plain Chant” (1845), and “Guide de
I'Instituteur pour I'Enseignement du Chant” (1847).
I purposely enumerate the works as the father and
the son have been confused in authoritative quarters,
viz, Fétis, in his “Histoire Générale de la Mus-
ique,” the British Museum Reading Room catalogue®
and at the Bibliothéque National, Paris,

Francesco Salvador was born, says Mendel, at Paris
in1831. Hereceived his schooling at the Ecole Nor-
male at Bourges, where his father settled down soon
after is birth, and his fatherand uncle gave him his
musical education, the former having him as a chor-
ister in the cathedral, and teaching him the piano,
violin and theory, whilst the latter, who was an

* This has since been altered at my request,
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Memoir of Francesco Salvador-Daniel, 5

army bandmaster, no doubt imparted to him the
“good practical knowledge of wind instruments”
which Salvador® possessed.

In 1843, Daniel pére and the family removed from
Bourges, but where to is not known. However, in
the mid-forties, one of the many aspirants for fame
who made their appearance at the Paris Con-
servatoire was young Salvador. The gay city was
then on the full tide of Opéra Bouffe, and all seri-
ous art had become subserved to this *intelligent
musical persiflage.”” In such an atmosphere, the en-
thusiastic Salvador, straight from the provinces,
with high-flown notions on art, was bound to suffer
a rude awakening. He was a very ordinary piamst,
although on the violin he was considered quite a
“capable performer.” His métier was, however,
composition, and in this, as his friend Paul Delbrett
said, “he was a genius, who under happier circum-

* Having n double surname, he has been called both
Salvador and Daniel, Lacil's * Diccionario de In Musica *
(1880, Playfair's * Bibliography of Algeria,” actually
mention him under both, evidently thinking they were
different persons. In Algiers he was knoown by both.
The '* Annuaire de Algerie ' speaks of him ns M. Balvador,
whilst a * Guide & Alger’ says M. Salvador Daniel. His
frst contribution to the ' Révue Africaine " was erroneously
given ss by Daniel Salvador, which was afterwards cor-
rected. Delion (“ Membres de In Commune'), Leighton
(** Paris under the Commune,” Rev, Ed.), Bernard
i Figaro," 1871), all refer to him as Salvador. Tt was by
this nnme that he was known to his friends, and 1 use it
throughout this memaoir.

|
|
|
|
|

I
[+]

W

L"mmw-‘ll"ll““‘u-‘lmp‘lmw‘llﬂ



b 13 e | T 43 05 T e g 0 ¥ S
6 Memoir of Francesco Salvador-Daniel. i
e

B

stances would have left an immortal name” But
there never was room for genius in this workaday
world of sheer industrialism. The normal, com-
monplace, practical man naturally falls into the
mould which the normal, commonplace, practical
world makes for itself, it has no place for the
zbnormal and uncommon, and it had no place for
Salvader. Thus he found himself on the old
Bohemian road misére that Murger speaks of in"La
Bohéme,” by which everyone who enters the arts,
without other means of existence than art itself, s
forced to travel. Poor Salvador, for sheer subsist-
ence was compelled tc cry a truce with the “crowd”
(as Wagner did before him), and help to contribute
to their mediocre tastes. And so we find him in the
service of popular music publishers as a copyist,
proof reader and arranger of dance music, comic
songs, etc, besides doing all sorts of literary hack-
work, writing musical and theatrical notices, an
avocation which wellnigh broke his heart.

Salvador was for a long time without regular
employment. He got introduced to Offenbach in
the hope of gaining entry into his orchestra at the
Théatre Francais, but without success. At last he
found a place as wviola or second wiolin at the
Théatre Lyrique, a post he held for several years
Here he became very friendly with Delibes, then the
La:mmpamst at the theatre, and afterwards famous
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! as the composer of the delightful ballets, “Cop-
pélia” and *Sylvia"
Meanwhile, Salvador became very much attracted
by the life and art-work of Félicien David, whose
“Le Désert" was the talk of Paris. David was an
ardent St. Simonian, and when the “brotherhood”
‘ was dispersed in 1833, David and others set out on
a mission to the East. They journeyed through
Turkey, Palestine and Egypt, returning to France
five years later. During his travels, David made a
study of the music of the Orient which formed the
basis of his " Mélodies Orientales" and “Le Désert.”
He had no more enthusiastic admirer than Salvador
and the two became friends. Indeed, it is not at all
: unlikely that Salvador formed his earliest ideas of
s social revolution, which he afterwards espoused with
! fervour, from David's ecstatic communistic faith.
i Salvador had long meditated upon “going
i abroad” He was one of those restless spirits, brim-
’ ful of impulse. The struggle with misére had left
!  an indelible imprint upon him, and years after he
! always spoke with great fervour, of his sufferings
and aspirations as a youth in the “Quartier Latin."
Like the wounded soul in Lamartine’s “Les Pré-
ludes,” the altar of his artistic faith had been swept
away, and nothing save conflict would rekindle his
manhcod. All around he saw how noxious this so-
called civilisation was to Art, and Heine's " Prom-
ised Land” was as bad as the rest. Ever since lus
a
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first acquaintance with Dawid, the East had been
calling him. Its strange primitive music, unsoiled
by the rude breath of Western civilisation, com-
pletely enchanted him. A new land, a new people,
a new art, meant conflict, and he soon made up his
mind to set out on a similar quest to his master,
Félicien David. But not to Egypt or Palestine, but
Arab lands not yet known (at least musically)—ie,
Algeria, Tunis, Moroceo and Kabylia. This was in
1853

We next hear of Salvador settled in Algiers, re-
siding in the Rue Rovigo as a professor of music,
teaching principally the violin, whilst a Mlle. Salva-
dor, who lived with him, taught singing. From the
day he landed in Algeria, Salvador, who was
already a good all-round linguist, speaking Spanish
and German, besides being a fair classical scholar,
took up the study of Arabic. Having mastered the
language, he began translating, under the swrveil-
lance of a friend named Cotelle, who was the inter-
preter at the Consulate at Tangiers, some of the
ancient music treatises of the Arabs

Salvador especially directed his attention to the
problem which several Arab philosophers of the ninth
and tenth century had propounded, the connection of
their music with that of the Greeks He took a
great interest in the Société Historique Algérienne,
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and thus came in contact with many Orientalist
savants, both Europeans and native, and among
them Comte Randon, the Governor-General, and
Berbrugger, the conservatensr of the museum at
Algiers, who took great interest in his study of Arab
music. Salvador threw himself con amore into his
work, travelling note-book in hand, frequently if
not always dressed in native costume, thus getting
in closer touch with the people, taking down Noubas
songs and dance tunes just as he heard them sung
or played. He not only mixed with the native musi-
cians, but played with them at their concerts
He traversed every corner of the three provinces
of Algeria.  Tumis, which he considered was
to Africa—from a musical point of view—what
Italy was to Europe, was a place of spectal pilgrim-
age to him Morocco and Malta also found him
collecting airs. He even visited Egypt and Spain,
so as to trace in the national song, the influence of
European civilisation in one, and the persistence of
a past Arab civilisation in the other. During his
travels he collected no fewer than four hundred
specimens of Arab music which he made the basis
of his study.

One of the first results of his labours was an
“Essay on the Origin and Transformation of
several Instruments,” contributed to a Madnd
journal, the “Espafia Artistica” in 1858, and re-
printed in the “Révue Africaine” in 1863. But his
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most important work was a lengthy study of
Arab music in the “Révue Africaine” in 1862
and 1863 This was most enthusiastically received
and was immediately published in book form by
Bastide, Algiers, as “La Musique Arabe, ses rap-
ports avec la Musique Grecque et le chant Gré-
gorien: et Essai sur 'origin et les transformations
de quelques instruments” (1863). Comte Randon,
to whom the work was dedicated, was Mghly
delighted with it, and graciously sent Salvador a
purse of one thousand francs, in recognition of lis
services to the “Arts Mussulmans®  Félicien
David, Salvador’s old master, also gave his praise,
and promised to write an appreciative review in the
Paris journals. The work was, however, dealt with
in a lecture by J. B. Wekerlin, in March, 1864, before
the Société des Compositeurs de Musique at Paris,
when three of Salvador’s “Chansons Arabes”
were performed. “La Musique Arabe” is now a
standard work on the subject,* and is referred to in
Lacdl's " Diccionario de la Midsica” as "“a valuable
work,” whilst the littératenr, |. B. Wekerlin, speaks of
this “interesting brochure” as “extremely rare”
(* Musiciana,” 1877). Sorare indeed that the demand
for it necessitated another edition. This wasbrought
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* Boe Fétis's " Histoire do la Musique,” Grove's * Dic-
tionary,” Engel's * Study of National Music,” and Breit-
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out in 1870 by Jourdan, Algiers, who added a short
essay of Salvador’s, a “Notice sur la Musique
Kabile" (1863), with fifteen specimens of Kabyle
songs.

To fully estimate the value of Salvador’s work,
it must be understood that his theory was in direct
opposition to his predecessors in this field of in-
quiry, viz, La Borde, Villoteau and Kiesewetter.
These writers had allotted the “ Messel” system (the
seventeen third tones within the octave) to the Arabs
in general. This Salvador denied. He, unlike his
pr:du:emrs, did not seek to probe the character of
Arab music from the ancient Arab treatises alone,
nor did he look to Egypt or Arabia as the most
likely field for inquiry. He set about his task, as
we have seen, in nine years' personmal investigation
in a land (less influenced by Western civilisation)
that could claim, besides its own traditional music,
some vestiges of the great art of the Arabs of Spain.
His work has therefore not only the value of being
gathered at first hand by a practical musician and
a specialist, but gathered in the very heart of Araby.
After years of investigation, Salvador came to the
conclusion that the Arab system (at least in Maure-
tania) was identical with the Greek, and denied
that there was any trace of the “Messel” system
(see “Explanatory Notes").

Our apostle of Arab music was not so much
obsessed with the antiquarian side of his art, as to
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neglect the @sthetic. Many of the Arab songs he ar-
ranged for voice and piano, set to French and occa-
sionally to Spanish words. These transcriptions and
versifications were in a great part his own work,
although he took many specimens from Victor
Bérard's “Poémes Algériens,” and the works of
Perron. Nine of the chansons were published by
Richault; they were:

Algerian songs: “Ma Gazelle" (after the Arab
air entitled “Maklas Zeidan™), “Heus ed-douro,”
“Chebbou-Chebban,” “Yamina" Songs of Tunis:
“Le Ramier,” “Soleima" (words after a song by the
ancient Mourakkich). Kabile songs: *Zohra,”
“Stamboul,"” “Klaa beni abbes”

He also published a “Chanson Mauresque de
Tunis” in Spanish (Salazar, Madrid) and in French
(Petit ainé, Paris).

Three of the above chansons were issued for male
voice choir, with additional accompaniment for oboe
and zambowr de Basgue. The whole of these songs
were published prior to 1863. Later he published
three more: " Le Chant de la Meule" (Kabile song,
after the Khacidah), “ L'Ange du Désert” (song of
the Moors of Spain), “Marguerite” (Maltese song).

These *Chansons Arabes” reveal the high-water
mark of genius, for there 1sas much Salvador as Arab
in them. He took the rough, unpolished song of the
Arab, and created a wveritable art work out of it
On this account he has been decried by the anti-
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quary, for the Arabs never had any harmonic sys-
tem, as we shall see in Salvador's “La Musique
Arabe” Notwithstanding the great variety of their
instruments, nothing beyond unison, octave, the em-
bellishments and perhaps pedal point, were ever ad-
mitted. But with Salvador, we must distinguish
between the antiquary and the musician, Salvader
as the antiquary may be seen in his collection of
“Chants Kabyles" There you have the music in
its natural form. But in the “Chansons Arabes”
Salvador the musician stands revealed. In these
latter, it seems to me, that he sought to show how
the Arab would have presented his song had he
reached the harmonic stage, Whilst retaining all
the genre of Arab physiognomy, Salvador, follow-
ing their quaint melodic intervals, struck out in an
entirely new path in his harmony, modulation and
accompaniment, as original as anything Grieg or the
new Russian school touched upon. Salvadorstands
in relation to the Arabs, as Grieg does to the Nor-
wegians or Borodin and Moussorgsky to the
Russians.

Besides his songs, Salvador published three or
four “ Fantaisies Arabes” for piano (solo and duet),
which werealso arranged for orchestra and a Nowba., =
He also wrote several symphonic works, a suite of !
“Danses Arabes” some compositions for violin and |
piano (one, a “ Chanson de Mai," was performed at |

!
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forte pieces after the “theme and variation" style.
All of these works were based on Arab modes or on
Arab song.

Daniel Bernard wrote a notice of Salvador after
his death in the “Figaro," and speaks thus of his
compositions : *His works numbered three or four,
not one of which is worth mentioning. They (Ber-
nard refers to the ‘Fantaisies, which were the only
works published beside the ‘Chansons”) are divaga-
tions on a crowd of themes, each more odd than the
other. The composer's greatest fault was an abso-
lute want of precision in mind. He lost himself in
endless dissertation under the pretext of famtaisie”
Just fancy a mere journalist trying to appreciate the
work of this revolté musician Why! Salvador
himself had pointed out years before, in his “La
Musique Arabe,” that Europeans could not appreci-
ate the beauties of Arab music at first hearing.
And when to the Bisarrerie of Arab music were
added the rebel ideas in harmony and form of Sal-
vador, no wonder this Bernard found him " want-
ing." 1 suppose such a passage as this:
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which is the last four bars from the song, *L'Ange
du Désert,” must have shocked the poor man!

L] L - L] L -

After the publication of “La Musique Arabe”and
the “Chansons Arabes" Salvador found himself
quite famous in Algeria, and looked upon as quite
the authority in all appertaining to the native music.
In the local musical circles he was considered a
maost important person, and besides a good
private teaching connection, he was music professor
at the Ecole d'Alger in the Rue Porte Neuve, and
conductor of two musical societies, the Orphéon
Algérien and the Harmonie d'Alger.

For some time he had been engaged upon an Ara-
bian opera, which, says his friend, Paul Delbrett,
contained “some charming melodies” The libretto
which also came from the pen of Salvader, was
founded on an Algerian episode prior to the French
conquest. It was Salvador's hope, no doubt, to pro-
duce his magmum opus in its indigenous atmosphere.
but, unfortunately, in the midst of his increasing
prosperity, came a severe blow, which almost wrecked
his life. He fell in love with a beautiful girl, the
daughter of a merchant of Algiers, and they were
betrothed. On the very eve of the nuptial day, his
bride was stricken ill and died almost immediately.
Salvador was prostrated with grief, and the unfor-
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tunate affair so preyed on his mind that his friends
were compelled to remove him from his work®

When he regained his normal self, he decided to
quit Algeria for ever. Paris once more loomed on
his horizon, and to that city he set his face. Friends
strove to deter him, pointing out that Paris after so
many years' absence was like entering a new land,
whilst his position in Algiers was now assured for
him. Yet Salvador, like all inherent rebels, had
unbounded faith in his powers. As a teacher he
flattered himself he would be as successful in Paris
as Algiers. There was also his reputation as a /it
tératenr and savant and his knowledge in general
of the “ Arts Mussulmans,” which would for certain
open a door to him. Moreover, he was considered
a good conductor, and the thought of Paris acted
more as a filip than a check to his ambitions in this
direction. Finally, there was his Arabian opera,
which he had longed to stage, and Paris offered
good apportunities for that. And so, at the close of
1865, Salvador bade farewell to Algeria.

8 4 e g i e e e e e 4

From the day of his arrival in Paris, Salvador

* Pougin, in ‘‘Le Menestrel' (1871), says that the in-
vident inflicted Salvador with a sort of malady of despair,
In his snpplement of Fétis's ** Biographie Universelle,"” this
belief grows into a statement that his mind became deranged.
Finally in Ternant's article in the *° British Bandsman '
(18807, a lunntic asylum is hrought in,
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found himself readily admitted to the most influ-
ential literary and artistic circles,® and sought after
as an authority, not only on Arabian music, but upon
all ancient music. Dupleix says he had a good
knowledge of the music of the Greeks, whilst M.
Raoul Pugno informs me that he was a specialist on
the plain-song.

In September and November, 1866, 1 find him con-
tributing once more to the “ Révue Africaine,” in an
article entitled *Fantaisie sur une Flite Double”
(" Instrument Arabe™), 2 most charming and original
piece of wrniting.

At the Société des Compositeurs de Musique, of
which he was a member, Salvador lectured several
times. Two of his subjects that 1 have noted were
“La Facture des instruments primitifs pendant les
premiers dges du monde” and " Les Chants cabirique
ou gallique,” the second lecture being published in
the journal of the society.

In 1866 or 1867, having failed to get his opera
mounted on a Paris stage, Salvador made arrange-
ments to have it produced at Marseilles. Then it
was found that the management demanded a larger
sum than the composer could raise among his sup-
porters, who were mostly Greek and Jewish mer-

* He seems to have been well known in musical circles, as
Wekerlin in & lecture before the Société des Compositenrs
de Musique in 1864, speaks of him as ** well known amongsi
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chants engaged in the North African trade, and the
whole scheme was abandoned. Salvador after-
wards sent his score to Berlioz, who was so delighted
with it that he promised to use his influence with
Liszt to have the work produced at Weimar. Ber-
lioz's death intervened and that ended all.

In 1867 was published at Paris a work entitled
“Poésiés populaires de la Kabyles,” by Colonel
Hanoteau, with examples of Kabile music by

Salvador.

Belonging by birth to the “ upper ten," the favours
of the Tuileries had been practically extended to
him, for his album of “Chansons Arabes” had just
been reissued by Richault, and were quite the rage
of the saloms. This collection comprising twelve
songs 15 now published in a very artistic volume by
Costallat et Cie, Paris.

In June, 1867, at the suggestion of Prince
Napoleon, Salvador gave concerts, “antique et
orientale,” whicli were highly praised by the press
These concerts were given on a grand scale at the
Maison Pompéienne in the Champs Elysées. Here
the orchestra, under Salvador's baton, performed for
the first time in Paris his " Fantaisies Arabes"” The
success of these auditions led Salvador to establish
a series of “ Concerts for the People,” after the style
of the popular twenty-five centimes concerts of 1848.
These concerts, which were given in a hall at the
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bottom of the Rue St. Denis, revealed Salvador in a
new role.

Salvador, like Courbet, Rochefort, Réclus and
Vallés, was a true child of the rebellious sixties.
Although brought up a Royalist and strict Catholic,
Salvador had long ago thought himself out of the
slough of conservatism i politics and religion, and
had become a revolutionary socialist (“very red,”
says Raoul Pugno) and an atheist In 18689 he
became affiliated to the Socialist group in the sixth
Arrondissement, and found his friends in Rochefort,
then editor of the famous " Lanterne,” Rogeard, the
author of “Les Propos de Labienus,” Vallés, who
wrote that rebellious classic, * Réfractaires,”
Flourens, Arnould, Vermorel, Grousset, the very
¢lite of revolutionary liftératenrs. Andrew de Ter-
nant says that it was Salvador's intercourse with the
revolutiopary party that kept him out of a good
position under government patronage.

However, Salvador had now quite settled down
to regular literary work. As a musical critic he was
engaged 1n contributing the usval cawserie to jour-
nals, revealing himself possessed of keen critical
acumen. He also became sub-editor of a musical
periodical. Raoul Pugno ranks him highly as a
critic, and both Pougin and Andrew de Ternant
have praise for him, but as Pougin and Félix Clé-
ment point out, Salvador was far too unorthodox a
critic and too uncompromising in his views to suit
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the mediocrity of brains which he had to address,
and as John Stuart Mill once remarked, oniginality
i5 the one thing which unoriginal minds cannot feel
the use of, and they soon found no use for Salvador.

“Salvador,” says Daniel Bernard ("Figaro,”
1871) “sincerely believed in a 'music of the future’
which would be both social and democratic . . . .
and while Courbet painted pictures under the in-
spiration of Proudhon, Salvador was in search of
an opera in the same style”

" True art impulse can only come from the pzople,”
said Salvador, which was another way of putting
the dictum of Wagner, that art was the result of a
“common and collective need” of the folk. Thus
it was revealed to Salvador how important was the
relation of Art to Life, and the immediate necessity
for the social revolution.

Whether Salvador's revolutionary art-views were
the outcome of his revolutionary social-politico
views, or vice versa, | am not going to argue. The
real artistic mind is inherently anarchistic, and
readily assimilates fresh forms of expression with
fresh forms of thought 1 believe Salvador's “re-
volt,” or for that matter all revolt, proceeds from
deeper physical causes Revolt is constitutional,
and the same organisms that prompted Salvador as
a rebel to the politico form in society, accounted
for him as a rebel to the harmonic form in music.
As to this let any student take up his “Chan-
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sons Arabes” and in particular “L'Ange du
Désert” “Le Ramier” and “Le Chant de la Meale,”
and he will see the wmsthetic reflex of this revolt.
In the national folk-song Salvador naturally
divined a vital force in the realisation of la
musigne sociale, and led him to publish some
brochures on the subject under the title of “ Lettrés
4 Mlle. Thérésa, de I'Alcazar.” This lady, a well-
known singer at the saloms and cafés conceris,
was his co-worker in the propaganda of [a
musigue sociale. The first brochure (1867) had
for a sub-title, “ Le Personnage Régnant,” which was
soon followed by another brochure entitled “La
Complainte de 'Ogre,” both of which were printed
in Algiers but published by Noirot, Paris. A third
volume, “La Féte de la Saint-Jean," was propaosed
but did not appear. In his advertisement for these
works, Salvador said: “The three letters collected
into one volume, give the history of the chanson in
its three usnal forms: (1) The warlike chanson in
‘Le Personnage Régnant'; (2) The religious chan-
son in ‘La Complainte de I'Ogre’; (3) The chanson
of love and labour in ‘La Féte de la Saint-Jean'
In the first the author chiefly studies the warlike
chanson of the eighteenth and nineteenth century :
in the second, the religious chanson is presented
especially at its most active period, the Middle Ages
and Renaissance: in the third, the auther proposes
to establish a parallel between the songs of an-
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tiquity and the production of to-day in the same
genre. The three letters justifying the prinapal
title of the wark, ‘A Propos de Chansons'”

Bernard refers to these brochures as “very curi-
ous,” showing “special aptitude, even too special,
since they were by no means successful” Alfred
Ernst, in “Le Grande Encyclopédie,” speaks of
them with high praise. Asto theirsaccess, at anyrate
they do not find their way into the second-hand book
stores, as | have been trying for yvears to obtain copies.
In 1869, Salvador began contributing to Roche-
fort's journal, “La Marseillaise,” winch so merci-
lessly lashed the Empire. Here we find him as ar-
dent as ever over la musigue sociale and kindred
subjects, as the titles of his articles tell, * Le Chants
du Peuple,” "La Liberté des Théatrés,” “la
Musique Sociale,” etc. From this date Salvador's
purse began to lack the wherewithal. Indeed his
friend, Félix Clément, the author of the *Diction-
naire Lyrique,” says he was " very poor.” His pupils
were few, and he seemed to graduvally lose connec-
tion with the “respectable” journals for which he
worked, doubtless owing to his opinions. Indeed
he began to think that the old road misére would
find him once again on its track. At last he found
it necessary to take up his violin as an orchestral
player, and was glad to accept, I believe, a seat in
the orchestra of the “ Falies Dramatiques.”

]
-
¥
.
%.
i.
|

|
|
|
g
|
|
|
|
|
|
i



-

I Memoir of Francesco Salvader-Daniel. 23

Mmﬁmmm

Of Salvador's personal appearance and character
at this period, his friend, Edouvard Vaillant, now the
veteran socialist deputé in France, writes me: “Sal-
vador was of medium height, thin....a fine
figure . . . . of nervous, intelligent and sympathetic
disposition.” Raoul Pugno, the famous piamst,
another intimate friend, tells me he was "dark,
shart, and wore a beard, with quite an Ara-
bian air” Dupleix speaks of his "large dark
eyes and clearly-cut aristocratic features” Tins
latter is also noted by Bernard, who further refers
to Salvador being “fond of argument, giving his
opinions in a quiet, calm voice without heat”
Arthur Pougin, the musical lit¢ératenr, met Salvador
several times at the “Société des Compositeurs de
Musique,” and at the réunions intimes of a certain
M. Gouffe, where Salvador sometimes took the alto
part in a quartet. He says that Salvador was a
good musician, “finely endowed, from a point of
view of intelligence . . . . devoted to art, in the dis-
cussion of which he showed great enthusiasm.”
Another friend, Wekerlin, the musical eritic, speaks
of him as "a distinguished viclinist” and a "con-
scientions musician” Mendel also refers to him
as a “talented musician” Paul Delbrett, Sal-
vador's friend and secretary during the Commune,
says he was “a most kind-hearted man, a water
drinker and almost a vegetarian.”

Salvador, on his return frem Algiers, resided for
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some time at 11 Rue Villedo.* He then moved to
13 Rue Jacob, near the Rue Bonaparte, only a few
doors (as he was wont to remind his friends) from
the house where Lamennais lived in 1848 when he
issued " Le Peuple Constituant” One who visited
Salvador here, says: “He lived on the first floor
.+ - . On s mantelpiece there stood together, by
strange chance, a skull, a statue of the republic and
a tambour de Basque. . . . . Instead of a piano by
Pleyel or Bord, there was a clavecin of olden times,
littered with papers and rare books concerning plain-
song and German philosophy. In an alcove hung a
laced coat and 4epi (his uniform as an officer in the
National Guard, HF.)" etc. It appears that Salva-
dor had quite a collection of Arab stringed instru-
ments, upon some of which he played with skill,
but only to his most intimate friends. Upon these
instruments{ he would play his weird music of the
desert, someone invariably accompanying him upon
the guaint old clavecin, to Salvador's extreme
delight.
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At the outbreak of the war with Germany (1870),
the theatres and concerts in Paris closed one by ane,
and musical critics and musicians were denied their

* A charming letter from Salvador to Wekerlin given in
the latter's *“ Musiciana,” is nddressed from here.
t Probably the rebab or kemendjoh,
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vocations. Salvador, little perturbed by this, still
wielded his pen in the cause of the revolution, and
joined Maretheux on the staff of a rebel journal
called “L'Homme,” to which he contributed during
the war and the Commune. In this he wrote a fine
article on “L'Art et les Artistes,” which is com-
mented upon in a very ridiculous fashion in Firmin
Maillard’s “Histoire des Journaux,” etc. He also
collaborated in a Latin Quarter sheet, called, T be-
lieve, the “ Réfractaire”

Tn the several armed agitations against the
government, Salvador took part, and was prominent
in both the insurrections of October, 1870,and Janu-
ary, 1871, but, strange to say, escaped judiciary pro-
ceedings, although in the former affair he received
a wound in the arm which laid him low for a short
time.

On March 18, 1871, the revolutionary party seized
upon governmental power and proclaimed the Cotn-
mune in Paris. For two whole months it held the
city against the regular army whose base was at Ver-
sailles The administration of Paris which, accord-
ing to Frederick Harrison, “was never more effi-
ciently carried on,” was directed by nine “commis-
sions,” one of which, the Commission for Education
(specially connected with our subject), supervised
the schools, colleges, museums, art galleries, theatres,
etc, under the control of a "Delegate” named
Edouard Vaillant, to whom we have already re-

T i e § e T T R — T — T — T — I'-l.l"-ll l*-trf

ﬁ-&-_—-ﬁl 8 i, § e e e B e ] 0 5 T 5 B -

!
i
|
|
%



8 — B e B

W"mmm

26 Memoir of Francesco Salvador-Daniel

ferred. All these institutions were maintained in
their regular course as far as possible under the
Commune, The Conservatoire de Musique, however,
remained closed for some time. The fact was, the
school had been in a state of disorganisation since
the German siege, when it was used as a hospital.
On May 12 came the news of the death of Auber,
the venerable director of the Conservatoire. This
decided the Commission for Education and Fine
Arts upon the reorganisation of the school, and im-
mediately looked round for a director from amongst
the adherents to the communal régime, The most
eminent of these were: Henry Litolf, the well-
known composer and an old rebel of '48 at Vienna,
De Villebichot, a popular ckef d'orchestre, Raoul
Pugno, now the famous pianist, Johann Selmer,
4 promising young Norwegian, and Salvador
Daniel.

Both Litolff and De Villebichot were already con-
nected with a group of sévelté musicians and actors
known as the Féderation Artistique, which was or-
ganising féfes for the Commune. Pugno and Sel-
mer had been appointed to a commission for the or-
ganisation of the Opéra. This left Salvador, although
his appointment had been practically decided upon
weeks beforehand, and he was certainly the most
fitted for the post, first, by virtue of his many years'
experience in teaching, and secondly, he was de-
voted heart and soul to the communal cause. Since
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March 18, Salvador hdd not been idle. He was one
of the foremost in his district in consolidating the
revolution. Under the Commune he had been ap-
pointed one of the administrative delegates to the
sixth arrondissement, and its delegate to the
Mational Guard. He was also mstrumental in wrg-
ing the Commune to organise the opera, theatres and
concerts, with his friend, Albert Regnard, and was
one of the delegates invited on May 1 to the
meeting at the opera house, to discuss its opening.
And now at the recommendation of Vaillant, “ Dele-
gate for Education,” and Courbet, * Delegate for
Fine Arts,”® he was nominated “Delegate to the
Conservatoire de Musique.”

Salvador’s appointment as director has never been
officially recognised by the Conservatoire. When [
applied to the secretary for information on the sub-
ject, [ was informed : " Salvador Damel, n’ayant pas
excerce officiellement, il n'existe aucune piece le con-
cernant.”  Yet his appointment is logically as bowa
fide as that of his successor, Ambroise Thomas.
Where is the difference in 5Salvador’s appointment
by a revolutionary socialist government and that of
Thomas by a revolutionary republican government ?
By the criterion laid down by these people, one ought

| - Bl

* Under the Commune all titles which savoured of the
lwsrgenis monarchial régimé were ignored. For instance,
the * Minister "' for Fducation was called the  Delegate,"
and the “ Ministry "' was known as the " Ex-Ministry."
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really to ignore the appointments of the revolution
of 1789, which actually established the Conserva-
toire.  Even Pierre, in his monumental * History of
the Conservatoire,” makes no mention of either Sal-
vador or the Commune. Neither does the name of
Salvador appear (strange to say) in * Le Livre Rouge
de la Commune,” by Heyli, which is supposed to
contain all the appointments of the Commune.

Salvador had many times criticised the Conserva-
toire in his writings in the socialist press (see "La
Marseillaise," February 22, 1870 —his article on the
“Organisation du Conservatoire™), and now that the
revolution had actwally put the reins into his own
hands, he was determined to remedy the abuses per-
sonally and without loss of time. As soon as Sal-
vador was notified of his appointment, he convoked
all the professors and officials of the Conservatoire
toa meeting there on May 13. It has been said that
he threatened with dismissal all who did not
respond. This is not true. The circular, as quoted
verbatim by Wekerlin in his “Musiciana,” contains
no intimation of this sort.

On May 13, at two o'clock, Salvador arrived at
the school, but found enly five professors, including
a lady, had put in an appearance. This meagre at-
tendance® rather distressed Salvador, but he con-

* 1 doubt if there were many professors in Paris at the

Yo respond to the appeal. At any rate, according 1o

Pougin, during the first siege only twenty-one ont of farty-
seven professors remained in the vity,
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soled himself with the idea that probably the ab-
sence of so many was owing to the death of their
old and revered director, Auber. However, Salva-
dor addressed the few professors and officials who
had gathered there, including Réty, the secretary,
and Wekerlin, the hibrarian, to impress them with
the importance of their adherence to the Commune,
if they desired to see the regeneration of the Con-
servatoire and the fine arts in general. Had not
the Commune, which the world had called bar-
barians " and “vandals” launched forth a mandate
for the furtherance of art instruction in the primary
schools? Had it not opened and restored the
Louvre and other art galleries? Iad it not speci-
ally administered the great National Library? Had
not the Commune organised musical and dramatic
fétes on a grand scale, recalling the days of the
great revolution? Had not the Grand Opéra and
the theatres been specially administered for? Had
not education in all its branches been favoured
by the Commune beyond all expectation? If the
Commune could ratify the great educational re-
forms in the fine arts, asked for by the painters,
sculptors, etc, would it not do the same for musi-
cians and the Conservatoire? This was why Sal-
vador begged these professors and officials to give
him and the Commune their support.

After a cordial leave-taking the assembly broke
up. Before leaving, however, Salvador questioned

T S — T "-I-" o

1
l

e e 0 e 8§ T 8 T T 6 e 0 i 8 e ] e # i ® i 4 e 6 ) e 6 e 0 e 8 5 8



30 Memoir of Francesco Salvador-Daniel,

" U g i S ¥ e W e e ¥ e e g B e # g e -

! Réty, the secretary, concerning the finances of the i
school. This man, who was no doubt very humble }
| teforeSalvador,afterwards boasted howhe saved (1) |
)} . the funds of the Conservatoire by falsifying the ac- |}
! counts, thus showing a very insignificant balance of i
cash in hand, which he had the insolence to say was
too small a sum for Salvador to appropriate. All g
the communal officials were libelled in the same |
fashion. These men, as the courts martial proved, i
were honest even to the point of ridiculousness® 3
when they might have had millions if they had de- }
sired to be what their calumniators would paint |
them. But révenons & nos mountons. !
A second convocation was arranged at the Con-
servatoire for May zo. In the meantime, two “com-
l missioners” had been appointed by the *Commis-
; sion of Education” to assist Salvador. One of {
them, Chollet, was a student at the Conservatoire, |
}  and nephew of a late professor there. The other i
was (I believe) Paul Delbrett, Salvador's secretary i
during the Commune. They were life-long friends,
and Delbrett had been the pupil of Salvador's !
father. He was a brilliant violinist, and was en- !
gaged at the Opera in Paris. After the Commune i
i he fled to London, where he resided until 18go, E
playing in several theatre orchestras. l

*® Youchors even for petty sums, a few centimes were in-

sisted upon.
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On May 20, Salvador and his “commissioners”
arrived at the Conservatoire, and presented them-
selves to Wekerlin, the librarian, who was an in-
timate friend of Salvador's. Wekerlin immediately
informed Salvador that the school had been taken
possession of by the Fédération Artistique, an asso-
ciation of littératenrs, actors and musicians. Salva-
dor sent for the chief of the Fédération, named
Montplot, and demanded his authority for the in-
trusion. He produced the authorisation of the
mayaor of the ninth arrondissement, which Salvador
refused to recognise, saying he was master of the
Conservatoire, and asked the Fédération to with-
draw, which was done.

Wekerlin then conducted Salvador and his as-
sistants to the small hall for the meeting, where v
professors only were found, who had responded to
his invitation. Poor Salvador felt his position most
keenly : yet so strong and fervid were his ideals,
that even this blow could not daunt him. And so
he turned and addressed them concerning the re-
forms he was about to make. One idea of his con-
cerning teaching is worthy of notice. Salvador
strongly condemned the system of leaving a class to
the sole direction of one teacher. Nothing destroyed
individuality and initiative more than that He
suggested for the future that instead of one teacher,
there would be ten or twenty, who would in turn
take cach class, and in each expounding their prin-
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ciples, would broaden the intellectual horizon of the
students, instead of narrowing it under the prevail-
ing one-teacher system. (In the communal refurms
by Courbet and his associates in the fine arts a simi-
lar idea prevailed.)

The meeting broke up about 430, when Wekerlin
accompanied Salvader to the foyer, and wished him
good-bye, saying: “You are playing a dangerous
game,” to which Salvador replied: “1 know I risk
being shot, but 1 act according to my convictions.”

On May 20 the Commune issued a decree sup-
pressing all state subvention to theatres, etc, and
placed them under the administration of the *Com-
mission of Education,” which was to substitute a
scheme of co-operation in the place of the existing
system of capitalistic exploitation. Salvader was
appointed the " delegate” to ensure these reforms,
and a notice was published inviting the artists, or-
chestra, choir, ballet and staff of the Opéra, Opéra
Comique and Théatre Lyrique, to meet the delegate
at the Conservatoire de Musique on May 23.  Alas!
this very day, Salvador, ckassepédt in hand, was
fighting at the barricades in defence of the Com-
mune. But the story must be told in full.

The sands of the revolution were running low.
Proletarian Paris, strong in its faith for the Com-
mune could not see that the end was near. On
Sunday, May 21, a monster fé/¢ was held at the
Tuileries in aid of the wounded, widows and
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orphans of the Commune. The massed bands of
the National Guard, numbering fifteen hundred
musicians, played under the baton of Delaporte. It
was the last féie of the Commune. Salvador, who
was one of its promoters, was present. At that very
hour, almost within gunshot, the regular troops were
silently entering Paris by an unguarded gate. Then
came the cry: “To arms,” all too late, for the in-
vasion wascomplete. Barricades were thrown up,and
at the sound of the tocsin the Commune hurried to
the defence, eager to defy death in their cause.

Francesco Salvador-Daniel, director of the Con-
servatoire de Musique, did not forget his duty to the
social revolution, and he was one of the many thou-
sand hercic souls who entered the valley of the
shadow of death in the “bloody week"” of May,
1871. History! says—"he died in an engagement
with the regular troops™ (Riemann, " Dictionary of
Music™), or that “he was killed in battle” (Baker,
* Biographical Dictionary of Music”). That is the
version of the so-called " friends of order.” When
the regular soldiery were killed in open fight,
their journals shricked “murder!” But when they
themselves massacred men, women and children of
the Commune they wrote it: “Died!” Salvador
was one of these, and we shall see how he died.

By May 22 the regular troops had invaded the
quays on the left bank of the Seine and reached the

Invalides. Here the Commune offered a strong resist-
4
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ance, but by the evening of May 23 were compelled
to retire.  Salvador tock part in the defence of this
quarter and fought in the Rue I'Université and con-
tiguous streets. At five o'clock on the morning of
May 24 seven Communards, apparently under Sal-
vador's orders, were defending a barricade which
had been erected close by his house in the Rue Jacob.
This was maintained until mid-day when Salvador
and another retired into the former's house, which
was barricaded.

The inhabitants of the quarter, who were opposed
to the Commune, no sooner found the regular troops
in their midst, than they denocunced the ad-
herents of the Commune. In this way Sal-
vador was marked for vengeance When the
troops entered the Rue Jacob, an officer and ten
men were seen approaching the house of Salvador.
Disdaining any attempt to escape, he called his
companion, and they immediately opened fire upon
the aggressors. The doors were forced and the
soldiers entered. Salvador, calmly smoking a
cigarette, and another were seized with rifles in their
hands. The officer, interrogating Salvador, said:
“¥au are Salvador, a member of the Commune. .

You have three names—frst, your own, you alsu
sign yourself Clemént in the journals and Vaillant
at the Central Committee™ All this was sheer non-
sense. Salvador was never a member of the Com-
mune, and he did not write in the journals as Cle-

!
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! mént,* and Vaillant was quite another person. But
it would have been of small avail to have argued |
with these blood-maddened soldiers. “Since you |

! are discovered,” continued the officer, “do you know

j what is in store for you?" Salvador merely

! shrugged his shoulders in reply. “Follow me”

i said M. le lientenant, and the party descended into

i the street, marching in silence towards the barricade,

1 Salvador calmly blowing clouds of tobacco smoke

|

|

!

!
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nto the air. The party halted and Salvador,
slightly pale, turned to the officer and said:
“All right, I understand” Having adjusted his
flowing silk cravat which had become disarranged,
he turned and bravely (even defantly, says Bern- 1
ard) faced the platoon, and pointing to his neck, =
asked them to aim there. Two soldiers raised their |
rifles, and a volley rang out: Francesco Salvador- ‘F
Daniel was dead. H

Three or four hours later his body was removed to :
the hospital of La Charité, and afterwards interred
in one of the common graves.t 1F

An Italian divine once said : "It has never been

* Delion (** Membres de la Commune'') gays that Salvador
wrote two or three brochures under the name of Clément.

t The accounts of Balvador's arrest and death vary con-
siderably, However, 1 have only accepted the above after
careful study of the facts and advice from competent
authority.
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36 Memoir of Francesco Salvador-Daniel.

known for God to permit the Devil to torture a man
who bore the name of Salvador.” How odd! Sal-
vador Daniel suffered torture all his life. As a
youth, with noble aspirations he entered the arts,
and at the threshold stood misére to greet him. As
a young man with honour and position won in
Algiers, life's sweetest cup was dashed from his
lips—misire. At middle-age, heroically sacrificing
wealth, position and finally his life's blood in the
cause of the people, once again misére. His body,
scarcely cold, his assassins covered his name with
the vilest infamies, and now posterity would even
pass him by in silence. Misére, always misére.

HENRY GEORGE FARMER.
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the appearance of the present work. It
15 the first book on Arab music pub-
lished in the English language, and may
therefore “ supply a long-felt want," asthe advertising
gentry say. The body of the bock is a translation
from F, Salvador-Daniel's " La Musique Arabe.” With
this work I have taken no liberties worth mention-
ing. In one place I have omitted the words of a
Kabile song, and elsewhere have omitted statements,
which, owing to chronology, would have been mis-
leading if inserted. Otherwise, Salvader's “La
Musique Arabe” remains (I hope) as he wrote it
With the aim of making this work as complete as
possible, the present writer has contributed an addi-
tional section, “Notes on Arab Music,” where

many items of importance in Salvador's work are
¥ i
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claborated, the results and conclusions of varnous
authorities introduced and discussed in the light of
modern research, with numerous illustrations of in-
struments and musical examples, amongst which will
be found a complete Nowba. This section, to-
gether with the “ Bibliography,” will be of consider-
able help to the student. In the “Memoir of
F.Salvador-Daniel,” the Paris Commune in its connec-
tion with the Conservatoire of Music, figures rather
largely. This was considered imperative, since this
period has been ignored by the historian of the
Conservatoire,

Perhaps 1 ought to make it clear that these con-
tributions, the * Notes on Arab Music,” * Memoir of
F. Salvador-Daniel” and the *Bibliography,” are
original ; that is to say, they do not appear in the
French edition.

My own “authorities™ are quoted fully in my
“Notes"” and in the “ Bibliography.” 1 would, how-
ever, desire to express my indebtedness to M. Jules
Rouvanet, Officier d'Instruction Publigue, Algiers,
and M. Edmond Yahl, Director of the Ecole de
Musique Arabe, Algiers, for personal information;
and also to Messrs. Breitkopf and Hiirtel forseveral
courtesies.

My chief authorities for the memoir are Pougin's
biography in his supplement to Fétis's “ Biographie
Universelle des Musiciens,” his articles in “Le Men-
estrel” (1871), and personal information from same

o — mmmmlwmmlﬂﬂﬂ'
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% source; Wekerlin's “ Musiciana " (1877) and hisarticle
in " Le Menestrel" (1871); Mendel's “ Musikalisches
Conversations-Lexicon” ; Clement's * Histoire de la
Musique”; Andrew de Ternant in “The British
Bandsman"” (188g), and numerous notes from the
same writer, based on information from Paul Delbrett,
Salvador's secretary and friend, and many other
communards, including a nephew of Lows Blanc's;
Daniel Bernard, in the “Figaro” (1871) and several
articles in the same journal; Delion's “ Membres de
la Commune” (1871), the bulletin of the * Société
des Compositeurs de Musique,” the " Annunaire de
I'Algerie,” besides the many histories, journals, etc,
of the Commune, and papers and journals concern-
ing Algeria. 1 have also received help from M.
Edounard Vaillant, the veteran delegate for educa-
tion under the Commune, now a deputy for Paris;
M. Raoul Pugno, through the courtesy of Mr. Peaty,
of Pleyel, Wolff, Lyon and Company ; and M. Henr
Dupleix.

H. G F.

fuly, 1914
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INSTRUMENTS OF THE ARAB.

Introduction. How to Appreciate Arab
Music.

A AVING lived in Algeria for many years,®

and an artist in the real sense of the
word, since the designation belongs to
those who live on the product of an art, it seemed
to me that 1 might employ my leisure in a way
perhaps useful, and certainly interesting, by study-
ing the music of the Arabs.

Like everyone else, 1 at first recognised in it
only a frightful medley, devoid of melody or
measure. However, when 1 had become habituated

!
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* The author resided in .-ilgllzsrin from 1853 to 1866.—Eo.

W
]

II

)

]

]

i o i - -r-'"= . 0



mmmmmmmf

Music of the Arab,

£

|
!
é
i |

to it, from a sort of education of the ear, a day
came when 1 could distinguish something resemb-
ling a tune. [ tried to set it down but without suc-
cess, the tonality and the measure always evading
me. 1 could distinguish many series of tones and

semitones but it was impossible to assign to them a
starting note or tonic. Then again when 1 directed
my attention to the drums, which form the only
accompamment to the music of the Arabs, I certainly 1i
distinguished a kind of rhythm, but it seemed to me
to have no relation to that of the tune 1

Yet whers 1 heard npothing but noise, the Arabs ’[
found a pleasing melody, in which they would often
join their voices, and where 1 could distinguish no |
meastire, | was compelled to admit of one by the 1

e L T T R R R S ——

dance, There was an interesting problem in this '
difference of sensations, and | tried to fathom it f
For this purpose I became acquainted with native |
musicians, and I studied with them in order to suc- ]i
ceed in feeling the sensation which they experienced, ]
but which did not affect me in the least.

1 now revel in Arab music. But it is not the )
pleasure of a difficulty surmounted that [ seek, it is ¢

: A : i
a desire to participate in joys which the music of the £
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Arab procures for those who understand it. In fact,
to be able to judge Arab music it is necessary to
understand it, just as it is necessary to possess a
language in order to be able to appreciate its real
beauties.

Now, Arab music is a music apart, resting on laws
entirely different to those which govern our system,
and one must become accustomed to their scales or
rather, their modes, putting aside our Western
ideas of tonality. Correctly speaking, we have two
scales only, major and minor. The Arabs have
fourteen scales or modes, in which the semitones are
changed so as to form fourteen different modalities.
The gronping of sounds is made by tones and semi-
tones as with us, and 1 have never been able to dis-
cover in Arab music, those third and quarter tones
which others claim to find.

All the musicians play in unison, and there is no
other harmony than that of drums of various sizes,
which 1 designate " rhythmic harmony."

Tt will be thought, no doubt, that with such simple
means (a melody accompanied by drums) it should
not be difficult to understand this music. One fact
will explain what serious difficulties do anse. The
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Arabs do not write their music, and, moreover,
they have no kind of theory, nothing which can
assist research® All sing and play by rote, most
often without even knowing the mode of the tune
they are performing.t

1 have endeavoured to reconstruct this lost theory.
For this purpose 1 collected a considerable number
of songs, always writien from audition. In these 1
sought the explanation of the few rules which I had
been able to glean casually from the different musi-

* Seo '‘Notes on Arab Music,” 1,

1 The memory was the only means by which musical works
were preserved. Thus, all the past of this art is lost in the
East, and nothing remaing of the ancient compositions. How
many of them have lived only in the life of their composers?
It is only known in what tone, in what measure, in what
mode such and such a composition was. The books have
preserved just this memory, even of the best and most cele-
brated compesitions. To-day, no Arab, even a learned
Arab, knows the meaning of the ancient designations of the
rhythms, or even the most frequently repeated terms in
what remains of the treatises of music. 1 have pot been
able to find a single Musfulman who kpew what the great
romancero or the Ardni wished to indicate by the musical
terms which he quotes in specifying the genres of musical
ecompositions which he so often nnmes in his pages.—Da.
Pernox, ' Femmes Arabes depuis ['Islamisme,” Chapter
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cians with whom 1 frequented. I traversed the three
provinces of Algeria, both coast and inland. Tunis
I wisited, which is for Africa, from a musical peint
of view, what Italy is to Europe. From Tums I
journeyed to Alexandria, then to Spain, where I
found in the popular song, traces of the Arab
civilisation. Finally, with about four hundred
songs in my possession, | returned to Algiers, where
I endeavoured to arrange properly the data
gathered in so many places, and to take up this
study of Arab music on a positive basis.

This study which I pursued at hrst out of mere
pleasure and curiosity, eventually gave me a loftier
aim. Comparing Arab music with plain-song,* I
asked myself whether it would be a rash supposi-
tion that this present-day music of the Arabs was
the same as that which existed up to the thirteenth
century, and if, with the information supplied by
this music still existing in Africa, and studied on
the spot, it would not be possible to reconstruct the

music of the first centuries of the Christian era, and

* Bees “ Notes,” 2,
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musical history of the past.

“ml“‘t‘ll“m-l‘&

the song of the Troubadour and Minstrel®
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thus, with the study of the present, fill the gap inthe

What, indeed, do we know of the state of music
prior to the thirteenth century? Nothing, or next
to nothing! Here we have a considerable lacuna,
which, if my supposition, just hazarded, is justified,
can be flled. Besides, to go back in this way into
the past, would have the advantage of placing us
amid the right surroundings to appreciate a music,
which, for us, is six or seven centuries behind the
times. [ shall therefore endeavour to show that the
present in relation to the Arabs, corresponds to
what music prior to the thirteenth century would be

for us, and that Arab music to-day is no more than

I must here warn the reader against the general
tendency of people to judge everything by present
standards. Indeed, if a thing departs ever so little
from what is known and accepted, a mass of quite
honest people cry out at once against the rash inno-
vator, who often brings forward as a novelty, merely
something many centuries old, but abandoned for

* Qogp 00 Nﬂtﬂ,” 3,
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unknown reasons. And yet, how many good things
thus forgotten have been restored to the light and
have contributed to the development of human
knowledge !

It often happens, nevertheless, that on going back
a httle way into antiquity, one does not get a cor-
rect notion of the changes, more or less important,
which took place at certain periods. Yet on the
faith of authorities, people make much of them
without having a precise idea of their nature. Let
me explain my meaning by an example taken from
musical history.

Gui d'Arezzo is known as the inventor of the
names of the notes for which he took the first sylla-
ble of each of the verses of the hymn to St John.
Now, previous to Gui d'Arezzo, the Arabic letters
were used to name the sounds, so the change of
names cannot constitute a serious invention, and if
Gui d’Arezzo had done nothing else he would cer-
tainly not have enjoyed the reputation which has
mmmortalised him.

It will be seen without difficulty that this reputa-
tion based upon such a fact would have been nothing
short of usurped, since to name A what was called
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alif, B what was called da or bim, and so on, does
not, 1 say, constitute an invention.*

What then did Gui d'Arezzo do? He laid the
foundations of music such as we understand it
” to-day, which was quite different from that existing

i formerly. It was a music uniting melody and har-
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! mony, which Victor Hugo rightly calls la lune de
|' lart.

IL

Can one imagine the effect that would be pro-

duced to-day by one of the songs written in har-

mony by the musicians contemporary with Gui

d'Arezzo or Jean de Muris? Or again, the impres-

o

sion which our present-day music would have on
those same musicians? Clearly the result would be
the same in both cases. Is not the beautiful but a

mere convention? How is it that what was beaut:-

ful in the thirteenth century appears so ugly to us in

the nineteenth? while our music will produce the

same result on those very people to whom is attri-
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buted the greatest progress. A word or two will
decide this question. It is “the habit of hearng.”
It is by virtue of a habit acquired, in some degree
unknowingly, that we admire to-day the musical
works which we.rejected yesterday. In music, the
habit of hearing acts as a law, and through it, the
exception of yesterday becomes the rule of to-day*

T

It is variety which is specally sought after in
music. Variety implies novelty, e, progress. Now
all progress supposes in an art an equal progress in
the sense affected by it, and therefore an extension
in the usual round of knowledge acquired and sen-
sations experienced. Let Jean de Muris and his
contemporaries undergo the gradations of progress
which has characterised music, and they will under-
stand the melodic and harmonic beauties of our
operas to-day.

Let us try and reverse the process, and turn our

* Be it clearly understood that 1 speak only of the new
melodic formitlas, the originality of which may at first strike,
but which need to be known, for their charm to be appreci-
ated, or of the harmonic steps o composer uses long before
the law governing them has been formulsted. Apart from
these two examples, there could be nothing but anarchr,

! and consequently conflused noize in music, without laws.
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attention to that descant which summed up the har-
monic science of their day. Let us forget our ac-
quired habits and we shall enjoy this improvised
harmony which is but the infancy of the art. J
Apply this process to ancient music and see the |.
result. That same Jean de Muris who, in lus
“Speculum Musice,” laid down the laws of the i
musical revolution, of which Gui d'Arezzo had i
been the first apostle, who was already protesting i
against the innovations of his contemporaries  §
]

1

(Sic emim concordie confunduntur cum discordiis,
ut nullatenus wna distinguwatur ab dlia), would
he not have smiled in pity to hear the unison
of the Gregorian chant? And would not St 2
Gregory have been quite right in saying to this proud
canon: “You make all these melodies go side by
side, I believe, but you have only one scale, whilst 3
we have eight and we use them according to the ?
different effects we desire to produce” And if a
Greek philosopher had been able to hear this reply,
he, in turn, would have spoken of the fourteen
modes of his system, of the three genres—dia-
tonic, chromatic and enharmonic, and of all those

l“l'--ﬂ‘
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things forgotten in our days, but which then made
the beauty and variety of music.

How could we judge the effects of this music?
The information that we have of it is obscure and
incomplete, and even admitting as exact a transla-
tion which Meybomius, Burette, etc, have given
us of some of their songs, we have the letter but not
the spirit.

I believed 1 had discovered in the music of the
Arabs that lost theory of the music of the ancients
—the extraordinary effects obtained by this music,
and therefore I had to extend the scope of my sub-
ject at first so restricted. [ determined, as far as
possible, to follow everywhere the traces of Moorish
civilisation. In this, no country better than Spain
(except Africa, which I had already traversed to a
great extent) could offer the traces of what the music
of the first centuries of our era was.*

Spain has to-day the advantage of uniting still
vital in the present, the history of its glorious past.
Listen to that noise which is heard in the popular
quarters of Madrid Two children go along the

* See ' Notes,” 4,
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street singing, their voices alternating with the beat-
ing of the drum. They are singing a villancico, a
Christmas carol, impressed with all that sad and
passionate character, peculiar to primitive songs
Was this the song which the Magi sang when they
went to adere the infant Jesus? And why not?
Have we not in the Roman liturgy chants of the
same kind and which must have had the same ori-
gin? Have not those songs which Spain has been
able to preserve, thanks perhaps to Arab domina-
tion, a character distinct from those of our present-
day music, and which seems to exclude every idea
of harmony? “Melope” for song and “rhyth-
mope" for the drum.

Yet if we examine these songs from the point of
view of our present knowledge, their simplicity is no
doubt admired, but they are too simple to afford us
resources of any value. If, on the contrary, we ex-
amine them in relation to the perind when they were
esteemed the complete result of accepted musical
culture, we ask ourselves if this was really the
music which charmed our forefathers, and if
Alfarabbi, Zaidan, Rabbi-Enoch and other great

musicians who made illustrious the reigns of the
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Caliphs, really followed the tradition which Augus-
tine, Ambrose, Isidore of Seville had preserved of
the Greek and Roman melopaeia.

L STTE ST« T

The distance which separates this music from our
own is so great, and the bases which contrel each are
so divergent, that they seem never to have had any
connecting link, and the popular music lies buried
in the chaos of the past, while harmony draws us
into the whirl of delight to which it has accustomed
us.

What then, was music before Gui d'Arezza?
Melody. What has it been since? Harmony. Gm
d'Arezzo did not invent, or rather change the names
of the notes, but he reduced to a single scale all
those which existed before by basing the relations
between the sounds on the law of harmonic reson-

ance.

I1L

It will be understood how difficult it is to appreci-
ate the character of the ancient songs made for the
most part on the scales abandoned since the dis-

covery of harmony. To search for these scales and
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the character peculiar to each was primary object
of my work; the second consisted in establishing the
date of the birth of the harmonic principle, and the
separation of the two systems. 1 could do no more
than to touch upon this subject, as I lacked at the
time, the means of confirmation. PBut [ believe 1
have traced out a path for others, who will thus be

placed under more favourable conditions, to take up

m-“u-—-w-.n-n--l——u-—.

this work in indicating the direction followed in
the abandonment of the different scales before
arriving at the use of a single one.

In conclusion, 1 recogmse the wonderful effects
obtained by the Arabs by their music, which are not
without analogy to those which the ancients attri-
buted to theirs,

As to the results drawn from this study of Arab
music, they appear to me to be so diverse that [ will
content myself with emphasising the one which
springs from the fount of my labours,

Much has been written about Arab music, but
nearly always the judgments come from persons of
little musical knowledge and whose opinions were

founded upon a restricted number of hearings.
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How to Appreciate Arab Music.

Under such conditions it was almost impossible not
to be mistaken. 1f the opinion which I advance, is
to have any value, it is not becanse 1 am a musician,
as the term is understood in Europe, but because,
mixing with Arab musicians, | take part in their con-
certs, playing their songs with them, and finally, in
consequence of a habit acquired after several years
of work, I have ammived at a comprehension of their

music.
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Chapter I. The Thaur}' of Arab Music.

study of this suhjcct, to seck, at least, the relation-
ship of their musical system with that of the
peoples, in contact with whom, it may have been

modified in order to arrive at its present state®

This relationship is met with first of all in the
instruments most commonly used ; the Keowifra, com-
monly known as the Tunisian guitar, the shape, to-
gether with the name, recalling the Cithara of the
Greeks; and the Gosba or Djaouak, the most popu-
lar instrument, which, in the hands of an Arab,
recalls the flute player of antiquity, as much by the
shape of the instrument as by the position and cos-
tume of the player.

These first indications permit of the belief that,

* Hee “ Notes,” 5.
n
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l if the Arabs already knew music at the period when

e

Egypt was the cradle of the arts and sciences, their
musical system must have developed more notably
when Roman domination, with its civilisation,
carried to them the music of Greece, which then em-
’ bodied all that was known on the subject.
H But civilisation disappeared with the fall of the
; empire, and while in the West, the arts and sciences
£ found an asylum in the cloister, Mahomet in the
! East forbade their study under severest penalties.
1 The Arabs religiously observed the precepts of the
! law-giver until the reign of the Caliph Ali, who
‘ authorised the study of the sciences, and with them
music and poetry. His successors encouraged the
; cultivation of literature still more, and soon the
$ Arabs, then masters of a large portion of Greece,
} submitted as the Romans did befare, to the law of
t the vanquished, in the study of the arts and sciences.
! They translated the most celebrated works of the
% Greeks, and among them, such as treated of music.*

* The basis of the system of composition and of song is the
basis of the Greek system, and several of the Greek tachni-
cal terms are even preserved in Arabian transeription.—
FPerron, " Femmes Arabes depuis I'Islamisme.’
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The Theory of Arab Music.
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I
Did the Arabs, like the Greeks, attach to the word

“music” the same meaning as we give? It will
suffice for us to recall the various definitions given
by ancient authors to this science, to explam the
nature of the revolution in music accomphished by
the sect of Aristoxenians, which resulted in the iso-
lation of practical music, and making a special
science of it, where the ear was recognised as the
only judge fitted to determine the relation of
sounds.

In a dialogue between Alcibiades and Socrates
we find the following passage:

So0.—Which is the art that combines with the playing of
instroments, the song and dance?

Avo.—1 cannot say.

Sog.—Reflect on this subject.

Are.—Which are the divinities that preside over this art¥®
The Muses,

Soc.—Exactly ; now examine what name is appropriate 1o
the art in which they all coneur,

Avrc—That of music.

Boo.—It is sa.

Hermes defines music as “the knowledge of the
order of the things of nature” Pythagoras teaches
that “everything in the universe is music” Plato

O
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I designates it “the general principle of human
] sciences,” and does not fear to add that no change
g can be made in music which is not one in the con-
i stitution of the State. “The gods” he says, “have
given it to men, not only for the delight of the car,
! but furthermore to establish harmony in the facul-
ties of the soul” All these definitions sufficiently
demonstrate that the ancients attached to the word
“music” a meaning much wider than it has preserved
' with us
It was the art in which all the Muses combined.
It was the principle from which could be deduced
the relations uniting every science. Music being the
result of order and regulanty in sound and move-
ment, was to be studied as the generic principle of
the various sciences, so as to lead to the knowledge
of the harmony of the things of nature, in which all
is movement and sound.

j The two words, music and harmony, expressed
then one and the same thing. It was purely the-
oretical and speculative music, giving the numerical
reason of spaces, and the knowledge of the relation
of sounds among themselves. The principle of the
resonance of sounding bodies developed arithmetic

- A
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The Theory of Arab Music. 65

and geometry, and was afterwards applied to as-
tronomy. Thus is explained the general definition
of the "science of numbers” given to music.*
When Plato wrote over his portico : * Depart from
here thou who knowest not Harmony,” he certainly
did not speak of the successive order of sounds
produced by voice or instrument, but rather the phy-
sical and mathematical relations of these sounds
among themselves. Such things belonged to the
domain of physics, or rather acoustics, and not to
music in the sense that we attach to the word. We
find music with the same meaning allied to arith-
metic, geometry and astronomy, in the liberal arts,
which, under the designation of QUADRIVIUM, {ormed
one of the principle branches of education in the
umiversities dating from the ninth century. Such
* Is it necessary to recall here the well-known story of
Pythagorns’s hammers? This philosopher, speaking of
unity, defines it : *' The principle of all truth." The number
fweo is ealled *'equal ' ; three is called *f excellent,” because
everything is divisible by it, and its power extends over uni-
versal harmony ; four has the same properties as number
two; fire combines that which was separated ; sic bhe calls
" harmony,” to which before him lad already been given
the gualification of * the world." Quwic mundes al etiom

penarius er contrariia sepe cisug constitisse seenndum har-
mpninm.

lﬁlmﬁllﬁmmnﬁlﬁn“nmm-ﬁmm.



66 Music of the Arab.

was speculative music, which, among the ancients,
brought the system of tetrachords applied to prac-
tical music. This was the system of Pythagoras.

In opposition to the physicist and theorist, must
be placed Aristoxenes, the musician in the modern
sense, who first separated the science from the art,
and laid down the difference between theory and
practice, effecting a lasting revolution in the music
of the ancients. Let us make a slight examination
of the essential points which prepared this revo-
lution.

History tells us that in the beginning of all
peoples, the musician, poet, singer and legislator
were combined in one person. Orpheus, Amphion,
Simonides, and many others, dictate their laws in
music, and we know from the Bible that the same
thing occurred among the Hebrews. Bossuet, in his
" Discours sur I'Histoire Universelle,” says that the
laws were songs. What were these songs if not
music in the sense that we attach to the word—

e e L e e L T M ——

“practical music," against which Plato protested
when imported into Greece by the Jews.

: It was in vain that Pythagoras formulated a
rigorous system. It was in vain that the laws op-
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The Theary of Arab Music.

posed any change in it. A division occurred among
those who pinned their faith to mathematical pre-
cision, and those with Aristoxenes, who were in the
majority, admitting only to the judgment of the
ear, and not requiring of the human senses a per-
fectibility that was impossible. The secession soon
became an accomplished fact.

Practical music will again have to recourse to
theory to develop its means of action, but this theory
will have the ear for supreme arbiter, henceforth to
be recognised as the final test as to what must be
accepted or rejected. Let each take its path. Theory
remaining the science of numbers, practice will be
called upon to waken dormant sensations or give
birth to new ones in the hearts of listeners With
the first will be accomplished the scientific dis-
coveries which belong to universal harmony, whilst
the latter will become the divine language of melody
and song,

I1L.

Let us note from the start a fact worthy of seri-

ous attention, the constant participation of the Jews

in the progress of musical art ameng the nations
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of antiquity until the first centuries of Christianity.
The Jews, like the Greeks, had drawn from the same
source, and although the author of Genesis names
Jubal, the son of Lamech, as the inventor of music
—Jubal fuit pater canentium cithard el orgamo—
while the pagans cite Mercury and Apollo, we must
remember that Moses, the Hebrew law-giver, had
been brought up in Egypt, where Pythagoras had
studicd. Besides, the relations established between
the Jews and the Egyptians during the long cap-
tivity of the former, must have brought into the
arts and sciences, despite the differences in ther
religions, the same effects of assimilation seen later
with the Jews and Christians, Greeks and Romans,
Arabs and Spaniards

The musical principle, developed in the purely
practical sense, was spread among all nations, at
the dispersion of the Jews. In the time of Plato, a

e e g 8 e i e e e e B e 8 e et Y = TR

celebrated Jewish musician, Timothy of Miletus, was
hissed at first, and then enthusiastically applauded.
In Rome the Jewish musicians were placed in the
frst rank. It was from the Jews that later were
borrowed the rabbinical notes found in ancient col-
lections of plain-song. Finally, in Spain, during
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the Arab domination, the Jews are mentioned among
the most skilful musicians. All this is corrobor-
ated by the musical reputation still enjoyed by the
Jews of Africa, and this question we must bear in
mind, which will help us in the special object of
this study, the frequent opportunities to establish

similarities.

Iv.

I have perhaps devoted too much time to this
ficst musical revolution, called the dispute between
the Pythagoreans and the Aristoxemans. However,
I thought it necessary to dwell upon this point, so
as to be free to examine from now, the purely prac-
tical part of music.

It would be easy to show a similarity between
the Pythagorians and several learned men of these
days who pass their lives, like the ancient philoso-
phers, in studying speculative music. For them,
music is still the science of numbers, and they study
in it the order and arrangement of the things of

B 5 i, e, W, 5, e, 1 i P i i 1 i e B e e e 0 0 e 4 e

nature.
Let us confine ourselves to merely recording this
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20 Music of the Arab,

fact, and then return to these in a humbler position,
and more disposed to accept the homage of the
crowd, who know but the purely practical in music,
the poets and singers, the last successors of the
rhapsodists and the troubadours. They find in
music naught else than a distraction or enjoyment,
a happy mingling of song and verse, an art and
not a science. Faithful disciples of Aristoxenes,
their only judge is the ear, and all they ask of
music is but to express the all-human feelings which
stir them. A hymn to the divinity, an amorous
plaint, a war-song, these are the expressions most
usually expected of it, and without troubling about
the laws of acoustics, which they do not know, they
sing, accompanying themselves on their instruments,
gathering round awhile, a numerous audience always
delighted to listen.
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Chapter II. The Character of Arab
Music.

¥29ISTEN to an Arab musician: the first im-
pression will always be unfavourable.®
Yet a singer of merit will be talked
about, and as the Arabs crowd to a féte,
to hear a skilful musician, even if he be an lsraelite, +
you too will go, on hearing of his fame, in
the hope of listening to agreeable music, and your
European taste will assign no difference between the
singing of the native artist and that of a Mozabite
of the Moorish baths. It may be, however, that
the latter will be, if not exactly pleasing, at least
less disagreeable. Whence, then, this difference of
sensation? In the first place, it 1s because of the

* Hee ' Notes," 6.
t The deep scorn of the Arahs for the Jews is well known.
1
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singer's improvised variants, with which he adorns
his melody; and also on account of the percussion i
i instruments which accompany him, producing what i
i I call “rhythmic harmony,” where the strange com- i
i binations and the discordant divisions seem designedly !
I introduced against the melody, This is one of the
H most interesting parts of this music, and the most }
difficult to grasp, and has made so many writers say I
that the Arabs have no idea of measure. Yet it is &
the one essential point in their music.® !
The Arab singer will easily dispense with a sing- ,
Ing instrument, ie, a violin ar guitar, but the per-
cussion instrument for beating time he must have. l
In default, he makes one himself, his feet marking !
the accented beats on the floor, whilst his hands i
perform all sorts of rhythmic divisions possible on g
a piece of wood. He must have his rhythmic ac-
companiment, his real and enly harmony.
It will be possible for the European, disregarding
this mute accompaniment, to distinguish a melodic
phrase, often tender or plaintive in accent, quite
rhythmic in itself, and capable of being written in !

* Bee “ Notes ' 7,
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our scale and accompanied by our harmony, especi-
ally if the singer has chosen one of those popular

melodies which does not exceed four or five notes in !

range. But he will also have to notice the variants,
since the beauty of the performance consist in the
embellishments improvised by each musician on a
given theme.
This kind of improvisation is known to us under
the name of the “gloss.” This, according to Aris- l
tides Quintilian, was introduced into Greece by l
Timothy of Miletus, the Jewish singer mentioned ‘
before. lLet us add that even if this musician's
reputation was great, he had to contend against a
lively opposition founded on the very fact that these
embellishments added to the melody. It is to him !
that is traced the invention, or at least the perfect-
ing of dithyrambic poetry upon which he placed l
his best musical embellishments. l
Gradually the “gloss"” extended its influence over
all the rhythms, either because it was modified itself,
or more probably because it had become a habit, a
necessity. However, it is found in the music of
every nation until, under the name of descant (dis- ;
r—ty
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teenth century, it led to the system upon which our

present music is based, ie, harmony.
It was the “gloss" which formed the chief point

of discussion between the Frankish and ltalian ean-

tors summoned by Charlemagne. These latter cor-
rected the antiphoners and taught the Franks the

T

Roman chant; “but as for the tremulous accented
and abbreviated notes in the chant, the Frankscould
never render them well, producing trills rather than

rolls, caused by the natural and barbarous coarse-

ness of their throats™® These trills, accents and
3 abbreviations, which adorned the music of the time
of the most pious King Charlemagne, were the same
among the Arabs, who still have kept them.t

This is the chief obstacle in our admiration for

L — =T

' * ... .excepto good tremulos vel vinnulas, sive collisi-

i bles vel secabiles voces in cantu non poterant perfecti: ex-
1 primere Franci, naturali voee barbarici frangentes in gut-
ture voces quam potius exprimentes,

t I extract the following passage from Félix Mornand's
book, ** La Vie Arabe " : These erotic verses were intoned to
s melancholy nir, which by its trille, its languishing intona-
tions and the absence of all rhythm, recalls our plain-song.
It was a kind of broken and plaintive fremols, alternating
without any transition from forte to piane, the rapid move-
ment of which was little in harmony with the song.
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The Character of Arab Music.

Arab music® yet it is easy to remove this obstacle.
1 heard the band of the Bey of Tunis at his princely
residence of L.a Marsa. It comprises some twenty
brass mstruments, made in Europe, such as cornets,
horns, trumpets, trombones, ophicleides, in fact, all
that compose a military band. All these play in
unison without any other accompaniment than the
rhythm marked by a big drum and two side-drums.
With these instruments the trills, accentuations, in
a word, the “gloss,” become impossible, and there
results to European ears a tune, for whilst preserv-
ing its Oriental character, the notes, one from
another, are easily discernible.

In this connection I was able to notice a much
more decided and general affection for Arab music
in Tunis than in Algeria, and this, in the midst of
a European population, in which the Italians were
in the great majority. This affection is obtained
in consequence of a more frequent contact with the
natives. 1 assert this all the more readily, since I
have preof of it in the encouragement I received
in Algeria for this study of Arab music. Most of

* Hee '‘Notes," 8.

i
1
i
!

Wr‘wmm‘m’i

w.,-.n“l“l“t-ﬂ.lﬂnl

]
|

wl"fl“‘ﬂl".l“ml” T —

*‘H'“r-..“m_l_llm B



Music of the Arab.
T
this I owed to the heads of dureanx arabes, who,

from the pature of their functions, and residing so
many years among the natives, have, in part, as-

say, their sensations.

We must therefore admit a certain “acquired j
habit,” a certain “education of the ear,” to under- 3
stand the meaning of an Arab melody (the band
of the Bey of Tunis being only an exception, and
an isolated one), the “gloss" reigning as supreme
and absolute mistress over all singers and players
from Tangier to Alexandria®

Let me add that the gathering together of a mili- I
tary band playing in unison, is sufficient evidence
for the assertion that the Arabs are unacquainted !
with harmony.t

Far it is quite evident that if they had only the
notion of two different sounds forming an agreeable
combination, it could have been recognised nowhere !

* Bee ' Notes,"" 0.
+ Before Islamism, music was little else than very unpre-
tenticus psalming, varied and embroidered by the singer,

male or female, nccording to the taste, emotion or effect
desired. These variations, or rather these caprices, were

i similated their customs, character, I mught almost
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better than in the band of the Bey of Tunis, owing
to the fact of it being composed of European in-
struments. So I repeat, harmony, for the Arabs,
only exists in the rhythmic accompaniment of per-
cussion instruments. At Tunis, this will be per-
formed by the big drum and two side-drums which
complete the military band : elsewhere the stringed
or wind instruments will play in umson, while the
T aar, Bendair, orother percussion instrument peculiar
to the country, will beat the rhythmic accompani-
ment, the only harmony which they appreciate.

prolonged interminably on a syllable, word or hemistych, in
such o way that the singing of a conlilena of two or three
verses might be prolonged for hours. Even to-day this same
custom lasts. What traveller in Egypt has not heard the
two words : yo legly (0 my Night ") sung without break
for half an hour or more. The timbre of the wvoice, its
mohility and vibrations, the feeling which made it sound or
quaver, determined the merit of the singers. In these
ancient concerts, of one voice or two voices in unison, live-
liness, gaiety and amorous languor were the mest potent and
roliahle resources: whilst the chief themes were wine and
love —* Femmes Arabes avant |'lslamisme,” Chapter
XXXI.

These words, * two voices in unison,” tell us that har-
mony did not exist before Islamism. As to the variants,
they are probably to-day what they were then,
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Imagine an Arab singer accompanied by a
stringed instrument The mélange of the song,
played strictly on the instrument, and the varnants
improvised by the singer, will produce a confusion
which frequent auditions alone will be able to lessen
and finally disperse If the accompanying instru-
ment is the Kowitra, the song will be repeated in
the form of a ritornello after each couplet, with all
the embellishments peculiar to this instrument, such
as notes repeated @ /a mandolin, and a profuse use
of pissicati, performed as grace notes by the left
hand.

Judge the effect, when to the Aowitra i1s joined
the Rebad, or the Kemendjak (a violin with four
strings tuned to a high pitch), and requiring a
like number of percussion instruments to balance
the strength of the rhythmic harmony with that of
the melody played in umson by the “singing in-
struments”* It is now no longer mere popular

* I call “singing instruments," those other than the
drums, which play the song continually, and nothing but the
song in unison with the voices.

Music of the Arab. I
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melodies that will be heard, but a complete piece
known by the name of Nowba*

The Nowba consists of an introduction in the
form of a recitative, followed by a primary theme
of moderate fempo, connected with a secondary
theme more animated. Then comes a return to the
first motive, sometimes in a different rhythm, but
always more lively than the preceding, and finally
a concluding allegro vivace, falling to the last note
in pedal point, which seems to recall the recitative
of the introduction. Usually, the introduction has
an accent of plaintive sadness, of sweet melancholy,
perfectly in accord with the kind of interpretation
imparted to it by the Arabs. With the singer we
have a mixture of the ordinary voice with falsetio,
and the repetition of each phrase as a recitative on
the lower strings of the Kemendjah or the Rebab
further increases this effect

The singer’s recitative is preceded by a prelude
performed by the singing instruments and intended
to indicate the mode in which the song is to be sung.
Has not this way of indicating the mode by means

* Bea ' Notes,” 10.
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of a melody known all, fixed in advance, the same
origin as the Nomos of Greek music, in which
it was forbidden to make any change, because they
charactenised each of those special modes.

Among the Arabs this prelude is called
Bécheraf® This prelude gives first the ascend-
ing and descending scale of the mode in which one
has to sing. Then it indicates the transitions by *
which it may pass from one mode to another,t
whether by similar tetrachords belonging to dif-
ferent modes, or by the extension above or below~
the scale of the original mode by the characteristic
notes of the “gloss” Indeed, the “gloss" is not,
as might be imagined, entirely subject to the caprice
of the performers. It is subordinate to rules from
which no musician is permitted to deviate unless he
wishes to have applied to him the proverb used
formerly for singers as well as poets, who passed
from one subject to another without transition, from
one mode to another which had no relation to it:
a Dorio ad Phrygium. The “gloss” is, in a way,

* Bea ‘‘Notes," 11.

+ The mode indicated by the Bécheraf corresponds to our
diatonic seales and does not exclude accidental changes,

:
l
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indicated in the prelude, by " describing circles,” as
the Arabs say. This expression conveys the mean-
ing that it is necessary to ascend or descend in the
developments to the scale, by irregular steps, but
they must, however, belong to the same tetrachord.
Thus, instead of D, E, F, G, may be performed D,
F, E, G, and so on, either ascending or descending.®

The Béckeraf also indicates the characteristic
notes of the mode to which one must usually keep,
and those only to be used with moderation. Such
is, in its entirety, this prelude required by all Arab
concerts.t  These divisions, although having a cer-
tain relation with those of the Greek melope (Lypsis,
Mixi and Petteya) have not, however, all the de-

* This expression, * to describe circles,” has made soms
people think that the Arabs used these figures to write and
explain their music. The Inte M. Cotells, dragoman at the
French Consulate at Tangier, a learned orientalist and dis-
tinguished musician, showed me in 1856 the translation of an
Arabie MBS, containing an ancient treatise on musie, which
contained figures in the form of a cirele. Indeed the Arabs
formerly used eircles divided to parts, to indicate the poetic
rather than the musical rhythm, upon which different songs
could be composed. The use of these circles might be vom-
pared to that of the measures indicated in our vaudevilles
for singing conplets to n well-known air. (See * Notes," 12.)

+ Ses “‘ Notes," 13,
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velopments given to the subject represented by each
of these three words. We shall be content with
noting this relation without laying further stress
in order to continue our cbservations on the melody
intoned immediately after the Bécheraf.

IIL

The song begins: the last note of the recitative
prolonged on the violin, serves as a cue for the per-
cussion instruments and as a starting peint for
the melody. Whatever the mode is to which it
belongs, the singer will drawl his voice ascending or
descending, from the last note of the recitative until
the first verse of the song. The first couplet will be
a simple song of slight range. The melody will
appear casy to catch, making allowance for the
singer's guttural accent and the rhythmic combina-
tions beaten upon the instruments of percussion
But already the violin has made its rizorwello add-
ing to the melody its own particular embellishments,
while the guitar continues the theme without any
variation. Then the singer, taking up the second

couplet, commences to adorn his endings and
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cadences with a series of small notes encroaching
beyond the given scale, both above and below. As
the theme .dl."-'l.‘.li}pﬁ the singer grows animated.
Soan, to the small notes are added fragments of the
drawled scale, without apparent regularity, and
vet without change in the measure, since whilst the
song 1s played and sung, but always in unison, the
percussion instruments uniformly mark the rhythm
begun in the first couplet of the song.

IV,

At the outset two facts become evident : first, the
absence of the leading note, and secondly, the con-
stant repetition of one or two fundamental sounds
on which the melodic idea i1s founded. The ab-
sence of the leading note will prove to us that the
system of the Arabs rests upon principles entirely
different from ours; a melody without the note char-
acteristic of the key, our ears would be unable to
suppose. Now, the characteristic notes of an Arab
melody will occur at the third or fourth degree of
the scale, the last being always® considered as the

* Bee * Notes,” 14,
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starting note, or tonic  Arab songs being made up

of a large number of couplets, separated by an in-

strumental riformello, it becomes easy to locate the

starting note,

Starting from this principle, we will find a scale

i the first note of which will be taken from somewhere

among the seven that we use, but preserving intact

the position of the semitones. Take, for example,

D as our tonic, we have the following scale: D, E,

F,G A B, C, D, and according to the different

starting notes, the key, or rather, the mode, will be

changed, but the position of the semitones will

always remain fixed and invariable, from E to r,

and B to C, With our harmonic system, on the

i contrary, the semitones are displaced, according to

! the starting point, to be found from the

| third to fourth, and seventh and eighth degree of

the scale Such is the most usual composition of

Arab scales, imitated of those Grecian modes and
the plain-song.

At this point, we can formulate the character of

the Arab melody in the following manner: “A

melody of which the starting note taken from the

l seven notes of the scale, does not, in consequence of

!
:
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the absence of the leading note, displace the semi-
tones” And now, resting upon this principle, we
can write the Arab songs, and submitting them to
a closer examination, we shall recognise that these
fundamental notes are found generally in the third
and fourth degrees, according to the starting note
which determines the tonality, and that these notes
fulfil the functions of the two semitones of our musi-
cal system.

V.

My view is thus widely divergent from those who
claim to find third and quarter tones in Arab music.
This opinion, which 1 assert to be utterly erroneous,
15 due, no doubt, to the use of the drawled scales
of which I spoke earlier.® The use of these scales is
one of the most usual means of ornamentation, es-
pecially by singers and viclinists, and 1 confess
without regret that this is what has the least charm
for me in Arab musicc. On the contrary, nothing
can be more delicately ornate than the ever-vary-
ing terminations, either by the upper or lower notes

* Bee ''Notes," 15,
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added to the song, or by the several small notes l
used at various intervals, but always in the key of !
the song, to reach the note on which the melodic !

idea falls. These terminations, for which the Arabs !

have quite a special talent, are some of the prettiest !
things imaginable.

The suppression or addition of a note, sometimes
the mere interposition, suffices to impart a fresh
melodic idea, another accent, yet quite in accord
with the entire subject, and one which prepares in
a novel and graceful manner, the return to the fun-
damental note.

As the number of couplets increase, so the varianls !
increase (their new and diverse form doing away l
with the monotony which would necessarily result
from the constant repetition of the same phrase),
until two or three repetitions of the principal end-
ing, made in the form of a reply by the violin, serves

!
as a connecting link for the second motive. 1f the ‘
R
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violin is in the hands of a skilful musician, he will
essay, in these replies, a descant on the lower strings
(generally the fourth), thus preparing the change that
will be made in the tonality. The same kind of
performance with the variants is then repeated

e e T 5 e e 3 i 0 g e S e
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! gradually, in returning to the first motive, this time

j executed in a different rhythm

i 1t will now be understoed how utterly impossible
it is to appreciate at first hearing this music, which

- —

{  is so little in accord with our sensations, and why
we have laid down this theory of the “habit of
hearing” or the “education of the ear” as the in-
dispensable condition for appreciating at its true

value a music so different from ours.
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Chapter 111. The Diatonic Modes of
of the Arabs.

L

SIS each note of the scale can serve as a
N ey

starting note for one of the scales in
the music of the Arabs, they will there-
fore have seven different scales or modes.
Yet if a native musician be questioned on this subject,
he will reply without hesitation that their musical sys-
tem contains fourteen. Ask him to enumerate them and
he will succeed in naming twelve only. [ have long
and vainly sought to learn of the other two, and
certainly have been unable to trace their existence
in the analysis I made of the songs written by me
at the dictation of Arab musicians. 1 have there-
fore been compelled to limit my enumeration to the
twelve modes whose names have been given to me,

and whose different qualigeﬁ are admirably adapted
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to the special character of each song. But before
naming these, and in order to avoid repetitions, it
15 useful here to take an historical survey, which

will assist us in our estimate.

IL

‘At the period of the invasion of the barbarians,
the arts and sciences found a refuge in Christen-
dom. The new religlon had borrowed from the
Hebrews their psalms, and from the Gentiles their
songs. PEut the abuse arising from the admissionof
instruments into the religious chants, and the use
of modes which were inimical to the theatrical re-
presentations of the Romans, called for a severe re-
form. This was undertaken by St Augustine at
Hippo and by S5t. Ambrose at Milan. Both made a
choice from among the songs esteemed worthy of
being sung in the temples, and this choice was
directed chiefly to those belonging to the most
ancient modes of the Greeks.

Later on, St. Gregory continued this work of re-
form, necessitated by a fresh invasion of the modes
already prohibited, and which the Heresiarchs de-

!
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sired to introduce into the relizious chant. But at
the same time that he reformed and regulated this
chant, which has preserved his name, S5t. Gregory ,
augmented the pnumber of modes, or rather, he
authorised their use in the two ways formerly em-
ployed among the Greeks, ie, in the two propor-
tions, “arithmetical” and "harmonic."™ Each of
the tonalities laid down by the first reformers thus ’
became the starting note for two different modes
Finally, these modes were divided into *authentic™
and “plagal” or superior and inferior, each one
having its own starting mote, on one of the seven
notes of the scale.

In all these reforms the principle of the two semi-
tones placed invariably from E to F and B to C
had been respected, and it seemed that it was always i
to be so. But owing to the introduction of the l
harmonic system, the ear became familiar with the
displacement of semitones subordinated to the i
change of the tonic, and as the principles of the l
old system still obtained, there resulted from the ’

* The actave is divided ' arithmetical " when the fourth
is below and the fifth above. In the " harmomic' divirion

it is the opposite,
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struggle between them, a song which resembles
nothing, belonging to no period, and admits of our
harmony only on condition of changing its melody,
so that musicians do not accept it as music, and I
doubt whether 5t. Gregory himself would be able
to recognise it, if he came amongst us now.

Will this study come to the assistance of those
who wish to lead plain-song back to the path from
which it should never have strayed? It is in a little
way, with this object, that I now give you the dif-
ferent modes of the Arabs, against the Greek modes
and the tones of plain-song, which correspond with
them; being happy if 1 can thus add my stone to
the work of restoration, which is to be recommended

in every way.

1L

Let us examine, first of all, the four princi-
pal modes, those most used. (1) The [rat mode,
corresponding to “ Dorian” mode of the Greeks and
the “ First Tone" of the plain-song, having D for its
base.

It is serious and grave; smtable for singing of

war and religion. Nearly all the chants of the

l

ll'-i|"—-H‘hll"-il’“lmlml“mlwml‘wiﬁiimml‘lm.



The Diatonic Modes of the Arabs. 07

-pn--q.‘

o 1 B 1 e i B s ]

Hanefi rite are in this mode. An example of it will
be found in that species of religious song the first
words of which are " Allah ya rabbi sidi” This
song contains a melodic expression which would not
be disowned by a modern composer.®

(2) The Mesmoum mode, corresponding to the
“Lydian” mode of the Greeks, and the * Third
Tone" of plain-song, having E for its base.

It is sad, pathetic, effeminate, and leads to in-
dolence.t Plato banished the Lydian mode from
the republic. The dance known in Constantine
by the name of CHABATI, a slow and volup-
tuous dance, the movements of which are mamly
contortions of the body, is in this mode. To this
mode also are sung nearly all the love-songs, among
which I may mention that well-known one begin-
ning *Mida djerid).” We should also note the
song made by the women of Bou-Sada in honour of
the burean arabe entitled "El-biro ya mléh” In
plain-song the “ Third Tone” has preserved thesame

* Bee ** Notes," 16,

% 1 found this mode almest ponstantly in Spanish popular
BOTES.
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character, but its use is becoming rarer from day to i

!

[ day. It is still used in some dioceses for the
litanies of the Virgin Mary.*

i (3) The Edseil mode, corresponding to the

I “Phrygian” mode of the Greeks, and the “Fifth
Tone" of plain-song, having F for its base.

Glowing, proud, impetuous, terrible, this mode is

! suited to stir one to warlike combat. [Its use is
almost exclusively restricted to instruments of mar-

l tial music.t “Timotheus aroused the fury of Alex-

‘ ander by the Phrygian mode, and soothed it by the

|

|

|

%

]

5

among the warlike tribes of Algeria. The Kabiles
employ it frequently, and this explains their almost
sole use of wind instruments.

Let us mention more particularly the danse des
Zouaoua, the character of which corresponds well

* Bea " Notes," 17.

t To this mode is attributed the term, DHabolus in
musica, which really belongs to the Asbein mode. This
latter was not used in the Gregorian chant. The harshness
of the Edsgil mode, arising from the tritone which forms its
base (F, G, A, B), has led to the wrongful assigning to it a
character which is applicable only to the Asbein mode, as is
proved by the legend which I quote in Chapter VI.

%
!
|
!
Lydian mode” (Rousseau). It is found chiefly |
i
|
i
i




The Diatonic Modes of the Arabs. 09 I

with the idea that one has of this valiant tribe, which
has given its name to the Zouaves.

The song which the Kabiles made about Marshall
Bugeaud has the same proud and savage mark,
which is even found in some love songs, such as
“Sidi Aiche” Indeed, it appears that this was the
only mode whose use suited a people which had
always boasted of being free, and which only sub-
mitted to French rule after many campaigns.*

(4) The Djorka mode, corresponding to the
“Zolian" mode of the Greeks (some authors call it
the Grave Lydian), and the “Seventh Tone” of
plain-song, having G for its base.

This mode is grave and serious. It seems to sum
up the qualities of two of the preceding modes
(Irak and Edzeil), from which it is sometimes diffi-
cult to distinguish. In the plain-song the “Fifth
Tone"is continually being confused with the Seventh
as regards the relationship of the intervals Rous-
seau, speaking of its origin, says that its name came
from Aolia, a country of Asia Minor, where it was
first used. It was from the ZEolian mode that

* Bee ‘' Notes," 18,
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Burette translated into notes the* Hymn to Nemesis.”
This mode i1s found everywhere in Arab music, in
which it expresses the most varying feelings. Severe
in the military marches of the Tunisian band (which
one might conjecture were based on our harmomic
system, but for the absence of the leading note), sad
with him who sings “Ya leslam ha hedabi," tender
and plaintive in the “ Amaroua" of Tizi-Ouzou and
in the song of " Beni-Abbés" while in Constantine
it accompanies the voluptuous dance of the Chabati
as he sings " Amokra oulidi” It can also impart a
simple grace to the “ Guifsaria” of the Kabiles, and
its influence will also extend to the chant of the
Muéddin, which summons the faithful to prayer.

It would be vain to attempt to give you an idea
of the delight which Arabs find m this mode, or
to enumerate the songs with their different charac-
ters. A musical Proteus, the Djorka mode can as-
sume all forms, and take all aspects. 1 cannot make
it better appreciated than by pointing out its use in

plain-song for all solemn festivals®

O T ]

* See ''Notes," 10,
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The four modes which follow, bear to the other
modes a resemblance due as much to the reproduc-
tion of the tetrachords as to the arithmetical divi-
sion-on which they are based. They comprise the
four lower tones of plain-song. Here they are in
the same order as the preceding.

(5) The L'Sain mode, corresponding to the
“Hyper-Dorian” mode of the Greeks, and the
“Second Tone" of plain-song, having A for its
base.

This mode sometimes effects the religious solem-
nity of the fraf# mode, as in the Tunisian “Gam-
mara,” or in the plaintive song beginning " Ami
sebbah el ahbab The Kabiles also sing the song
of Sebastopol, which they call “Stamboul,” to
this mode. In spite of its title, this song has
nothing warlike in it, hence the mode used. It is
the lament of a young warrior, whose sweetheart pre-

e e 0 e 0 e 0 e 10 i e 0 8 S e 8 i e e # ) i e e

vents him from going to defend the standard of the %
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Prophet. The frequent use of this mode among the
Moors and Arabs has led to it being affirmed that
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nearly all their songs are in the minor key.* Itwould l

indeed be the same as our minor scale if there were
a leading note, but the Arab song obstinately brings
in the G natural with the L'Sain mode.t ;
(6) The Saita mode, corresponding to the %
“Hyper-Lydian” mode of the Greeks, and the 2
“Fourth Tone"” of plain-song, having B for its base. i
Its use is very rare and its character is also ill-
defined. It is often confused with the Mesmonm !
mode from which it is derived.} !
(7) The Meia mode, corresponding to the “ Hyper- |
Phrygian"” mode of the Greeks and to the “Sixth ’
Tone" of plain-song, having C for its base, .!
According to Plutarch, this mode is of a kind to
temper the vehemence of the “Phrygian” Indeed,
although it partakes of the nature of the Edszeil
mode, of which it sometimes has the ferocity, it pre- ‘
serves a character of grandeur and majesty even
among the Kabiles, who use it in several of their ‘
popular songs, “El ou mouima ou lascar” (sung by l

* Hap U N{Itﬂ," 0,
t Bee " Notes,” 21,
I Bes Nﬂ“," a9
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the women to encourage the warriors in the fight)
and the song of “Beni-Mansour” In plain-song
the “Fifth” and “Sixth Tone" seem now to form
only one.*

It would be interesting to find out by what steps
these scales have been gradually abandoned, used
as they were in profane as in sacred music, to pre-
serve only the scales of the “First” and "Sixth

Tone” of plain-song.

study more especially the music of the Spaniards,
not of the fifteenth and sixteenth centuries, as has
already been done, but the popular songs. In these,
where the Arab character, stamped upon them by
seven centuries of domination, is easily seen, as in
the “Canas Jacaras," etc, the transition from the
ancient to the modern principle. It is the germ of
the musical revolution which gave birth to harmony,
of which Gui d'Arezzo was the first apostle.

In speaking of instruments in the following chap-
ter, I will attempt to give a few indications on this
subject.

* Bee "'Notes," 3.
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From this point of view it would be useful to ;
:
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(8) The Rdsd-Edsei! mode, corresponding to the

“Hyper-Mixo-Lydian " mode of the Greeks, and the
“Eighth Tone" of plain-song, having D (octave) for
its base,

This mode presents a peculiar mélange or sum-
ming up of the others, especially the Edseil, to
which it imparts a lugubrious tinge. It is said to
be suitable for sublime or divine meditations. The
songs written in this mode are only to be distin-
guished from the first mode (7rak) by the termina-
tions and by details which would take too long to
enter into here.*

Such are, in all, the first eight modes of Arab
music, each of which is based upon one of the seven
notes of the scale with displacement of the semi-
tones.

;
!
;
i
;
o
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Chapter 1V.
L

] SHALL seek to explain how the ancient
musical principle, based on the system
of tetrachords passed to hexachords
before reaching that of the octave,
which now governs it In this direction, the
examination of the various instruments in use
among the Arabs will considerably help us,
since we shall find in some the classification
of the sounds reduced to one single tetrachord,
and in others developed to a range of three octaves
and three notes, which must have been the extreme
limit of appreciable sounds produced by such im-
perfect instruments.

Whatever hesitation one may have in admitting a
musical system governed by the tetrachord or even
the hexachord, we shall hﬂ“ to acknowledge its ex-

T —————— T N B T e L
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Music of the Arab.

istence in the three-holed flute, giving only four |
notes, a tetrachord; in the guitar tuned by fourths,
then by fourths and sixths; and finally in the Rebab,
that primitive violin, which in the ordinary position
has a range of six notes only, a hexachord.

On the other hand, if we admit the Arab influence
in Europe; particularly from the eighth to the four-

teenth century, which cannot be doubted in the case
of literature in the South of France, in Spain and

S S

in Italy, we may be allowed to believe that this in-
fluence must have been exerted en music also, which ‘
with poetry formed the essential part of la Gaje- !

sciemce of the troubadours and minstrels.

i
In our opinion, this is the important aspect of this 1
study, seeing that from it may be deduced curious f

and interesting information of a period almost un-

i T e —

known in musical hisﬂ::r_-,r.

t IT.

A —

“Drums and flutes of the rudest kind are found
in the most thinly populated isles, and it cauld be |
shown by innumerable examples that music is abso- i

lutely the same among all barbaric races” Thus
mmmmmmmwr‘n‘n‘ﬂvul
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does Fétis express himself in his translation of
Stafford’s " History of Music."

A flute and a drum comprise the popular orches-
tra of the Arabs, the instruments being generally, if
not of the rudest kind, at any rate certainly primi-
tive. A reed pierced with three holes forms a flute
called the Gosba. A dried skin stretched over a
wooden ring like the tambounne, and thers you
have the 7ar~.* Sometimes this drum takes a square
form, mainly among the wandering tribes of the
Sahara. It is then called the Dof. Let us add to
these two instruments, a singer, and we have Arab
music as it 1s generally heard.

The three-holed flute gives four notes including
the one without the help of the fingers (ie, the open
note). It is the “singing instrument,” whose duty
is to sustain the voice by playing constantly the
theme of the song. In the riforwelli between each
couplet, the variants consist of a kind of trill, imi-
tating tremolo. Then in the repetition of the song
it plays higher tones, produced by the pressure of
the lips upon the end of the reed, and finally in the

* Boo ‘' Notes," 25.
LMW
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mingling of these two different pitches of sound.
This Gosba is nearly the same size as our concert
flute. Here let us remark that the change from the
low to the high notes is not an octave, but a fifth,
just as with the fife of the Provencal dateleurs, or
the fidte @ bec of certain provinces of Spain. Yet
the melody played or sung never exceeds the range
of the tetrachord, except in the embellishments of
which I have spoken.

The accompaniment is made by the drum, whose
constant even rhythm regulates that of the song, at
the same time its muffled sound seems to provide a
sort of thorough-bass. We see in the Bible that at
the crossing of the Red Sea, Moses and the Children
of Israel sang a hymn of thanksgiving, and Miriam
the prophetess, Aaron's sister, took a tambourine, a
Tof, and danced, followed by all the women® The
square-shaped Tof of the Hebrews, or the Dof of the
Arabs, still exists in Spain, where it plays the same

- —

W - —— L —
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* The singer who first acquired great remown, after the
foundation of Islamism, wos one called Townis, of Medina,
and slave of Othmin (Osmin), son of Affan. Arwa eman-

cipated Towais. It was he who invented the Dof.—
i “Femmes Arabes depuis I'Islamisme,” Chapter XXI,
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part under thename of Aduf.* There, as in Africa,
it marks the rhythm of the old popular songs, which
are within the range of four notes.

1L

!
!
Speaking of the Tof of the Hebrews, it will doubt- i
less be objected, the harp of David and the four 2
thousand singers of Solomon. Let us see what this !
harp was, and this will lead us direct to the exam- s
ination of the musical system+ of the ancients at its
highest development as regards the number of ap- !
preciable sounds possessed by their instruments. |
1f we were to imagine David’s harp as resembling l
the one used by us at present, it would be a strange l
idea. One fact, however, leads to the belief that E
this instrument was of considerable size. Seventy- !
five strings are spoken of. And such an instrument i
is still in use among the Arabs, chiefly in Tunis and E
Alexandria. Among the Hebrews it was called the |
Kinnor, whilst its name with the Arabs is Kanoun or ?
!
i

* See ' Notes,” 27.
t+ Ba it clearly understood that I mean by system, the

total of classified sounds at thi= period, from the lowest to
the highest.

e 0 0 T 0 S i I“lml-liwl‘ll“.
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Ganmoun® The Greeks had a similar instrument named
Kynnira. This harp is placed upon the knees of
the player, and, in spite of its seventy-five strings,

1 o [ e g

it is scarcely larger or heavier than a guitar. The
longest strings are a little less than a yard in length,
and are stretched horizontally on a harmonic box
of maple wood covered with a dried skin hike a
drum. This harmonic box has the shape of an
acute triangle. The strings are plucked by means
of small whale-bones or quills fixed by rings to the
first and middle finger of each hand.+

The anly embellishments suited to the Kanoun are
ascending and descending scales, performed by run-
ning the quills rapidly over the strings, at the same
time, however, subject to the rhythm of the song
marked by the percussion instrument. The two
fingers on each hand used to pluck the strings might
lead one to suppose a succession of sounds pro-
ducing harmony, but there is nothing of the sort.
The Kanoun player uses the first finger'of each hand

* Hee ' Notes," 28,

+ This harp in perfected form became later the Polyplec-
trum, an inveation attributed to Gui d'Aresso. This wos
the first form of the " spinnet,” which led to our piano.
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in the rapid passages and in the scales, but the four
fingers are only used for performing certain re-
peated notes, a species of embellishment of which I
havespoken inreference tothe Kowitra. The Kanoun
plays the same part as the Kowitra in Arab concerts.

As for the seventy-five strings, they are so tuned
that each three consecutive strings are in unison.
This reduces to twenty-five the number of sounds
forming the range of the system based upon the
tetrachord. Again, it happens that the extreme
notes are rarely used. The range of the Kanoun is
then only three octaves, comprising sixty-six strings,
by the omission of the three highest notes.

The mode of tuning is in conformity with the
first tone of plain-song. The lowest string gives
D, and the sounds succeed one anocther in natural
order—D, E, F, G, A, B, C, D, etc.® With sixty-six
strings the range is three octaves, from D to D.
With seventy-five strings, it is three octaves and
three notes, from D to G, the extreme limit of appre-
ciable notes on such imperfect instruments.

* Bee "' Notes,"' 20.
o
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IV.

Let us return to the tetrachord. The most an-
cient popular songs, as we have said, are within the
compass of the four notes of the three-holed flute,
The tetrachord itself is all-sufficient, and it is only
in a few embellishments that a fifth note is heard
in a rapid glide.

How did the system of sounds extend to three
octaves, which we know to be the range of the
Kanoun? In the case of the lyre, the addition of a
string above or below is easily explained. In the
flute, on the contrary, there is no transition between
the use of the three-holed instrument, forming the
tetrachord, and that of the six-holed one, affording
the union of two conjoint tetrachords.

On this subject, the only information I have been
able to gather is a legend. A certain Mohammed
was one of the most celebrated musicians in Con-
stantine. He was summoned to all the fétes, from
which he invariably returned laden with presents.
Yet Mohammed was sad. Alas! his son, who had
given promise of inheriting his talent and renown,
had died shortly after his marriage, and the old

--.q
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musician never ceased to implore the Prophet to per-
mit him to live long enough to transmit his musical
knowledge to his grandsen, the last of his race.

The boy, who was named Ahmed, showed early a
pronounced taste for music. Soon the old man,
having made a small flute, suited to the tiny hands
of the child, was able to take him to the fétes, where
everyone congratulated Mohammed on his grand-
son's precocious talent, and assured him that the
latter would attain his own excellence. One day
when the boy had remained at home, Mohammed
was much astonished on his return, to hear music
which seemed to be produced by two instruments.
Thinking that some strange musician had come to
see him, he quickened his pace, but on entering the
courtyard, he only saw his grandson, who not
having heard him approach went on playing the
flute, and producing by himself this entirely new
combination of sounds.

The child by inserting the end of his little flute
in that of his grandfather's had obtained a range of
sounds, until then, unknown. When questioned by
Mohammed about his discovery, the child replied
simply that he wished his voice to follow his grand-

-
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father's Indeed, the notes of the little flute did
follow those of the large one, or to be more explicit,
almost completed the octave, of which the large flute
gave simply the first tones, the lowest.

The marabouts, asked to give a pronouncement of
this extraordinary fact, concluded that the Prophet
had wished to indicate that the boy would continue
his grandfather's reputation and even surpass it
This is why this new flute was called the Djaouak,
ie, “that which follows"

According to this legend, we shall consider the
flute of six holes, and therefore the seven notes, as
dating from the Mussulman era. The Djeonat in
use to-day, more especially among the Moors, has
seven holes and gives a complete octave. It is
seldom, however, that the songs played on this in-
strument exceed the range of six or seven notes, and
the octave is hardly ever used except in embellish-
ments. A Gosba, a large flute with five or six holes,
and so giving at least a hexachord is also met with
sometimes ®

Let us recall in this connection that the Greeks

T § 0 5 —  ——  — — T —
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had futes of different kinds for the different modes, i
and that the writers often mention the three-holed !
flute. The double flute, being a combination of two
flutes, belonging to the Dorian, Ionian or Phrygian
modes, would thus have been the first step in the !
discovery of the hexachord, brought about by the !
simultanecus use of two modes, which although
different, were yet closely related. Now by com-
bining the extreme notes of these two flutes, a range
of six notes or a hexachord was not exceeded. The
Dorian flute gave D, E, F, G; the Ionian gave E, F,
G, A; and the Phrygian gave F, G, A, B. The com-
plete range was thus from D to B. Have we not !
already here a precedent for the hexachord system '-|.
of Gui d'Arezzo. |

-“.‘-mm“-ﬁu“-—mm‘mm

V. f

|

! _

! To complete our enumeration of the wind instru- F
ments, let us mention the Raita or Raica, a kind of i
musette with seven holes and a bell-shaped end. |
This more perfect instrument (seeing that it com- #

prises the octave) is known in Spain as the Gaita.

; Among the Arabs it is generally used for war-songs, 1{

| |
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and the mode suitable to it is called by the ancient
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authors Jaika or Satka, names which are still given
to it in certain parts of Africa,* a fact which may
cause confusion.

The rhythmic accompaniment to the Raifa is
played by pairs of kettledrums of various sizes,
beaten with two sticks. They are called Afabal.] In
the martial music of the Arabs,§ there is alsoa large
drum named the Afambor.| It is played with an
animal's bone The number of percussion instru-
ments in use by the Arabs is so considerable, that it
would be impossible for me to pame them all 1
shall confine myself to mentioning, as being more
in common use, the Derbouka¥ and the Bendair®*
This latter is a modification of the Tarr.

* Saika is the name of the sixth mode with B for ite base.
A few varisties of these different kinds of instruments, such
as the Meia, L'soin, ete., also take their names from the
mode peculiar to them.

| See ** Notes," 33.
N Sea “*Notes," 34,
** Sae **Notes," 35.
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Among the stringed instruments figures the violn, !
known by the name of the Kemendjakh. It is pro- 1
vided with four strings and tuned by fifths like our 1
European instrument. The only difference lies in
the manner of playing it The musician being seated
holds his instrument with his left hand, resting the
lower part of the sounding board on his knee. The
bow, held in the right hand passes over the strings
like that of our violoncello, but the position of the
hand is inverted, the wrist being below the bow and
the finger-tips turned upwards. I attribute to this
position of the hand a certain pressure on the string i
which is quite peculiar to the native artists. The |
bowing is always in the same line, but a manipula- l
tion of the left hand makes the violin turn so as to
bring the string in use under the bow. s

A primitive violin, the Rebab (Rebeb or Reber) i
plays an important part in Arab music. It has a convex l
box like the mandoline. The top of the mnstrument
which is slender, serves as a handle. A copper ‘
plate covers its surface and forms the fingerboard. !

The lower part is covered with a skin, and on it j

.
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rests a piece of reed cut lengthwise to serve as a
bridge. Two strings, as large as those of our
double-bass and tuned in fifths, are set in vibra-
tion with the aid of a small iron bow bent to an
arch. The Rebab is played like the Kemendjak.
To facilitate the shift, the head of the Rebad, which
i5 bent in the opposite direction to that of the violin,
is supported on the player's shoulder®

VIL

I still have to mention the Kowitra,t called the
Tunisian guitar. This is the instrument known to
the Greeks as the Ciskara, which has retained the
criginal shape of the lyre.

It 1s well known, that according to the history of
mythological times, it was Mercury, or Orpheus as
some say, who invented the lyre by causing the
nerves of a tortoise dried in the sun, to vibrate at
his touch. Now the Greeks retained in the Citkara
this concave shape of the tortoise’s shell. They

* See ' Notes,” 36,
t Bee ¥ Notes,” 87.
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transmitted it to the Romans, among whom the
name Lira was generic to all stringed instruments,
as that of Tibia was to all wind instruments. The
Cithara remained an instrument different from others
of the species, although it retained more than the others
the primitive shape found in the Kowitra of the Arabs.

The Kowuitra has eight strings, there being two to
each note; so it really only gives four notes. It is
played by means of a quill held in the right hand,
while the fingers of the left do the same as with our
guitar. The finger-board has no frets.

The method of tuning can only come from the
Grecks, for we find in it two disconnected tetra-
chords, giving the octave as extreme notes, and
separated by an interval of a tone thus:

D—G. A—-D.

Does not this guitar which, like the Kawoun,
seems to reveal the existence of the harmonic ele-
ment, exclude all idea of it, when we see a quill
which can only strike one string.

According to Diodorus, Mercury's lyre had only
three strings, no doubt the three connected tetra-
chords: D—G—C. Boégthius, however, speaks of

Mercury’s tetrachord as the four notes mentioned
mml‘lm
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above, whilst Nicomaeus attributes it to Pythagoras.
The fact remains that, among the ancients, the
tetrachord played the same part as the octave
amongst us. We have the proof of this in the com-
plete independence of each tetrachord, in the exist-
ence of the three-holed flute giving only four notes,
and in the four syllables wsed for sel-fa. These
latter, according to Quintillian were ¢4, fa, thé and
thé, and were repeated for each tetrachord, as we
repeat seven of them for each octave.

The Tunisians, who, like the Algerians, have no
musical alphabet, still use the same syllables to-day

in teaching the Kouitra®

e — T T e e S § e T §

VIII.

A fact which must excite general astonishment is
that the Greeks, who possessed such a wide ac-
quaintance with, and taste for the arts, did not
divine the properties of the octave in this VEry com-
bination of two disconnected tetrachords. The
reason for this is perhaps found in the large number

* Bee " Notes," 88 and 39,
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of signs they used for representing the notes in each f
of the fifteen modes of which Alypius speaks.
According to this author, the number of signs repre- I
sented by letters of the alphabet taken in different
positions, amounted to more than six hundred.®

The Romans greatly diminished these number of
signs. However, we come to Bogthius and find
fifteen letters in use only. Henceforth the tetra-
chords can more easily be compared, and St
Gregory, considering that the relations between the
notes are the same for each octave, further reduces
these signs to the first seven letters of the alpha-
bet, which he repeats in various forms in different
octaves. T

At this period a new factor and one of great !

importance presented itself. 1 mean the simultane-

* Mamoun, during the first twenty months of his reign,
did not hear a letter, i.6., n note of music, nor a word of
song.—'* Femmes Arabes doepuis 'Islamisme,” Chapter
XXVII.

t Before this event, a preliminary reform had been at-
tempted by St. Augustine and St. Ambrose. The former
had heard hymns sung in Alexandria, whose simplicity
struck him so muoch, because it gave greater pleasure to the
Africans that the countless ornamental hymns used in other

I dioceses. At Alexandrin the words were in Greek. It was
g e 0 ] g, § b U6 1 0
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ouns sounds, due, no doubt, to the introduction of %
the organ into the temples Some authors mention I
St. Damas as the inventor of the organ, whilst others 3
say it came from the east. However, Boéthius is the ;
first to speak of consonances of thirds and sixths i
applied to the melody, vague attempts at the future 32
counterpoint, of which descant is the first mamni-
festation, and from which later was to spring the
harmony of Palestrina. The chords of the third
and sixth, improvised on a given melody, were
thus a preliminary step towards harmony. But
before the law of this new science was formulated, &
what mistakes, what groping in the dark !
That same Boéthius who drew up in the fourth '!
century a treatise on music, after the style of the !
ancients, seduced, no doubt, by the charm of simul- l
taneous sounds, endeavoured to introduce them into |
his tetrachords, but without result. i

e 8 e B e e T T e ——

from the East also, that Bt. Ambrose brought to Milan,
what is called the Ambrosian chant,

At the same time, the modifications of these two re-
formers, effected only the form of the melodies, especially
the embellishments and made no change in the basis of the
system. The same kind of reform had been introduced into
Bpain by St. Isidore of Seville.
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In the midst of the general upheaval, caused as
much by heresies, as by barbarian invasions, the
heretics used this discovery as a weapon to increase
the number of their adherents. It was then that St.
Gregory himself and the councils, forbade the use
of instruments in churches. However, the idea of
harmony now existed, and it was to germinate in
the very bosom of Christianity by means of the
descant and organ. The new religion which had

O

imbibed from paganism the principles of its religi-
ous song, adopted as its instrument the flute of
Pan. But its reeds were no longer to resonate to the
breath of an individual, but by means of a key-
board and a bellows.

Little by little the chords of thirds and sixths
crept in, side by side with progressions of the fourth
and fifth, deduced from the system of tetrachords.
The two systems were now face to face with each
other, and they contested their ground fiercely until
the time of Gui d'Arezzo, who, developing the idea
of St. Gregory, established the relations of the hexa-
chords, and laid the bases of a new scale allowing

e 0 e e e 0 e e e e S T e i e

of the use of simultaneous sounds
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IX.

One would have a strange notionof Gui d'Arezzo's
reform, if we assign to him merely the invention of
the names of the notes taken from the hymn to 5t
John. His real discovery, one which led to the har-
monic formula, consisted of theestablishment of the
relations of the hexachords, of the mutations and of
the flat. Where St. Gregory had seen two similar
tetrachords giving as extreme notes the octave,
D—G = A—D, Gui d'Arezzo, proceeding by the ap-
plication of harmonic consonances;, recognised two
similar thirds, separated by a semitoneand giving as
extreme notes the sixth, the hexachord : C—D—E =
F—G—A. Then, applying to his discovery the
two progressions, arithmetic and harmonic, which
consisted in inverting the position of two tetra-
chords® he placed at the top the third which had
been at the bottem in the first hexachord. There
resulted a second hexachord with a different start-
ing point, but entirely similar to the first as regards

* We have recognised ita use by St. Gregory in his reform
of the religions song,
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the relation of the notes to one another. This
second hexachord was indeed, composed, like the
first, of two similar thirds, separated by a semitone :
G—A—B = C—D—E.

Following this method of procedure, he took the
second third of the hrst hexachord to form the
basis of a new hexachord, and, by means of the flat
placed on the first note of the second third, com-
pleted the three fundamental hexachords of his
system. Finally applying this, in a range of

m-mp.m

fifteen notes only, he formulated the harmonic law,
comprising :

I. Two hexachords beginning with G called
“hard hexachords."

II. Two hexachords beginning with C called
“natural hexachords.”

ITI. One hexachord beginning with F, called the
“soft hexachord.”
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This system was applicable to the whole range of
perceptible sounds produced by those instruments,
the most complete of which, as we already know,
embraced three octaves and three notes. The series
of the five tetrachords could be reproduced both
high and low, under the same conditions (see table
on previous page).

The Hymn to St John explains perfectly the
meaning of this discovery, since, although it is

written in the first tone of plain-song, it includes
the six notes of the first natural hexachord, which is
the starting point of Gui d'Arezzo’s system. Each
verse begins with a different note, following the
ascending order of the degrees of the scale

Ut queant laxis

Resonare fibnis

Mira gestorum

Famuli tuorum

-

Solve polluti

Labii reatum

Sancte Joannes.

As for the mutations to facilitate the transition
10
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from one hexachord to another® it is only necessary
to look at this table with a little attention, to be
convinced that their purpose was to bring the sing-
ing of all melodies to one and the same scale, com-
prising a range of six notes,

No doubt, there was still a lacuna here, which was
not bridged until later by the discovery of the lead-
ing note, but it remains none the less evident that
the law of harmony was formulated by Gui
d'Arezzo.

As for the tetrachord system, just enough of it
was retained as could be in accordance with the new
principles, and the guitar, modifying its mode of
tuning, formed with the two systems an anomalous
combination which it has preserved.t The excep-

* The mutation consists in the change of the name of a
note but not the sound. Thus O-fa of the first hard hexa-
chord becomes C-ut in the first natural hexachord, although
the sound does not change,

+ The notes of the strings of the guitar were represented
by the letters: A, D, G, C, E, A, The creation of a fixed
diapason has changed them, but without in the least modi-
fying its mode of tuning, as the strings of the gnitar are
now tuned, E, A, D, G, B, E.
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tional nature of this mode of tuning—three tetra-
chords surmounted by a hexachord cut at its
base by a third, seems to be the result of the
fusion of the two systems of St. Gregory and Gui
d’Arezzo.
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Chapter V. The Rhythm of Arab Music.

SIC, considered in its simplest state—
rhythmical sound, absolutely requires a
measure, Now Arab musicians play-

same sound, the same musical phrase, must of neces-
sity sing and play in time. Does this measure suffi-
ciently resembles ours, for ustobeableto feel its influ-
ence immediately, or shall weonce more find a differ-
ence in this, as we haverecognised as existing between
our harmonic system and the Arab melodic system.
1 have already mentioned the “rhythmic har-
mony” of the band of the Bey of Tunis, and that,
more simple, produced by the Arab percussion in-
struments, This, alone would suffice to show the ex-
istence of the same dissimilarity. Yet, measure is

S e e e e i e e e e o [ e e e e e e e

as rigorous in Arab music as in our own. It regu-
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i lates the movements of the dance. It follows the !

E slow or lively pace of the melody, which can- [

E not proceed without it, since it is an essential part

l The rhythmical division is produced in a regular j

i manner, which is unalterable throughout the accom-

j paniment of a song. But this division, probably

i subordinated in principle to the poetic rhythm, has

i led to what are for us, strange combinations, the

j regularity of which does not strike us at first.

' What was the poetic rhythm of the ancients? The
mingling of long and short syllables. From the
very beginning this rhythm was evidently applied |
to music among the nations to whom the words “to E

I say " and "to sing " meant the same thing. i

i From music to the dance, the transition was easy, J

j and as the song was not sufficiently noisy to mark i

i the dancer’s movements, this function became the I

:  part of the percussion instruments, whose tones were l

i never drowned, even by the most enthusiastic shouts
and plaudits which would accompany the dance® ‘

!

* There was o time-beator ealled the koruphaios, chorgpl
or podoclupos, on acoount of the noise he made with his feet,
He wore sandals of wood or iren, and this allowed him to
use at the same time a stringed instruoment with his hands

and a percnssion instrument with his feet. The Romans
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Just as poetry varied its accents, so the dance
varied its movements, and the application of each
new rhythm had to be done at the same time for
poetry as for dancing. When, in consequence of
these variants, so displeasing to Plato, the song had
gradually freed itself from the shackles of poetry,
the percussion instruments alone remained respon-
sible for maintaining the rhythm, the Citkara, as
Plutarch tells us, producing the same note as the
voice. Although the song was freed from poetry it
still had need of a regulator. The guitar could not
perform this office, as it slavishly followed the song,
and therefore to the drum came the task of regula-
ting the movement of the melody.

In place of the dactyl and the spondee therewasa
rhythm of two equal feet, igured by two long, or a
long and two short notes, and in place of the fambus
and frochee, there was a rhythm in which the two feet
were in the proportion of two to one, either two and
one long note or two and one short note, or vice versa.

added to the sandals for time-beating, shells and bones of
animals. These were played with the hands, hence the name
of manductor for the time-beater,
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! Was it due to the influence of the satiric authors
! that with the more frequent use of the iambus, this
rhythm was almost constantly applied to the dance
i with the name of tempus perfectum, whilst the
‘ rhythm of two equal feet (dacty! or spondee) was
called tempus imperfectum? What | can testify, is
| the existence of this identical fact among the Arabs.
For them the three time rhythm or rather triple
! time, has much more charm, although the duple time
is also met with.
The rhythm marked by the drums is generally
subject to the song, as the tempus perfectum or
bempus imperfectum, but sometimes it seems to
i break away from it altogether. The spirit of inde-
i pendence which had brought about the separation of
i  music and poetry, was shown in the instruments of
2 percussion, and so it often happens that the song is
j accompanied by a rhythm which appears entirely
; opposed to that necessitated by the melody. Here,

again, the habit of hearing can alone make us dis-
i tinguish divisions in which the time of the former
15 to the latter in the proportion of three to two.®*

e e e e e § e 0 _‘llﬂml‘ll-‘mimlﬁl!‘i!“rﬁiu -

* This is the rhythm used by tlhq Basques in Spain.
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Sometimes while the melodic rhythm is three and
three, the thythm of the drums is fwo and four, or
again, fwo, two and two. In another song where
the measure of the melody will be divided into eight
equal parts, the rhythmic accompaniment will be
three, three and two.

Let us suppose a complete Arab orchestra.* The
guitars, flutes and violins will all play the song
with the necessary glosses, while the drums of vari-
ous kinds, on the other hand, will produce, not one
single rhythm, but a mélange of several rhythms,
forming a kind of “rhythmic harmony,” the only
harmony known tothe Arabs,tand inwhich the parts
are so entangled that only long habituation can
distinguish in it a certain regularity.f And yet
regularity does exist. Each drummer follows ex-
actly the kind of rhythm indicated to him by the
chief musician,§ the greater or lesser number of

# Seo ‘' Notes,' 40.
+ Bee “ Naotes," 48,
{ There is a little of this rhythmic mélange in the
' Bequidillo” of the Spaniards,
§ “Ibrahim el-Mausely,”” says Perrom, '‘was the first
who, with baton in hand, marked and indicated the cadence
and musical measure.”” This Ibrahim was s musician at
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rhythmic divisions being always very well regulated
to the volume of the instrument

It is this rhythmic harmony which constitutes the
second element of Arab music A self-respecting
instrumentalist, no more plays without his drum
accompaniment than a European artist sings with-
cut the piano. In such a case, and certainly in every
small orchestra, the diversity of timbres of the
drum, in itself produces this accompaniment.®

Such is the function of the drums which mark the
measure in Arab music, the character of which I will
formulate as follows: “An accompanying rhythm,
nearly always independent of the melody, the rela-
tion of which to the melody is fixed from the begin-
ning of each measure.”

Melody and rhythm are thus the constituent ele-
ments of Arab music,t corresponding as regards
arrangement, to the two elements of Greek music,

T T e i

melopeeia and rhythmopeeia.

the court of Haroun-el-Raschid. At the present day the
chief musician of an Arab orchestra plays the principal in-
strument, the Kemendjah or Baita,

* Bes ''Notes,” T,

T Bee ''Notes,” 41.

l
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Chapter VI. The Chromatic Modes
of the Arabs.

L

E remain impassive when listening to
Arab music. Impassive! do I say? We
should be inclined to flee from such
a confused noise of voices and instru-
ments as would offend our ears. Vet with the Arabs
the reverse occurs. They are exalted by the sounds
of their instruments. With their music they express
the most varied feelings, to which they attach won-
derful effects.®

Who has not seen in Algeria those women who
dance until they fall exhausted? A moment since
they were calm. But the singers performed a modu-
lation which caught their ear. Then this modula-

* Bas ‘‘Notes,' 43,
143
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% tion recurring with each couplet of the song, they
i seem to rise with haggard gaze and panting breath.
E They move an arm, then a leg, turning slowly at
first, then more rapidly, leaping at the same time,
’ until they fall unconscious in their companion's
¢ amms. Inquire the cause of this frenzied dance, and
i you will be answered : the Djenoun (Djinns). They
are possessed by the demon.
IL
Sometimes, when listening to an Arab song, tears
‘ will be seen to flow from the eyes of everyone. This
!
%
!
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nearly always happens with the song of Salak Bey.
Here is the story of the song. Salah was Bey of
Constantine. He was summoned to the Dey of
Algiers under some pretext, who had him beheaded
in order to remove him and to seize his fortune.
The song comprises two parts. The first refers to
the farewell of Salah Bey to his family, the en-
treaties of his relatives to make him stay his
journey, his arrival at Algiers and his death. The
second part contains the poet's lamentations, prais-
ing the lofty deeds and noble virtues of Salah Bey.

! The two parts are separated by a recitative of these g
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words: “The Bey is dead," repeated and uttered in
such a lugubrious tone that it makes one shudder.
The first words of this song are: “Galod el- Arab
galod”

111

Let me quote as a final example the legend of the
celebrated Arab musician, Alfarabbi

Alfarabbi had learnt music in Spain in those
schools founded by the Caliphs of Cordova, which
were in a flourishing condition at the end of the
ninth century. The fame of the celebrated musi-
cian, says an Arab author, had spread as far as Asia,
and the sultan Fekr ed-doula, desiring to hear him,
sent messengers several times bearing rich presents
and imstructions to induce him to wisit his court.
Alfarabbi fearing he would not be allowed to return
to his native land, long resisted these offers, but
finally yielding to the Sultan’s entreaties and prodi-
gality, he determined to pay his visit incognito,

On arriving at the palace of Fekr ed-doula, he
made his appearance in such a tattered costume
that he would have been refused admission had he
not said he was a strange musician who mshr:d to
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gain a hearing. The slaves whose duty it was to
introduce poets and musicians, then led him into the
Sultan's presence, as it happened to be the hour when
Fekr ed-doula held his daily concert.

Alfarabbi’s shabby dress was not of a kind to
gain him much notice; however, he was asked to play
and sing. Scarcely had he begun, when all the
court were seized with a fit of laughter which even
the Sultan's presence could not check. Alfarabbi
then changed the mode and immediately sadness
succeeded the joy. Such was the effect of this, that
tears, sighs and groans tock the place of the noise
of laughter. Suddenly the singer once again
altered his melody and rhythm, which evoked in
his audience such a fury of madness, that they
would have hurled themselves upon him, if a new
change of mode had not appeased them, and while
they were thus plunged in a deep slumber, Alfarabbi
had time to get out of the palace, and even out of
the town before anyone could attempt to follow.

The Arab author adds that, when the Sultan and
his court awakened they could only attribute such
extraordinary effects of the music they had heard to
Alfarabbi
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Iv.

Let us apply these effects to the modes we already
know. Joy will be caused by the L'sain mode, fury
by the Edseil. But what about sadness, slumber,
and also the dance which causes it to be said, that
the women are possessed of devils? These effects
belong to the modes—Rummel-meia, L'sain-sebak
and Asbein, which_sucm to be the last remains of
those chromatic modes to which the Greeks attached
such extracrdinary characteristics.®

(1) The Rummel-meia mode, derived from the
simply Meia, borrows from it the first tetrachord,
but modifies the second, by raising the first note a

semitone, giving D sharp in a scale with G for its
starting note.t

(2) The L'sain-sebah, derived from the L'sain
mode, corresponds entirely to our minor scale with
G sharp.3

(3) The Zeidan mode, derived from the Irak

* The first eight modes referred to in Chapter 111, formed
the diatonic modes, which procesded by two tones and a
semitone for each tetrachord.

1 Bea ' Notes,'" 43.

1 Bee "' Notes," 44.
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mode, borrows from this its second tetrachord, but
modifies the first by raising the second note a semi-
tone, thus producing G sharp in a scale which has D
for its starting note.*

(4) The Asbein mode, derived from the Mesmoum
or Lydian mode (that sad mode conducing to in-
dolence, which Plato banished from his republic)
borrows from this its second tetrachord, modifying
the first by producing G sharp in a mode that has
D for a starting note.t

It is the Asbein mode (often confused in Algiers
with the Zeidan), that makes the demon-possessed
women dance in spite of themselves It was this
Asbein mode which really deserved the qualification,
Diabolus in musica, applied later to the Edsed
mode. Here is the Arab legend on the subject.

When the devil was driven from Paradise, his first
thought was to tempt man. To succeed well, he
made use of music and taught the cclestial songs
which were the privilege of the elect. But in order
to punish him, God took from him this knowledge,

* Bea '‘ Notes,” 45.
t Bee ‘' Notes," 40.
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and thus he was only able to teach men this single
mode with such extraordinary effects.

The impression which this mode produces on the
Arabs is such that at Tunis | have seen a musician
of great reputation, who formerly was employed by
the Bey's former minister, Ben Aled. I have seen
him, 1 say, fall into quite an ecstasy when playing
on his Kemendjak those diabolical songs in the
Asbein mode. To meet the objection that this
effect is due to religious enthusiasm, I add that this
musician is a Jew, and his name is Sahagou S5foz
At the time I heard him in 1857, he was playing in
a street café. He was the only native violinist I

ever saw shift on his instrument.®

V.

Although we may hesitate to call up memories of
Orpheus, Amphion and all those renowned singers,
in order to represent them as performing their won-
ders by such means, we cannot mistake the relation-
ship of the extraordinary effects produced by Arab
music, with those attributed by the Greeks to theirs.
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But if, with such restricted means, they produced
in antiquity the effects which we cannot imitate now;
if all this musical science placed by the philosophers
in the front rank of the sciences, is summed up in
a song accompanied by a drum; if among a people
which appreciated the beautiful in art and litera-
ture, musical questions were confined in such a re-
stricted sphere; how can we believe in that import-
ance which the philosophers attach to the study of
music in those praises accorded to it by poets and
orators, and those sects which were ready to fly at
cach other, just as among us the classicists and
romanticists, or the Piccinists and Gluckists did.

Shall we say, like others, that we must allow for

_poetic exaggeration in accounting for these wonders,

and that the chief effects of music were due to

jpoetry, to that Greek language, whose accents were

so sweet that “to speak” and “to sing” were the
same thing. Or shall we ascribe the cause of these
wonders to the ignorance and coarseness of the
listeners, or shall we, like Rousseau, decide to think
that it is impossible to judge a music of which we
might have the letter but not the spirit?
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For my part, after allowing for poetic exaggera-
tion, I recall the principle of “ the habit of hearing,”
or, if it is préferred, “the education of the ear,”
which should in my opinion give the key to this
enigma, “The pleasure caused by music,” says
Halévy, in his " Souvenirs et Portraits,” “always
presupposes a preliminary education acquired by
the sole habit of hearing or by the study of the
art” This principle of preliminary education, or
of the habit of hearing, is applicable to all degrees
of musical knowledge as to all kinds of music.

We already know that the first laws were songs.
Now if singing came into existence at the same
moment as speech, we must recognise that the first
musical rules were but the expression of an already
acquired habit. As the first notes were appreciated,
they had to be confined at first in a single tetra-
chord, but each new extension of the system of
sounds for the classifying of different tetrachords
aroused opposition. It was a new habit to acquire,
a new task in the education of the ear, It was
almost a revolution, and the wise sought to evade
it. Terpander was banished from the republic because
he had added one string to the lyre Timotheus of
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Miletus was hissed when he first appeared in public
with his cithara of eleven strings, and afterwards he
was looked upon as the first musician of his day.

On what does the quarrel of the Pythagoreans
and Aristoxenians rest, if not upon the law of the
habit of hearing? Aristoxenes relegated to the ear
the care of accepting or rejecting melodic combina-
tions. Pythagoras wished to subject this judgment to
precise laws, and under the pretext that he was preserv-
ing thebeautiful, he set up before musical art his Pil-
lars of Hercules and said : “ Thou shalt gono farther.”

Do we owe to these very fetters the progress made
as a result of the separation of theoretical from prac-
tical music? 1 should be more ready to believe it,
as, from this period music appears to accept no other
rules than those based on the feelings awakened.
From then under the caprice of the ear and in pro-
portion to the habit acquired, it accepted that which
it had rejected yesterday. In this way, all the ex-
traordinary facts in the musical history of the an-
cients can be explained by an extension of the sum
of acquired knowledge, and vice versa.

Would that Timotheus, of whom I have spoken as
having increased the number of strings of the

—t » T e T g e
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cithara, and of introducing the “gloss" into sing-
ing, would he, with his eleven strings, have pro-
duced effects similar to Amphion with his lyre of
four strings? Would he, like the latter, have been
able to charm the workers as they raised the walls
of Thebes? He would not perhaps have been
hissed, as he was at Athens, but in proportion to

the extension which he gave to the musical system

“gloss,” the workers at Thebes, being neither able
to understand his manner of singing, nor appreciate
his entirely new range of sounds, so utterly beyond
their “preliminary education acquired by the sole
habit of hearing,” would not have listened to him,
or else would have taken him for a madman,

Let us take another instance from a period nearer

“mﬁl_lI“lummﬁl_.-“‘

to our own, and examine the progress made by the
harmonic system from the thirteenth century down
to to-day, and endeavour to imagine the effect upon
us of one of the chansons organisées of Jean de Mur-
ris (thirteenth century). Then let us reverse the ques-
tion, and suppose Jean de Murris to be present at
an opera, or at the performance of one of Beet-
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hoven's symphonies. Whatever period we take, the
answer to this question will always be the same.

Orpheus, Terpander, Amphion, possessed the
musical knowledge of their times, and besides being
in the front rank among singers, they further con-
tributed to progress by gradually increasing the
sum of this knowledge. To this extension is due
the wonderful effects atiributed by the Greeks to
their music, the existence of which 1 have recog-
nised among the Arabs, to whom the Greeks trans-
mitted their musical system.

It is therefore not surprising to find their recur-
rence in these days, among a people who have re-
mained at a standstill for several centuries, and
whose musical system (I cannot too often repeat it)
is clearly the same as that in use in Europe before
the discovery of Gui d'Arezzo.

As for the acceptance of what is new in music,
one might mention the most famous of our com-
posers, who, each after his kind, but always i pro-
portion to the development which they gave to the
harmonic formula, have met, or still meet, with the
lot of Timotheus.
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Conclusion. Influence on European Music.
L

HAVE now to indicate the results to be
deduced from this study of Arab music
compared with Greek music and the
Gregorian chant. First of all, let us

recapitulate the points put forward, and the con-

clusions will follow naturally.

We have seen that in the beginning of all nations,
the first law was dictated in song, and, according
to Strabo, “to say " and “to sing” meant the same
thing. The classification of sounds appears with
Orpheus and Mercury. Until their time, sounds
were not regulated ; the fixed distance between two
sounds had not been established System did not
exist, and this discovery appeared so wonderful
that it was attributed to the gods. The system is
indicated by the lyre of Orpheus, or that of Mer-

cury. The length or thickness of the strings gives
1w
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a succession of fixed notes, soon imitated in wind
mstruments by the gradation of the pipes in Pan's
flute. This was the starting point,developed gradu-

ally and formulated in a more complete manner in
the system of Pythagoras, in proportion to, and as
the result of the very development of the sense of
hearing.

The system of Pythagoras does not, on principle,
admit of more than four notes, but it continually
reproduces them in series throughout the range of
perceptible notes produced by voice or instrument
Hence comes the change of the starting note for
each tetrachord, although the position of the semi-

tones is regularly maintained between the same -

notes.

I have had nothing to say concerning the Romans,
as among them the cultivation of the arts was not
developed until the end of the Republic. The pro-
gress and destiny of the arts, and of musicin particu-
lar, had to be sought elsewhere. Thus we passed
from the Greeks to the Christians, from the tetra-
chord of Pythagoras to the tetrachord of St
Gregory, to arrive at the hexachord of Gui
d'Arezzo.
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Influence on Ewropean Music. 150

I have shown the part played by St. Augustine
and Beethius, especially at this period. The system
of simultaneous sounds must at that time have ap-
peared incompatible with melody based on tetra-
chords. And so, it is really the system of Pytha-
goras, pure and unalloyed, which passed to the
Arabs, at the same time that it became the basis of
the reform made in the religious song by St. Gre-
gory. “But” says Villemain in “Le Tableau de la
Litterature au Moyen Age,” “just as the Latin
tongue was modified by contact with the pronuncia-
tion of the barbarians, so music was to lose its sweet-
est intonations.” This is why, in Europe, the plain-
song and secular song, too, preserve only the dia-
tonic genre. As for the chromatic and enharmonic,
vestiges will perhaps be found in Asia and Africa.

“Was it not by the orders of Haroun El Raschid
and his son, Mamoun, according to the writings of
the Greek, Hebrew and Syrian philosophers, that
most of these translations were made, the know-
ledge of which became so valuable to the
Christians; and can one deny the powerful influence
exercised by the Arabs upon the latter up to the
fifteenth century, both by intellect and force of

|
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arms™ According to Guinguené and Sismondi, the
Provengal literature is a continual imitation of Arab
literature. If Christian music brought Arab-Hebraic
literature into Eurcpe, the Arab invasion doubled
the working of this means, by the aid of the gaye-
science, the science of the trouvéres and troubadours.

“What were the troubadours? Warriors for the
most part. Some lords of castles, others the wits of
the day, who, animated by their Southern love of
music, favoured by that soncrous and metallic Jan-
guage, and enduring with verve the popular thought,
in turn attacked or appraised in their songs the
noblemen of the neighbourhood. The troubadour
made verses and often sang them himself. But he
was followed by one or two jongleurs, whose special
task it was to sing and recite the staries of chivalry.
Girard de Calanson, in a piece of verse in which he
lays down the precepts of his art, recommends first
of all the power of invention, of rhyming well, of
speaking well, and of boldly proposing a jeu-parti t

* Delécluze, ' Dante et la podsic amoureise.”

T By jeu-parti was understood a song improvised by two
voices alternating in the form of question and answer. In
short, it was the double choir singing the strophe and anti-
strophe.

mmlﬁm-“muwmn—qlnmmm



Tﬁlmmmrﬁammm

Influence on European Music, 161
L e e e e e e e e ¥ e s
£ In addition, he says, one must be able to play well
.! on the drum and the cymbals; to bring out the sym-
! phony ; to throw apples into the air and catch them
! skilfully on the point of a knife; to imitate the
! mghtingale’s song; to perform tricks with baskets;
{ simulate an attack upon a castle: jump through four
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hoops at a time; play the cjrale and mandora:
handle the manicarde and guitar; play the harp and
set the jig going to brighten the tune of the
psaltery."*

But sometimes, the trouvére, who had to know so
many things, could not even write, and the words as
well as the music, were transmitted orally. Hence
the need for a shert poem, which had to be divided
into couplets with a separate refrain. Fauriel gives
an example in the “Récit en vers de la croisade
contre les hérétiques albigeois,” which contains the
following : “Sirs, this song 15 made in the manner
of that of Antioch, and versified in a like manner,
and is sung to the same air for him who knows it.”
This circumstance supports the opinion of Villemain,
who says: “I imagine that the Arabic and Spanish

* Villemain, ' Tablean de la Litterature du Moyen Age."
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songs must have been able to give, by their very
music, the type of this Provencal poetry, which is
rigorously enslaved within its metres” From this
it is clear, that if at this period “to say” and "to
sing” were no longer the same thing, poetry was
still, however, inseparable from music, which ruled
the measure in verse.

Music with its attempts at harmony, known by
the name of Descant, gave birth to Discort, a piece
of verse which combined a little of all languages,
Italian, Provencal, French, Gascon, Spanish, etc.

Need it be mentioned that the Crusades, con-
stantly renewing the relations between Europeans
and the Moors, established a continual exchange in
the language as well as the scientific and literary
knowledge of both people. But while the Moors
remained stationary, the nations of the West, after
assimilating the knowledge of the East, developed
it in another direction, and we have seen how
the musical system was strangely modified and en-
larged by Gui d’Arezzo’s discovery. Music, in the
West, becoming calm and serious, developed at its
ease the harmonic principle, abandoning to the
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Mussulman the “gloss” and embellishments, who
has retained them.

The Arab singers are still required to know a
great deal of what was expected of the trouvére,
and if all are not found to possess the special
talents which seem to have been reserved for the
jongleur, we must understand that this personage
has been replaced in Moorish fétes by a buffoon of

e e = [ e 0t

another kind, whom it will suffice to name. 1 refer
to the Garagous, the native clown, whose coarse
pleasantries are always so well received among the
Mussulman population.

IL

Let me say now, what results we shall deduce
from this study of Arab music examined in its rela-
tion to Greek music and Gregorian chant.

Until the fourteenth century, twelve different
scales were used, each one of these scales giving to
the melody a particular character. From the four-
teenth century, these scales were abandoned, with
the exception of one, which was the basis of the har-

monic system. Later on another was resumed, the ;
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minor scale, which only exists as a derivation from
the first, and cannot, harmonically speaking, get on
withount it. Thus, prﬂ'i}t_!‘uﬁ to the fourteenth century,
music was only melody, but this melody was developed
in twelve scales or modes of different character,

Now these two scales, which cerrespond to our
major and minor modes, having formed part of the
modes of the system of melody in use before the
fourteenth century, have we not the right to think
that in the other ten modes, abandoned at the same
time, there is something, if not all, to be obtained,
that would aid in the development of cur harmonic
system  As for us, we have not the slightest doubt,
and yet, at the moment when we are closing this
work, we wonder whether the interest it has awak-
ened among a few people will find an echo in the
musical world. We remember the sarcasm which
Meybomius and Burette received in their attempts
at Greek music, and without taking shelter behind
a false and useless modesty, we confess that we do

not expect to impart to our readers the conviction
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which animates us

No doubt we shall be told that the effects of Arab
music are known and that it has been possible to
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judge them, notably in “Le Désert” of Félicien
David. Our reply will be that thisis a great mis-
take. Félicien David has done the very opposite
of what we ask. He has modified Arab melody to
apply it to our harmonic system, thus renewing by
his work what is done every day by plain-song.

We, on the contrary, would like the application
of a system of harmony appropriated to the scale
of each mode, without altering the character of the
melody. Here les, in our belief, the source of a
new wealth of harmony, the use of which could be
combined with those which we have already. Just
as the minor mode has a special harmony, so ought
cach of the other modes we have mentioned. Work
in this direction would immediately result in bring-
ing plain-song back to its true path, and would put
an end to the confusion introduced into the religious

"-'H"'-rll"--ll-m_..-u.-l_ll-llmmhh'-h‘ldﬂm

song by the mixing of the melodic principle, which
is the foundation of St. Gregory's system, with the
harmonic principle, to which it is desired to bend
it, and which only succeeds in disfiguring it*

* In this connection I can only refer the reader to the
valuable information given by Niedermeyer in his * L'Har-
monie appliguéa an plain-chant.”
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As for the application of a similar system to our
present-day secular music, we cannot assert its possi-
bility ; time and experience alone being able to show
to what point the resources of ancient melody, allied
with a special harmony, would be compatible with
our musical habits. However it may be, we think
that, in our work, there are some historical points, I
would almost say, of musical archzology, which
may be of some interest. And if we are told that
the tetrachord of Pythagoras and the hexachord of
Gui d’Arezzo will not renew among us the dispute
of the Gluckists and Piccinists, we shall none the
less believe that the study of the past often fur-
nishes the truth of the present, and allows us to
conjecture the future
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Notes on Arab Music and Musical Instruments.
By Hemry George Farmer.
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Notes on Arab Music and Musical

Instruments.

By Henry George Farmer.

1.

SCIENCE OF ARARB MUSIC
2 INCE the downfall of Arab polity and
civilisation in Spain, the Arabs (at least
those of Mauretania) seem to have lost
the science of their music.® Shaw, in
his “Travels in Barbary” (1757) says the Arabs

and Moors do not write down their composi-

tions, and have no science of music, every-
thing being learned by ear, yet, he says, “the
greatest uniformity and exactness is always pre-
served throughout their performances”

* In Persia, however, in the eighteenth century, a
traveller speaking of native musicians said, ' they learn by
riule and play by note.”—Pinkerton's *' Collection of Voy-
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Niebuhr (“ Travels in Arabm, 1700) says they

“use no notes but sing by ear” Addison (“West
Barbary,” 1671) says he was told that formerly every
mosque had a layman who “ understood the cadences
of the Alcoran” and could chant it in its Dngma]
metre.  Jones (“Lyric Airs,” 18o4) says that the
Turks are equally ignorant of the use of written
notes, yet they have a practical theory for all that,
and “there is no school of music in the West of
Europe, where it (music) is more discussed” than in
Turkey. “The want of notes . . . . does not pre-
vent them from composing and executing concertos
of great length." Lane (“Modern Egyptians”) says

. the Arabs of Egypt have very few books on music,

and these are not understood by their modern musi-
cians.

2.
SIMICARITY TO CATHOLIC CHANT.
“We cannot fail . . . . to be struck with the re-

markable similarity which the melodies of the Koran
bear to the responses and chants of the Catholic
liturgy.” (Naumann, “History of Music”) A tra-
veller in Algenia (Lumsden, “ Trip to Algerine Ter-
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ritory,” 1847) refers to visiting a mosque and hear-
ing the Imaun “chaunting portions of the Koran in
a manner which reminded me forcibly of many parts
of the Catholic mass” Addison (“West Barbary,”
1671) speaks of the mosque music in Moroceo, as “a
delightful piece of devotion.”

8.

THE TROUBADOURS,

“The Provencal singers (the troubadours) re-
sembled the Arabian, not only in sentiments and
character, but also in the very forms of their min-
strelsy. As the Arabians had their dual verses, so
had the Provencals their Coblas, or 'couplets.” . . . .
As the duality of the verse had led to those amic-
able ‘Contentions, or poetic duels, of which we
have spoken among the Arabian singers, so had the
Provencals their Tewnsos. . . . . No less the manner
of using the rhymes. For as the Arabians had their
Casidas or long poems all on one rhyme, and their
short bespangled and dainty Maouckahs or ‘em-

I broideries,’ so also had the Provengals. . . . . Even
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the names they gave their songs . , . . are but Ara-
bian names translated.” (Rowbotham, * History of
Music.”)

|
-
ARAB INFLUENCE IN SPAIN.

% “There is a striking degree of similarity between

! many of the airs which I have heard in Egypt and

l some of the popular melodies of Spain” (Lane,
“Modern Egyptians”) “Not only do we meet with
certain terms and expressions in the popular songs
of Spain,” says Engel in his “Study of National
Musie,” “which forcibly remind us of Arabic music,
bul also several Spamsh instruments are of Arabic

! origin"  Strange to say, Engel failed to mention

! the dances of Spain, which bear a wholesale imprint
from the Arab: the Sarabande, Villarro, Pabana,
Chaconne, Villota, Maya, Giga, Gallarda, etc.
Engel points out that whilst there is little trace of

Arab music in the Catholic church music in Spain,
there is considerable influence to be scen in the
music of the Jewish synagogue. This latter is also
testified by De Sola in his " Ancient Melodies of the
Spamsh and Portuguese Jews" (1857). Durrieu
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(" Present State of Moroceo,” 1854) found the
rhythm of Moorish songs “ precisely the same as that
of the jacaras or Andalusian romances.”

8.

HISTORY OF ARAR MUSIO.

The early Arab musicians were possibly of the
wandering minstrel type, like the “Calenders™ we
read of in the “ Arabian Nights” Such at first was
Mabed, one of the most famous of the early Arab
musicians. Similar to the Western minstrels, they
were as much poets as musicians. “This,” says
Lane,* was sufficient to satisfy a people passion-
ately fond of poetry, whose first object is to under-
stand the meaning of the verses which are chanted.”
Indeed, the song in these days, says Christiano-
witch,t was a sort of recitative with a light refrain
Thus the music of the Arabs, bound in subjection
to the wards, would necessarily make slow progress.
Then again, it is clear from the teachings of Ma-

homet that music was fadu, at any rate as regards
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the practice of the faith. The prophet had said:
“ Music and singing cause hypocrisy to grow in the
heart, as water makes corn grow.” “Your prayers,
if music form a part of them, will end but in piping
and hand-clapping.”

Although we read of the Caliph Omar (634), who
was said to be a composer, and the Caliph Othman
(644), the patron of the musician, Ibn Soureidj, music
continued under the ban of the prophet, until the
reign of Caliph Ali (656), when, as Salvador points
out, music, together with art and literature in gen-
eral, began to be freely cultivated. Under the reign
of the Caliph Moawiya (661), a large portion of
Greece had been annexed by the Arab armies, and
the Caliph, who was surrounded at his court by
poets, littérateurs and scientists, now commanded
translations of the works of the Greeks, including
those on music. How much they profited by these
works, says Lane (“Modern Egyptians”) is well
known. "It appears,” continues Lane, “that they
formed the system of music which has prevailed
among them for many centuries partly from Greek,
and partly from Persian and Indian treatises. From
! the Greek language are derived the most general
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Arabic term for music, namely, ‘moos "* and
the names of some of the Arab musical instruments;
but most of the technical terms . . . . are borrowed
from the Persian and Indian languages”

Salvador was under the impression that Greek in- 'I
fluence upon Arab music dates from so early a |
period as this. But there can be little doubt that |
at this period the Arabs were more persuaded by |
the Persianst than the Greeks, for since the Arab |
conquest of Persia in the seventh century, there had "I
been a gradual absorption of the musical theory and

practice of the conquered race.

However, that be as it may. We do know that in
the eighth century music had become a necessary
adjunct to Arab life Some of the early caliphs
were accomplished musicians. Such was Yazid
(680), a composer, and Walid I (705), a performer
on the lute. The caliphs Abul Abbas (740) and
Mansur (754) are spoken of as patrons of music,
whilst Mahdi (773) was not only a musician him-
self, but his children werealso accomplished in the art.

* Hammer-Purgstall, on the other hand, says the word
 Mooseeka ' is derived from the Persian.

{ Ibn Khaldoun, * Asistic Journal,” Volume XX, E
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Bagdad had become the capital of the great Arab
Empire which stretched from the borders of Tar-
tary in the East to Spain in the West, and here were

\ gathered the finest musical talent in all Arabia,
: It was the golden age of Arab music. Here was
Ilhcld the refined and dazzling court of the son of
”-"h'[ahdx. the famous Caliph Haroun El Raschid (786),

a name immortal in Eastern song and story, and i

o — e e e ] e

the unlimited patronage of art and music at his
court is still on the lips of the Arab minstrel to-day,
|Haroun never built a mosque but what he attached
'a school to it. Schools and colleges, including those

specially set apart for music, sprung up throughout

the empire. Tudela, in his “Itinerary,” says he

found in Alexandria more than twenty schools for
l philosophy alene. Cairo, too, had its colleges, and r
| in Fez and Morocco the most magnificent buildings
' were assigned for educational purposes, whilst Arab

Spain vied with the mother country in its zeal for !
1 art, science and education. i'
| In the ninth century, says Fétis,® there are traces

o \ "'I

‘ * Fétis, ' Histoire générals de la musigue” 1
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of a didactic science of music with the Arabs. About i
780 the poet Chalil had written his “Book of |
Sounds” and “Book of Rhythms” Another writer |
of the pericd was Obeidallah Ben Abdallah, who

wrote a treatise on the “Tones and Mutations in |
Song.” Then came El Kindi, who, in 862, wrote ,

%
!
;.'
! six books on music: (1) “On Composition”; 2y |
! “Laws of Tone”; (3) "Elements of Music”: (4)
} “Book of Rhythm"; (5) "On Instruments”; (6) |I
“Union of Poetry and Music.” |
i His pupil, Achmed Ben Mohammed, also wrote |
works on music, including an * Introduction to the :I /
Science of Music.” ! i
! Then there were the practical musicians who were !
! famed throughout the length and breadth of Araby. |}
! The first of these was the great Ibrahim of Mossoul i
! (742-803), called the “patriarch of Arab music”; |
g Junis Suleiman; Zobeir Ibn Dahman, who was such i
! a favourite at court as to have two villages assigned i
| him; Mabed of Medina, who had wandered as a 3
‘ minstrel all over Arabia; Jesid Haura, who intre- }
i duced female singers into the harem; Mohammed {
! i

* Riemann, " Dictionary of Music," savs he died 77
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Ibnol Hares; Koraiss (d. 838), who wrote a book on
singing ; Abu-Aica, son of Caliph Motawakil, a com-
poser of three hundred songs; Isaak (767-34g), son
of Ibrahim, no less renowned than his father, for he
was the author, compeser and editor of many works.

Among the famous singers of Arabiawere: Orieb,
poetess and composer, who boasted of knowing
21,000 melodies by heart; El Garid and Ibn
Sorcidschuma, the rival singers at court; Selsel (d.
701); Jelid-Ibnol, whom Haroun commissioned with
two others to collect the songs written during his
reign; and Mokarik (fl. Boo-64).

But we must leave Bagdad and the East, which
all too soon was to start on its decline from great-
ness and grandeur, and seek to continue our history
in the Western limit of the Arab empire—Spain.

At Cordova, the capital of Arab Spain, the cul-
‘tivation of the arts and sciences was carried on even
further than at Bagdad. In the ninth century
during the reign of the Spanish Caliph Hakam 1
(706), a famous Bagdad musician named Serjab
was invited to the court of Cordova. Hewas apupil
of the famous Ibrahim of Mossoul, and his talents

had even raised the jealousy of the master. He ar-

i
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rived in Spain about the year 821, and here, under
the caliph's patronage, he opened the Music School
of Cordova,®* which afterwards became famous fur_
its musicians and theorists: the learned Al Farabi |
(d. g50), whose treatise on music is still preserved;
Ali of Ispahan (d. g18-g), whose songs and writ- [
ings, though ten centuries have passed, may be seen
in his " Kitab-el-Aghani,” or “Book of Songs”; Ben |
Zeidan; Rabbi Enock; Rabbi Mozes; Vadil; |
Moheb; Abil; Mousali, the pupil of Serjab; and |
Abu Bekr Ibn Bédjeh, of Granada, who wrote a com-
mentary of Aristotle’s " Treatisze on Sound” and

whose songs were very popular.

Now the music theory which Serjab brought
within the doors of the music schools of Spain, was
naturally the Arabian-Persian system, which had
been gradually formulated in Persia since the Arab
conquest. Although soon to be abandoned by the
Spanish Arabs, as we shall see, the system was ad-
hered to by the Eastern Arabs and Persians, and
became the basis of their fourteenth century theor-

* Other musie schools ware opened at Ssvills, Granada,
Valenvia and Toledo.
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ists. What this system was, we know from its de-
velopment.

In the fourteenth century the Arabian-Persian arts
and sciences were put forth with considerable vigour,
and music especially came under quite a revival
The leader of this revival was an Arab of Bagdad
named Ssaffieddin Abd El Monim, whose principal
work, the “Schereffije,” was written in the Arab
tongue. Not that there had been any dearth of
musical theorists with the Arabs since those we men-
tioned. Following Chalil and El Kindi, in the
eighth and ninth centuries, came the Hispano-Arab
writers, chief of whom was Al Farabi. Then we
have Abd El Moumini (eleventh century), Mohammed
Ben Ahmed ElI Haddah (twelfth century), and
Mohammed Schirasi (thirteenth century). But the
fourteenth century was, with the Eastern Arabs and
Persians, most propitious for the cultivation of the
arts and sciences, as they were now under the bene-

ficial rule of the Mongols. And from this period

| has come down to us several works on the science

of Arabian-Persian music, and three especially;
those of Ssaffieddin, Mohammed Ben Abu Bekr Ben

e 8 e B i g g e 6 e

! Scerouni and Abd El Khadir. From these works we
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can see what the system of the Eastern Arabs and
Persians (for they cannot be separated), really was*

Sir Hubert Parry, in his “Art of Music,” has re-
ferred to the Eastern Arabs and Persians as possess-
ing “the most elaborate scale system in the world."
The octave was divided into seventeen parts (third
tones). This has led historians and writers to as-
sert that the Arabs had more notes within the octave
than Europeans. As a matter of fact this Messel
system, as it was called in the East, did not give
them more notes in practice, but was intended as a
provision for an absolutely true scale. As Landt
and Hatherly| point out, the theorists discriminated
(for example) between the scale of C sharp and D
flat. By this system were obtained true fifths and
fourths, a true minor seventh, and a very reliable
major third and sixth. Here we have evidence

* How much was Arabian and how much Persian, i= diffi-
cult to say. The influence of the latter no doubt predomin-
ated. Six out of the twelve principal modes are nomed
from the Persian language, as are most of the technical
terma,

t Land, “ Recherches sur l'histoire de gamme Arabe”
(1884),

{ Hatherly, ''Treatise on Byzantine Music."
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that in the fourteenth century at latest, the Eastern
Arabs and Persians had established the consonances
of the third and sixth major and minor, whilst
Europe was still under the Greek theory. Thatthese
“niceties™ of the scale were really practised is doubt-
ful. Riemann thinks that the Messel only belonged
to the theorists,® since we know that at this time
(fourteenth century) the diatonic system of seven
fundamental tones and five intermediate tones was
in practical use with the eastern Arabs and Persians
Land (" Recherches sur 'histoire de gamme Arabe™)
has also shown that the practical working of the
Messel as stated by Villoteau (*Description de
I'Egypte”) was not followed. A. J. Hipkins (Grove’s
“Dictionary,” article, “ Pandora") perhaps rightly
sums up the question when he says: “ The anthme-
tical reasonings of philosophers who sought to ex-
plain the musical scale could never have been, ex-
cepting in the larger intervals, the practical art of
musicians."”

These Arabian-Persian theorists divided their

music into certain fixed modes or scales, and

* A century ago an Arab musical theorist named Mechiga
rednced the seale to quarter tones,

|
!
!
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although the theorists do not agree precisely with
one another, we may summarise the modes as fol-
lows: there were twelve principal modes called the
Makamat :

Uscmai: A, B, Cg, D, E, Gp, GE, A

Neva: A, B, C,D. E, F, G, A,

Apv Seuis: A, A2, D, DS, F, G, A.

Risn: A, A%, C, D, E, Fg, G, A.

Ieax: A, Bp, C2, D, Fp, F, F$, G§, A.
Iseamax: A, Bp, 0. D, E, F, G, A.
ZingrkExn: A, Bp, C, D, D, F, I'g, G%, A.
Burtro: A, Bp, 0f, D, D2, E, Gp, G2, A.
Zenmia: A, B, Cg, D, D2, F2, G, A,
Rusovi: A, Ag, Cg, D, Dg, F, G, A.
I’eain: A, Ag, C, D, Dg, F, G, A (= Anv Bnix),
Hipscuar: A, Az, O, Dg, F8, G, A,

Besides these, there were six other modes called
the Evasat, viz. : Skenas, Meia, Selmek, Nevrus, Kir-
daniah and Keowncht, considered by some writers as
earlier modes, and by others as derived from the
Makamat. The pature of these modes was demon-
strated by circles divided into eighteen points, re-
presenting the seventeen intervals, and from these
“circulations of the mode,” as they were called, re-
sulted eighty-four scales. This was doubtless the

system, but naturally in its earlier and less complex
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form, which Serjab introduced into the music schools
of Arab-Spain in the ninth century,

But among the doctors at Cordova, a very catholic
course of music study prevailed. Not only their own
musical science, but the theories of Pythagoras and
the Greck system in general were taught to the
pupils. In the process of time the Greek theory led
to modification in the Arabian-Persian, and by the
tenth century, when the music culture of the Arabs
of Spain had almost paled the fame of Bagdad, the
learned Al Farabi had become a streng advocate of

T B e 0 e 8 e e

the Greek system, which finally resulted in a de-
finite abandonment of the old theory.* In its place

was formulated a system which, although retaining

the old designations, was Greek at bottom.+ It is
the musical system which has since remained with
the Arabs and Moors of Mauretania.

From the argument which I have placed in the
foregoing, that the musical system of the Eastern
Arabs is different from that of the Mauretanian
Arabs, and by the reasons and proofs for this dif- 1

* Fuertes, * Historia de In musica Espaifiola.* F
t Kosegarten, ** Alii Hispahanonsis.’
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ference which 1 have endeavoured to give in these

notes, we may be able to reconcile the divided camps &

of theorists who have dealt with the problem of '!

Arab music. !

According to La Borde (" Essai sur la Musique™), !

Villoteau (*Description de 'Egypte™) and Kiese- s

wetter (“ Die Musik der Araber”), the Arabs in gen- 1

eral had the “Messel” system and the theory as !_
laid down by the fourteenth century Eastern Arab

Lhenr:sts, Ssaffieddin, Abd El Khadir, etc. On the Ilt

l:rl;h:r hand, Kosegarten (“Alii E Hmpaham!:ms“ and f l

other writings), following the tenth century His- i

I

{

|

!

|

¢

{

pano-Arab theorists, Al Farabi and Ali of Ispahan,
opposed the former writers, saying they had con-
fused the Arab with Persian theory and insisted
on the Greek theory as being the basis of the Arab.
Salvador held this view, although he did not ar-

rive at his conclusion from the theorists, as did

music among Arab musicians.

Between the time of Kosegarten (1840) and Sal-
vador (1863) it had been stated positively by Sori-
ano-Fuertes (“Historia de la Musica Espafiola,”

1855) that in the ninth to tenth centuries the His-
mmmmm.w

!
!
i
{
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|
t Kosegarten, but from a prolonged study of Arab
!
|
!
!
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pano-Arabs had abandoned the Arab-Persian theory
for the Greek. Although this statement appears
to have been ignored by every writer on the
subject (including Fétis but excepting Rowbotham),
I believe it is the crux of the whole question. What
became the theory of the Hispano-Arabs in the tenth
century came naturally to the Mauretanian Arabs,
who have since preserved it, and is precisely
what Salvador found The Eastern Arabs,
however, appear to have been uninfluenced by the
new theory accepted in Spain, and held to their own
system, as illustrated by the fourteenth century
theorists,

6.
EUROFEAN VIEWS OF ARAB MUSIC.

“I must confess” says Lane (“Modern Egyp-
tians”) “that I generally take great delight in the
more refined kind of music which I occasionally hear
in Egypt; and the more I become kabituated to the
style, the more I am pleased with it : though, at the
same time, I must state that I have not met with
many Eurupﬂﬂns who enjoy it in the - same degree as
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myself” Compare this with a traveller (Campbell,
“Letters from the South") who was not kabituated
to the music, and says: “Music, which to European
ears, if I may judge by my own, is unintelligible
and execrable” Villotean found the * forced modu-
lations," the “rude and extravagant ornaments” of
Arab music, “revolting to the ear.” Neukomm, the
composer (quoted by Fétis), when in Algiers m
1835, spoke of his ears being “tortured” by the
native music. Even a musician like Sir Arthur Sul-
livan, who heard the finest musicians in Cairo at a
concert at the house of Tigrane Bey, the Khedive's
cousin, was perplexed. There were six performers
—two singers and players on L'Oud, Kanoun, Ndy
and Taar. He says: “We had three hours and a
half . . . . the Chief, who played L'Ond, was a
very fine player with really remarkable execution
The music is impossible to describe and impossible
to note down. I came away dead beat, having lis-
tened with all my ears and all my intelligence”—
(“Fortnightly Review,” [January, 1go5) Harris,
speaking of the Persians in the eighteenth century
(“ Pinkerton's Voyages"), says their music is “so
different from ours, that it is a long time before it

I‘ll‘l‘” I — O
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I becomes pleasant to a stranger's ears” Addison
i (“West Barbary,” 1671) found that Moors had “very
¢ harsh and sawing voices” which “grated” upon the
! ears. Niebuhr (“Travels through Arabia,” 1790)
! thought the music “disagreeable” Another writer,
! Macgill (* Account of Tunis,” 1811), says the “ music
! 15 of the most barbarous kind. The braying of an
‘ ass is sweeter than their softest note, whether vocal
or instrumental” On the other hand, Shaw
i (* Travels in Barbary,” 1757) speaks of it as “artful
!
;

and melodious”; Lempriere (" Tour from Gibraltar {
to Maroceo,” 1793) finds it “beautiful and simple”; |
and Durrieu ("Present State of Morocco,” 1854), |
thinks * nothing can be more plaintive” than some I
of their songs (see No. 42 of these “ Notes il 1

!

7

ROHYTHM, ]
“In the Algerian airs I could discern no rhythm i'
]

—what, you will say, melody without rhythm! it is |
impossible, and the fault was in your ears. Well, i

without rhythm, and I thought at first that the fault 1
mwmmw

i L own to you the utter difficulty of imagining music i
&
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lay wholly in my own ear; but when I spoke on the
subject with a Frenchman here, who is the leader of
a regimental band, he told me that the rhythm in
Moorish melodies is so capricious as to puzzle him.”
—Campbell, “Letters from the South" 183-.

Here are some specimens of rhythm from the
“Zendany,” or popular melodies. The top line of the
drums stave is played by the Derbouka and Djnoud;f
(metal castanets attached to the thumb and middle
finger), and the bottom line by the 7 aar and Bendair

“Eaonia ZENDANL"
MM J =g

“ExrouM CHENOUDL™
Allegro J = 138
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8.
THE * GLOSS."™

Emil Naumann says of the Arab melodies: “1f
some are remarkably pleasing, there are others whose
beauty is marred by confused and intricate progres-
sions, elaborated with every kind of possible and im-
possible Hourishes, producing a most disagreeable
effect on the ear of the auditor."—" History of Music."

9.

THE * GLOSS."

ll“lmﬁllﬂ”m“‘ﬂmt‘ll“I‘il‘lmlqﬁ-l

This example of the gloss is taken from Villo-
teaw,” and is one of the few that have been given

* I am loth to use this example of Arab musie, which
does not belong to Mauretania, but since I can find no ex-
amples of the “"gloss' eltewhere, T am compelled to fall
bavk on Villotesu,
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Lane's examples of Arab music are given without
any of the embellishments which are added by the
A'ldteeyek (professional musicians), and so are
those of Salvador and Christianowitch With
Rouanet, the gloss appears only to be partially

8 8 8 T e . 'Il-'ll"-hl"--'lln'lll-'lI"-H'-'M"I-'lI‘-IIMI‘-‘!MI"I'I‘IHMHHI
i | §| |
w
s ol
?
.
*|
by
-
i'”
L

|
-IJ
T.h'.i’
|
.Lﬁa
|
ﬂ
;
I
e i e 0 e e 7 e S 1 S 4 e e e 8 5 i e # e  [  n0

ot
|
|
|
|



! 192 Notes onm Arab Music.

avoided. The talent of the singer or player is ab-

solutely determined, says Salvador in his " Notice
sur la Musique Kabyle” by their ability in impro-
visation with the gloss. The use of these embellish-
ments have made it very difficult to distinguish the
f melody proper. Christianowitch, when collecting
'I' for his book on Arab music, experienced this diffi-
’ culty in taking down the melody, covered as it was
I by “trilles, roulades et fioritures”
Ouseley (“Travels,” 1815) found the gloss in
Persia, and says, whether the music was vocal or in-

strumental, “ the predominating characteristic seemed

little more than a succession of trills and shakes"
Morier (“Second Journey through Persia,” 1818)
speaks of a smger who fanned his mouth with a
piece of paper so as to obtain these trills and shakes.

Since the modern Arabs have no written music,
every note, every phrase, being passed by audition
and routine from one musician to another, it is easy
for an alteration in the original text of music to
creep in, by reason of this very gloss. An addi-
tional note or phrase which one musician may play
as an embellishment, may unwittingly be taken for

!
|
!
to be a querulous tendency . ... and the tune a I
!
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the original motive by another. Salvador shows in
his “ Notice sur la Musique Kabyle," that in modern
Arab music even a few months is sufficient to admit
of alterations in the melody, caused by the gloss. He
mentions a song, " Banni-banni," sung in Tunis in
1857, and when imported into Algiers a few months
later, it was considerably altered. One of the most
popular songs in Algiers, “Chebbou-chebban,” has
two forms, whilst the song of “Salah-Bey" was
noted by Salvador in five different manners. In his
essay on Kabile music he gives a song, “Dadda-AlL,"
in two versions, and admits he does not know which
might be the original.

Ernest Newman has often referred to the correla-
tion between an art and the physical condition upon
which it is dependent. No better example of this
could be found than with the Arab, and especially
in the gloss. The whole of Arab history, language
and social life may be summed up in one word—
“phantasy.” Their literature, science and art certainly
reveal abundant evidence of this. Look at their
architecture; it is more decorative designand compli-
cated pattern than staple structure Their pictorial

representations all point to colour array and unde-
e e e e 5 e e 5t S e g e 4 5 i
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finable arabesque, without organic arrangement. The
same with their music. It is the gloss, the variants
and ornaments, that is the dominant factor.

10‘

THE “NOUBA."

The Nowba is the classic musical form with the
Arabs, as the symphony is with Europeans. It is
an arrangement of songs or melodies in a prescribed
form. There are two kinds, according to Rouanet
(“ Répertoire de Musique Arabe”), a Nouda Neklabat
and a Nowba Gharnata, The former is made up of
songs (Neklab = song), and each song hasits prelude
called Mestekber. This class of Nowba has also an
averture termed Tckencbar. The three specimens of
this class of overture which I have seen in the “Ré-
pertoire” mentioned are of Turkish origin, and in-
deed Rouanet says that this music was introduced
into Algiers by Turkish musicians in the service of
the Sultans of Algiers at the beginning of the six-
teenth century. According to Makrisi and the Per-
sian writers on music, the word Tekenebar was used
to denote a melody in duple measure.

i —
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The Nouba proper is called the Nouba Gharnata.
It is of more importance, musically, than the Nowba
Neklabat. This is the Nowba in five movements de-
scribed by Salvador, which are named by Christiano-
witch (" Enquisse Historique,” etc): (1) Mosadder;
(2) Betaihh; (3) Derdj; (4) Insiraf (Messraf in
Rouanet); (5) Kkélas (Meklass in Salvador and
Rouanet) Rouanet says that every Nowba Ghar-
naéa is preceded by a prelude—Mestekber, and an
overture— T ouchiat,

Chnistianowitch gives the notation of seven
Noubet, whilst Rouanet gives a complete Nowba,six
overtures (louchiat) to the Noubet Gharnata, three
overtures (T'chenebar) to the Nouwbet Neklabat, and
several preludes ( Mestedber).

Every Arab musician is familiar with the Kadriat
senda and Zendani, ie, the classical and popular
songs, yet only the elect know and play the Noubet.
Christianowitch says that he knew of three musi-
cians only, in all Algiers, who knew the Nowber,

Concerning the origin of the Nowba, it is credited
to both the Turks and the Moors of Spain. When
we consider the art history of the Turks, and especi-
ally at the beginning of their domination of Maure-
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tania (fifteenth to sixteenth century), when it is gen-
i erally acknowledged (see Hatherly’s " Byzantine
j Music™) that they possessed no music of their own,*
i this claim for the Turkish origin of the Nouda can-
i not be credited, in the face of the advanced arts of
, the Moors. The very titles and sentiment of the
i Noubet, at any rate the Noubet Gharnata, carry the
i imprint of the Moors of Spain. With the Noubes
i Neklabat, Turkish influence may, perhaps, be ac-
! knowledged in the form. Possibly the Nowba
i Gharnata of the Moors was too complicated and
| severe for the Turks, hence the need for an easier
1 form—the Nouba Neklabat, which is simply a string
i of songs preceded by an overture ( Tchencbar). In
i the examples of Tchenebar that 1 have seen, they
! nnt_ only bear Turkish titles, but have the strong
l martial colouring of the Irak and Saifa modes
!

!

!
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Jones, in his “Lyric Airs,” gives a Turkish piece of
music, of several movements, called * Susudil,” which
like the Nouba Neklabat, is a mere string of melo-
dies without organic relation to each other.

S —

* Oussley (* Travels,”” 1815) says that prior to 1637, the
art and science of music was unknown to the Tuorks.
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Here we give a specimen of a Nowba Gharnata
(mode L'sain) from Christianowitch’s “ Enquisse His-
torique de la Musique Arabe,” which contains the
five movements proper to the Nowba. To fully
grasp the importance of this class of work, one must
really see the Nonda edited by Yafil and Rouanet,
which contains the Nouxda in its entirety, overture,
preludes, bridge passages, gloss, etc.

The mode L'sain is A, B, C, D, E, F, G, A, but
Arab musicians, like European, select a pitch suit-
able to the compass of the voice, and to the senti-

e B § 8 e ¥ g § ""‘""""’""""""""'ﬂ""""

ment of the music performed. The question of pitch
15 of small importance with them, so long as the
character of the mode, in its particular succession of
intervals, is maintained. It was the same with the
Greeks. Munro, in his “Modes of Ancient Greek
Music™ (18g4), says that after Ptolemy's reform of
the scales of the modes “the pitch was left to take
care of itself" Hatherly (“Byzantine Music")
shows that the same custom exists in Turkey and
Syria. He says: “In the East it is not unusual,
when the notes become inconveniently high or incon-

veniently low to suit his voice, for a singer to modu-
B e 0 B g i 8 g e 4 e e 0 | i —
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late into another key, as we should style it, taking
his mode with him. . . ., Instrumentalists do the
same, . . . . But effect, nat convenience, is the con-
straining motive in their case.”

Thus we have in this Nowba several keys, but the
mode always remains the same, with the semitones
from second to third and fifth to sixth degrees.  Ac-
cording to Rouanet (“ Répertoire de Musique Arabe™)
these transpositions are regulated, and only certain

SOUBA L'BALN.
MaTnra “MossDDER"™
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11.

THE “BECHERAF."

The Béckeraf is apparently the Mestedber alluded
to by Rouanet, who says it is played by a solo in-
strument unaccompanied by the drums. Sir Arthur
Sullivan, when in Cairo, describes hearing an Arab
orchestra playing a Pescheveff (“Fortnightly Re-
view,” Januvary, 19o5). With the Nowba Gharnata
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the prelude is called Mestekber senda, ie, a classical

prelude, to distinguish it from the ordinary Mested-
ber which precedes the songs in the Nouba Neklabat.

There is also a smaller prelude called Kersi, which

Imummmmwmwmf
E

precedes all the movements of the Nowba Gharnata,
save the last, as well as a vocal prelude (possibly the
singer’s recitative mentioned by Salvador), knownas
Daira (see also No. 13 of these “ Notes").

12,

THE “CIRCLES."

The Arabs were much attached to the circle as a
means of expression. They explained their modes
in this way, as shown by Kiesewetter (“Die Musik
der Araber™), hence the phrase “circulations of the

mode.” La Borde (“Essai sur la Musique”) gives
an example of the Arab system of musical notation
by this means, which is extremely interesting.®* His
explanation of it, and its translation into modern
notation by Dalberg (* Ueber die Musik der Indier i

although accepted by Kiesewetter, has been rejected

* It is taken from the sixteenth-seventeenth century MBS,
of Schamseddin-Saidaoui.
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o

by Fétis (“Histoire Générale de la Musique™). The
MS, of Ali of Ispahan contains these “ circles,” such
as Salvador speaks of, to denote the rhythm.

13.

!

{

!

%

{ THE PRELUDES.

' Shaw (“Travels in Barbary,” 17357), who visited

! Mauretania very early in the eighteenth century, says

[ that in the historical camtatas (presumably the

‘ Noubet) the Arabs had their preludes and sym-
phonies, each stanza being introduced with a flourish

f from the Arabebbak (a kind of Rebab), whilst the
narration was accompanied with some soft touches

i upon the Gaspak (Gosba).
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14.

THE TONIC.
Salvador says the fourth note in the scale is

always the tonic. His own examples will not stand
this firm law.
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18.

THE DEAWLED SCALE.

The nasal method of singing and the habit of
ghding from note to note, especially in the gloss,
has led historians and travellers, especially those who
were aware of the Messel system of the fourteenth
century Arabian-Persian theorists, to assert that the
Arabs played these third and quarter tones.

It was this that probably misled Lane, who refers
to these third tones as “small and delicate grada-
tions of sound,” which “give a peculiar softness to
the performances of the Arab musicians”

This nasal intonation and porfamento is an abso-
lute necessity to an Arab singer, and the more ex-
aggerated its character, the greater is the merit of
the performer. Precisely the same idea exists with
instrumentalists, the portamento being cultivated to
the extreme. Naumann, the historian, found this
peculiarity among the modern Greeks and Anda-
lusians, which is probably a survival of Arab
influence.

J. B. Wekerlin, in a lecture before the Société des
Compositeurs de Musique, in 1864, agreed with Sal-
vador and attributed Villoteau's belief in practical
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The “Irak” Mode.
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third tones with the Arabs, to this nasal style and 7
the drawled scale.

—

16.

THE “IRAK" MODE,
Here is the scale of the [ra# mode:

TRAK.
=
T '“ﬂ“‘_ﬂ
=

Of examples in the mode [/ra#, Christianowitch

could find no trace. Yafil and Rouanet, however, give
several specimens, a Tchenebar Irak, a Mestekber and
Neklab “Li Habiboum Ked Samah li," and some
Kadriat senda and Zendani, and gives the scale as A,
B, C sharp, D, E, F sharp, G, A, which clearly does
not agree with Salvador. This scale is Djorka, which,
as Salvador says, has the characteristics of Irak.
Rouanet has perhaps confused the modes. Among
the Zemdani which he gives, the one entitled “ Djatni
bria"™ shows that he is not certain of the mode since
he labels it frak or Djorka. Salvador says in his
“ Notice sur la Musique Kabyle," that in the /ra£ songs
the melody rests within the compass of a seventh,
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the lowest note being A, and the highest G. This
1s clear from the examples he gives, * Erfed-adhar-
im-ehouzz adaoui-m," " A-ir'ef-iou-ekker-our-eggan,”
a song made on the expedition of Marshal Bugeaud
against them in 1847, and a song known as the
submission of the Kabile to Marshal Randonin 1857.
This compass may perhaps only refer to Kabile
music, as the Tunisian-Moorish song, “Le Ramier,”
quoted by him as /ra#, is not so restricted. The *Li
Habiboum Ked Samah li," given by Rouanet as frak
agrees entirely with Salvador. Salvador speaks of
the Hanefi chants being in this mode So is the
Koran chant given by Lane in his “Modern Egyp-
tians.” In the Eastern Arabian and Persian system
there is an /ra% mode known as the “ Arabian mode.”
Its scale is A, B flat, C sharp, D, E flat, F, F sharp,
G sharp, A
Here is an example in the /ra# mode:

" ERPED-ADHAR-IM-ENoUZ: ADaoUT-M." KamiLz Soyo.

(IrsE Mooe.)
g 3.3 K .
Drums F.==| L s

[

!

;“ll‘-ll“lmmr-.ilul"ll-ﬂ B ) T " 'i'ﬁ-l‘l"—-



‘T
|

e L T T T T ST S S S N S ST S S re— B T

;"mlﬁwmllmml”ﬁl

!
!
l
!

0 0 8 0 T i e | e e

The "Mesmoum " Mode. 207

ﬁ —!—Fﬁ#rrg:ﬂ

17.

THE “MEZMOUM" MODE.

Here is the scale of the Mesmonum mode:

MEzmoUm.
BN - I

".._-9
o= )

There is an absence ¢f the second note in the songs

of the Mesmoum mode, says Salvador (* Notice sur
la Musique Kabyle™). The scale really is E,
G, A, B, C, D. It rarely ever reaches E
octave, the melody usually lying in the compass of
six or seven notes. This is noticeable in the speci-
mens that he gives of Kabile songs, * Ait-erbah™ and
“ Laman-ichoud-r'er-en-nedieh” Rouanet is rather
confusing in his description of the mode, by saying
it is the “Lydian" scale, and at the same time calls
it the modern major scale, neither of which, how-
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ever, agrees with Salvador. In Spain, says Salvador,
all the old popular songs are in the Mesmoum mode,
a fact which is also noticed by Engel (“Study of
National Music”). Fétis says Mesmoum is not
known to the Arabs of Asia, Egypt nor Spain. If
this is so, it is further evidence of the independence
of the music of the Mauretanian Arab. There is a
quaint specimen of Bedouin music given by La Borde
(“Essai sur la Musique™), which is entitled “Le
Mizmoume.” There is also an interesting Arab be-
lief mentioned by Shaw (“ Western Barbary,” 1757),
that “the flowers of mullein and mothwort will drop
upon playing the ‘Mizmoume.""
Here is an example in the Mezmoum mode :

“Arr-Eraan"” KaniLe Soxc,
fMezumovs MoDe.)
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18.

THE " EDZEIL" MODE,
Here is the scale of the Edseil mode :

=

The Edzeil mode is referred to by Christianowitch
and Rouanet as Dil. The former gives no exam-

ples, and the specimens of the latter in the Kadriat
senda and Zendani, seem to agree with Salvador,
although Rouanet considers Edse:il little different
from Meia. The scale of the latter he gives in two
forms, one of which falls entirely into Salvador's
Edseil. Salvador has two specimens of the mode,
both modern Kabile songs: one made on the expedi-
tion of the French against the Kabiles in 1851, and
another on the expedition of 1856.
Here is an example in the Edseil mode:
Easiie Soxo.*

(Borxin Moopa.)
Andantino

-
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* Sang made upon the Expedition of General Pélissler against the Kakiles, 1h51.

19.

THE “DJORKA"™ MODE.
Here is the scale of the Djorka mode:

DJoREs.
p————
ey
=

The Arabs to-day, according to Rouanet, say there
is no mode Djorka because there is no Nouba Djorka.
This is really no argument, since there are Nowubet

of which mere fragments remain, and so it is not un-
reasonable to suppose that the Nowba Djorka has
been lost entirely. The mode is not mentioned by
Christianowitch, but is acknowledged by Rouanet,
who says that although its character seems more
resolute, and has different endings, it is much about

the same as [ra#, the scale of which he gives as:
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A, B, C sharp, D, E, F sharp, G, A. This is iden- !
tical with Salvador's Djorka, and Rouanet is evi- l
dently wrong in assigning a common scale to both !
modes, as the difference between his Mestedber and !
Neklab Dijorka “Mahma Tekter fel Moudelel,” and |
his Mestekber and Neklab Irak “1i Habiboum Ked |
Samah 1,” is as clear as daylight. Salvador points !
out that Djorkéa has the characteristics of [lrak, !
“from which it is sometimes difficult to distinguish !
it." In the three examples which the latter gives of i
Kabile songs, “A-bab-el-lefedhol,” “Imma-Hanna " i
i
{
!
!
!
%
%
|
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and “Complainte de Dahman-ou-Megal,” he admits

that owing to the restricted compass of the songs he

is unable to say whether they are in Djorka or lrak.
Here is an example in the Djorka mode :

“RKraa Bex1 Amems” Eamiix Soxa.

(DaoRKa MoDx.)

Allegretto (58=4) #
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20.

THE MINOE SCALE IN ARAB MUSIC.
Carl Engel probed forty melodies of the Alger-
ians, and found twenty-seven in the major, three n

the minor, seven major and minor, and three uncer-

-
R
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tain. Prima facie this disposes of the idea of the
predominance of the minor mode with the Arabs.
But the truth is, since the Meia mode corresponds
with our major scale, and the L'sain mode with our
minor scale, there is abundant evidence that the
music of the Arabs may be found more readily in
the latter. Engel has evidently taken Christiano-
witch's harmonised arrangement! of Arab music as

i — T — ) — — ] ——

his authority. This arrangement is done in con-
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formity with European tonality, and is entirely
wrong, so far as the modal base of the Arab is con-

cerned.

21.
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THE “I'SAIN" MODE.
Here is the scale of the L'sain mode:

L aaiy,

@‘ = o '5_""':H

!

! !

! E

| |

E L'sain or Hassine is the name of one of the East- |

J' ern Arabian and Persian modes, known as “The E

g Lament,” and named probably after a famous l

f national hero, Hassine or Hussine, whose death is i

! the subject of a sort of national passion-play. This j

i mode has a scale: A, A sharp, C, D sharp, F sharp, i

i G, A, which is also the scale allotted to their mode

? Abuselik (evidently a mistake somewhere). How-

! ever, from this scale it is clear that the Eastern mode

/ has nothing in common with the Mauretanian. !
“h

*‘mmmmm‘llﬁlm‘immﬁtﬁlm"



S B B e e B e 8 e ¥ B

! 214 Notes on Arab Music.

.mwl—ﬂ“‘lt‘lﬁlmm o T —

!
|
!
1
I
|
!
]
1
a
a
l
!
1
'!
|
;
!
i

Strange to say, it is the Eastern mode Neva that re-
sembles the Arab mode L'sain. Christianowitch,
who gives a Nouba L'sain (Heosein), and Yafil and
Rouanet, who give a Touchiat Gribt L'sain (Has-
sine ), agree generally with Salvador's reading of the
mode. The examples given by the latter are: part
of a Nouwba L'sain called " Yamina,” an Algenian
song, “Chebbou-chebban,” and several songs of the
Kabiles, * Zohra,” “Stamboul” and “Dadda-AL"
(two versions).

Here is an example in the L'sain mode:

U OpEEnov-CHEnBA%.” MooRisH SoNc FROM ALGIRRS
(L'Sarx MobDe. )

Andantine {IH =J-]
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22.
THE “SAIEA" MODE,
Here is the scale of the Saifa mode:

BalKa.

-

g

Salvador gives no examples of Saika, but Chris-
tianowitch has a Newba Saika, which agrees gener-
ally with Salvador’s modal scale Yet there is a
persistence of F sharp and also of D sharp. This
is noticeable too in the Yafil and Rouanet “ Réper-
toire,” the Touckiar Saika, the Tchenebar Saika (an-
cient march of the Dey of Algiers), the Mestekber
and Nedlab * Ghouzili Sekkour Nabet,” the Mestek-
ber and Neklab “El Ked eladi Sabami” and the
Kadrat senda.

Here is an example in the Seite mode:

#InztRAF Nouna Saixa.”
(MuDE SaiKA.)
Mlur:u.u

£ poco agitato FL-’E%E
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Rouanet is uncertain of the scale, and gives it in
three forms in which he found it, saying it has been
altered from its original form. The Eastern Ara-
bian Persian mode of Abuselik ( = L'sain) agrees
with Salvador’s Saika. The three bars at the Markia
in the example are in the Edzeil mode, which might
be termed the relative mode to Saika.

283.

THE “MEIA" MODE.
Here is the scale of the Meia mode:

MrEfa.
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Christianowitch gives the notation of a Nowba
Meia, which agrees with Salvador's mode. Yafil and
Rouanet, too, have some examples, a Touchiat Meia
and a Moorish dance, " Bane Cheraff,” which fall into
Salvador’s scale, notwithstanding that Rouanet con-
fuses the student by saying first it is the Hypo-
Lydian scale (agreeing with Salvador) and again
gives it as C, D, E, F sharp, G, A, B, C. In the
Eastern Arabian and Persian system there is a Meia
mode with a scale, B, ¢, D, ¢, f, G flat, G natural, A.
It was called “The Treasury of Tones” From this
it is evident that the ancients divined the “treasures”
of the major mode (for such the Meia mode 1s) long
before European civilisation had grasped it.

Here is an example in the Meia mode :

“Hevss-Ep-Dovro MoorisE Soxc rrom ALg IERS,
(Mz1s Mobe.)

Allegretta {55 =-")
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24.

THE * RASD-EDZEIL" MODE.
Here is the scale of the Rdsd-Edzeil mode:

. = =

Fétis, in his “ Histoire," misquotes Salvador’s read-
ing of the Rdsd-Edseil mode, and then proceeds to
correct him.  He gives Salvador's scale as beginning
on G, whereas it should be D. Here are Salvador's

- —
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words: “Le mode Rdsd-Edszeil, correspondant au
mode Hyper-mixolydien des Grees, et au Awitidme
ton du plain-chant ayant pour base le 74, octave du

premier.” Fétis also finds fault with his designa-

e # 0 d

tion of the keys of plain-song, but according to the
most trustworthy authorities, Salvador is right.
Where Salvador might have stood corrected was in
his conception of the Greek modes. This mode is
mentioned by Christianowitch, but not by Rouanet.
1 have seen no examples of Rdsd-Edzseil. (See No.
#7 of these “Notes" for a mode Rdsd.)

!

28. ;

THE *TAAR." i

The Zaar described by Lane (“Modern Egyp- |

tians ") 1s eleven inches in diameter, which is aboutthe ’
size of the one given by Christianowitch (* Enquisse

Historique,” etc.). Lane says it “is held by the leftor !
right hand, and beaten with the fingers of that hand,
and by the other hand. The fingers of the hand

which holds the instrument, striking only near the !
hoop, produce higher sounds than the other hand,

which strikes in the centre” Note this in relation B
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to the diversity of timbres from the drums as men-
tioned by Salvador in Chapter V. Shaw (" Travels
in Barbary,” 1757), who visited Mauretania in the
first decades of the eighteenth century, describes the
Taar of the Moors as identical with the above, but
that of the Arabs and Bedouins did not have the
metal discs in the rim. He says it served as a bass
to the concerts, and the players touched it “ very art-

5 e 8 s i, e ¢ |.= s

fully " with their fingers, knuckles and palms.
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286.
THE “@O0SBA" AND “DJAOUAEK."
Shaw (“ Travels in Barbary," 1757) speaks of the £
Arab flute Gosba (Gaspak) of three or more holes ac- i
cording to the ability of the performer. Lumsden !
(“Trip to Algerine Territory,” 1847) writes of an E
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Arab street player, who “played an air, if air it may
be called, consisting of about two or three bars at
the utmost, of a simple modulation on three or four
notes on a rude flute” Shaw (see above) says Arab
music rarely consists of “more than one strain”
Lempriere (“ Tour from Gibraltar to Moroceo,” 1793)

found in the slow airs a “melancholy sameness”

THE INAOUAK AND GOSDA.

=7,

THE “DOF."

The Dof is about eleven inches in diameter, and
is played and held similarly to the Taar. It has
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“snares” stretched across the inside of the head,
which give the instrument a sharp crisp tone. It
is mentioned among the instruments of the Arabs of
Spain by Al-Farabi (tenth century), and still in use
by them to-day as the Aduf. The Dof of Persia
given by Ouseley (“Travels,” 1815) is more like a
huge tambourine without the metal plates. The
Tof of the Hebrews, according to Kircher (“ Musurgia
Universalis”) appears to be like a kettledrum.

THE “EANOUN."
The name Kanoun, says Lane is derived from the
Greek and means “rule” “law,” “custem” The
Kanoun of Mauretania is of different shape to that

used in Egypt and Asia, being more like the Santir.
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The Kanoun described by Lane (“Modern Egyp-
tians ") has seventy-two strings. Fétis, quoting the
Belgian Consul at Alexandria in 1839, as his author-
ity, says the instrument had seventy-five strings, like
the one described by Salvador. The instrument is
played on the knees. “Under the hands of a skil-
ful player,” says Lane, “the Kamoun pleases me
more than any other Egyptian instrument without
an accompaniment” Salvador says, in his “ Essai
sur l'origine de quelques instruments,” that whilst the
mnstrument came from the Greeks, he is not sure
whether it is derived from the Trigonon or Kynnira.
The former seems the more probable etymologically,
and moreover we find that Al Makkari mentions the
Kennire with the Arabs.
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29.

THE “EKANOUN" SCALE.
Fétis (“ Histoire, etc.”) says the lowest note is E
and gives a different scale.

80.

THE “RAITA" OR ‘' SAIEA”

Among the instruments of the Arabs of Spain, as
given by Al-Farabi (tenth century) are Asahkika
(Saika) and Almeya (Meia). In Spain to-day there
are dances by these names, which are of Arab ori-
gin (Fuertes, “ Historia de la Musioa Espafiola™).

31.

THE “ATABAL" AND *NAKAKEER”
Salvador does not speak of the kettledrums as
Nakdbeer, a word generally considered to be the
Arabic equavalent, but as Atabal, which, he says, is
the old Arab designation® The term Nakdkeer is

* This is also the designation of Christianowiteh,
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not used in Mauretania for kettledrums. It is, haw-
ever,the common appellation for them with the East.
ern Arabs, and in Egypt, Persia and India. In lus
“Essai sur l'origine de quelques Instruments," Sal-
vador points out that Nacguaires ( Nakdbeer) was the
general term used by the ancient Arabs for their war-
hke c#ﬂﬂ.rau.s. and as the kettledrums were, with the
oboes, the warlike instruments, the word Nacguaires
became transferred to the kettledrums, just as the
military oboes became known under the name of the
mode in which the war-songs were sung, viz.,, Saika
or Raita. The word Naguaires (known to the
French as Nacaires and the English as Nakeres)
doubtless came into Europe at the time of the East-
ern Crusades (Michaud, " Histoire des Croisades ).
With the Arabs of Spain, kettledrums were Atadal,
as with the Mauretanian Arabs. It is the name for
kettledrums with the Spamards to-day. Here again
we see the independence of the Mauretanian from
the Eastern Arabs. (The question of its introduc-
tion into Europe is dealt with fully by Kastner,
“ Manuel Générale de la Musique Militaire,” and also
in the present writer's “Rise and Development of

Military Music").
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32.
THE MILITARY BAND.

A traveller (Lumsden, “ Trip to Algerine Terri-
tory,” 1847) describes a military band of the Arabs
as comprising " three wind instruments resembling
clarinets, of a very rude construction, however; six
small drums shaped like our kettledrums, but meas-
uring only six or eight inches in diameter; like the
kettledrums, each person took charge of two; three
large bass drums played upon with a regular drum-
stick at one side, and a switch at the other; and two
pairs of brass cymbals” This is little different to
the military band of the Turkish Janissaries (Farmer,
“Rise and Development of Military Music,” 1912).

38.
THE “ATAMBOR.
The Atambor seems to be identical with the Zabl
given by Lane (“Modern Egyptians™). Like the

e i e e e S |-l|i‘lt-1_!lﬂhl|“r—4ll-ﬂl-"‘-—llw~
p-..-u-..-.-..n--.--.-u-..---.-mmhnmu—am“m-‘umm-‘-n-“

e —




tl-t--.-n--q-

!
{
o
!
!
!
!
!
!
|
{
!
!
!
!
!
!
!
!
!
!
i
!

The " Derbonfea 227

I'_“_l_lnl-ﬁw*tmw*l_“imﬁl#m.

Nakdkeer, 1t belongs to military and processional
music. At the time of the Crusades it was adopted
by the Western armies for their military bands,
which hitherto had only been served by trumpets
and horns. In England this Eastern name for the
side drum (7aber) survived until as late as the
eighteenth century (Grose, “Military Antiquities™),
although it had been then generally superseded by
the word drum. In France, as Tambour, the
designation still persists.

34,

THE “DEREBOUKA.”

Lane speaks of two kinds of Derbouka, of wood

and of earthenware. That used amongst the Arabs
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of Mauretania appears generally to be of the latter

!
(see Chnistianowitch, “Enquisse Historique,” and
Campbell's “ Letters from the South ™). It is about
bfteen or sixteen inches long, and in being played
z 1s suspended by a cord over the left shoulder, and
I carried under the left arm. It is beaten with both

£ hands and yields different sounds when beaten near
! the edge and near the middle. Macgregor in his
"Eastern Music"” says: “Its tone is full and musi-
cal with a range of three notes depending on the
mode and place of striking the top” Among the
upper classes, some beautifully designed Derboukas,

inlaid with mother-of-pearl, are used.

DERBOUEA.

!
i
i
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38
THE “ BENDAIR
1] The Bendair, as we may see from the illustration,

| resembles the Taar, but the metal discs which jingle
| in the rim are missing. Instead of these, there are
!L “snares” stretched across the inside of the head,

which give the instrument a tone like our side drum.

36,

THE “REBARB."

Kebab, says Lane (“Modern Egyptians”), is the

general Arabic name for a viel. In its earliest form

*} (which is given here and also in the frontispiece)

i it was probably not a bowed instrument, but

Wﬁiml‘!l‘ll‘l}mm"‘m
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EASTERN REDAD.

played like a guitar. Tt was found in this form in
modern times among the desert Arabs (Crichton,
“History of Arabia"), and also in Algieria to-day
with the Kabiles. When it became a bowed instru-
ment is difficult to say. Fétis (* Antoine Stradi-
vari," 1856) says that a bow with a fixed nut may be
seen among the ornaments in a collection of poems,
of an Arab MS. of the time of the first caliphs
(seventh century) at the Imperial Library of Vienna.
Al-Farabi is usually referred to as the first to men-
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tion the Rebab. But it is mentioned by Al of Ispa-
han as being used by the musicians at the court at
Bagdad two centuries and a half before this. Al-
Farabi speaks of Arrabil. This is none other than
the Kebab. Heron-Allen, the diligent historian of
the violin, mentions having seen in the Basque
provinces the Kebad under the name of Kabel; whilst
our own Chauvcer speaks of the Ribible. This in-
strument, shown above as the Eastern RKebab, was,
no doubt, used by the Arabs and Moors at the time
of their conquest of Spain, and may be counted as
one of the precursors of our violin. Kathleen
Schlesinger (" Precursors of the Violin Family "), ane
of the most careful and diligent of musical anti-
quaries, has not accepted this flat-chested Eastern
Kebab in the ancestry of the violin, for these reasons :
Because: (1) it is entirely different to the European
Rebec; (2) it is held like the violoncello; (3) there
are no proofs of its antiquity. None of these
reasons appear to be valid enough for rejecting the
Eastern Rebab, as: (1) the Reber did not come from
the flat-chested Easterm Rebab, but from the Oud,
which, as we shall see later, was the parent of the
vaultchested Moorisk Rebab; (2) other recognised
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T precursors of the violin were played violoncello-wise,
! eg., the guitar-fiddle given by Miss Schlesinger in 1
! Fig. 176, which is admitted to be “by no means a
i solitary example of this position™; (3) the very i
! primitive construction of the Eastern Rebab is itself !
! sufficient evidence of its antiquity.® It is used !}
! everywhere by the Arab race, save in Mauretania. [
feel convinced that Miss Schlesinger is wrong in |
neglecting this flat-chested Eastern Rebab, and pre- !
ferring to treat with the vault-chested Moorisk Re-
bab, which is simply the bowed Ond. The valuable
references which she has given to the vault-chested
i Rebab from Susa and the Sassanian silver dish, |
!
!

merely confirm the antiquity of the Oud and not the ’r
Moorish Rebab.
There seems every reason for believing that it was {
the flat-chested Eastern Rebab which the Arabs and !ll
Moors brought to Spain. A Rebab is mentioned by j
Al-Farabi as one of instruments used by the Moors
of Spain, and that this was the bowed flat-chested 1[
* In Appendix E of her ' Precursors of the Violin 1
Family," the reference to a rectangular cittern found in » 1

fresco of the Omayyad or Abbaside dynasties, may modify 1?
this dnnht of the antiguity of the flat-chested Rebab
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Eastern Rebab is evident from a contemporary Arab
writer, Ali of Ispahan, who says in the “Liber
Cantilenarum " (Fol. 6g) that it was played on a foot
or peg violoncello-wise. It appears, however, that
at a period subsequent to this (ie, after the tenth
century ), another kind of Redab came into use—the

vault-chested Moorish Rebab., How this came

nstrument played in various ways, by hand, plect-

"m_n“-mtm—u.ml

ram or bow. This practice was evidently common

with the Arabs as it is to-day, and the Owd, which
was their most important instrument, was no doubt
one such instrument played alike by hand, plectrum
and bow. But as the term Rebab was given gener-
ally to all bowed instruments (Lane, “ Modern Egyp-
tians"”) just as Tanbura was common to all wire
stringed instruments (Niebuhr, “ Travels through
Arabia"), it is possible that the bowed Owd became
i known in the course of time, as a Rebab, and eventu-

ally this bowed Oud, (now the vault-chested Moor-

about we can only surmise. I
During the Middle Ages we find the same string )
‘F ish Rebab), was actually preferred so much to their i

i' flat-chested Eastern Rebab that the latter was

fd-ﬁ-mmmmn“m.
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allowed to fall into neglect* This is the reason
why to-day, the Mauretanian Arabs, the descendants
(and how proud they are of it)
of the Moors of Spain, pos-
sess the vault-chested Moorish
Kebab, whilst the entire re-
maining Arab race has the
flat-chested Eastern Rebabt

With Europe, the very oppo-
site took place, for although it
kept the hand and plectrum,
played L'Owd in the Lwe,

which has survived in the

modern Mandoline, it aban-

doned the bowed Owd (or moomism mEEas.

" The fourteenth century Spanish poet, Ruiz (quoted by
Riafio, ‘' Notes on Harly Spanish Music "] refers to the
ghrill tono of the Moorish Rebab {Ravi Morisea ), which was
mast likely the vault-chested instrument. We sse the same
preference for the vaunlt-chested tvpe in the Oud. From
the types given in the Spanish ** Cantigns de Santa Maria '
(thirteenth century), the Moor seems to lave s vault-
chested instrument like our Mandoline, whilst the Spaniard
favours a flatchested instrument like onr Guitar,

1 Bhaw, who visited Mauretania in the early eighteenth
century, refers to the Arab and Bedonin population having
the Arabebbah (“the bladder and string ") which was evi-
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Moorish Rebab), after it reached the Rebec and !
Geige stage. On the other hand, it developed the
! flat-chested instruments, the Easterm Rebad especi-

% ally, which with the flat-chested Pandore (the Ban- i
} durria of Spain) contributed to the parentage of i
i the modern vialin. ;
i If we compare the European Rebec, Rubeba, etc, i
i of the twelfth and thirteenth centuries, we will find H
them almost identical with the instrument used by
the Mauretanian Arabs of modern times. The truth
is that whilst Europe has progressed with civilisa-
tion, the Arabs have remained stationary, and the
instruments of the modern Arabs are practically in
# the same state as they were at the fall of the Arab !
! polity in Spain. 1
! Yet here a problem arises. In Mauretania to-day, l
’ whilst the Moorisk Rebabretains itsoriginal designa- £
tion and form, the Aemendjek has grown out of !
i all recognition to its original type Now the !
’ original Kemendjak may be seen in Lane’s * Modern !
|
i -
i i
o

dently the flat-chested Fostern Ilebob., He speaks also of
the superior mosic of the Moors and says they possessed the
Rebebl of two strings played with a bow, most likely the
vault-chested Moorish Rebab.
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Egyptians,” and on page 169 of the present
work. In the Persian language, says Lane, it means
“a bow instrument,” and indeed it seems to be of
Persian or Indian origin. Villoteau says that it is
Persian, and in the lexicons means “a viol," whilst
Fétis would derive it from the Indian Omerti
The instrument (at least by pame) was un-
known to the early Arabs of Spain, and is
not mentioned in Arabic works until the four-
teenth century. It is also unknown to travellers in
Mauretania during the seventeenth and Etghteenl‘h
centuries.  Shaw, in his “ Travels in Barbary,” 1

devotes a whole chapter to music, but does not men-

l
i
tion the Kemendjak by name. He does, however, I
refer to the Arabebbak, the Rebebd with two strings,
and “a long-necked kitt or fiddle, played upon like
the rebebb." This latter would appear to be the
Kemendjak.

With the Eastern and Egyptian Arabs, the Rebab
has made no progress, and remains to- day almost in ’
its primitive form. [t was these people who pro-
bably first adopted the Persian Kemendjak of two

strings, as an improvement upon their own cumber-

. S A
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<ome one-string instrument, and thus it probably
became the custom of looking upon all improved
bowed instruments under the general designation of
Kemendjah, as has been suggested by a recent writer
(Harold Sheridan) in “Cairo Scientific Journal.”
This notion (although it 1s in direct
defiance of the conservative Mus-
sulman spirit) may have taken
ground in Mauretania, but how it
grew from its primitive state with
the cocoanut sounding-board, to the
present Moorish Kemendjak, which
i1s almost identical with our violin,

is mot easy to grasp. Villoteau

found an improved kind of mstru-
ment in Egypt, which tended towards the model of
our modern violin, and from this, and the examples
of Fétis, such as this Kemendjak (see illustration)
one might be tempted to believe in a gradual evolu-
tion up to the present Moerish Kemendjak given
below, but the clear-cut European features of the

latter are unmistakable.
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37.

THE “EKOUITRA.

The Keowitra, which seems to belong specially to
the Mauretanian Arabs, 15 a derivation of L'Ouwd,
an instrument common to Eastern Arabs. But the
former is smaller, has no frets, and the head, instead
of being turned at a nght angle, is almost straight.
In Persia it 1s called Sitar, which means literally
"four strings.” It is mentioned in two sizes by Al
Farabi with the Arabs of Spain in the tenth century,
and also by Ali of Ispahan. Addison in his * West
Barbary " (1671), speaks of Fez possessing pood
teachers of the Kowitra. Shaw (“Travels in
Barbary," 1757), who visited Mauretania in the early
years of the eighteenth century, and speaks of the
music of the Moors as " more artful and melodious™
than that of the Arabs and Bedouins, says also that
they had a greater variety of instruments, and among
them Quetaras (Kowitras) of different sizes.

As the Rebab passed into Europe as the Rebec,
L'Oud as the Lute, etc, so the Kowitra became the
Guitar. Concerning the latter, however, Salvador
believed that the Arabs got the instrument from
the Greeks, through the Romans, who brought it te
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Spain, where the Arabs found it. (Salvador's* Essai ;
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Kathleen Schlesinger (“Precursors of the Violin
Family ") shows, like Salvador, that the Guitar is
derived from the Kithara, and says that "in Arabic
of the present day the word kithara is still in use,
but the Arabs of North Africa pronounce it githara
(with a hard ‘g’ and a "th’ as in ‘thick")" This is
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a very sweeping statement which, according to Sal-
vador (“Essai sur lorigine de quelgues instru-
ments "), requires some modification. Salvador says
that whilst in Algenia the pronunciation is Kowuilra,
it is more soft in Tunis, and in Morocco is simply
Kitra. This agrees with the medizval Hispano-
Arab word Cuitre or Cuitara. Where the hard “th"
is to be found, says Salvador, is in Alexandria, where

the “t" is proncunced “th " as we do in English.

38.

THE MUSICAL ALPHABET.

In the sol-fa used by the Moors we again
have evidence of the Greek basis of the music of the
Mauretanian Arabs. 1f they had maintained the
old Arabic-Persian theory, they would, instead of
the sol-fa, referred to by Salvador, speak of A as
Alif, B as Ba, C as Gim, D as Dal, E as Hé, F as
Vau, G as Zain. Crichton, m his “History of Ara-
bia,” says: "It is highly probable that the terms
sol, fa, ut, etc, used in the old mode of teaching

music, were borrowed from the Moors of Spain’

Pocock, in his “Flowers of the East," holds a simi-
. I .
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lar view to this. Fuertes (“Historia de la Musica
Espafiola”) also makes this claim for the Moors.

———

39.

THE “GUNIBRY.”

The Gunibry, which is favoured by the Kabiles,
belongs only to the Mauretanians. It islike the Tan-
bura” an instrument common to
Eastern Arabs,and played like
it with a plectrum but differs in
having no frets. Now, the pres-
ence of the fretless Gunidry and
Kowitra with the Mauretanian
Arabs, and the presence of the
fretted Tanbura and L'Oud with
Eastern Arabs, again bears
evidence to the independence
of the musical system of the
former. Beside the Guwibry
and Kowifra, the futes and

* The Tanbura, through its phonetic variations, Pan-
dura, Pandola, Mondura, became the European Mandola
and so the Mandoline.—{Hipkins in Grove's ** Dictionary.’)
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oboes of the Mauretanians differ, at least by
name, from those of the East. The Mauretanians
have the Goséa (or Djaonak) and Raita, whilst the
Eastern Arabs have the Nay and Zemr. In a list
of two hundred Arab and Persian instruments given
by Kiessewetter (“Musik der Araber”), no mention
15 made of the Mauretanian Gosba, Djaonak, Raita
or Gunibry,* which shows how the author's researches
were particularly confined to the Arabs of the East
and Egypt.

—_—

40.
THE ARAB ORCHESTRA.

An Arab orchestra to-day usually comprises, be-
sides singers, the Kemendjah or Rebab (sometimes
both), the Gosba, the Kanoun, the Kouitra, the Taar,
Derbouka and Znowudj, etc. This has been its con-
stitution for centuries. Lane, speaking of Egypt,
describes the position of these musicians when per-
forming. “The performer on the Kemendjak usu-
ally sits on the right hand of him who performs on

* Unless it is the same as Gunawe.

i
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the Kanoun, or opposite (that is, facing) the latter,
on the left hand of whom sit the performeron L'Owd
(the Kouitra in Mauretania); and next to this last
is the performer on the Ndy (the Gosba of Maure-
tania)” In an engraving (circa 1800) of an Arab
orchestra in the writer's possession, the performers
are ranged in one line, from left to right, thus: Tear,
Kouitra, Gosba, Kemendjah and Bendair. Chris-
tianowitch says that in the Turkish songs and melo-
dies, ie, the martial music, the Raita and Atabal
are introduced.

41.

AVICENNA ON MUSIC.
Avicenna, the famous Arab philosopher of the
eleventh century, had said Arab music comprised
two parts: the t&if (melody) and the ikda (rhythm

or measure).

a2,

INFLUENCE OF MUSIC UPON THE ARABS.
* The natives of Egypt,” says Lane, “are generally
enraptured with the performance of their vocal and

|
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Influence of Music upon the Arabs. 245

instrumental musicians: they applaud with frequent
exclamations of ‘Allah!’" and ‘God approve thee!’
‘God preserve thy voice !’ and similar expressions.”
Jorsen in his notes to the Arabic version of the ¥ Ara-
bian Nights" says: " The effect produced by music
upon the people of the East is often very powerful
When under no restramt, they give way lo the ex-
citement of the moment, and vent their feelings in
exclamations and cries. [ have been frequently told
of men being completely overcome, falling sense-
less and fainting under the influence of music”
Naumann says that “F. G. Welcker, the archaol-
ogist, repeatedly saw Dervishes dance till they fell
to the ground in spasmodic fits, ofttimes foaming at
the mouth” (“ History of Music"). The literature
of the Arabs 1s full of the wonderful effects pro-
duced by their music. This, as Salvador points out,
may scem strange to Europeans, especially when we
see (“ Notes,” 6) how distasteful this music is to them
generally. Besides Salvador, who believed in this
power of Arab music, I have only read of one other
personal testimony of a European to this effect of
music upon the senses. Edmond de Amicis, in his
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“Morocco” (1897) tells us when he first heard Arab
music he felt “bewildered, with my brain in a
tumult, and a curious, unfamiliar impression of my
own personality.” And this was produced by “a
few notes of a thin human voice and a discordant
guitar.” And yet he says, “in that continual repeti-
tion of the same motive, almost always a melanchely
one, there is something that little by little steals

over the soul.”

48.

THE " RUMMEL-MEIA" MODE.

Here is the scale of the Rummel-Meia mode :

Rummel-Meia is mentioned by bath Christiano-

BomsE- Meia,

{
== .#,,;-—_g"_':a_...._-"‘—'i

s

witch and Rouanet. The latter gives several exam-
ples, a Tchenebar Rummel-Meia * Noubet el Sultan,”
a Mestekber and Neklab “Ya Badi el Hassni ahla

ya Merhaba,” a complete Nowba Rummel-Meia, and
M‘lm-—lmm
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several Kadriat senda and Zendani. The scale, ac-

cording to Rouanet, is A, B, C, D, E, F sharp, G, A,
which is totally different from Salvador’s scale.

44'

THE " L'SAIN-SEBAH" MODE.
Here is the scale of the L'sain-Sebak mode:

L'Bais-BEDAH.

e ¥
ﬁ__,;ﬁ_a:a:@
- =

-

Neither Christianowitch nor Rouanet mention this
mode, L'sain-Sebak, and Salvador has left no ex-
amples. In Rowbotham's “History of Music” (page
577, Vol. II1) there is an Arab song taken from a
MS. collection of Turkish, Persian and Arabic songs
of the seventeenth century, in the British Museum,
which has the character of L'sain-Sebah. The
*Osmanie Imperial March" given by Hatherly in

m

his “ Treatise on Byzantine Music,” seems to be in
this mode, the second part undoubtedly. It cer-
tainly cannot belong to any of the eighteen chro-

matic modes which Hatherly specifies for the Orient.
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In these modes, by the way, I can only trace one of
Mauretania : and that is Asbein.

45,

THE "“ZEIDAN" MODE.
Here is the scale of the Zeidan mode:

ZEIDAN,

= — e — ,__i
e

The scale of Zeidan, says Rouanet, is A, B flat,
C sharp, D, E, F, G, A. This scale, according to Sal-
vador, is Asbein, The latter points out that these
two modes are frequently confused in Algiers, and
perhaps Rouanet has mistaken the scale, as it is
really difficult to discriminate between them. In the
examples given by Yafil and Rouanet, a Towchias
Zeidan, a Mestekber and Neklab Zeidan “Ya Racha
el Fitane,” and several Kadriat sendaand Zendani, it
is possible to read both scales into them. Christiano-
witch gives a Nowba Zeidan, but with the exception
of the first movement, it cannot be interpreted with
Salvador's scale. The examples given by the latter
in his “Chansons Arabes” are: a song, “Soleima”
(given below), and a movement (Kkédlas) from
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the Nowba Zeidan known as *Ma Gazelle” One of
the famous musicians of the Moors of Spain was a

Ben Zeidan.

Here i= an example in the Zeidan mode given as
it is usually sung, ie,a fourth higher than its modal
base, but still preserving the modal character.
Transpositions are customary with the Arabs (ses
Neo. ro of these "Notes")

“ SOLETMA"

(MoDE ZRIDAN)
Andante ' - 88

SEemmr
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46,

THE ‘'ASBEIN' MODE.
Here is the scale of the Asbein mode:

e

!

!

!

|

{

{

The mode Asbein is not mentioned by Christiano- i
witch nor Rouanet. Salvador published a Moorish

song from Tums in this mode which I have not seen. !

The example below from Salvador's *Chansons I

Arabes” is an old song of the Moors of Spain, and 1

although Salvador does not specify the mode, it is !

I believe Asbein, although the latter part (from *) is t

Meia. In the Eastern Arabian and Persian system |

there is a mode /spakan, with the same scale as As- i
bem. 1t is possible that the word Asbein is a cor-

ruption of Ispakan, !

j,

Here is an example in the Asbein mode :

“I'uE Axous oF Tae DEssat™
(Mope Assgis. )
A la Valse
1
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47.

OTHER ARAB MODES,

Eoth Christianowitch and Rouanet mention other
modes which do not appear in Salvador's list. The
former speaks of five: Medjenneba, Rummel ( Raml),
Glrib, Rdsd (Rowust) and Rhaoui. These, with the
exception of the last, are referred to by Rouanet,
who adds another, Mowal. These six added to the
twelve of Salvador's make eighteen, the number of

l T
i
]

mades in the Eastern Arabian and Persian systems.
Against this half suggestion we must remember that
Salvador says the Mauretanian Arabs claim to have

.“"’l"““‘ll'—-’l"-lv—-li-—'l‘-l"l‘ i

fourteen modes (although he could only find twelve),
whilst Christianowitch also names fourteen and
Rouanet® fifteen, but only give proof of twelve,
although not the same as Salvador. At the same
time, there are several modes mentioned by Salva-
dor which are ignored by the other two writers.
Christianowitch does not mention Djorka, and
Rouanet does not mention Rdsd-Edseil, whilst
neither of them refer to L'sain-Sebak nor Asbein. Tt

T S B S 5 — T —

* Al-Farabi, the tonth century Hispano-Arab theorist,
speaks of sixteen modes,
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15, of course, not improbable that some modes may

be known by several names. Let us look mnto this.

o

The Moual mode, says Rouanet, is the same as
Meia, and certainly the Mestebber and Neklab Mounal
called " Djar el Haoua Ouhrek" as well as all the
Zendani Mowal, in the “ Répertoire,” bear him out.

Rhaowui, says Christianowitch, has been entirely |
lost, there being no examples extant. There is, how-

ever, a mode by this name in the Eastern Arabian F
and Persian system, with a scale, A, A sharp, C |
sharp, D, D sharp, F, G, A, which has the features of '
Runimel-Meia® !ll

Of the mode Rdsd, there is no trace of the scale,
says Rouanet, yet he mentions a Nowba Rdsd, and

says the Towchiat Mesmoum is played with it, there

—

being no Towuchiat Rdsd. From this it would appear
that Rdsd and Mesmoum had something like a com-
mon scale to permit their use together in a Nonba
Gharnata. There is a mode Rdsd in the old Eastern
Arabian and Persian systems, the first tetrachord of
which resembles Mesmoum. Its scale is A, A sharp,
C, D, E, F sharp, G, A

* The wandering minstrels in Arab Spain were called
Rhaouis,
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Rouanet mentions Medjenneba but does not specify
its scale  Yet, since he says that the Tonckiat Gribt
Hassine (which agrees with Salvador's L'saim) is
played for either the Nowba Hassine or Nonba Med-
jemneba, these two modes may have a common scale
Christianowitch gives a Nowba Medjenneba which
has the characteristics of Irak.

Of the mode Rummel, there is a Nowba Rummel
(Rami), in Christianowitch, and a Towuchiar Rummel
{Remel) in Rouanet. In neither of these have 1 been
able to determine a common scale, and even Rouanet
does not seem to know it. Tt sometimes looks like
Djorka, and possibly they are one and the same.

Rouanet also confesses his inability to grasp the
scale of the mode Ghrib, although he gives a
Touchiat Ghrib, whilst Christianowitch gives a
Nouba Ghrib. Again, 1 cannot locate a common
scale for this mode.

From all this we may hazard a summary, although
a very doubtful one:

Moual = Meia.

Rhaoui= 2.

Rdsd = Mesmoum.

Medjenneba — L'sain, I'sain-Sebak or Irak,
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Imvention of Noles, 255

Rummel = Djorka.

Ghrib = 7.

Perhaps it is more likely that these are the names
of some ancient modes, which are not in practical
use to-day save in relation to the ancient Noubes,
and even then have lost their modal characteristics.

“It is significant that in the Yafil and Rouanet

“ Répertoire,” the names of these modes only occur
in the ancient music of the Moors of Spain, and not
in the modern Arab, Moorish or Turkish music of
Mauretania.

A7 A,

INVENTION OF NOTES.

This claim of Salvador's for Jean de Muris and
the invention of notes, was the current wview.
Coussemaker, however, disproved it. It is sfrange,
however, that whilst European music in the tenth
century had but three note values, the Arabs of Spai:_i.
according to Ali of Ispahan, had fowr, and a cen-
tury later had eight. (Fuertes, “Historia de la
Musica Espafiola.”)
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HARMONY UNKENOWN TO ABRABS,

Parry, in his “ Art of Music,” when treating with
the rise of harmony, and endeavouring to show an
inherent desire for it, speaks of the " practice of com-
bining several tunes together” by "several savage
and semi-civilised races .. .. for instance, the
Bushmen at the lower end of the human scale, and
the Javese, Siamese, Burmese and Moors about the
middle” With other than the Moors we have no
concern here; but with them, I protest that there is
not the slightest evidence of any such practice as
he suggests. It is an entire misreading of the struc-
ture of their music It is the “gloss” that has
misled his “authorities,” who in turn have misled
him. Ewen so careful a writer as Ernest Newman
follows Parry in this so far as for him to assert®
that “phenomena like these undermine the crude
and hasty inference that Orientals and savages have
no notion of harmony.” He surely cannot accuse
Villoteau and Salvador of “crude and hasty in-

ferences"! At any rate he sets out to prove his

* ‘‘Musical Studies' (' Spencer and Origin of Music™).
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:  argument by saying that “with many instruments 3
! of various shapes and sizes, it is incredible that the !
i performers should all have been playing the same
notes,” and quotes Emil Naumann as his authority. !
! Now although Ernest Newman admits that the !
! result “could not have been harmony in our accepta- %
i tion of the word,” we must remember that Emil !
i Naumann (his aunthonity) distinctly means our ac-
ceptation of the word, since he speaks of these vari-
ous instruments “sustaining the melody by chkerds,
arpeggio or otherwise” What is more, Naumann's
English editor, Sir F. Gore Ouseley, took the mean-
ing in our acceptation of the word, and rebuked
Naumann for “an assertion which 1s in total opposi- I
tion to the present practice of Oriental nations, as i
well as to all their indigenous traditions” Again,
‘ let it be stated clearly that so far as the Moors are
concerned, and indeed all purely Arab music of
Mauretania, Egypt, Synia and Arabia, harmony is
unknown. Shaw, speaking of Mauretania (“ Travels
in Barbary,” 1757) says there is no “contrast or

variety of parts” in their music. Niebuhr, in his
“Travels through Arabia” (1700), found that “all
the instruments play in unison ; unless it happen that
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one or another, take the fancy to play a continual
bass” OQuseley (a learned orientalist, so interested
in Arab and Persian music that he began translating
the ancient music treatises of the East), tells us in
his “ Travels” (1815) of the absence of * harmonious
combinations or counterpoint” Edmond Yahl, the
director of the Ecole de Musique Arabe in Algers,
says positively : “la musique arabe n'admet pas les
sons concomitants et en est restée i la symphome
d'unissons et d'octaves d'Anistote” Jules Rouanet,
Officier d'Instruction Publique, Algiers, and late
director of the Ecole de Musique du Petit Athénée,
Algiers, also insists in his “ Répertoire de Musique
Arabe,” that harmony does not exist with the Arabs.
Indeed, in the correspondence that 1 had with MM.
Yafil and Rouanet | found them so strict on this
point, that they severely censured Salvador for dar-
ing to harmonise Arab music. The "gloss," as we
have said, is responsible for this false notion con-
cerning Oriental music. In Arab music we have the
“singing instruments” (as Salvador calls them) and
the voice, which start out to intone the theme
proper. Then, each instrument takes the theme
which it improves with the “gloss” in its
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Félicien David and Arab Music. 250
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own particular fashion: the Kamoun has its rapid
scales, the Kowifra its repeated notes (@ la Mando-
line) and left hand pizzicati, the Kemendjak its
ornaments without end, to which must be added the
gamme trainée of the singer. It is these several
“glosses” of the theme played together that have
led the uninitiated to conclude that different themes

were in progress.

490,

FELICIEN DAVID AND ARAB MUSIC,
Salvador's complaint against Félicien David for
“bowdlerising” Arab melody, has substantial
grounds. In spite of the claim of Franas Hueffer
(Grove's “ Dictionary ") that David is “almost the

lm‘l"-"l“d‘l‘“ﬁll‘llﬂdl”luml-‘ﬂl‘ll"l_ll‘l. [ 1]

only composer of his country who can lay claim to
genuine local colour,” and that “his Arabs are Arabs,
not Frenchmen in disguise,” anyone who cares to
look into “Le Désert” will see for himself how
David has “modified" Arab melody to suit our har-
monic and melodic tastes, and that his Arabs are
very much “Frenchmen in disguise” Moreover,
despite the fact that David had travelled for many

" - ——

mllmlmmﬂuﬁimmwmmmmm'ﬁll

0 e e



T — |mﬁl_ﬁuﬁnmlﬂ-n‘-hﬂ'ﬂﬁﬂr‘q‘

|-J_"ﬂmmmmmlhn‘u‘“mm“m.m

g

2
!
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years in Asia Minor and Egypt, his published speci-
mens do not reveal much criginal research, since so
many of them are to be found in La Borde, Villot-
eaun and Lane. Naumann refuses to admit that
David copied his material from these writers, and
argues that the identity is simply " further proof of
its penuineness” Apgainst the "genuineness" of
David, it must be remembered that one specimen of
Arab music that he “palmed off” to Europe, was
afterwards identified with a work written in his St
Simoneon days, for the " brotherhood.”

80.

THE ORIGIN OF THE MOORS.

It is worth noting that Fétis recognised six of the
Mauretanian modes as identical with those of an-
cient Egypt. This led him to argue that the Moors
under the name of Berbers came from Egypt. This
theory should be compared with Salvador's, which is
contained in an interesting lecture before the Société
des Compositeurs de Musique, entitled “ Les Chants
cabirique ou gallique"”

|
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Gnummker, 955,
Crichten, 230, 247,
Crusades, 162, 227,
Cytale, 161,

D.
" Dadds Ali," 168, 914,

Daira, 202,

Dalberg, 202,

Daniel, Don Salvader, 3—5

-, Francesco Salva

Memoir of, 1-36.

:!dFraneasr.-n B-ludnr,

fuot 1928

185, :m':a m&g sni 2148,
23041, 245 21.?-8

250, éuz

, 258.60.
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“ Danses A
David, Felmun, ? IIJ,. 166,
250.60.,

, King, 111.
Dealaporte, &
D%Elmﬁ Paul 5,15, 28, 30,

Deléscluze, 160,

Delibes, 6.

Delion, 5, 35, 39,

Derbouka, 118, 189, 2978
243,

Ili'.ru‘;. 195, 199,
Dervishes, 245

“ Désert, b.'” 7, 165.
Desennt, 52, 88, 124-5, 162,
De Sola, 172.

“ Dey of Algiers March,” 215.
il (see Edzeil ),
Diodorus, 121,
THaouak, 61, 220, 243,
i Eg’alr ¢l Haoua Ouhrek,”

Y Djatni bria,” 206,
Djinns, 144,
Dynoudy (or Znoud i), 180, 243,
Igorka mode, 99, 205, 210-1,
252, 954,

Dof, 100-0, 2213,
Dovian mndi-. a6, 117.
D?EE]Ed scale, B4-5, BT, 204,

Drums, 45, 79, 137, 226 (see
Turrr, cnda’lr, ﬁerbauku
Atabal, Atambor, Dof ).

Dupleix, lT 23, 38.

Durrieu, 172, 188,

E.

Eecole d'Alger, 15, 88,

Edzeil mode, 989, 102, 104,
1478, 209, 218,

79, 170,

E 79 11, 62,
?55_4 dn4, 206, 208,
219 m'r 299 945,

7. 260,
E’l—blru ¥a mldéh," 67,

Garid, 178, ¢
Ked eladi Sabani.”

LE]

215.

B T

) G.
Faita (a8 Raita ).
Gallayda, 172,
Gammara, 101,
Garagous, 163,
gaapﬂh N3 (see Goaba),
m%ulltlll Bekkour Nabet,"
208, @Figa, 172,
2484 "'{ﬁ:m 757, 70, 81.3, 845,
87.9, 100, 112-3] 168, 1904,
LI ﬂ"}B-ﬂ
Fosha, 61, 108-10, 114-6, 203,
9901, 2434,
Gonffe, 23,
e e e 11 e 15 et

El Kindi, 177, 180.

¢ Ou mouima ou lasear," 103,

Engel, Carl, 10, 1;2 EDE &13,

Enoch, Rabbi, 54, 179, |

“ Entoum (fhnhnudl v 189,

“ Erfed - adhar - im - ehouzs
adaoni-m,"" 208,

Ernst, Alfrﬂd 2.

" F,.splnn Artistica,” 0.

it Fssai sur I‘ungme et trans-
formations de quulglylm in-
stroments, ™
240-1,

Evasat, 183,

-

F.

“ Fantasies Arabes,' 13-4, 18,
Farmer, H. G., quoted, 235-6,
Fauriel, 161,

Fekr-ed-donia, 145,

Fétis, 4, 10, 16, 38, 108, 17d,
186-T, 5![?3. EDE Jlﬂ-g 223—1
230, 360,

Fez, lfﬁ 239

‘F‘Inurenu, Gustave, 19,

Fluts, 108, 115, 117 {esee
fFosha, ]'J'juauuil'.:j

., Douhle, 17.

France, 108,

Fuertes, Sorinno, 184-5, 224,
249 255,
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Greeks, 8, 10-1, 52.3, €1-2, 66,
68, m 86, 954, 1203,
140, 148, 157, 159, 1634,

1745, 131—5 197, 204, 219,
239,

II] urm:l. chant %41111:-&1:11:1.
1? rattr 163,

r:.'rf St., 62, 94-6, 14,
157, ]Eﬂ b&
(Zribt mode, 214, 262, 2545,
G’nng, 13

(:rnrnnat. Pasehal, 19,
Grove's Dwtmnary. 3, 242,
' Guifearia,”" 100,
Guingnend, 160,
Guitar, 'H. 23,
Kowtra ).

Funmee, 243,
Gunibry, 243-3,

H.
Habituation, 57, 78, 89, 1514,
188,

Hakam I
Haléry, fnl

er-Purgstall, 1
Hanefi, Chantu of, 97, ﬂﬂﬂ
Hlﬂutaau
HE?&"“ ef 'Rmhld 140, 159,
Harris, 187,

238 (aee

Hurrison, Frederie, 25,

Hassine mode,
L' sain ),

Heine, 1, 7.

Hermes, 69,

Heron-Allen, 231,

' Heus ed-douro,” 12, 917.

Hexachords, HRelation of,
1213-9‘

H
Hi. u:ﬁnf mode, 183,
Hipkins, 182, 949,

EL‘] (zee

Hoaein mode, 214 fsee L'zatn).
Emﬂerr F., ‘359
1l

Fmn to Nemesis," 100.
" to Bt. Juhn ' 1260,

Hyptr—Dnmn maodes, 101,
n mode, 102, 7.
l:m-Lyd o mod.a,
104, 219_
——~Phrygian mode, 103,

I,
Ibn Khaldoun, 175,

::'I&r-hnmn 178,
Boureidj, 174,
Ibrahim of ssnul, 130,
177-8.
Tkiia, 244
e lmml-Hmmu I 211
Indian music, iﬂ 1, 235,
2346,

]'nﬂur.-nee of Arab music,
143-7, 149, 244

Innrm" 195, 200, 216 (2ee
ﬁh‘.un:f)
Tonian mode, 117,

Irak mode, 96-7, 89, 104, 147,
183, 194, 305-6 210-1, 254.
Isaak, 178

Isidare of Beville, 55, 124,
Islamism, 78-9, 1734
Ispahan mode, 183 250,
Italy, 77, 108, 182

J.

Jannissaries, 296,
Jelid-Thnol ITB

Jerrold, Blanchard, 19,
Jeaid ]Etnu.rn, 177.

Jews, 68-9, 73, B4, 110, 150,
Julng?a "L_n'lr.- Airu,” 170,

Jorsen, 245,
Junis inm.m.nn. 177.

K.

Kabiles, 8 11, 13, 18, #8.0,

101-2, 1923, 5057, 209, 211
214, 230, 242
E;tfn_gf SFHdu 195, 206, 915,

Kanoun, 111- 2 114, 121, 187,

¥
ner,
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Music of the Arab.
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Index.

Kemendjah, 24, B0, 88, 119,
149, 235-8, 2434,
Kannire 225

Kersi, ﬁ‘!
Kettledrum, 222 (see Naki-
keer lmd Atn!r.r:!)

Kheiﬂl , M8 (sce
Aelk fﬂ-«!l
K:m'ﬂrt.ter, 11, 185, 302,
245,
Kinnor, 111,
Kircher, 223,

Kirdanickh moda, 183,
Kithara (see Cithare),
¥ ‘lgxlhn—bem—‘{hbm e, 100,

Korniss, 178,

Koran, 170-1, 1754,

I&meq‘ar{un. iB-l-E 933,

Kouchit mode, 1

Kouitra, 61, hu.l 118, 1201,
290 44’ 959

Eynnira, 223,
L.
La Burd&, 11, 186, 202, 208,

Imil &, 10.

“ Laman-ichoud - r'er - en-ne-
dieh,” 207.

I.nmn.rtina,?,

Lamennais,

Land, 181-2.

Lane, 170, 172-4, 188, 204,
206, 219, 293, '236-7, 229,
23-5 244, "),

Leighton, John, &

Lempriere, 188, 231

“ Lo Ramier,”" 12, 41, 206,

" L'Homme " unurnnl]. 25.

“1i Habiboum Ked Samah
Li," 2056, 211

Lu:t 18.

Litolif, H
Ttoll, Henryat, 209, 249,
214

Louvre
L'soin mudu, 101-2, 147, 183,
254,

197-8, 2124,

260

L'sain-Sebahk mode, 147,

2478, 252, 254,
Lumsden, 170, 220, 226,

M.

Mabed, 173, 177.
Muegill, 185,
Mm:g-ruggur, 223,
‘Mida djeridj,” 97,
H Ma bamlln n 19 B4g.
“ Mah-buby Libas," 191,
Mahdi, 1758,
M31]1{uu. lekter fel Moudelel,”

Mahomet on music, 1734,

Mauaillnred, 25.

Makamat, 183,

Malrisi, 184

Malta, 9, 12

Mamonn, 123, 158,

Mandoline, 80, 234, 350,

Manicarde, 161.

Mansur, 175,

Maouchahs, 171.

Muorabouts, 116,

Muarethenx, 25,

4 Inrguurlte o 19

4 Marnaﬂ.ln.ms La ¥ (journal),
22, 98,

!n{mhi.gl, 188,

Mrdjenneba mode, 262, 254,

Meia dam:a. 173,

102, 147, 183,
200, 212, 9167, 258,

Meklass !’m E'ihéhu

Mendel, 4, 23

Meassel system, ]_l 181, 185,
204.

Mestekber, 104, 202, 205, 211,
215, 248, 248 233

Mnsh-ummu. ﬂﬂ.

Alfezmoum mode, 87, 102, 148,
207-8, 253,

Michaud, 225,

Military musie, 77, 79, 226,
244,

Mill, J, 8 ﬂ]

Minor kﬂj‘,

Minstrels, Arab, 1133 173,

Moawiya, 174,
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Music of the Arab,

. 55, B1, 83104,
143.é 183, 2505,
thlmnud Beén Abu Bekr
Ben Scerouni, 180,
Ben Ahmed El Had-
dah, 180.
Ibnol Hares, 177-8,
——— Bchirasi, lﬁﬂ
the mumclln 114-6,
Moheb, 17D.
Mokarik, 178,
B!nrnu.ml F., 78.
Mwm-brn. H»—'B 170-1, 173, 176,
188, 241, 216,
Mutnwuklj 178
Mownl mod&. 252-3,
Mournkkich, 12,
Mousali, 170,
Moussorgsky, 13.
Rabbi, 179,
Muéddin chant, 100,
Munro, 197,
Murger, Henri, 6.

N.

Naoeaires, 225,

Noeguaires, 225,

Nakikeer, 224-7 (2ee Atabal ).

Nokeres, 295,

Nupoleon, Prince, 18,

Nasal method of sin ug,

Naumann, Fm:l ﬁ'

204, 245, 257, 260

Ny, 187, 2434 (see Gosba,
Diacuak ),

Neklab, 194, 205, 211, 215,
M6, 253

Neva mode, 183, 214,
Nevrus mode 133
Nenkomm, 187,
Newman, Erneat 183, 258-B.
Nivhuhr, 170, lBB 257.
Niederme er, 165,
hmr., Value of, 255.

* Notice sur_ ln Musique

Kabyle," 205, 907,

184-

Nuubu 9, 13, Biﬂl 815
. 910, 915, 246, begg,

0.

Obeidallah Ben Abdallah, 177,
Oboe, 12 (see Raita).

Offenb: 6.

Omar, 174.

Omerti, 236,

Opéra (Paris), 26, 29-30, 82,
Orieh, 178,

i Dam:mn Imperial March,"

'DL'IImnn 111] 174.
ﬂﬂmis?, ir F. Gore, 257.
h}ﬁlliam, 182, 186,

P,
Pabana, 172,
Fulmmn, ?«E 124,
Pandore, 182, 236, 242 fsce
Tanbural,
Parry, Sir C. Hubert, 181,
254,

Peaty, 39,

Perron, 12, 46, Eﬂ TE-F,I, 123.

Persian music 1745,
170, 1868, o2, 194 204,
EDB, 18, EIF? ﬂ‘l, Eﬂnl
296, 241, 243, 247, 250, 2529

Pnrhrrr# 0] fﬂrB!rhrmf)

Phyymion mudlr.-, 108, 117.

Pierre, 28,

v Pll‘lkﬂl‘l‘ﬁui 168, 187,

Pluin-song (see “ Fregorian

Chant ™ ).
Plato, 63, 65-6, 07, 137, 148,
Plnrfl.lr. f
Plutarch, 102, 137,
Pacock,

Pﬂrirlmrnfn 204,

Partuguese music, 172,

Pougin, 16, 19, 23, 28, 30,

Preludes El 03 (see j.fut:l*—
ber, Bt"'chrrtr_fj

Proudhon, 20,

Provenee, 162, 171,

Ptulnm_'r- 197.

PL&M Raoul, 17, 19, 23, 28,

Pythagoras, 83, 65-6, 69, 122,

159, 158, 166, 184, "




guﬂnngu:. 239 (12e Kouitra).,
uintilinn, 75,

R,

Raita, 117, 224, 248-4.
Raml mode (::u Rummel)
Randon E‘-umtc,

im. ‘218,

Riad- Eui:cri
253,
mmia, 183, 252-3, 254.
Rare, 234
Retmi: 24, 80-1, 108, 119-20,

Rebeo, 231, 235, 239.

Réclus, Ehuba‘. 19,

“ Réfractaire "' {jonrnal), 26,

Regnard, Albert, 27,

Raty,

‘‘Revne Africaine,” 9-10, 17.

Rhaoui mode, 183, 252, 254.5.

Rhbaouis, 959

Rh thm,.&rnh 44, '?4 SU- 118,
g-ﬁ—l IE&J 203

Ribible, "a31 rsue Hrbﬂbj

'H.mmnnn, Hugo, 33, 177, 182,

Rochefort, Henri, 19,

Rageard, J'l-ugunti-. 148,

Homans, 54, 62, 66, 984, 123,
158,
B i 200 04
219, 946-8, 2595, 268,
= USEEAL, %&%’I}m
aust {see 3
Rnw'l;nthnm, J. F., 172, 186
'E“PEE;.EM 235
Rz:nmel-ﬂdu mode, 147,
246-T7, 263,
mu&a, 259, 254-5.
8.
Sahagou Etfnls, Hﬂt
Saika, ins ru.m!n " 9&, e
Salah Bq. Einu: of, 144, 183
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Sarabande, 172,

Beales, Auh, 85-7 (wea
i Modes" ),

oo gt 8

Behlesinger mL

Helmek l:r_»mia

Balmar, Jalun, Eﬂ.

Belsal, 178,

Serjab, 178-9, 184,

Shaw, 109, 188, 203, 208,

1, ﬂ&g

Bhenas mnde. 185,

Sheridan, '.-inmid 237.

“Ridi )uchn £,

Sismondi

Hitar, 230 {m Kouitra ).

Bociété de Com nmteurs &u
Mumg\m. 10, 13, 17, 23

——— Historigue Algérienne,

qurn.tes 53_

* Boliema,' 13, 248,

'%Iumnn i'll

Song, 80, B7 (#see Neklah).

Spain, 9, 11, 47, 53, 66-7, EI?.
108, 108, '110, 1éﬂ-u
176, 178-D, 185-8,
2945, 239, 9316,
258, BaE,

Ssaffieddin, 180, 1

“ Stamboul,” 13, lﬂl 214.

Btrabo, 157.

huihvan, Sir A., 187, 201,

“ Bneidil,’ 196,

Byria, 197, 257, 250.

T.

Taar (Tambourin), 78,
118, 187, 189, 219-21,

248,
Tahbl, 220 (aee Atambor).
Tr.‘lbur 837,
Tanbura, 242,
Tangier, 78, B3,
T:hrucbur, 184, 196, 205, 215,

Trhf 44,
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Ternant, Andre de, 16, 19, 89, s



Tetrachords, 107, 114, 123,
1245, 161.

Thérésa, 21,

Third tones, 45, 87, 2045,
1 Ambroisa, 8, 27,

Tigrane Bey, 187.

Timothy Miletns, 75,

Tof, 110-1, 222 fsee Daf),

Tomic, BB, 203,

Touchiat, 185, 2145, 217, 248,
2534

Towais, 110,

Trigonon, 228,

Troubadours, 48, 70, 160-1,

Tudela, 176,

Tunis, B-D, 12, 47, 61, 77-8,
100, 111, 122, 145, 149, 188
163, 206, 241,

Tu;sk;r. T, 19d-7, 906, 9244 247,

r.
Uackak mode, 183,
Y.

Vadil, 179,
Yaillant, Edounrd, 23, 25,
b

, 99,
Yallés, Jules, 19,
Vermorel, Auguste, 10.
Villarra, 172.
Yillebichot, A, de, 26
Villemain, 158, 161,

Mustc of the Arab.

Villota, 172.
illotean, 11, 182, 185 187,
190, 204, 2367, 256, 240.

Ww.

Wagnear, 2, 6.
%nkid tI_. l?l{'r. %. 1
ekorlin, J. B., 10, 17, 23,
23.6, 91-2, 30, 204,
Welcker, 245,

X

“¥a Badi el Hassni,"' 246,
Yafil, Edmond, 38, 107, 205,

215, 217, 248, 255, 268,
“¥a Lealam ha Hedahi,™ 100,
“ Yamina," 12, 914,
“Ya Racha ol Fitane," 248,
Yarid, 175,

Z.

Zaidan made (see Zeidan),
Zoidan, Ben, 64, 179, 244,
mode, 147-8, 34350,
Zemp, 343,
Zendani, 189, 105, 206, 247-8,
253

ZgnIE";-: mode, 183,
:V.Trﬂ_ﬁ:r_nd mods, 183,
A:EEJ; {ar Djnoudj), 180

Zobeir, 177.
‘e Zohrn," 182, 914,
Zouwanud, Danee of, 03,
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CORRIGENDA.

8. For Noubas read * Noubet."
15. After Journals add * which I have been
ahle to trace."

17. After modulation add ' rhythm."

15. For vevoltd read * révolté."
4,13. For Vallés read ** Vallgs."

27, TFor régimé read * régime.”’
25,29, For Clemént read ** Clément."
FFor (lemént read ** Clément."
Far Mandolin read * Mandolipe."
For Enock read ** Enoch.”
For is read ' are."
Delete these.
For gives read ' giva."
Delete The.
For Hypo read ' Hyper."
For Macgregor read ' Mocgreggor.”
For Nay read ** Niy."
Tor Kiessewetter read ** Kiesewetter."

e
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Tue Rise anp DEVELOPMENT
of MiLitary Music

BY

HENRY GEORGE FARMER

{ With an Introduction by Liewt. A, Williams, M.V.0.,
Mus.Doc., Bandmaster Grenadier Guards)

13 Ilustrations
Press OrFixrons,

" The Standard" says: * More than welcome. . . . . The
history and evolution of the band . . . . and & mass of
other exceadingly interesting particulars are told in a man-
ner which cannot fail to make the work a valuable addi-
tion . . , . to this department of musical art."

“"The Daily Telegraph® says: "' A considerable array of
facts and a good deal of out-of-the-way information.”

“The Yorkshire Post’ says: '‘Bhows a considerable
amount of research . . . . and the information it gives re-
garding modern times . . . . is often valuable.”

. '“The Musical Standard " says: * Summarises the facts
in & masterly mannar, which cannot fail to interest."

" The Music Student' says: ' Much needed literature.’

“'The United Service Institution Journal' says: A
compendious history.*

“The Stage" says: ‘‘May be recommended heartily.
A capital and . . . . commendably exhaustive t .

Lospox
WILLIAM REEVES, 83 CHARING CROSS ROAD, W.C.



Price Ga.

MEMOIRS OF
THE ROYAL ARTILLERY BAND
ITS ORIGIN, HISTORY AND PROGRESS

BY
HENRY GEORGE FARMER

14 Mustrations

Press OriNtoss.

“"The Standard " says: *“ Much interesting and out-of-the
way information eoncerning the origin and development of
military music in England. . . . . A mass of details.”

“The Daily Chronicle” says: '' An interesting history.
. = . . quaint old lore relating to the earliest military musio
in England."

“The Times " says : ** A record of considerable research.'

“The Daily Telegraph' says: ' Very interesting
reading."’

""The Musical Times' says: ‘“We have nothing but
praise for the book .. .. which shows a considerahla
amount of original research . . . . Much information on a
branch of music that is comparatively little known."

“The Monthly Musical Record ' says: ‘' This work will
be thankfully received.”

“The Orchestral Times"” says: A most exhaustive
history."

H;:iﬂ;l:uw's Dictionary "' says: " An excellent book of ita

Lowpow :
WILLIAM REEVES, 83 CHARING CROBS ROAD, W.C.
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REEVES’

MUSICAL LITERATURE
LIST

BIOGRAPHY | ORGAN
HISTORY ORCHESTRA
CRITICISM PIANO
ASTHETICS VIOLIN

ESSAYS VOCAL
WAGNER

“Mr, W, Meaves, who haa estnbliahod bin claim tu be regarded na the
recopnised poblisker of English Musical Litersture, hon & strong list of
books for the amateor aed the professor.”—Publishers” Cereulnr,

o Willimm Reeves, who makes the propapation of works en musle his
wpeciality, "— Munie Trode Review, New York
¥ My Williom Herves, the publisher, beyond all other pablishers, of tha
litersturs of musie,"—The Krpasitery Times.

* Phe best and safeat method for the inexperienced to ndopt. is to ma'oe
I.Elh-hlun to some leadlng and trustworthy pablisher of musical books of
the claas ip questlon, relying on his judgment and the traditions of lils hoose

eiinine snd smitahle. Without being invidious, we may

to supply what is
sy iﬂt’-nrj:. ™ pﬂ;unm ls My, W. llesves."—Basaar.

“ Tha Pregs which ln recent years has given to the mosiesl worlil sa much
that Is of intrinsic value"—Shefeld Doy Independent.

* M. Beeves 1o & famous pablisher of muaio,"—MWarical Star.

* Thepr are few publivhers of mosical works who tiurn aut mors up-to-date
snd sngrestive productions thas Mr. W. Resves."—Kelsa Chronicle.

" My, Willinm Heeres, the well-knowna Leodon publisher of musionl books.™
—The Seotiman.

* Kons ferrons remargaer combien le eatalogas de In libraire Heeves
temolgus ot par lon onveages nriginhux ot par lra mombreuses traductices,
idn déwelloppoment musicsl ed Angleterre. " —OCITATE Noe=xr in the revue,
Sl wmidtd ) F[n:rflnh'u.lu-h de] M waigur].

W. REEVES, 83 Charing Cross Rd., London, W.C.

(26) Revised Editiona of this Catalogue B are issued in the
Bpring and Aufymn or oftener,




Announeements.

THE STUDENT'S GUIDE TO THE ART OF TEACHING
THE PIANOFORTE. By Cvur. R, H. Hoanooxs,
LRAN., LT.CL, A RCA, With on Fxtensive and
Carefully Graded List of Studies and Course of the
Grent Masters. Numerous Musical Exomples, 254
pages. Crown 8vo, cloth, 4=, 6d,

Until quite recently 4 was thonghit impossiiile to glve practioal Instroctions
on the art of teaching, bay the error of thin jdés has been proved by the grem
susdess of the tanchers' classes i tha various mosioal institoiions, The
nuthor's aim s to sapply & guide-bock expressty lor beginners and those with
limited experience in the art,

NATIONAL NURSERY RHYMES. Arranged as n School
Chorus for Boys and Girls. By N, B. Woobp Smarm.
With Pinnoforte Accompaniment. B8vo, 1s.

HISTORY OF THE VIOLONCELLO, the Vial da Gamba,
their Precursors and Collatern]l Instruments. With
Biographies of all the most Eminent Players of
every Country. The Result of Thirty Years'
Original Research. By Epumesp J, 8. vaA¥ DeER
Sruawres. Ilustrated with Portraits, Musionl Exam-
ples, Facsimile Letters, Reproductions from Rare and
Corious Paintings and Engravings. Nearly 700 pages,
8vo, cloth, 21s, net. Descriplive prospecius on applica-
tion,

Alsa a limited edition in two volumes, with Additional

Tustrations. £1 11s. 6d. net,

¢tHE VOICE AND SINGING, Practically Explained. Con-
densed and Comprehensive Information by an Experi-
enced Binger and Teacher. Cloth, . (puper, Is.),

THE MUSIC OF THE ARAB. By Francesco SaLvapon-
Dasien (director of the Parvis Conservatvire of Music
under the Commune af 1871). Rdited with Additional
Muterial, consisting of an Ilntrodoctory Memoir, Addi-
tional Notes, [llustrations of Arabh Instruments and
nnmerons  Musieal Examples. By H. G. Fanuss
(author of " Rise of Military Muric,” etc.) 5. net.

SOME _EDH.INTIB AND MODERN MUSICAL COMPOSERS.
Critieal Studies. By Joms F. Rosormax,

Copresrs:  Homanticlsm—Weber aed  Wagner—Berlion—Vardi—Sahn-
mann — Tekalkovaky — Dvordk — Céonr Franck — omnntbelom —
—Htrauss—Delics—El par—Masssnot. ¥ R R



Announcements,

HOW TO ACCOMPANY AT THE PFIANOFORTE. By
Enwix Evans, Senjor. With Music Examples throngh-
out.

CHATS WITH VIOLINISTS. By Wattaor Rircare fauthor
of * Advice to Tiolin Students" ). With Hlustrations.
Crown 8vo, eloth, 24. 6d. net.

CHiFrENA 1 On the Importance of being Aceurate on Verions Detaila; On
the Violin snd it Fittings; On Mesding from Bight and Playing from
Memory ; A Few Violin Beerets; Bome Valuabls Toe nionl Exervises; Hand
Development for Violinists, including Eighteun Exeellent Finger Gym-
nostion ; Bunder Useful Hinta,

I here Iny before the publis thet information sed ndvion which I have
bitherta heen content to reserve for the acle nse of my own private esmnoe-
Han of puplls. During s considorable rxperience, both sy s student and as
o teacher of the winlin, T have naturally piceed togeiher guite n waristy of
small hints and {tems of information whick, thongh m enoigh indi-
vidually, have been fonnd om the whale to b of na inconsidernble value,
wot ily with regard to my vwn playing, bot alin—asd whiok bs of fur mors
b portaiee—in anabling mo to impart » knawledge of the et to others.

Thiere is no ngpestion in this book wiich T have rot sver uni over again
impressed orally upon my pupils a8 cooasion required. and | may safely
éay that in every Instance where my sdvics has been honestly punt to the
et mothing hat the highest bensfits have been derived,

MUSIC IN EDUCATION. By Fowanp Dickessox. Crown
Bva, cloth.

WELL-EXOWN VIOLONCELLO S0LOS. Haw to Play
them with Understanding, Expression and Effect. By
Epwvxo vax per Stnaxres, Firse Series, dealing with
Eighteen Pieces. Crown Sve, 1s,



ASTHETICS, CRITICISMS, ESSAYS.

GLUCK AND HIS OPERAS. With an Account of their Hels-
tion to Muosical Art. By Hrcron Benvioz. Translated
from the French by Enwix BEvaxs, Senior. Crown By,
cloth, 4s. net.

A CRITICAL STUDY OF BEETHOVEN'S NINE SYM-
FHONIES, with a Few Words on His Trios and
Bonatas, n Oriticism of ** Fidelio” and an Introductory
Essay on Music. By Hecroz Bertroz. Translated
from the Fronch by BEowix Evaxs, Sonior. Portrait.
Crown Bvo, cloth, 4s. wet,

These analyses of Boethoren's symphonies nre masterpiposs of sound in-
sight and clear expression. Berlion pounta smong the wery small momler
of writers on muste who deseree to be read also for their Themry sizle.

THE DEATH AND RESURRECTION OF THE MUSICAL
FESTIVAL. By Rvriaxn Bovaaros, 8vo, sewed, 1s. net,

The Devsy sl Triennlals—The Mise of Competitions-The Beform of Com-
prtiions--The Festival of the Fature.

SOME ASPECTS OF GIPSY MUSIC. By D, O Panssn,
Post Bvo, cloth, i net (or puper covers, 1s net).

SOME ASPECTS OF CHINESE MUSIC AND SOME
THOUGHTS AND IMPRESSIONS ON ART FRIKCI-
PLES IN MUSIC. By G. P. Grenx. Post 8vo, cloth,
I, 6d. net, paper covers, 18, 6d, net.

HANDBOOK TO THE VOCAL WORKS OF BRAHMS. An
Historical, Descriptive und Analytical Ageount of the
Entire Works of Johannes Brohms. Treated in the
Order of their Opos Number. Preceded by a Didaetie
Section and followed by Copious Tables of Reference.
Far the Use of Concert-Gours, Pianists, Singers and
f]-Itudantn. By Evwix Evaxs, Senr. Thick 8ve, eloth,
s,

IMAGINARY INTERVIEWS WITH GREAT COMPOSERS.
A Beriea of Vivid Pen Sketches in which the Balient
Characteristics and the often Extrovagant Individu-
ality of each Composer are Truthfully Portrayed. Hy
Grran CoMpERLAND, Frontispiece. Crown 8vo, clath,
gilt top, Bs.

Componess trested of arny Chople, Haydn, Mendslasokn, Pagunini, Pa

boven, Handel, Nessinl Bebmbert, Lisxt, Berlios, Mosart, Wagner,
kovsky, Uherobinl Wugo Wall, Derndin, Schumann sod Bullivan
4



ASTHETICS, CRITICISME. ESSAYS. b

THE FUTURE OF MUSIC, Coming Changes Dutlined in
Regard to Composer, Conductor and Orchestra. By
Lovis Lavoy (outhor of ** Aristoxens et la Musique de
I"Antiquité,” ** Claude Debussy,” * Rameau,” “ L
Musigue Chinoise™). Translated by Mnrs. Frass Lix-
picH. Bvo, cloth, %% (paper, 1s. net).

THE SYMPHONY WRITERS SINCE BEETHOVEN, Criti-
eal Fassays on Scehubert, Schumans, Gitz, Brahms,
Tohaikovsky, Brilckner, Derlioz, Liszt, Strauss, Mahler,
Mendelssohn, Saint-Saéns, ete. By Feux WHIsGART-
mEn. Translated by A. Bues. Many Portraits. Crown
8vo, eloth, gilt top, Gs.

“ ngt stimulating ‘and mggestive, tull of asote thinking, of feliritous
sxpresalon, " —New Fark
“ The book i coriainly well wortl remling."—Doily Chrawiele,

8 et fesoinating ook . o . o the warks of the rarions coampoarTs Are
eritienfly dlaeussed in regand to form amd orubestrution ! — Husical Star,

GREATER WORKS OF CHOPIN. (Polonaises, Maznrkas,
Nooturnes, ete.), How they should be Played. By
J. Krporyssr, Translated by Miss N, Jasoraa and
Edited by BSvrmsniasp Epwanps. Secomd Editiom.
With Portrait, Fnesimile, eto. Crowu 8ve, eloth, Bs.
w4 wew hook on Oliopls which will doubtless reciive s warm welcoms
trom the lovers of the prestest genius of the planolorte. . . . . What gives
this book & unigue valne of importneee na & nevelty i that it jmeludes wlint
in Joft of Chopin's notes for & piapcforts mothod which, brief ae it I, eome
tains some valuahly nnd Interesting hints which will bepefit all pisnista
sod studenta."—¥ew Fork Evening Foef.

MEZZOTINTS 1IN MODERN MUSIC. Oritical Eszznys on
Brahms, Tohaikovsky, Chapin, Stranss, Liszt and
Wagner. By Jas. Huwexen. Third Edition. Crown
Bvo, cloth, gilt top, 75, il

“ Essays Hlled with Hierary charm and [ndividwality, not self-willed or
over sagertive, but gracieus and winning, somotimes profoundly contrmpla-
tive, anidt Byam froliosnme and mere inidlined to whofl than to instraet—bot
interesting and sopgestive plwaya"—Neowp York Tribime,

THE DEEPER SOURCES OF THE BEAUTY AND EXPRES-
5108 OF MUSIC. Hy Joserm Gonparn jwuthor of
 The. Rise of Music,”" ' The Rise and Development of
Opera in Italy, Franee, Germany and England,’ ete.).
With many Musical Exawmples, Crown Bvo, bevelled
cloth, Ss. 8d.



i ESTHETICS, CRITICISMS, ESSAYS.

MUSIC AND MUSICIANS. Essays and Criticisms, by Ronuuz
Scmvmaxy. Translsted, FEdited and Annotated by
F. R. Rirren. Portrait of Robert Schumann, photo-
graphed from n Crayon by Besxpesaxs, First Beries,
7th Edition. Thigk or. Bvo, cloth, 419 pages, Bs. 6d.
Ditto., Becond Series, Third Edition. Thick crown 8vo,
eloth, 540 pages, 10s. 6d.
There nre two sides to musical eriticlss, both eqanlly interesting; the
eon, which in scientisie spalysis of musieal form and ireatment, possible

sely to experienced muasicians, the wther, which ls the spiritaal poreep
tion af the ssthetic side and influence of mnsie, ponsible for any grest

mind whose peroeptioms are keeoly cultivated in the bighest camnns of
any art. Scbtumnon ropresented the ideal mosical critio, in that both
of these sasentisl points in eriticiem are to be found |s hin writings.

Bearccly find words suiciently streng te exprees onr delight == * »
book se rich in thomght, so foll of bamour, so rematkable for its refiged
sarchame, so original in fta eriticlams, so sprightly snd elegant In lan
gusge.—Eaue Muns in the Nusical World.

" A disquisition wpon the walue of Schumann's Iaboor as sn art eritis
seema quite unealled for st the present date, Buffies it to my that it cen
hardly be over-estimsted, snd that his writiogs sre as Interesting and
instructive at the prescnt as they werr when they wers firat pensed.”—
Monthly Musieal Ereord.

" There is mo um in trying to qoote charssteristie passagrs, beconss the
volume in of such wniform merit asd such continnons interest that it s
impossible to maks & seleetion. Musicinns who take up the book will ot
fnd it saay to put dows sguin.”—dihenmum,

" Most fascinating reading, sven o thoss who arn nod deeply worsed (n
masle " —Wertuminster Bevivar.

HOW TO PLAY CHOPIN. The Worka of Chopin. Their
proper Interpretation. By J. Kieczrvskr, Tranalated
by A, Wmrrixcaam., Bixth Fdition, Wosdeut and
Musie Hlustrations. Crown 8vo, cloth, 3s. 6d.

~ Containe the eream of Chopin's imstruciions to bis ovwn pupils. Te
sdmirers of Chopin ssd players of his mosle we shanld my this bonk is
indinpensnble. " —Basanr,

THE ART OF LISTENING TO AND APPRECIATING GOOD
MUSIC, or the Education of 8 Music Lover. By Pao-
rEssor Enwann Dicxainson (author of “The Growth

and Development of Music," ete.). 208 papes, crown
8vo, cloth, 6s.

MODERN TENDENCIES AND OLD STANDARDS IN MUSI.
CAL ART. A Collection of Esays. By J. Arsmmp
Jouxstone, Hon., L Mus. T.O.T. (author of “Taueh,
Phrasing and Interpretation,” “The Art of Teaching
Piano Playing,” ete.). Crown Bva, cloth, gilt top, Gs.



ASTHETICS, CRITICISMS, ESS4YS. T

BEETHOVEN'S PIANOFORTE SONATAS Explained for the
Lovers of the Musical Art. By Erxsr vox Evrmnieis.
Translated hy E. Hur, with Preface by Ersxsr Paver.
Entirely New nnd Revised Edition (the Sixth). With
Portrait, Facsimile and View of Beethoven's House.
Crown 8vo, cloth, 3=, 6d.

“ He writes with the ripe mowlsdge and thoroogh aoderstanding of &
practical musicisn. Every musical stodent or amatear csn ssfely trust
him ms & competent and agreeabls galde. This Engllsh translstion is most
opportune, and will dosbtleas nesist many n lover of Beethoven's musie te
spprevinte more keenly the master’s sopstas.'"—E. Fivin

BEETHOVEN'S SYMPHONIES in their Ideal Significance,
Expluined by Epxsr voxy Evrenters. Translated by
Fraxcis Wemer. With an Account of the Faets Re-
lating to Besthoven's Tenth Symphony. By L. Nomw.
Becond Edition, with Portrait. Crown 8vo, cloth,

* s 6d.

BEETHOVER'S SYMPHONIES Critically Diseussed by A.
Trercex. With Preface by Jous Brospmovss. Second
Edition. Post Bvo, eloth, 3&. 6d.

MUSIC-DRAMA OF THE FUTURE. 1, An Essay on Choral
Drama; I, The Growth of Dreams; ITI, Uther and
Igraine, & Choral Drama; IV, Articles of Proposed
Bchems for the Temple Theatre. By Horuaso

Bovenrony and Resrsaws R, Huomiey. Frootispiecs,
Bro, limp cloth, s, net,

MOZART'S DON GIOVANNL A Commenlary, [rom the
Third French Edition of Charles Gounod. By W. Crank
apd J. T. Horcmxsox. Crown 8vo, eloth, 3s. 6d.

WOMAN AS A MUSICIAN. An Art Historieal Study. By
F. B. Rirrer. Bvo, sewed, 1s.

IN THE SERVICE OF ART. A Plea for Bimplicity in
Music. By J.-Joacurs Niw, Translated by Mus. Fraxz
Ligsicen. Post 8vo, 18, net.

Translations of this brilliant zeeay have already swpprared ln Bpamish,

Ikalisn and German.

THE PLACE OF SCIENCE IN MUSIC. By H. BSasr-
Oronox.  Addressed to Advanced Students of that
braneh of Musienl Knowledge commonly called Har-
mony. Bvo, sewed, 1s.



8 ASTHETICS, CRITICISMS, ESSAYS,

ASTHETICS OF MUSICAL ART, ar, The Theory of Beauti-
ful in Music. By Dn. Faxpixany Haso. Tronslated
from the German by Warten E, Lawsox, Aws B,
Cantab,, ete. Third Edition. Crown 8vo, eloth, Ge.

PURITY IN MUSIC, By A. F. Tuimavr, Translated by J.
Broavnovse, Crown 8vo, cloth, 2. Gd.

Coxrexss: 1. On the Chorals. 2 Churel Music ather tham the Ohoral.
L Popular Melodies. & The Fdueating Tnfrnes of Gond Modsls. 5
Effect. 0. On Iedging the Works of Great Masfors. 7. As fo m Liberal
Indgment. B O Perversioms of Text, 9, Choral Borloties.

BemUMANN suys: ** A fine book abant mmsie, resd (& Frequentiy,

SCHUMANN'S RULES AND MAXIMS., For Young Musi-
cians. Sewed, 24,

THE BIRTH OF ARTHUR. The Words of the Dinma. By
Recisarn R. Buckuer, Svo, paper vovers, s, wel,

ESSENTIALS IN PIANO-PLAYING AND OTHER MUSICAL
STUDIES. By J. Avrasn Jomseroxe,  Hon,
LM T.C.L, Portrait, 243 pages, Crown 8vo, cloth,
ds. Gd,



BIOGRAPHICAL

SOME MUSICAL RECOLLECTIONS OF FIFTY YEARS.
By Ricmanp Horrmas. With Memoir by Mns, Hoee
wman. Ilustrated with many Plate Portraits. Crown
8vo, cloth, Ga. 1910

MOZART: THE STORY OF HIS LIFE AS MAN AND
ARTIST. According to Authentic Documents and
other Bonrees, By Vicron Winen. Translated by F.
Liemica. To which is now added s Comprehensive Bib-
liography of Mozart Literature from every source,
English and Foreign and a List of his Compositions
Published and Unpublished. With 23 Portraits
gathered from Varions Sources. With Index. 2
yolumes. Crown Bvo, cloth, 10s.

VERDI: MAN AND MUSICIAN. His Biography, with
sspacial Refsrence to his English Experience. Por-
traita by F. J. Crowesr. Bvo, cloth, 3s. 6d. net (pub.
s, Gd.)

MUSICAL MEMORIES. By Winuam Seans, Mus Doe.
flate Organist of the Town Hull, Leeds) Revised
Popular Edition, With 16 Portraits. Thick erown Bvao,
cloth, B8,

TCHAIKOVSREY. Hiz Life and Works. With Extracts
from his Writings and the Diary of his Tour Abroad in
1888, By Hosa Ngwuancs. Second Edition Enlarged
snd Edited with Additional Chapters by B, Evaxe,
1008, With s Complete Classific Acconnt of Works,
Copions Analyses of Important Works, Anzlytical and
other Indices: also Supplement dealing with ** The He-
lation of Tchaikovsky to Art-Questions of the Day."™
Portrait and Index. Thick crown Bvo, cloth, gilt tp,

Ta. 6d.

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN-
ISTS. Biographical and Anecdotal, with Account of
the Violin and Early Violinists, Viotti, Spohr, Paga-
nini, De Beriot, Ole’ Bull, Clementi, Moscheles, Schu-
mann {Robert and Clara}, Chopin, Thalberg, Gottachalk,
Lisst. By G.T. Fermis, Second Edition. Crown Bvo,
bevelled eloth, 3s. 6d. (or cloth, gilt edges, 4s. 6d.)

A very naeful book for & prise or gil.'n



10 BIOGRAPHICAL.

CHOPIN: THE MAN AND HIS MUSIC. By James
Huxexsr (author of “ Mezzotints in Modern Musie '').
‘With Musical Examples. Thick crown 8vo, eloth, 10s.

“ Mr. Haneker is » Ohopio enthuslast. He noeords admiration to Brabims,
tn Wagner, to Tohaikovsky : his wurship in reserved for Chopin. Being
Fifted with elear insight and imaginstion which graep many nad diverss
-uul-!r.ﬂnrkniinmwﬂin“dl-mlr ..... Thare Is no pre-
tence at new material in the book. Mr. Hunsker hag garnered all that has
born writien about the eompoicr and he has threahed out the grain from
the ohafl. The result s, therefore, of walne. " —Musicel Standard,

“mﬁwrluntmuhm[ﬂm-intk!mmdimhm
Chopin. . . . the masterly chapter of sevenly-four pages on the dtudes will
soon be found indisprmsable by all teachers and stadents of the plamoforte.”
~The Nation (7 8.4.).

“A work of snigue merit, of distingnished style, of profoumd inaight and
E:.p-.u; sod of the most brillint literary quality,"—The New ork

r.

" Of works on Chopin published sinee Niecks' lite, this is by far the
most impartant.”—G. . Aswron Jomsos fn " 4 Handbeok to Chopin's
Works.™

LIFE OF CHOPIN. By Fuaxz Liszr. Noew and very much
Enlarged Edition. Translated in full now for the firnt
timme by Jon~ Buosomorse. Second Edition, Corrected.
Crown 8vo, cloth, fs,

Gaoxex Biwp describes It ax “an pen sxubersnt sn style, mais remplt

e bonnes chosne ot de trbe lelles Pagra”

G. 0. Asmtos Jomsow suye In his " Handbook to Chopin‘s Worke ™ ;—

" For the personal reminiscences of oo of the greatest cofiposers by one

of the greatest executive artists of the world must be invalushle to the
Chopin student. ™

" Fraae Liset kas written o oharming akeich of Ohopin's life and arl™—
Hrt,

" Llsat's oriticlems npon his spamte works have Il the slogaent mys-
ticlams to be expected from bim: snd the biegraphy (s & book mascisns
will always prize.”—Sunday Times,

"It will sfford the stodent the greatest help in understanding the
snderrmrrent of smotion whith charseterises the works of Chopin.*'—
Morming Fust

"M“Mﬂm“ﬁrﬁl“bﬂlﬁdhﬂdhhlpﬂ%uﬂ,"-
=onld tend & Mower which springs op spontamsously aver the grava of
mne we love " — Musical Times

BEETHOVEN. By Riomarp Waowme. With a Supplement
from the Philosophical Works of Arthur Sehopenhaer.
Translated by Epwanp Dassuwvrmee. Third Edition.
Crown Bvo, cloth, 6s.

" This chartcteristic ressy, o written exposition of Wagner's thoughts on
ihe signifioance of the masier's musie, may be read with sdvantage by all
wtudents. " —W. H. Weana in The Pianist's 4. B O

"It in & plain duty to be familiar and gren intimats with the opinian of
e famons man sboot another, Gindly therofore we welooms My Dann-
reather's transintion of the work befors ne. Mr. Dannrenther has schisved
hin tnak with the oomscientionsness of ks nature and with & sncorss dus to
mnch tict nnd peticnee " Musicsl Timiay,



BIOGRAPHICAL, 1

FREDERIC CHOPIN: HIS LIFE AND LETTERS. By
Morsre Kanasowsel. Translated by F. Hnw, New
Edition Revised and further Letters added writlen

* during the Composer's Sojourn in England and Seot-
land, 18489, Second and Revised Edition. With 8
Portraits and a Faesimile. 2 volumes. Crown Bvo,
bevelled eloth, 10s.

* Chopia in and remaing the loldest and prondest postic spirit of the
age'— BomUEANE,

“ A hook with which all students of Ohopin most oeeds be moqusinted
It pontaine s good desl of Arst hnod information and ls osr only weoarce
for many wvaluable docomevts.”—The Guardinn.

Guove's Dictionary of Muwsiciane save:r * The troth about Chepin's birth,
family, health, charactsr, friendshipe, early training sod the dawn of his
enroer a6 o player aud composer was not known entil the pablication of
Merits Esrasowski's recent and tristworthy biegraphy.*

* The first sericos attempt at & biogeaphy of Thopin."'—Peor. Nisxms.

* Gives bite of infarmaticn foand nowhere clee amd the Letters of Chopin
maks the book invaluable to thoss who wonld really know the Polish
master.”" —Musical dwicrica.

MAEKERS OF MUSIC. Biographical Sketches of the Great
Composers, With Chronologieal Summaries of their
Works and Facsimiles from Musical MSS. of Bach,
Handel, Purcell, Dr. Arne, Gluck, Haydn, Mozart, Beet-
hoven, Weber, Schubert, Berlion, Mendelssohn, Chopin,
Schumann, Wagner, Verdi, Gounod, Tchalkovsky,
Brahms and Orieg, with General Ohronological Table.
By R. Fargruansos Spanr. Numerous Portraits. Founrth
Edition, Revised and Enlarged. Crown Bro, cloth, Ba.

The author's endeavenr throaghont this work kas boen to convey an fm-
presgion of the personality of each eomposer. na well aa to fornish bie-
graphieal detail. At the end of each biography is & tabulated list of the
composer's works and dates of production, together with a facsimile from
one of his original manuseripts. A safol volume, got op in good style and
well nidapted for & gitt or prive. Has spoedily ran into four editions.

CHOPIN: AS REVEALED BY EXTRACTS FROM HIS
DIARY. By Covst Tansowssr. Translated from the
Polish by N. Jaworma. With Eight Portraits. Crown
Bvo, cloth, 2¢. 6d. uet (or paper cover, 1s. 6d. netl.

CESAR FRANCK. Some Parsonal Reminiscences. By J. W,
Hisrox, M.4., Mus. . 16 pages. Crown Bvo, 6d. net.

PURCELL. By Winiam H. Cosmmnxcs, Mus.Doe. New
Edition now obtainable. Crown 8vo, cloth, 3s. net,

CHERUBINL. By F. J. Caowest. Crown 8vo, cloth, 2s.net,
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DICTIONARY OF 4,000 BRITISH MUSICIANS. From the
Earliest Times. By F. J. Crowest. Crown Bva, cloth,

1s. net (paper cover, 8d, net). .
A Detfoinry of British Muslciane—a work devrited eicliadvely o the
nhmes of native composers, ingtramentaliste, vooalists, writers, vte., whe
have eontribnted to the making of English musical art from the esrliest

times to the present. Blank spoces nre Ieft to smch Ietter for any sddi-
tional names to be written ln.

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including
Performers on the Vialoncells and Double Bass, Paut
ind Present. Contmining a Sketch of their Artistic
Career, together with Notes of their Compositions. By
A. Mason Crarxe. 9 Portraits. Post Bvo, bevelled
cloth, 5.

" We inay horw tnke the oppartunity af reemmmending & asiel bhook te

il lovers of vieling mnd violinists. Fidilers, Anclent and AModern, in prae-

tically u little Biographisal Dictiounry, well arfanged with seme excellpnt
portraiie ' —Northern Wikig.

CHERUBINL -~ Memorials illustrative of his Life. Br E.

Britass.  Thick crown Bvo, cloth, s
The standard bingrapby of Chrrnbiut

FRANZ LISZT. By T. Cantaw Mantin. 1%mo, bourd, 1s.

LIFE OF BEETHOVEN. By Lovis Nomw. Translated by
Joux J. Luow. Third Edition. With Portraits and
Facsimile, Crown 8vo, bevelled cloth, gilt edges, Bs. Gd.

A& standard blography,

TEMPLETON AND MALIBRAN. Reminiscences of these
Renowned Singers, with Original Letters and Anec-
dotes. Three Authentic Portraits by Mavaiw. Bvo,
eloth, 9. 6d.

BALFE: HIS LIFE AND WORKS. Dy W. A. Bannerr.
Crown 8vo,-bevelled cloth, 8s, 6d. net (pub, Ts. 6d.)

SKEETCHES OF ENGLISH GLEE COMPOSERS, Hiitnrinll,
Biographical and Critieal. From sbout 1735-1866. By
D. Barmie. Post 8vo, bevelled cloth, Ha.

THE BACH LETTERS. Letters of Samusl Wesley, relating
to the Introduction into England of the Works of Bach.
Ed. by E. Wesuy. Second Editfon. Bva, cloth, 98 6d.
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NOTICE OF ANTHONY STRADIVARL Thes celebrated
Yiolin ‘Maker known by the nimo of Stradivarios, pre-
ceded by Historical and Critics! Besearches on the
ocigin und Transformations of Bow Instruments, and
followed by s Theoretical Annlysis of the Bow and Ha-
marks on Francis Tourte. By F. J. Feris. Trans-
lated by J. Bisuor. Facsimile of a Letter of Stradi-
varins, Bvp, cloth, Bs.

The greater part of the niatter In alnve {s the work of M. Volllanme, who
spent the greater part of his life in studying the prisclples which guided
Birudlvaring in his Inbhonrs. With tlhe aid of Fétls and his sdditional sag-
geetions wnd matizr the now celebrated work was produoced.

WEBER., By Bir J. Besemer. Crown 8vo, cloth, 2s, nef,




POERTRAIT GALLERIES.

SIXTY YEARS OF MUSIC. A Record of the Art in Eng-
land during the Vietorian Ers. Containing 70 Portraits
of the most Eminent Musicians, Oblong quarte, boards,
cloth back, 2s. fid,

NATIONAL PORTRAIT GALLERY OF BRITISH MUSI-
CIANS. By Jomy Warrisen, Mus.D. Trinity College,
Dublin. Introduction by Joskrm Basxserr. Over 500
Photo Portraits of Well-known and Eminent Living
Musivians of Great Britain and Ireland, with short
Biographical Notice of each. The whole bound in one
handsome oblong folioc volume, cloth lettered. Ofered
for Ts. 6d. net (published 14s. net).

REEVES' CATALOGUE OF MUSIC AND MUSICAL LITER-
ATURE. Ancient and Modern, Second-Hand and
New; contnining the Contents of Libraries recently
purchased, with a large quantity of Curious, Searce and
Useful Music : Full Scores, Organ Musie, Duets, Trios,
Quartets, Quintets, Sextets, Septets, ete. : Tutors, His-
torical, Theoretical and Biographiceal Works in English,
French, German, Italian, Spanish, Dutch, ete., in-
eluding some Works of the greatest rarity and value,
On Bale for Cash, This Catalogue sent post free on
application.

Published for over 50 years. 1d. Weakly.

THE MUSICAL STANDARD. Biggest, Brightest nnd Best
Musical Weekly in England. Edited by Wartace I
Crowoy. The Organ of no Cligue. Independent Criti-
cisms. Correspondents in all Paris of the World. Trans-
lations of Tmportant Articles from the Foreign Musical
Press. Orgon News and Specifientions of New Orgnns.
Special Mustrated Supplement for the Composer, Con-
duetor, Organist, Choirmaster, Singer, Pianist, issued
at frequent intervals, and "'The Violin and String
World " once a month,

Weekly, one penny (by post, 1hd. ).  Annual Subseription,
post free, Ba, 6d., Siz Montha, 3s, 8d., Three Months, 1s. 8d.
(dbroad, Twelve Months, Bs. 9d., Six Months, 45, Bd.J
Terma for Advertisements on application lo the Manager.
Cases for binding, 1s, 8d. n:!j:by poxt, 1s. 8d. J.
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HISTORY OF RUSSIAN MUSIC. By M. Moxtaau-NaTHas,
Being an Account of the Rise and Progress of the Rue-
sian School of Compasers. With & Survey of their Lives
and a Deseription of their Works. Frontispiece. Thick
crown 8vo, cloth, 8. net.

» My, Memiagu-¥alhan's book breaks new groond; it introduces the Eng
lish reader to m nomber of composers moss of whom antil vecenily were
nothing more than pumes. Mr. Monisgu-Neihan prezents = wmsl amount of
naw matarial to the music-loving publie of this country . . . . his boak shomld
And many sager readers, = Mancheaigr Cowrier

" Ererpone now i talking of the Rossians snd wondsring eagerly sbout
them. « . . . Prohably whal we most deaire just mow is inlermation. . . . . We
want & bock packed full of hend siofl, This we get ot its best inn | . ., . Mr.
Montaga-Nethan's * Hissory. —Saturilay Nevior.

W, . An ezealient guide to opers ws the musie of the concert-room. The
author writes wall, and as his sympa hies are wodern he writes with ganv e-
tion on the latest mosieal developments. ' —largow Herald,

TREATISE ON BYZANTINE MUSIC. By the very Rav. S.
G. Harmgauy, MwsBac, Oron,, Protopresbyter of the
Puatriarchal Beumenical Throne of Constaniinople,
With Music Examples throughout. 182 pages. dto,
cloth, 7s. Gd.

A valusble work on Eastérn mosie construed within the limiis of the
titls ward, Dysantine, After disoussing the formation of the mnsical sonle,
the author paases in review the Gregurian system, s Westarn dovelopment
of Essters tradition, and prooeeds to & foll deseription of the old Oresk
distonie genis, the chromatio gense, and the mixtnre of the distonic and
ehromatie, om whish the bulk of Esstern musie, now prevalent, is oon-
sbrmoted. There are wpwards of Bfty unsbbroviated mosieal picced, snolvnt
gnd madorn, from Greek, Rosine, Turkish sod Egyptizn soarces, glven and
fully sunlpsid i the way thereby being opened wp for foture masiical” com-
posers who may draire to cultivete this wast and fertile feld.

FROM MENDELSSOHN TO WAGNER. Being the Memoirs
of J. W. Davison, Forty Years Musie Critic of * The
Times.”” Compiled by his Son, Hesny Davison, from
Memoranda and Documents. With 52 Portraits of
Musicians of the Tims and many Tmportant Letters
previously Unpublished of Berlioz, Mendelssahn,
Gounod, Macfarren, Sterndale Bennett, Jullien, ete.
Thick 8va, cloth, gilt top, 12s, 0d, nel.

THE STUDENT'S HISTORY OF MUSIC. History of Musie,
from the Christisn Era to the Present Time. By Dn.
F. L. Rirren. Third Edition. 478 pages of Letier-
press and 72 Plates of Musical Mustrations. Thick
erown Svo, cloth, 7s. 6d. A
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A BIBLIOGRAPHY OF MUSICAL INSTRUMENTS AND
ARCHEOLOGY. Intonded as o Guide to the Study
of the History of Musienl Instruments. By K.
Bomuesixorir.  Bvo, eloth, gilt top, G68. ncl. e

The above s reprinted frcm the two.volams work entitled ™ The In-
" struments of the Modern Orclestrs anl Early Records of the Precursors
of the Tialin Family." 18 &d et

The Timer: ™ [s the finest work of s kind since ' De Fidiealis Biblic-
graphin,’ and will be foand ef grest valee to all musiclne™

HISTORY OF HUNGARIAN MUSIC. By J. Kavoy (Thrector
of the Royol Hungarien Opera). Crown Bvo, bevelled
cloth, #u. 6d. ned,

* laformation not o be had anrwhere elee . . . . shoold be o8 wyerp
mialeal shell "eedntrrnotiveolen Musibgeseilschaft.

THE RISE AND DEVELOPMENT OF OPERA. Embracing
a Comparative View of the Art in Italy, Germany,
France and England. By Josgrm Goopanp.  Showing
the Canse of the Falling Back of the English School in
the Modern Period, and the Compensation which that
Falling Back Involved. With numerous Musical Ex-
amples, Portroits and Facsimiles. Crown 8vo, cloth,
gill top, 4s. Gd. net.

THE RISE AND DEVELOPMENT OF MILITARY MUSIC.
By H. G. Fanuer (auther of ** Memoirs of the Royal
Artillery Band ™). With Hlustrations of Early Instru-
ments and Muosical Examples, and Short Biographical
Notices of all the Staffi Bandmasters. Prefuce by
Lrmvr, A. Witnaass, M. V.0, Mus.Doc., Bandmaster of
Grenndier Guards. Crown 8vo, cloth, 3s. 6d. net.

THE MUSIC OF THE MOST ANCIENT NATIONS. Par-
ticolarly of the Assyrinns, Egyptians and Hebrows;
with specinl reference to recent discoveries in Weatern
Asin and in Egypt. By Can. Exom. With numarous
Wustrations nnd Index. Thick Bvo, cloth. Published
ut 18s., now offered for Sa. fd. net.

Grove’s hetlanary says of Carl Engel:

" His attsinmests as & musiclas, his elear insight into books In msny
langusges, hls Indefatipnble perseveranes fn research, snd the exereise af
a e, power of judicions discrimination, made bim one of the Hrst
nuthorities on his subject iw Europe, be became s oollestor when oppor
tunlties weres more frequent than they are now for nequiring mare instrs-
ments wnd boeoks. He thue formed a private museom and Tihrwry thst
ennld hardly be rivalled szcept by s few public institutions.*
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MANUAL OF MUSICAL HISTORY. From the Epoch of
Ancient Greees to our Present Time. By Do F. L.
Rirrer. BSecond Edition. Cr. Bvo, bevelled cloth, 5. 6d.

THE NATIONAL MUSIC OF THE WORLD. By H. F.
Cuorexy. Edited by H. G, Hewierr., Contains many
Musical Hlustrations, New Edition with Index. Crown
Bvo, cloth, s 1911

The wolume treats of the nathmal tones, foll-songe and nire of the
various races of the wortd. And the chaptors are andoubtedly marked in n
high degres with the eritic's ssnmen sttrsting the wide range of Chorley’s
lenrming a8 & stodest of the ari.

CHRONOMETRICAL CHART OF MUSICAL HISTORY.
Presenting a Bird's Eye View from the Pre-Cliristian
Fra o the XXth Century. By C. A. Hanmus,
AR.C.0., ete. On linen, folded in case, 2s, net (on
special paper, 1s. net).

e T. H. Tongs Tworros, Prinsipal, Lenden Anndemy of Musie: ** Ex-
tremsly well got op aud will be aseful.”

Dn ¥, J. Kans, Principal, London Colfege af Muisic: ™ Toor very menfl
shart . . . . axtremely well drawn op, showing in & mg‘m farim m great

dsal of tnfermation, mnd s » melul comparntive form. wveral professar
have expressed delight with it.”

Trimity College, Londen: * The Library Committee desire me to exprress
thair most cordisl thesks for the dooation of & copy of & ° Uhroucmetrirsl
Uhart of Musionl History® to the College library."—Saueey  Fraaom.

m Liks & Borrll tabloid—mnoch soorisboiest i & little room.“—Tiean
mwraned, South dfrican Schosl

Hurs ta be wery ueeful tn students . . . pxeellently srranged  and
seems to be very aconrate and thorough "—Do. Riird Dowsris,

i Byoalient chart . . . ond is certainly walzable in helplng the tmagina-
tiom to grasp aynchronons evente—H, Osuosn Axpsuros, Esg., Librerus
ts Birminghom anid Widiond Institute Hehool of Wusie,

THE RISE OF MUSIC. Being n Careful Enquiry into the
Development of the Art from its Primitive Puttings
forth in Egypt and Assyria to its Triumphant Cousuin-
mation in Modern Effect. By Joseen Goppanp, With
Illustrations of early Instruments and numerons Musi
cal Examples drawn from Ancient and Modern Bourees,
With Tndex. Thick erown Bvo, cloth, gilt top, Ta. Bd.

MEMOIRS OF THE ROYAL ARTILLERY BAND, Iis Origin,
History snd Progress, By H. G, FapumEn. With 1
Illustrations, Bvo, cloth, Ba.

THE PAST AND THE FUTURE, An Inaugural Lecture at
Gresham College. By J. FaEmnericx Bripes, Mus.Dec.
Crown 8vo, sewed, fd.

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

This work gives special attention te English musicians, sod is brosght
down ta 19605

Musioal Edueation saye: * An ozoellent little book—yet oot so litile since
it containg sn immense amount of information—historioal, biographieal and
eritical —in & vory small compas”

A HISTORY OF PIANOFORTE MUSIC. With Critical
Estimates of its Greatest Masters and Sketches of their
Lives. By Joms 0. Fuusore, Edited with sn Intro-
ductory Preface by Riptex Pesstics. Crown Bvo,
cloth, 3s. 6d.

Depiey Brex says of it: " In vigmsnt the work should be in the
nands of every earnest student.* it

* The only work of s kind Ia Esglish. It groops the composers and
their works imto epochs =nd gives s clear deseription of ths different
epiabs ' — Kiudr

THE WORLD'S EARLIEST MUSIC. Traced to its Bagin-
nings in Ancient Lands. By collected Evidencea of
Relics, Records, History and Musical Instruments, from
Greece, Etraria, Egypt, China, through Assyria and
Babylonia to the Primitive Home, the Land of Akkad
and SBumer. By Heamass Ssarra. With 85 full page
:l!mulhh‘;'tinnl and Cuts, nearly 400 pages. Crown Bvo,

THE GROWTH AND DEVELOPMENT OF MUSIC.
Described in Chapters on the Study of Musical History.
By Enwann Dicxixsox. With an Annctated Guide to
Musie Literature. Over 400 pp. Thick 8vo, cloth, 10s.

Mp. Enwest Nowsaw in The Manchesler Goordien writes: * . . . |, the
extent med the sccarsey of the informstion copveyed make the beck
indispensabla to students and to publie libraries.”

A GENERAL HISTORY OF MUSIC from the Infancy of the
Greek Drama to the Present Period. By W. 5. Rock-
grno. Feourth Edition, 535 pages. Thick 8ve, cloth,
7a. 6d. net (published originally at 14s.),

HISTORY OF THE HARP. From the Barliest Period down
to the Present Day. By Joux Tuosmis (Pewcerdd
thealin). 8vo, paper covers, 25, net (published origin-
ally nt &s.).
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THE WIND-BAND AND ITS INSTRUMENTS. Their His-
tory, Construction, Acoustics, Techmigue and Com-
bination. By Amrmum A. Cuarrd, Royal Military
School of Music. A Work for Bandmasters, Buands-
men, Students and the Genersl Reader. With numer-
sus Illnstrations. Crown Bvo, cloth, gilt top, bs. pet.

Wind instruments have n repablie of their own in the wind-band, where
each ope ls sovereign, mot anhjoct, and all may express themselves freely,
far thern they are the paramount power- In this book it is sougpht that
eacl immtrament shall acooried reapect ns befts itz spevile fmport-
ance, Far that resson, the gualities of esch & taken imto considerstion
feom the wiswpoints of listory, mcunsiies ponstrueticn, technigue saod
I e il "A% present there ia o {ook in tha English language
denling with wind instrumests and the wind-band in plan or seope borein
attempied.

A Work of Original Research and Study.

THE INSTRUMENTS OF THE MODERN ORCHESTRA
AND EARLY RECORDS OF THE PRECURSORS OF
THE VIOLIN FAMILY., With 500 Tllustrations and
Plates. By Karniees SCHLESINGER. Two handsome
volumes, thick Bvo, eloth, gilt tops, 18s. 6d. net.

‘[t fa no mers eche af ather histarians but & work il eriginal resenroh.
This is msde clenr Ly ths fsct that povel ponolaslons sre resched and
gew verliets given. 10 woold Fpom that we ahall b oompeiled te recos-
sider and probably o recunstruct oor polioms &x to the origin of the
vialim. .. + - & wplendld book which will beiome = glnasie. The many
yoars of lsborigas mnd porssvecing study given to fts compilstion awl
dnmponition will be apprecisted by generatioms Fet to come.— Hirming-
ham Fapeite gl Fajprede.

Joux Baoingocse in the Mol Ktandurd writes | * Far sarpassss any
bosk on the subject which it has been odr gooll lertane to read. Tha
whole lins of the investigation ia is every sense of the word erigiosl ; oot
trusting the resemrches of ker redecessors, Miss Behlesinger has, during
mARY years, gone folly and deoply into the matter for hecsslf | and,
waving arrived at oonclusions ghlle at varinnce with thoss of other
rri-‘_:ln. alis is Bot afraid o sy o The tooe of the book i woderation
(T |

The masls rritie af ihe American Mustesl Courser in an abile esesy anye:
“it s m grest work fu twa volsunies with over fve hundred illustrationa
and plates. . . - . Bhe [the author] Is n klnd of musical Darwin who has
given oo and af toil and troukls to treoe the apeestors of one iRstruments
int thelr bumble anid pemote soarces.”

E. vix prn Breaens writes lo the Strad: “ This work ranks smong the
muost ramarkable modern lierators on the subject.”

HOW TO PLAY FROM SCORE. Treatise on Actompani-
ment from Secors on the Organ or Pinnoforte. By F.
Feris, Transiated by A, WHITTINGHAM, With 40 pp.
of Musical Examples. Cr. Svo, bevelled cloth, Ba. 6d.

This populnr med meeful book might have beest enotitied “ The Art of
Msking Arrsnpgemruls for the Orgen or Pissoforte from Fall Drehastrs]
snd Other Beorss.”” [f comtsins all that {s mecesssry to know open thie

wnhjeet i
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MODERN ORCHESTRAL INSTRUMENTS, Their History,
Btructure and Capabilities. By K. Scmesizcmz. A
Practical Hlostrated Handbook for the Musician, Stu-
dent and Concert-Goer. Numerous Tligstrations and
Musical Examples thronghoat. Bvo, eloth, gilt top,
75, Od.

The Trmes sayuc ™ We do not hesitate ta recommend the wolume to sl
Invers of mosie who would know something of the instromests =il
produse the marvellous tone colonr of the medern orchestes, or desire, by
uid of the large and elear iilustrations, to recognise the varions forms
which are now to be found in por lerge military and manieipsl bands

The ahave volnme, with * The Precarsars of the Violin Family,” form
the two-vclime work by K. Schiesinger, 185, 84 wet, For foll desoription
sen preceding jtem

ONX CONDUCTING. By Ricmanp Wassen. Translated by
E. Dasxnevrane. Second Edition. Cr. 8vo, cloth, 3s.

A treatise on siyls in the executien of clsmival musie, writtem by =
practical manter of the grand style.

Wuraanrsen, speaking of this relsbrated work, ssys:—* Wagner's book
Inid the foondstion for & oew understanding of the fumction of the com-
durtor, in whom we now recogniss, nob only the vternsl fsetor thet holds
together an orchestral, choral er aperatin performance, hut above all the
apirituslising intarnal faotor that gives the performance its wory soul ™

{Frara’s Dictiomary says: * Ono of the foest of his minor poblieations,
wnil ta & professional musleisn perbape the most (mstructive. A Treatise
wn Stple, giving his views ns to the troe way of naﬂniu{!ph-bul minmie,
with minute directions bow to do It sed how not to do b, together with
many examples o musiesl 1ype from the instrumental works of Beethoves,
Weber, Mosart, sto.™

NOTES ON CONDUCTING AND CONDUCTORS. By T. R.
CUrocen, F.R.G.5., F.Z.8., also the Organising and Cop-
dueting of Amateur Orchestras, with three full page
lNlustrations of the various ** Beats® and Plan of the
Orchestra. Third FEdition, Revised and Enlarged.
Crown 8vo, cloth, 24 nel {paper, Is. net),

* A mine of good thingw " Wuaical Gpinion.

“ Omn of the bowt guides o condusting “—Musie Troades Reériew.

* A eapital little book brightly written and full mot anly af snteriaiming
and racily-tald aneedotes, bat also of slear and sronibly-ezpressed apininng
on midiesl mattere. —The Stage.

A MUSICAL Z00. Twenty-four Iiustrations displaying the
Ornnmental Application of Animal Forms to Musical
[nstruments  (Violins, Viel dn Gambas, Guitars,
Pochette, Serpent, etc.). Drawn from the Carved Ex-
amples by Hesny SaxrGeonce. 95 ned for eloth,
ds. Gd. net).
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THE ORGAN AS VIEWED FROM WITHIN. A Practical
Handbook on the Mechanism of the Organ. By Joms
Brosanmouse., With over GOfty Nlustrations. Crown
8vo, clath, 25 6d.

THE MAKING OF SOUND IN THE ORGAN AND IN THE
ORCHESTRA. By Hmmwmawss Saare.  An Anolysis of
the Waork of the Air in the Speaking Organ Pipe of the
Various Constant Types, and an Exposition af the
Theory of the Air-Stream-Reed DBased npon the Dis-
covery of the Tone of the Air, by Means of Displace-
ment Rods. With 30 Dlostrations and Tahles, Thick
erown Bvo, cloth, fs.

Mr. Hermany Smith has gained s distingulshed position &8 an lnvesti-
gutor in mabters reliting to sound prodection in musicdl lmstraments, -
His rondlusbons arcive at & theory widely different fram those which have
been prapousded in the several lenrned works on avonstivd

MODERN ORGAN BUILDING. Being n Practical Explan-
; ation and Description of the Whole Art of Organ Can-
struction, with Especial Regard to Pueumatic Agtion.
Together with Chapters on Tuning, Voicing, ete. By
Wit and Tiosas Lawis {Organ Builders). With 78
1llostrations Drawn to Seals and Reprodueed from
Actual Working Drawings, together with Diagrams,
Talles, eto. 4to, cloth, 7s. 6d. 1911

ADVICE TO YOUNG ORGANISTS. By J. T. FieLn. 2.

THE PEDAL ORGAN. Its History, Design and Control.
By Tuosmas Cassox. With folding Diagram, Second
Impression.  Bvo, eloth, 2« net (paper, le. net).

THE ORGAN FIFTY YEARS HENCE. A Btudy of its
Development in the Light of ita Past History and
Presont Tendencies. By Fmawos Buroxas, F.5.A.,
Beol. Bvo, ls. net.

THE EARLY ENGLISH ORGAN BUILDERS and their
Works, from the Fifteenth Century to the Period of the
Great Reballion, An Unwritten Chupter on the His-
tory of the Organ. By De. E. F. Rrunavnr. Well
printed, with woodcuts. ..Fm 8vo, cloth, 8a. Gd.
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SOME CONTINENTAL ORGANS (Ancient and Modern) and
their Makers. With Specifications of many of the fine
Examples in Gerrany and Switzerland., By Jamss T.
Weocewoon. Posi Bro, cloth, 2s. net.

Oontaing specifeation and & brisf eritigus of some of the famoas sld
Continental sryans as they exist at the present dsy, Describes alsn peveral
Ep-ta-date Continenfal orgnne Amungst othur organs psrticolsrs [
Kiven of those st Honrlem, Cologne, Aix-in-Chapello, Frankfurt, Heblld
barg. Ulm, Stuttgart, Binsedsln, Btragshorg and Awmtwerp  This whrk
forms & velushie supplement o Hopkins's nod Rimbanlt's grent trentise.

" Mr. Welgewood remarks on all drtafls snch an workmsnwlip, tane,

pecilinrilles of mechanism, rost, str. We tharnoghly rocommend the look
b0 those who pre intercuted in organs.”"— Bazaar,

MODERN ORGAN TUNING, The Huw and Why, Clearly
Explaining the Nature of the Organ Pipe and the
System of FEqual Temperament, together with an His.
toric Record of the Evolution of the Dintonic Seals
from the Greek Tetrachord. By Henwmasx Ssrrg.
Crown 8vo, cloth, 3s, @d.

" The grestest nnthority op wannation] m:h-r; connected with ergan
pipes who has ever lved ™ paya Mr. G, 4. Avdaley of Hermann Bmith
in Big ™ Art uf Organ Duildlng. ™

" Bimple non-teahnion] terms st ont with an sttractivensss amd Tueldity
I have nover sesn snrpasssd the bistory of the evolutlon of the dintagin
souln fram the Groek tetraehord . . . . Ly no menns intended for organ
#udents alone . . . . the historical explanations ndd to the feseinstion of
this volume. “— Ouily Telegraph,

* Recommonded to the noties of urganists with the fallest confdumos that
thay would derlvs lnth plensare and prafit from jir peroel,”—Seattish
Crrdion,

A SHORT HISTORY Op THE ORGAN, ORGANISTS AND
SERVICES OF THE CHAPEL OF ALLEYN'S COL.
LEGE. Dulwich., With Extracts from the Diary of the
Founder By W. H Brocks  COrown Byo, sowed, Is,

ANALYSIS oOF MENDELSSOHN'S ORGAN WORKS, A
Study of their Structural Features. For the Tse of
Students. By Jossra W. G, Hatraway, Mus.B. Oxon.,
1237 Musical Examples. Portrait nnd Facsimilea, Of,
8vo, bevolled cloth, 4s, 6,

ORGANIST'S QUARTERLY JOURNAL of Original Com-
positions.  Edited hy Dn. W. Seank, fis. per part. New

Beries Volume, 180 Inrge pages, oblong folio, bound in
cloth, 18s.
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RINK'S PRACTICAL ORGAN SCHOOL: A New REdition,
Carefully Revised. The Pedal Part printed on a Separ-
ate Staff, and the Preface, Remarks and Technical
Terms translated from the German expressly for this
Edition by Joms Hixs, The Six Books Complete, hand-
somely bound in red cloth, gilt edges, oh. folio, 108, Bd.
et (issued at 20s.), or the six parts 7s. tid. net (jssued
at Ba. each), parts sold separately.

The beat edition ever pahlished of this Grand Clazairal work. No ather
sditicn will hear comparison with it for eare sod skill is editing, wor for
beauty of engraving and exesllence of printing. One speaial merkt of this
pdition la that the bar [ines are bold, and thet they wrg drawn right through
tha seore, instead of throogh each oiafll, as was the eustom in days yooe by
The student who will take the troohle to tent this edition against any
ather, will st onee perceive the mdvantage he gaina frum this elesr wnd
dlstingt wtyle of * barriag *; to an advageed performer the matter may ba
perhaps of leas importanes, bat sven he oannot fall to sppreviste the eam-
fort of inaressed lagibility.

As & rovel road to therough sod seund Orgas Playing in ull styles, thirs
{s no other Bebool which will bear onmparison with thist » Beginper
oan follow Bo hetter calirss than ta go through it sluwly.

THE ORGAN PARTS OF MENDELSSOHN'S ORATORLOS
AND OTHER CHORAL WORKS. Analytically Con-
sidered. By Onvaxpo A. MaxsFienn, Mus.Doc., F.R.C.O,
With numerous Musical Fxamples, Crown Svo, oloth,
4, Bd.

HENRY SMART'S ORGAN COMPOSITIONS ANALYSED.
By J. Broanmousk, Crown Bvo, bevelled ecloth, 2. 6d.

THE INFLUENCE OF THE ORGAN IN HISTORY. By
Duprer Boos. New Edition with Tlustrations. Crowno
vo, cloth, 2s. (or paper, 1s. met]).

REFORM IN ORGAN BUILDING. By Taowmas Cassos.
Crown Bvo, seweid, Gd.
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INDIVIDUALITY IN PIANO TOUCH. By Asomnxox H.
Laspo and J. Avrren Jomxstoss. Crown Bvo, 1s, net,

HOW TO STUDY THE PIANOFORTE WORES OF THE
GREAT COMPOSERS. By Hennerr  Westensy,
Mus,Bue, Handel, Bach, Hoydn, Scarlatti, Mozart,
Clementi, C, P, E. Bach. With Portraits and Muesical
Examples thronghout. Crown Bvo, ¢loth, Ss.

This valume is nlso issued in separale parts, paper covers,
as Tollows : -

Huxorr, 6. wet; D, Seanrarrr, id. net; Bemraoves,
1s. it J. 8. Bacw, Bd. wet : O, P. E. Bacw axn Havps,
bd. et ; Cresestr, 6, sel s Mozanr, 8d, nel,

THE ARTIST AT THE PIANO, Essays on the Art of Musi-
eal Interprotation. By Gronas Woonnouse., Bva, eloth,
24, Bd. net {or paper covers, 1s. 6d. net),
The oslebratod pinmist Paderewsid, witer ronding the mannerript of this
stimulatiog velume wrote s * The Iociktiet fa quite w remsrkable work and
& roally valunble contribution to the philasophy of pinnistie st

THE ART OF TEACHING PIANODFORTE PLAYING. A
Systematised Belection of Practical Buggestions for
Young Teachers and Students, By J. AvrmrEp Joms-
STONE (muthor of * Piano Touch, Phrasing and Tntar-
pretation,’”” “Modern Tendeucies and Old Standards
in Musical Art,” ete.). Becond edition. Thick crown
8vo, cloth, 5a,

Not & lew of thowe who have apent years nk the work of giving Jessons in
planoloria playiog fail o sohisvs tha Enncessthair nbilltles deserve simply for
e lnicks of pamne olear, nysIamatio, rrnelieatknan ledge of (he st of tenching,
In thin volumo mtliods are suzgested, hints are offe red, prinalples and rules nre
formalsted, opuries of study are skeiohed out; and all these sre anf.
cisntly geners] snd waried to furnlsh & wenful gnids for the tencher
without elrowmseribing his individani isnlns or running say risk of
stunting his dnrelopment.

* The work of one whe is babh ap experienced instroctor and = thorpuph
meleinn, " —Nattingham Guardian,

“Tho most comprebensive handbock fer teschers ihsi we know , |
the ckapter on Anger ezervipms i pxoellost.—The Literary Werld.

* To rend this book thoroughly is to & pisniet & [Theral eduostion , . .
the most camprehensiva handbosk fer pinng professars we haws wTFE miet
with."—Cheltenham Ezaminar,

FRACTICE REGISTER for Pupil's Daily Practice. A
Bpecimen, 1d. (or 1s, pl:ilﬂﬂj.
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REEVES' VAMPING TUTOR. Art of Extemporaneons Ac-
companiment, or Playing by Ear on the Pinnoforte,
Rapidly Enabling anyone having an Ear for Music (with
or without sny Knowledge of Musical Notation) 1o Ac-
company with Egqual Facility in any Key with Prac-
tical Examples. By Francis Tavron. New Edition,
to which is added Instructions for Accompaoiment
with Equal Facility in every Eey illustrated by Ex-
amples. Folio, 2s,

REEVES' THE POPULAR PIANOFORTE TUTOR. Instrue-
tions, Seales; Exercises, Tunes. Fuolia, 1s.

PIANOFORTE TEACHER'S GUIDE. By L. Praoy, Trans
luted by Fassy Ravmosp Rirren, Crown Bvo, boards,
1=.

* Eridently written by » pianlst who is n therough master of his Instre-

ment as weil as & good toncher.—Fducativnal Timer. 3

“gome of the fnrst pisnists of the day owe much of their tecknieal
faeility to Plaidy's excellent method " — Bozaar.

THE ART OF TUNING THE PIANOFORTE. A New and
Cumprehensive Treatise to enable the Musician to Tuna
his Pianoforts upon the System founded on the Theory
of Fgual Temperament. By Henumaxx Swirh. New
Edition, theroughly Revised. Crown Bve, limp eloth, 2s.

THE DEPPE FINGER EXERCISES for Rapidly Developing
an_ Artistie Touch in Piancforte Playing, Carefully Ar-
ranged, Classified and Explained by Awx Fax (Pupil
of Tausig, RKullsk, Lisst and Deppe). Folio, Fnglish
Fingering, 1s. &d. {Continental Fingering, 1s. 6d.).

The Murical Timies anya: * We are saked by & well-known pianist to sy
that Herr Emil Sauer was tenived op to his soventeenth yesr on the Doppe
syetem and that he owes his wonderful technbyue almost solely to that
mrthed. . . . - Our correspondent ndds that Herr Ssuer speaks ms enthusl-
sativally of the Deppe muthod s4 did Miss Amy Foy.”

PIANOFORTE SCALES IN THIRDS AND SIXTHS FOR
EACH HAND, In All the Major and Minor Keys. Fin-
gored and Arranged by M. Rocx. ls. fid, met (pub-
lished at 4a8.)

PIANO TEACHING. Adviee to Pupils and Young Teachers,
By F. Lg Covrrey (Prof. in the Conservatory of Musio,
Paris, eic.). Translated from the Third French Edition
by M. A. Bremstavr, FPost Bro, cloth, 2s.

“ Well worthy of perusal both by young teachers and pupils. The book
contmins sound advies, partivalarly applicakle to the study of pinsaforts
playing.~--W. H. Wastt in Thae Fianist's 4. B. O,
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TECHNICAL STUDY IN THE ART OF PIANOFORTE
PLAYING (Deppe's Principles). By ©. A. Ennzs-
FECHTER. With numerous Illustrations. Fourth Edi-
tion. Crown 8vo, hevellad cloth, 2s. 84,

DoxTewTs ; Poaltion—Arm—Wrist—Fingers: Toush (Tene Produotion) ;
Legato; Fguality of Tane; Treowics sed Contraction ; Five Finger Exer-
visas ; Bkips; The Bcale; Arpeggio Chorde ; Firm Chorde; High Balslag of
Ehe Arm: Melody and fts Accompaniment ; Connevtion of Firm Chords;
The Tremolo; The Bhoks (Trill} ; The Pedal; Fiegering.

WELL-ENOWN PIANO S0LOS. How to Play them with
Understanding, Expression and Effect. By Comantzs
W. Wikinsox. Containing 110 Articles denaling with
the Works of Sinding, Bearlatti, Paderewski, Handel,
Bubinstain, Secharwenks, Sehumnnn, Godard, Delibes
and other Composers. With Portraits. Crown Bvo,
cloth Gs.

Ditta, the shove divided into four parts, in paper covers,
1s, ench series,

Contents of the Firnt Beries i—Bixuiau, Rustle of Spring. Scastisr
Fastorale » Capriecis. Papeuswswr, Minaet in o, Hawwer  Harmanioie
Bluckwsith. Irarswrers, Melody i F. Bomsmwrsms, Palish Dames,
Acarsusn,  Naohtatfioke, Gomanm,  Mawurks. Ducoses, Pizzienti  from
Bylvin. Guma. Wedding Day at Troldbangen. FEisie, Salut " Amour
Panemzwoni, Melodis. Tarr, La Filenss, Temitsovarry, Troika Gopann,
Herger ot Berghres. Cusmimans, Pisrrette. Moszxowsxt, Blinesiles
Pavanewsxy, Minnet in 4 Major. Gmmo, Norweglnn Bridal Procession,
Lamer, Regain Temesinns. CrismiNape, Aotumpe, Moszkowsrt, Soreqnts
Lacx, Valee Arabesgoe. BeuuManw, Arsbesks Cnoris, Etade in G Flat
Donamn, Pirst Valss,

The Ssoond, Third and Fourth Barics contuin & similar varled eelention,

Draws one's attention ty the bemutirs in & pisecs, explaion difonities hers
and there, draws attention te & pedal effect and any peculinrity of Gmger
ing, snd geoerslly gives all the informatice s professor |s expeoted te
give to his pupils.

" Desvribed in detall in & manner to be understued by the youngest
stodent, and with a charm that most essurs the popalarity of the book ™
—dbérdeen Daily Journal,

" In plaie Inngnage froe from technionlities proffers valuahis help to the
budding pinng wololet. " —Leiceater Mail

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On
Rliythm, Measure, Phrasing, Tempo. By C. A, Eungx-
FECHTER, Second Edition, Crown Bro, bevellsd oloth, 24,

" Deale with rhythm, measare, phrasing amd tempo as mpplisd to

forte playing . , . . oXplaing the differspcs batween tha subjectice and
objective In delivery and expreases his cpinfun that m performancs of the
barn nrtist must of neersslty be subjeotive, whils the wavering, andecided
und unlnspived amatenr will be safest in giving an altogethor shjevtive
fendering, The section with relorencs to mocent j Particularly geod.
Thers mre numernus iNmstrations from the works of Lhe mestare. " —W, H,
Wosax in The Pignist's 4. 5, 0.
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PIANO TOUCH, PHRASING ARD INTERPRETATION. By
J. Avvnep Jomxstose (auther of **The Art of Teaching
Piano Playing,” ete.) Crown 8vo, cloth, 8s. 6d.

HANDROOK TO CHOPIN'S WOREKS. Giving a Daetailed
Account of all the Compositions of Chopin. Short
Analyses for the Piano Student and OCritical Quota-
tions from the Writings of Well-Known Musical
Authors. By @ O. Asmrox Jossos, The Whaola
Forming & Complete Quide for Concert-Gouors, Pianists
and Piancls-Players, slso a Bhort Biography, Critical
Bibliography and a Chronological List of Works, ete.
Crown Bvo, eloth, gilt top, Us,

Will Le found squally mseful and helpfel to consert goers. for whom |t
formé & permanent snalytics] progremme, to pisnists, snd to thoss ams
tedrs of musle who ean now, owing to the pinpcls, pursue for the Arat
tims m syetematic and coordinated stody of Chopin's works, s delight
hitherto denled to them owing to their innbility te resd or play the mare
difflonlt aompositions

“ Here in omp compeot valome, ts all thet it is necesary to know about
Ohopin snd his works sxcept by the teisured enthnsinst * * * Esch sspar
ste npus in placed in its proper seguence, amd attached to them wre brist
extrasts, sguin (rom very sany writinge together with My Ashtin
Jouson's own lneid eriticiens. The tadk ls well done: oothing has ap-
parently been Toft oov that sught to have been put im, and nover amer
ean our asthor be acoused ol being tedlous, The book abould be grestly
sindied by sll."—Daily Chronicle.

A SYSTEM OF STUDY OF SCALES AND CHORDS, Being
Chapters on the Elements of Piancforte Technique, By
B. Viss Weammmnoox, F.R.0.0. Tllustrated with
numerous Musical Examples. 8vo, cloth, Zs. (paper
covers, 1s.).

Ths & importanos, the shealate meormsily, of & study of scales
and chords, the latter in the form of mrpeggis, o the stadent of the
planolorte, is oniversally sdmitted. It [n the sim of the writer o Iny
bsfors the reader the simply fundamontal rales which it is belleved will
render acales and chords intecestihg and intelligitle, if not actunlly sasy.
The suthor ontlines s scheme which abolishes the drodgery and imapires
the pupll with an esthosinem for practice amd formulstes & motkod or
system in which that practive may be carried out
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To R.C.O. axn Dirtoma Caspinates.

A COMPEND OF MUSICAL KNOWLEDGE. By Pency
Baxxr, F.R.C.0., LMNua.T.C.L. Being s Guide with
Notes, Hints and Articles aon the Study of Examination
Questions. Crown #ve, cloth, 25, net,

This book kns been Brepmped peimariy ta hely candidates Futering for
the B.OO, and TALL, Diplomas, thongh it contains miuch information far
smintrar muslolin and genersl rendor. Bt is inlizpensnhls to teachers

wha wish to guide their pupils through o courss of stuidy dealiog with a

In numher of mmhijeots like these set for the FOLOL0O. and AR, e

sminations.

ELEMENTARY LESS50NS ON SIGHT SINGING. Combin-
ing the Staff and Tonic Sal-fa Notations, With Musis
Examples throughont. By J. W. Rossmveron,
LRANM. 1s net.

¥ar many singvrs there j# ouly ane method of becoming pood alght-readess,

vix, combining the tonbe sol-fu with the stall mothtien, It ls hoped thet o

perusal of these elementary lessons will show the principles on which this

combileation la efevted nmd simplify the somewhat difieult tuak of sight-
reading.

RUDIMENTS OF MUSIC, Set forth in Graded Questions
with Answers, By B. Howamrs, L.J5.A M AROUM.
For the Tse of Candidates preparing for the Examing-
tions of the RAM, LRAM., ARCM Crown
Bvo, 1s,

STEPS IN HARMONY. With Copions Explanatory Fxam-
ples and Graded Test Exercisss, A Handhook for
Students. By Dm. Cmvmemii, Simer.  With Musie
Examples thronghout. Crown Bvo, boards, cloth back,
5. Bd. mnat,

It in believed that he wha thoronghly masters the contents of thess PegTE
will be prepared to stsidy intelligently the harmonle structure of the works
of the great masters, and alse to fullaw eritionlly the changeful temluncies
of the presept day,

600 QUESTIONS AND 600 EXERCISES IN ELEMENTARY
MUSICAL THEORY. By W. H. Patuer. Crown Bvo,
eloth, 25, nef (paper covers, 1s. net),

Tntended 0 & belp to the private studsnt apd to the capdidate prepar-
lag for the soversl musical examinations,

ON THE MODAL ACCOMPANIMENT OF PLAIN CHANT.
A Practical Treatise. By Fowin Evaxs, Senior,
F.RC.O, Part I, Theoretical: Part IT, Practical
Sehool of Plain Chaut Accompaniment, consisting of 240
Exercites, with an Appendix of Notes, Crown Bva,

cloth, 3. 6d. nef,
=
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MODERN CHORDS EXPLAINED. (The Tonal Beale in
Harmony,) By Amymvn G. Porren. With Musical Ex-
amples from the Works of C. Debussy, Richard Strauss
and Granville Bantock. fvo, limp cloth, 1s. (paper
eover, Od. net).

THE HARMONISING OF MELODIES. A Text-Book for
Students and Beginners. By H. C. BaxisTER. Third
Edition, with numerous Musical Examples. Crown Bvo,
limp cloth, 2s.

EXERCISES IN VOCAL SCORE READING. Collected from
the Works of Orlando di Lasso, Palestrina, Vittoria,
Bareroft, Redford, Peter Certon, Byrd, Gibbons, Croft,
Rogers, Boyee, ete. For Students preparing for the
B.C.0. and other Examinations, By JaMms Lyox,
Mus.Doc. Oxon. dto, s

EXERCISES IN FIGURED BASS AND MELODY HAR-
MONIZATION. By Jaups Lvox, Mus.Doe. dto, Js.

HOW TO COMPOSE., A Practical Guide to the Compaosi-
tion of sll Works within the Lyric Form, and which
inoluda the Valse, Gavoile, Mazurka, Polonaise,
March, Minuet, and all Ordinary Dance Forms; a8 alse
the Nocturne, Impromptu, Bercense, Reverie and
Similar Characteristic Pigees. By Epwin Evans,
Bpsion, F.R.0.0. (author of *The Relation of Tehai-
kovsky to Art-Questions of the Day,” “ A Handbook to
Brahms' Works,” * The Modal Accompaniment to
Plain Chant,” ete.). With 60 Musical Examples.
COrown 8vo, cloth, 2s. gd. (paper, ls. 6d. net).

PRONOUNCING DICTIONARY OF MUSICAL TERMS. By
De. Duousy Buok. Sixth Edition, with the Propunciation
of each Term nccurately given. Edited and Revised by
A, WmrnineEas., Crown Bvo, cloth, 1a. (paper, 6d.)

A most valuable and uselul litéln bock to all musiesl people, The method
sdopted for giving the wurrect pmnueiﬂ'ﬂm of esch term s most eoosise
snil clear.

HARMONY, EASILY ARD PRGEREBSI\'ELT ARBRANGED.
Presenting in & Simple Manner the Elementary Ideas s
well as the Introduction to the Study of Harmony.
With abont 300 Musical Examples snd Exercises. By
Pavs, Covseme. Crown 8vo, cloth, s, (paper, ls.)

Angmat Wilkeluj enyn :—" This work s dlstinguished by brevity sed
dlearpsas | most warmly recpmmend it
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A FIRST BOOK OF MUSIC FOR BEGINNERS, Embodying
Recent English snd Continental Teaching. By Anrmen
Wmrrivemasm. Sixth Thousand. Crown Bvo, sewed, 2d.

THE RUDIMENTS OF GREGORIAN MUSIC. By Fnascis
Buoncwss, F.8.4., Scot. Crown fvo, 6d.

EXERCISES ON GENERAL ELEMENTARY MUSIC. 4
Book for Begiomers. By K. Parce. Fourth Edition,
Part I, price 6d. Part II, price 9d. Crewn 8vo,
sewed (2 parts complate in cloth, ﬂa,}._

Daxranys 'or Pinr [: 1, Piteh. 2, Length of Sounda. 0. Time, 4 Time
and Accant. 5. Intervale. £ Beales. T, Transpoaition. . Synospation,

2. Bigns and Abbrevistions. 10, Notation. 11, Miscelinneous Questions amd
Exerniscs.

ConTents or Pany 11: 1. Trinde. & First Inversion of & Trind, 8 !k-mn_d
Inversion of & Triad, 4, Dimsonances 5. Buspensione. 6 Sequrnees, T
Cadences. 8, Dominsnt Sovenths, wiv,

ELEMENTARY MUSIC. A Mook for Beginners, By D
Wesrneoor. With Questions snd  Vocal Exereises.
Thirteenth Edition. Crown 8vo, oloth, 1s. 6d. (paper,
1s.)

Costnre: |. The Btall sand its Clefa. & Notes and their Hesta. 7. Bars
and Time, 4 Accidestals. 5. Keye and Busles. d. Intervals, 7, Musical
Piteh. B Accent. 8. Beoondary Slgne. 10 Ornaments and Gronpe of
Notes. 1L Volses and Boores. 10 Oharoh Motes, 13 Italinn mod other
Direvtions. 14 Foreign Note.-Names. 15, Questions. 1. Voeal Exeroises

" His explanations are extremely olear. The guesthuns st the esd wifl be
found very useful."'— Musical Timeas,

" This littls primer is ope of the best of lt» kind, and Forms an sdmir.
whie course of preparation for the leal rxsmiinations la musle . ... 0t
onaures, a8 [ar as & book oam, an intelligent wad thorongh of tha
elements of musion knowledge, Tho questions st the eml uf m will
be found iscalunhle to teachers ™ Jowrnad of Trinity Ualtege, Loudi.

HARMONY AND THE CLASSIFICATION OF CHORDS,
With Questions and Exercises; By Dr. J. H. Lewis.
Val. 1, 8Bvo, boards, cloth back, Ss.

—— HDitto, Yol. I1. 8vo, boards, cloth back, 5s.

COUNTERPOINT : A Simple and Intelligible Treatise. Con-
taining the most Important Rules of all Text Books, in
Catechstical Form {forming an Answer to the Chiestion
* What is Counterpoint?”’) Intended for Beginners.
By A. Iavinastosm Hinsr. (Reeves Educational
Series, No. 6). Crown Bro, sewed, Bd.



TECHNICAL AND TH EORETIOAL. ai

HOW TO MEMORIZE MUSIC. By C. F. Kentox, With
numerous Musical Examples. Fourth Edition. Crown
8vo, cloth, Is. (paper, 1s.).

» M, Kenyon proves himsell sm excelinnt guide; and indesd wa know al
ne other work dovekod tn the subject with wh Le han denli 55 thnrraghly
and so supcessfully.' ' —Glasgow Herald.

# Pgints oot the paramount importnaoe of being able to play from
memory. Many useful hints are given on the cotrse of stuwdy to be
pilopted.” —Murning Fost. 2

A mest walushie Qittle book af wight chapters, pontaining weluahls
information on the art of memoriging., with many \linstratiops. ' —Wealern
Merning News.

*» May do much good induning xoulg planiats to <xert ibeic brains
together with their fingers.'—Yarkihire Foat.

THE ART OF MODULATION. A Handbook showing at a
Glance the Modulations from one Key to any Other in
tha Octave, consisting of 1,008 Modulations, Far the
Use of Organists and Musical Directors, FEdited hy
Canta Zogirzs. Third Edition. Roy. Bvo, aloth, 4s.
(paper, Is. 6d.).

HOW TO HARMONIZE MELODIES. With Hints on Writ-
ing for Strings and Pianoforte Accompaniments, By
J. Hesay Bumcen, Mus.Bac. With Mugical Examples
thronghout. Crown Bvo, cloth, 2s. 6d.

HOW T0 WRITE MUSIC IN SHORTHAND. For Com-
posers, Btudents of Harmony, Counterpoint, ete., can
be Written very Rapidly and is more Legible than
printed Music, with Specimens from Bach, Handesl,
Chopin, Wagner, Mendelssohn, Spohr, Mozart, étc. By
Fraxois Tarvor. 14 pages, 13mo, sewed, Gd.

TRANSPOSITION AT SIGHT. For Students of the Organ
and Pianoforts. By H. Ensst Nicsot Fourth Edition,
with numerous Musical Eszercises. Orown Bvo, cloth,
1s. 6d. {paper, 1s.)

Thete is no peed to dwell opon the msefulnéss or pven the necessity af
transpoeition bo the arganlst or the sccompanist of sonjge- The practies af
trapapesing upen the lines pers Inid down develops the " mental ear,”
guickens tha musieal perception and gives ense in sight reading; ne it i
srident that, If the student can franspase st might, he will ant bave much
difienlty in mersly plasing at might. The author haw made free use of Lhe
tomin sol-fa sa well s the old notation in his msny musioal sxamples.
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MUSICAL ANALYSIS. A Handbook for Students. By
H. €. Basisren. With Musical Hlustrations. Crown
8vo, limp cloth, %, (paper covers, ls. net),

THE ART OF MODULATING. A Series of Papers on Modu-
lating at the Pianoforte. By Hewey 0. Bawrsrem.
With 62 Musical Examples. Crown 8va, limp cloth, 2.
(paper covers, 1s, nef).

THE STUDENT'S HELMHOLTZ. Musical Acoustics or the
Phenomena of Bound as Connscted with Musie. By
Joms Baoanmouse. With more than 100 Tllustrations.
Fourth Fdition, Crown 8vo, cloth, 7s. &d.

" Im his Prefaos the suthor snys: * The object of the prosent book ia to
Five, in one volums, 8 good gensral view of the mbject to thoss who can
neither spare time to remd, wor money to by n number of large and ex-
pransive works' A perusal of the bovk justifies wa in maserting that this
design i most estisfactorily earried out; aud it ls oot toe much to say
that although the plan of the work exclodes the porsibility of minutely
dinsecting every l'lij'l"ﬂ treated upon, any carefu] render may abtain so
elear an inmight into ihe principle of seoustics, sa o 'raable him sot ooly tn
pum an examination but to store up 8 large smoant of gensral knowledge
upon the phenomenn of sound "— Murical Timer,

" The Sindent's Helmbolis* will be very usefol to many musicians, to
whem mueh in Helmbolta's work must appenr obecure. 1 ahall reenmmend
the book whonever an opportunity offers itacl!.”'—[in. Ritres.

This work has been specinlly designed for musieal students preparing
for szaminstion.

EXAMPLES OF FOUR PART WRITING FROM FIGURED
BASSES AND GIVEN MELODIES. By Jimma Lyos,
Mus.Doe.  4to, 4s.

These exercises ars printed o open score #a ae to be of aee in scors
teading tests. This volnme lorme & key to ™ Exercises in Pigured Bam "
by the smme muthar,

THE STUDENT'S BOOK OF CHORDS. By Pasvar Neup-
HAM. Crown Bvo, sewed, 6d. net,

The Author saysi A very large number of misie students, exeentive nnd

thearetical, hawe expressed to me lrom time to timo » desire for & cheap

book, in wihich the chards with their faversions asd resnlutions are briedy
sod elearly sxplained. Tao these students T dedicwts this work.
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THE PRECURSORS OF THE VIOLIN FAMILY. Records,
Resenrches and Studies, By K. Stmmminaen.  With
over Two Hundred 1lluztrations and Plates. Thick 8vo,

cloth, gilt top, 125, 6d. net.

Tha Times ssyn of Miss Schlesioger's work: " The results of orl
. a new light in bers thrown on the early

{l.'n] researoh nre evident . . .
istory of the violin family, and in noy fature work on this subjoct
scoptint will Lave to be taken of the research disclosed in this volume"

This wolume, complete in iteell, formed originaily s part of the two-
soluma work entitled " The Instraments of the Moders Orebestrs and
Early Mecords of the Procarsors of the Viein Family,

ADVICE TO VIOLIN STUDENTS. Cuntaining Informa-
tion of the Utmost Value to Every Violinist. By
Wartace Ritomme, Principal, West Lendon Tiolin
Sehoal. Crown Bvo, eloth, 2. 6d. nel,

Conrenra: Baleoting and Adjusting—Chaioe of & Tescher—Course of Btady
—The Bevelk Method—DPravtislng—8tyle—Tone Productinn—Proouncistion
of Terma, Names, eto.—Graded List of Btudirs, Pieces, wte. Together with
Hints on Commen  Faults—Bhifting—Reading  Music—Stopping—Har-
monles—Yibrato—Tempo—Intosatiop, Piteh, etc.

AN IMPORTANT LESSON TO PERFORMERS ON THE
VIOLIN. By the Ceslsbrated TARTINL Paortrait.
Being the Translation by Dm. Brexey, issued origin-
ally in 1779, together with the original Italian. 8vo,
eloth, 2. nef (or paper covers, s, net).

THE VIOLINIST'S DICTIONARY. Containing nearly 2,000
Words, Phrases, References, etc., used in the Study of
the Violin Fully Explained. By Freperic B. Exery,
M.A. With & List of Tmportant Compuosers of Violin
Music, and of Old Violin Makers, nlso Rulea for Pro-
pouncing Foreign Terms. B8vo, cloth, 25 8d. net.

THE VALUE OF OLD VIOLINS. By E. Poroxaskr. Being
a List of the Prineipal Violin Makers, British, Italian,
French and German. With Approzimate Valustions of
their Instruments and Occasional Notes on their Var-
nish. Facsimiles of Labels and Violins. Crown 8vo,

cloth, 2s. 6d. net. 1813

NOTES ON THE CONSTRUCTION OF THE VIOLIN. By
W. B. Covestey. 12mo, cloth, 2s. (or paper covers, 1s.
net).

FACTS ABOUT FIDDLES. Violins Old and New. By J.
Broavmouss. Fourth El:!éﬁun. Crown 8vo, sewed, &

a
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IKFORMATION FOR PLAYERS, Owners, Denlers and
Msakers of Bow [nstruments, also for Btring Manu-
facturers. Taken from Personal Experiences, Studies
and Observations. Dy Wintsaxm Herwortsn, With Ilins-
trations of Stainer and Guarnering Violine and Gauge
of Millimetres and Centimetres, ete. Crown 8vo, cloth,
s, 6.

Cosrenrs: The Pege—Neok—Fingor-bosrd—Bridpe—Tail-Piror—Saddie—
Vinlin Holdor—Tail-pin—Bar—Sound post—Dn the Btringing of Bow Instra.
ments ip Genernl Tse—Btrings— Hosin—Oleaning of the Instroment and the
Bridge - Bow—Vielin Cnse—Hepaits— Preservat ion—Cdneluslon:

STRADIVARIUS. By Feris, BSee ** Biographical Section."

THE HISTORY OF THE VIOLIN and other Instruments
Playved on with the Bow from the Remotest Timias to the
Present. Also an Account of the Principal Makers.
Coloured Frontispiece and numerous 1llustrations and
Cuts. By W. Saxpys, F.5.4., and 5 A. Fomsrmu.
Thick Bvo, cloth, 7s. 6d. met (published at 14a.).

TREATISE ON THE STRUCTURE AND PRESERVATION
OF THE YIOLIN und all other Bow Instruments,  To-
gother with an Aeccount of the most Celebrated Makers
and of the Genuine Charncteristices of their Instruments,
By J. A. Orro, with Additions by J. Bismor. With
Dingrame and Plates., Fourth Edition, further En-
Inrged. Crown 8vo, cloth, 35

Contning (pstractions for the repair, preservation snd bringing out the
ane of instriments; tracing model for wiolin, motes snd fiddle holders
tiwt of clnsgical works for stringed Instroments. This work is sspecially
wulunble far makers of violins.

HOW TO PLAY THE FIDDLE. For Beginners on the
Violin. By H. W. and G. Gresewrrn, Eighth Edi-
tion. Crown 8vo, cloth, 5. (paper, 1s.)

Joscuim says: ' Containe many weeful hiots about violle playing.*

VIOLIN MANUFACTURE IN ITALY and its German Origin.
By Dun. E. Scaepex. Translated hy W. E. Lawsox.
Becond Edition. Sguare 12mo, cloth, 25, (paper, 1s.)

BIOGRAPHICAL DICTIONARY OF FIDDLERS. See ' Hio-
graphical Boetion."
HOW TO REPAIR VIOLINS andother Musical Instruments.

By Avreen F. Comwmon. With Diagrams. Crown 8vo,
cloth, 2s. (paper, 1s.)
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THE VIOLIN, Its History and Construction. Illustrated

and Described from all Bources. Together with & List

of Tyrolese and Italisn Makers. With 28 Tllustrations

and Folding Examples of the First Music issued for the

Lute, Viol and Veice. From the German of AnEpz and

NiEnErgEiTMasy. By Jomx Brospmouvse. Crown Bvo,
eloth, 2s.

» Tlig lesrnod and (nstroctive trestise of Abels, skilfully rendered by
1. Brosdhonss and supplemested by a verslon of Nicderheftmana's list of
1talisn wnd Tyrolese violin makers, & rompilation invaluable to oollectors
and connoissenes of rare fddies . . .. & work which ferms & noleworihy
addition to the small number of Englisvh books opon this interesting wab-
jeet."—Seatvsimn,

HOW TO MAKE A VIOLIN, Practically Treated. By J.
Bnosprovse. New and Revised Edition. With 47 1l-
lustrations snd Folding Plates and many Diagrams,
Figures, ete. Crown Bvy, bevelled cloth, 3. 6d.

Cosxtexts: Introduction—The Parts of the Tislin—On the Selectlon of

Wood-—The Tools Heguirod—The Models—The Mould—The Ride-pinces and

Bide Lininge—The DBack—O0f the Helly—The Thickness of the Hack sod

Belly—The Hass Bar—The Porfling—The Neck—The Flnger-bosrd—The

Wut apd String Guand—Vernishing sod Palishing—¥arnishes asd Colowr-

img Mntter—The Varnlsh—A Muthemationl Method of Constrocting the

Outlise—Tha Remaining Accessarien ol tha Visokin.

This new editfon has had the sdvantuge of being revieed throughoet by
& eelebrated violin maker.

SKETCHES OF GREAT VIOLINISTS AND GREAT
PIANISTS, BSee ** Biographical Bection.” .

THE ART OF HOLDING THE VIOLIN AND BOW AS EX.
EMPLIFIED BY OLE BULL. His Pose and Method
proved to be based on true Anutomical Principles. By
A. B. Cnossr, M.D., Professor of Anatomy. Por-
trait, Disgrams and Tllustrations, Bvo, cloth, 2s
(paper, 1s.)

Ieeleded in iha sbove mre some interesting recollections and mneedoter
af Ole Ball

THE YIOLIN AND OLD VIOLIN MAKERS. Being a His-
torieal and Biographical Account of the YViolin. By
A. Masox Crange. With Facsimiles of Labels used by
0Old Masters and illustrations of a copy of a Gaspare dn
Ealo. Crown 8vo, cloth, 2s. net (paper, 1s. nat).
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TECHNICS OF VIOLIN PLAYING. By Kant CoURVOISIER,
With Illustrations. Tenth Edition. Cloth, 2. 6&d.
(paper, 1s.)

"1t is my opinion that this book will wfer materinl aid to all violin
ra, ' —JoACETs,
“As for se words, sided by disgrams, cas maks clear so prastieal
subject as the playing of & wusical instrument, this Utils book leaves
nothing to be desired. The sothor, who was & popil of Joschim, has

treated the subject in & most thorough manser, and wo esn highly recom-
mend his I'tile book' —Fdwsstional Times,
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THE ART OF VOCAL EXPRESSION. A Popular Hand-
book for Speakers, Singers, Teachers and Elooutionisia.
By the Rev, Cmas. Gru. Crown 8vo, eloth, 2s. net (or
paper covers, ls. net).

A CHAT WITH CHORAL SINGERS. By H. W. Srargow,
A.R.0.0. Bvo, paper cover, 4d.

Coxmexss: Heading  Mnale—Tone Productioe—Bresthing—Phroaing—
Expressicn— Enuncistion—Hlend of Voloes—Tone, Attack, Relense—Cure
of the Tolee—Buggestions.

HOW TO ATTAIN THE SINGING VOICE, or Singing Shorn
of its Mysteries. A Popular Handbook for those desir-
ous of winning Success as Singers in Public and Private
Life. By A. Ricmazps Broap. Crown 8vo, cloth, 2s. net
(paper covers, ls. met).

* in (mmensely interesting book that has every right to be classed
amimg those that are genuinely mseful, and it should be prized by wll

yocalists from the highest to the lowest . .. . short essays, briel snd ta
the point, on the waried phases of the ginping voles: there ls none of the
superfiuonn literiry padding sbout ft ... .ln esrnestly recommended to

all s being & most exhaustive trentise in copcise form of the art, and we
frust that it may reap what it deserves, by running into mamy editions. "
—Tha Musival Obaerver,

A oorrespondent writes fo the sathor: w1 have resd wnd fe-rend yout
Jittle booklet with moch interost and attention, and think that this beok
should be in the hasds of sveryone having n real imberest in minging, Tt
ix the best investment T have made, nnd although it has diapelled many
Masfons, T wish to thank you right hesrtily for bavicg plaeed such sn
exesllent work st the disposal of the pahblie”

YOCAL SCIENCE AND ART. Being Hints on the Produe-
' tion of Musical Tone. By the Rev. Cmas. Gin. The
Boy's Voice, Muscular Relaxation, The Art of D

Broathing, Elocution for Ordination Candidates., Wi
Numerous Illustrations, together with an Intreduction,
Notes and Diasgrams by J. F, Hatis Dawrr, M.A.,
ALD., B.C, Cantab,, M.R.C.P. Lond,, ete. Dedicated
by Kind Permission to the Right Rev. the Lord Bishop

of London. Crown 8ve, cloth, 3s. 6d.

THE THROAT IN ITS RELATION TO SINGING. A Series
of Popular Papers. By Wmrrrnisin Waun, AM., M.D.
With Illustrations. Crown Bvo, cloth, 3s. (paper, ls.)

Cowyssts: Anstomical Btructmre of the Throwt; What we ses with the
Laryagosoope; How we Hing; How we Breaths : How to take Cure of the
Yoloe; Hints to Voice Bailders; How the Voice in Destroyed; Comman
Throst Afections of Bingers, I.I'Ith;rr with their Trestment, eie
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OBRSERVATIONS ON THE FLORID SONG. Or Sentiments
on the Ancient and Modern Singers. By P. F. Tosr.
Translnted by Me. Garviamp., With folding Musical
Examples. 184 pages. A Reprint of this Celebrated
Book, first published in 1743. Orown 8vo, hoards with
vellum-like back, 53. net {pub. 10s.)

" mecommendsd to all students of the Italing method of singing by the late

Charles Lunn. i

* The renders of * The Etade* have frequently besn treated to quotationss
from this cemarkabie work. To the teacher and stodent of singing it has
& peeuliar messsge. It stands for all that in soond and Amal in the phil-
ceophy of singing and shows that the estheties snd morals of the art ars
changeirss. Those who need a healthfnl mental stimulas shonld read this
reprint of & work that repressnts the hest thought and prastive of the sd
Itallan singers and singing mastecs.”—The Etwde. .

"It is & practiesl treatise on winging in which the nged teacher sm-
bodies his own experience and that of his contempornries at a time when
the mrt was probably mare tharooghly tasght than it has sver been sinoe.
Many of its remarks wonld still be highly usefal,“—Grove's Lictianary af
MNurie ond Mualcions,

RUDIMENTS OF YOCAL MUSIC. With 42 Preparatory

Ezercises, Rounds and Songs in the Treble Clef. By
T. Mee Parmison. Second Edition. Post Bvo, sewed, 2d.

CATECHISM OF PART SINGING. And the Choral Services.
By Jomx Hues. Third Edition. Thick post Bro,
sewad, 1s.

Advice to singers oo every point of futerest in referonces to the vooal
wEgana.

TWENTY LESSONS ON THE DEVELOPMENT OF THE
VOICE. For Singers, Speakers and Teachers. By
Geo. E. Taone. Crown Bvo, limp cloth, 1s.

Mr. Thorp's two books kave from time to time been recommended by
rarions eminent voonl specialists an giving practical sid and sdvice far the
traiming, care and developmest of the woise. Ther sre fros from soy
Biased " syotem * or * disgovery.”

TREATISE ON THE TRAINING OF BOYS' VOICES. With
Examples and Exercises and Chapters on Choir-Organ-
izsation. Compiled for the Use of Choirmasters. By
Gronge T. Furwixa. Crown Svo, eloth, 25,

GRADUATED COURSE OF EXERCISES FOR BOY CHOR-
ISTERS. With Pianoforte Accompaniment. For Use
in Conjunction with Above. By G. T. Fuemina. 4ta,
album, sewed, 1s.

Ditto, Boy's Voice Part only, Gd.
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50 MUSICAL HINTS TO CLERGYMEN. Management of
Breath, Classification of Mule Voices, Management of
the Voice, The Service. With Twenty specially written
Exercises. By Geo, F. Groven. Crown Bvo, sewed, 1s.

SOME FAMOUS SONGS. An Art Historical Sketch. By
F. R, Ritren. Bvo, sewed, 1s.

HOW TO MANAGE A CHORAL SOCIETY. By N. Kiwnums,
Mus.Bae. Third Edition, Revised, Crown Bro, sewed,
Bd.

HOW TO S5ING AN ENGLISH BALLAD. By E, Pmr.
Seventh Edition. Crown 8Bvo, sewsd, fd.

w it would be diflealt to Snd s onsket of brighter gems than those which
fie within the cover of this little work."" —IHustrated London ¥ews.
PAYSICAL DEVELOPMENT IN RELATION TO PERFECT

VOICE PRODUCTION. By H. Teavers Apams, B.A,
8vo, sewed, Is. net.

This work is eapecinily intended for students aod is divided into sestioan
sueh as Vibestion, Breaks aod Hegleters, The Speaking Volee, Atenul,
Prastical Applivation, Bresthing, Tospiration, Fizsl Exeroise in Inspirs
tion, Expiration, Active or Foreed Insplration, Cempletion of Breathing,
Practics of SBownda, Plasing, Classifeation of Voicea
YOICE PRODUCTION AND VOWEL ENUNCIATION. By

F. F. Mgwstrs Luvies. Dingrams by Anyavn C.
Bennesp, Post Bvo, sewed, Gd.

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS, By
Dr. Weatnroox. Post Bro, sewed, 2d.

TWELVE LESSONS ON BREATHING AND BREATH CON-
TROL. For Singers, Speakers and Teachers, By
Geo, E, Teorp. Crown Bvo, limp cloth, 1s.
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WAGNER'S TEACHINGS BY ANALOGY. His Views an
Abzolute Music and of the Relations of Articulate and
Tonal Speech, with Special Reference to * Opera and
Drama.”” A BSeries of Papers for the Student. By
Eowis Evaxs, Senier, F.R.C.0, Crown 8vo, cloth,
Is. 6d. net,

An intreduction to the stody of Wagner's Prose Works,

OPERA AND DRAMA. By Ricmann Waowser. Translated
by Evwix Evaxs, Senior, F.R.C.0. Val. I.: Part
I. Opera and the Essence of Music. Part Il. The
Stage-Play and Dramatical Poetic Art in the Abstract.
Vol. II.: Part TI1. Poetiry and Music in the Dramn
of the Future. The Three Parts in 2 vols. Partrait.
Crown Bra, cloth, 10s. net (or separately, Vol. 1. 6s nef »
Val, I, 5s. net).

The value of the study of Wagner's pross writing sz sn educstion to
the musical student esmpot be everestimated and amongst these prose
writings " Opora and, Drama " may be ooosidersd his principal eritieal
snd theoretien]l prodoction. Without a study of s contents uo trus and
Insting understanding of opera can be arrived st. Wagner's somewhst
heary and Tentonfe stxie in the original kea been sdmirably Englished
by Edwin Evans, snd Wagnor students will feel they owe him s foll debt
of gratitede for wo cloar and expository & trasslstion which has now pess
placed within their reach! This plessurs is-sdded to by the wetting of
the text which has been arranged In numbered paragraphs, esch with »
sabheading depoting the wobject deslt with. A coplows Index makes
possible am oany and quick reference to amy of thess parsgraphs and the
whale thos gnins in sttractivencss and loses the heavy wed discouraging
mppearance of the eriginal.

Wagner writing to his Iriecd Uhlig said:

“Here you have my testoment: I may ar well die mow—anything
further that I eould dn sveme to me o useleas pices of Iuzury”

Enweer Nuwmax in “ A Btody of Wagner" weltea: * Althoagh there
appears bere and thers in his pross-work something of the vast synthetic
pewer of his wusleal imaginstion—snch & work as * Opers snd Drama,’
for Instance, fnally eompelling our sdmiration for its tenacity of pur-
post and the breadth of vision thet sweeps so for befors and aftes.

BEETHOVEN. By Ricmanp Waoxen. With a Supplemsnt
fram the Philosaphical Works of SBchopenhauer. Trans
lated by Epwanp Dassgecrase. Third Edition. Crown
Bva, cloth, Ga.

“This work contains bis esntributions towards the metaphysics of
musie, if, indeed, such cnn be anid to exlst. Apart, however, from mets-

phyeics the work in wn exposition of Wegner's thooghts en the wignifie-
sove of Beethoven's musie”—Grose's Die .
40
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JUDAISM IN MUSIC. Being the Original Essay together
with the Later Supplement. By HRicmamp WaesER.
Translated from the German (Das Judenthum in der
Musik) and Furnished with Explanatory Notes and In-
troduction. By E. Evass, Semior. Crown 8ve, cloth,
Bs. 6d.

1% wt lswi besomes possible oalmly to eeek to deaw from this essay
those valuable lessons relsting to ars-omiture whioh are thersin contalned,
got in thet mspest of the maln snbject by which Wagner was most ex-
eited or his sdversariss most aflended, but in thoss subeidiary relerences
and explanations by mesns of which be then thosght merely to suppert
hin oase but to which time hss given m greater valee than to the cass
iteell. The nolse and disturbance ereated by the publication of the abare
work drew public sttention for the first time to Wagner's prose writings
and erested s demand which has continued ever sines.™

* This * homan docoment * shows Wagner in & psonliarly persansl light,
and aa such it will be resd with totersst by thoss whe believe that the

of the * ¢ pever wrote suything whick is pot wurth reading.”
=T Il-lh-.: e RASHOR "

THREE IMPRESSIONS OF BAYREUTH. The 1908 snd
Previous Wagner Feativals. By Rosz Koswmic. With
Two Fuesimile Programmes. Crown Bvo, cloth, 2s. net
IP“'P‘II 1" “t']" -

“ Entertaining and agreesbls rending, ns recording the inpressions of =
musien] spd snsceptibls bearer.” —Forkshire Pral

HOW TO UNDERSTAND WAGNER'S " RING OF THE
NIBELUNG.” Being the Story and a Descriptive Ana-
Iysis of the ** Rheingold,” the * Valkyr," *Siegfried "
and the * Dusk of the Gods."” With Musical Examples
of the Leading Motives of each Drama. By GUsTAVE
Konne. Together with a Sketeh of Wagner's Life. By
N. Kuavas, Mus,Bae, Cantab. Beventh Edition, with
Additions, n Portrait and Foaesimile, Post 8vo, bevelled
cloth, gilt top, 3s. 6d.

To be appreviated in the smallest way Wagner must be stodisd in wdvinee.

* Description and nealysis go band in haed with the narration of the
story, Mualeal exnmples are glven as aids to the idestifiontion of the
londing motives and an indexs makes it essy for any resder to tarn up
any particulsr motive instantly.”—Forkehire Gbaerver.

“ gnch & compact handbook ls almost indiapensalle tn a real under:
stnpding of the ‘'mytholopy snd the musical motives which hare been
blended inte so superh s creation by Wagner."—Halifas Guardion.

MY RECOLLECTIONS OF RICHARD WAGNER. By
Avevst Lesmarin.  Post 8vo, oloth, 25, net (or paper
covers, 1=, net).
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WAGNER. A Sketchof his Lifeand Waiks. By N. KiLeuis,
Mus.Bac. Cantab, Sewed, 6d.

WAGNER. “ Ring of the Nibelungen.” Being the Story
concisely told of * Das Rbeingold,” * Die Walkiirs,"
" 8iegfried" and “ Gitterdimmerung.” By N. K-
wuns, Mus.Bac. Centab. Crown Bvo, sewed. 0d. net,

WAGNER'S * PARSIFAL.,” And the Bayreuth Fest-Spial-
haus, By N, Knmunws, Mus.Bae. Cantad. Crown Bvo,
sewed, Gd.

BAYREUTH AND MUNICH. A Travelling Record of Gar-
man Operstic Art. Ry Veasos bBracssvis. Crown
Bvo, stiff boards, 1s. net.

L The Philoanply of * Parsifal.” 2 Back to a busy World. 3. Munish
the Muderste. 4 " Die Zanberfitte.” &, Wagner plus Mesart £ A
[tigreasian. 7. Hask to Bayrosth, 6. Finully Manich: from Two Aspeste.

ON CONDUCTING. By Ricmann Wassen, Trunslated by
Enwanp Dassngoruks. Second Edition, Crown Bvo,
eloth, bs.

“Ome af the finest of his minor poblications, snd to the professiosal
musleisn, perbaps the most instruotive, giving his views as tn the true
way of rendering classical music, with nomerous directions how ta do it,
and bow pot to do i, together with many examples In musica]l type from
the instrumental works of Bessthoven Weber, Mosart, ete,”—Grove's
Dinticnary.

WAGNER. Ses ' Makers of Music,” (' Biographical " Bect.)

a5 Bee '' Mezzotints in Modern Musie,” (Esthotics,
ate., Section,)
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MANUSCRIPT MUSIC PAPER.
fa) 12 Staves. Roy. Bvo (10 by 64i). Ruled even, 5
quires (120 sheets), the lot s, 6d.

This is pre-eminently the Musieal Btudents’ Paper, sa it ls Hght, pors
sbls, smuoth and essy to write spon; esch shect, too, will bold s largs
wusntity of matter. Thers i oo paper better snited for Exercisss ow
Cognterpoint and Harmooy.

(4) 12 Staves. Oblong folio (14 by 10). Ruled in
groups of 3 Staves for Organ Musie, B quires
{120 sheets), the lot Ga.
The paper iz of the ssme sise a3 ordinery chlong fulbe, Organ Masia,
#.9., Beat’s Arrangements, ste.
{e) 12 Staves. Folio music size ruled in threes {10 by
14). 5 quires (120 sheets), the lot, Ga.

Exactly ths ssme in size ns ordisary folls printed masis s that upon i
Songs of Organ Pisces may ba written jost sa they am to be prioted. It
is & verr ussinl paper, na Manaecript musie written om it can be boand
with Prioted Muale. .

fd) 12 Staves. Quarto size (113 by 81). b quires (120
sheets), the lot 3a. fd.

{¢) 12 Btaves. Oblong quarto (81 by 11%). & quires
(120 sheets), the lot 3s. 6d.

ify 12 Stavea. Folio music size, ruled even (10 by 14).
B quires (120 sheets), the lot Ba.

fo) 24 Staves. Falio music size, full score (10 by 14).
5 guires {120 sheeta), the lot 5a.

(K} 14 Staves. Quarto size (113 by 81). 5 quires (120
shests), the lot, 3. Bd.

MANUSCRIPT MUSIC BOOKS, Quarto size, fd.: Octavo
size, 6d. and 8d.; Brasa Band book, 3d.; Exarcise hook,
oblong, 4d.

CHOIR ATTENDANCE REGISTER.
No. 1. Ruled for a Choir of 20 or less for One Year,
beginning at any date. la. 6d. nel.
No. 2. Ruled for s Choir of 40 or leas, for One Year,
beginning at any date. Zs. nel.
No. 3. Ruled for s Chaoir of 80 or less, for One Year,
. beginning at any date. 2a. Gd. net.

CHOIR LISTS FOR SUNDAY SERVICES.
No.1l. Morn. and Even. Printed in Red. 1e. 4d. per 100,
No.2. Morn., Aft. & Even. Printed in Red. 1s. 6id. per 100.
No.3. Morn, & Even. Printed Rad & Black. 1s. 8d. per 100,
No.4. Morn, and Even. Printed in Rad, 1s. 4d. per 104,
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DIARY OF A PILGRIM IN THE NETHERLANDS. The Holy
Grail in Bruges and Other Impressions of Travel,
Bruges, Courtrai, Tournai, Amstardam, the Hague, Ant-
woerp. By Rose Kosste. Crown 8vo, cloth, 25, net
(paper covers, 1s. net),

4 MASONIC MUSICAL SERVICE BOOEK FOR THE THREE
DEGREES OF CRAFT FREEMASONRY. The Whole
Compiled and Edited by T. J. LasExan (of St. Trills,
2569). Royal Svo, blue cloth, limp, 2s. 6d. net (or paper
covers, Is. 6d. net),

The Froemason snys: * It containg all that Is necessary for the degress
in the way of Pealms, Hymna, Eyries, ete.”
Tam Fiesr Musio Pristep raom Ercraven Prates 1w
Excranm,

PARTHENIA Or the First Musick ever Printed for the Vir-
“ginals, Composed by three famous Masters, Wiizam
Byan, Dr. Jomx Buis and Omrispo Giemoxs. Trans-
lated into Modern Notation and Edited by E. F. Rie-
paver, LL.D., F.8.A. With Fac-similes of the original
Engraved Title, showing a Lady playing the Virginals,
n page of the Musie, and the Curious and Interesting
Dedication. Fallowed by the whole of the Music
arranged for Playing on the Piano in the Modern Nota.
tion this forming a further 50 pages. Together with an
account of the Virginals, Method of Playing, Early
References, etc. By Dr. Rrmmavir. This Reprint
limited to 250 capies only, Falio, gilt top, rough edges,
imitation old boards, cloth back lettered. To Subscribers,
135, 6d. (pub. 21s.)

The Virginal or Virginals from Henry the Beventh's time ta oeaely the
eloss af the 17th century, included sll guilled Keyboard instroments, the
Hurpaichard, Bpinet, ete. Henry the Eight, nocording te & BONTempOrary,

aa the Virglnals, The first masic for this tribe af tRetruments—including
the Harpeichord—was the " Parthenin" It oconsists principally  of
" Pavens and * Gallinrds,™ i fommon nee for daneing porposes s Queen
Ellsabeth's tima, * Prelndiume," * Fantaels of Foure Parta," sto,

RATIONAL ACCOMPANIMENT TO THE PSALMS. By F.
Giuesar Wiss. Post Bvo, 6d.

MODEST IDYLLS FOR MUSICAL SETTING. By Enwxgar
ArrFierr. Crown Bvo, sewed, 1s. met,
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MINIATURE VOCAL SCORES OF THE ORATORIOS, with
Pianoforte Accompaniment. Beautifully and Clearly
Printed, Gem Pocket Editions, bound in limp red cloth,
volumes as follows, 1s. each:

Camatios. MEssran. Fiaan. S1. PavL

Hyux or Praiss and Hear My Praven (in one volume).

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A
Bangerr. Bvo, cloth, 2= Gd.

o gp. Barrett is highly te be commendsd. no jeas for the vast amonnt of
selishle information which he has collated upon thn subjeat in hapd, than
for the sonecise manner in which, for the henofit of the resder, he has com-
pressed it into & small spnee. " —Monthly Mueienl Recerd,

NATIONAL SCHOOL OF OPERA IN ENGLAND. Being
the Substance of a Paper read before the Licentintes of
Trinity Collage, March, 1882, By Fraxx AUSTIN,
Post Bvo, sewed, 6d.

SONGS FROM THE RAVEL. (Words for Musieal Setting.)
A Book of Prose-Lyrica from Life and Nature. By
Enxgsr Avsrrs. Op. 30, Crown Bvo, sewed, 9s, Bd.
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