KU ScholarWorks | The University of Kansas Pre-1923 Dissertations and Theses Collection

http://kuscholarworks.ku.edu

The Development of Lohengrin

from Euryanthe

by Pearl Emley

1913

Submitted to the Department of Music of the
University of Kansas in partial fulfillment of the

requirements for the Degree of Master of Music

LIBRARIES This work was digitized by the Scholarly Communications program
The University of Kansas | Staff in the KU Libraries’ Center for Digital Scholarship.




THE DEVELOPMENT OF
LOHENGRIN FROM
FURYANTHE



The Development of Lohengrin from

Submitted
to the

Faculty of the Grsduate School
of the

Univercity of Xanssag

In Pertial TMulfillment of the Requirements

for the Degree of
Master of Musio

by

Pearl Emley Mus. B.



Outline.

Zurysnthe.

Jource.

Story of the Opers.
Structure ~f the Score.
Use of Liet motive.

Lohengrin.
sources.
Jepend of the Holy Greil
" " " Swen Knight
Story of the Opers.
Use of Tiel motive.
" " indepdendent motive.

The Development by Comparison.

Charscter Nelineation.
Dramatic construction.
Spectral Tlement.
Structure.

Tiet motive.
Recitetive.

Conclusion.



BIBLIOGRAPHY.

Apthorp. W.F.
| Opersa Past gnd Present,
Seribners=~~=-- New York 1901.

Annesley,
The Standard Opers Glass,
Britonos, 1900.

Buel, James .
The Great Operas Vol. VI.-Vol.l
The Societe Universelle Lyrigue
London, Eng., 1899.

Boise, 0.B.
Kusic snd its llasters,
Wagner and Musi ¢ Drama
1902

Cleather, Alice Leighton.

Crump, Basil
"~ Parsifal, Lohengrin and Legend
of the Holy Grail.
Methuen & Co., London 1904.

Edwards
History of the Opera, Vol. II.
Allen & COem=mmmm———==— 1862.

Gue‘ber, H-A- ’
Stories of Wagner's Operas
R.Y. 19065.

Paine, John Knowles,

¥lauser, Theo. Thomas and Karl
Famous Composers and their Works, Vol.
J.B. Millet Co., Boston 1891.

Ravignac, Albert
The Musie Dramas of Richard Wagner,
Dodd, Mead & Co. New York 1898.

II.



Mason, Daniel Gergory

- Masters in Musie----Weber-Liszt-ete.Vol.IIT
Bates & Guild Co. 1904.

Nohl,Louis
Biographies of Musicians
FeClurg & Co. Chicago 1888.

Simpson, J* Palgrave
Carl Maria von Veber Vol.II
Oliver Ditson Co. Boston.

Shakespeare, Wm.
The Tregedie of Cymbeline
Sources
Thomas Crowell & Co. 19810
weston, Jessie T.
Legends of Vagner's Dramas.
Studies in Mythology and Romance.
David Nutt, TLondon 1900.

Weber

Buryanthe, the 3core of
Berthold Tours-Translation
Novello & Co. ~--London

wagner
Lohengrin, The Score of

Hatellia Macfarren, Translator
Schirmer, New York.



3ources of Euryanthe.

The original story on vhich Veber's "Huryanthe"
was Tounded, bears a strong resemblance to the old
legend upon the basis of which Shakespeare wrote his play
of "Cymbeline™. It is a story from Borcaccio™ roocted in
a8 succession of earlier teles the chief ones being: an old
French Romance entitled "Histoire de Gerard de nevers et de
la belle et vertuense Euryenthe sa mie" and s mediaeval
French Miracle Play of our Lady; the Romen de la Violette
by Gilbert de Montreuil (Circa 1220). The parallel in-
cident in all these versions is a wager falsely won by
means of briting o waiting women to secure certain personal
belongings of her mistress. In the Romance a lock of hair
is secured. In the miracle Pley it is a peculiar gift from
her hushand, a tYone from one of his toes. These are used
to prove an intimacy leading the husband to seek her death.
Failing to accomplish that, variocus adventures follow! con-

cluded by an establichment of innocence and & harpy reunion.



The Story of Luryanthe.

The opening scene shows & brilliant assembly of Ladies
and Hoblre in the lnyal Castle at Premery welcoming the
return nf the ¥nirhts from the field of battle. This open—
ing ceene is introduced by a remarkable overture, one the
finest ever written. Then follows the inspirineg chorus--
"All Hail to Peace™ sune by all the Ladies and Ilobles at
the festivsl piven by the Xing to celebrate the return of
peace. Adolor, Count of evers snd Rethel who is betrothesd
to Luryanthe of Savoy, cings in praise of the love, beauty
‘and virtue of Turyenthe” in hesth the Almond Blossom waving™.
Lﬁsiart, Count of Torect &and Bezujolais i1s also in Ldve with
Buryenthe and warers his lands that he will gain her love
and intimates that 811 women are accessible to seduction.
iTe provokes Adolor so much thst he sucoeeds_in making him
stake his lands and everything he possesses on his bride's
fidelity. Lysiart deperte promising to bring & token of
Euryanthe's fTavor.

The second scene we find Euryanthe in the company of
- BEplantine de Piuset. This lady is a prisoner vho has taken
refuge in the castle of Nevers, and has ingratiated herself
so much with Zuryanthe that therlatter tenderly befriends
the false woman. Asking Zuryanthe why she elvways chooses
for her recrestion the dreary smot of the park where Adolor's
gister Urmma lies buried, che is to0ld by her, in confidence,

that she prays Zor ©Zmma, who poisoned herself after her love:



death in battle. Her soul could find no rest until the
ring which contained the venom should be wet with the
tears of a faithful and innocent meid shed in her extreme
need. Thus Zeglantine by her deceit and cunning obtains
from Auryenthe a knowledge of her love secret only known
besides to Adolar, and falsely promises never to reveal |
it. o sooner hss Turyanthe betrayed her bridegroom’s
secret than she repents doing so, foreboding ill to coms.
The scene concludes with the arrival of Lysiart who comes
to escort Zuryenthe to the Xine's festivel and tries in
vain to ensnare her innocence.

In Act II Eglantine who hes remained at Nevers steals
the fatal r&ng, which has been confided to Euryanthe as
pert of the love secret, from the sepulchre. As a token
of Euryanthe's faithlessness she imparts the ring to
Lysiart, who is deploring his want of success in gaiﬁing
Euryanthe's love on his promising to wed her.

The scene changes to the King's palace where Lysi&rt
heving brought Zuryanthe to Adolar shows the ring in the
presence of the whole court, pretendimg to have received
it from Euryanthe and thus persueding theﬂKing and Adolar
that he has geined Buryanthe's affection. The poor maiden
denies it, but as Lysiart reveals the mystery of the grave,
ghe'cannot deny that she has broken her promise of never
telling the secret. Her denisl is unheeded ond the King
gives Adolar's lands and title to Lysiart.

Act III. The opening scene shows Adolar leading

Euryanthe whom he believes to be false into t he wildermess



to kill her. He is attacked by & gigantic serpent and the
sarpent is about to sting Adolar when Euryanthe throws her-

self in the way to die instead of her lover. Adolar glays
the monster but after her sscritice he is unable to raise
his srm erainst her and so leaves her to her fste. The
King 2nd his hunters wheo are hmnting hear; find Buryanthe
alone and hesr from her how HEglantine obtained thé gecret.
She relates to bhem the whole story of her error of con-
Tiding in the false Zglantine.fthe King promises to infomm
Adolar and takes her back with him. lMeanwhile Adolar, re-—
turning once more to his rrounds, is seen by his people.
One of them, Bertha, tells him that Euryanthe is innocent
and thet Hglantine who is about to marry Lysisrt and to
reign as supreme minister over the country, has been the
culprit.

Eglantine, appesaring in bridel attire, led by Lysiart
suddenly becomes a prey to feariul remorce, when she hesrs
that the huntere are bearing Zuryunthe avpsrently dead
body to the eastle ot Nevercs. 5She sees Emma's ghost and
in her anxiety she reveals the whole plet and derides
Lysiart, sayins she only manted‘to get rid of Euryanthe
to elaim Adolar's love. Her brideproom stabs her in his
fury but is at once seized by the order of the Xing who
Just then comes upon the scene. Adoler believing Euryanthe
dead, dcmands a meeting with Lysiart: But the RKing de-
clares that the murdered must incur the penslty of the

laws and Lysisrt is led sway to die for his perfidy end mur-

der. ZHuryanthe recovers from her trance and ics reunited
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to Adolar. Euryanthe the more easily pardons her re-
pentent bridegroom becsuse she has saved his sister's

soul by the innocent tears of her misfortune.



Teadine Motives of Euryanthe.

Although’ the overture to "Buryanthe", 1is written in
Jonata Torm end econstitutes & symphonic piece apparently
indenendent &nd comnlete in itoeld; it is made'up largely
of +hemes--taken from the body of the opera. It begins
with a theme given out by the whole orchestra. This is
followed after eight mezsures with hesvy and »omoous chords
with s noble movement atfecting & mereh rythn:. This

motive symbolizez chivalry.
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This motive of chivslry is the theme of Adolar's song in
hct I. "My Heart Trusts Hesven to guard my Iuryanthe”. It
oceurs agein in Act II aocompaniéd to Adolar's words "come
to my heart by msy strong srm defended.

In gentle contrest to pompous march like theme is
the expressive w#ir taken from Adolar's "oh joy that I
can scarce contain" in the cecond act.

In the overture this lovely motive, which mipht well
be called the motive of joy for-it éxpresses pure delight
and joy, is pleyed by the strinrs ot the orchestra, the
melody beins sung by the first violins while the susteined

shords nre played by the rest of the strinss. It is re-
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pented a second time in the later part of the overture.
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It is slirhtly motified when we hear it reproduced in

Adolar's "Song of Joy".

There we find it written in the

key of A flat insterd of B flat as in the overture and

has a flowings accompaniment.
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The most imvrortant as well as the most beautiful

motiv of opera is the vicion motiv.

The

first time it is

introduced by the use of the band in the Largo epicode

of the overture, deciened to accompany 2 picture which

Veber wicshed to have disecloced during the musie for the

purpose of riving coherence toithe deplorable detective story

of the opera.

Thig vision motiv is made up of mysterious
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shiTting hermonies played by muted violins, suggestive of

the weird and s upernatural aspect of the story connected

with Auryanthe's description of how the ghost of Emma, sister
of Adolar, sppesred to her in the sepulcher and told the

sad story of her love and csuicide.
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Reoccursnce is made of the motiv wherever a reference is made
.of the vision. The motiv is used in Act I when Euryanthe
‘tells Eplantine the story of Imma's ghost, end in the later
part of Act III when Eglantine mad with'femorse, has a vision
of the Chost. It reappesrs in the very lsst of Act III at
the beginning of the phrase of ecstasy of Adolar's "In bliss-
ful vision Emma now eppears". This time the motiv is in the
more cheerful major key.

7ith the entrance of Zglantine we hear the motiv of
deceit which remeins throuchout the opera personally attached
to her. As we hear it again and again in the orchestra we
are reminded ot Eglantine's dark plots arainst Furyanthe. The
motiv is peculiarly characteristic of intrirue and perfidy.
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This motive so artful and cunning proceeds Eglantine's
entrance in Act I where RTglantines persusdes Euryanthe
to confide in her and trust her with the secret which
oppresses her. The motiv of deceit is repeated during the
duet of persuasion and evasion. The motiv is elaborsted
and developed throupghout IOglantines song of exultation "De-
ceived One”. It reappesrs in Act 1I when Lysiart is tryine
to prove RBuryanthe's infidelity.

The love motiv so pleintively hesrd in the orchestra,
as an interlude to Turyeanthe's description of how love came
to her in Act | poséesses g charm and an ideal sweetness

so well expressing calm happiness and love.
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We Tind it the theme of the duet hetween Euryanthe and
Adolar in Act II. This time in duet form with the interval
of the sixth added. |
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It is most effectively introduced again at the close of
the opers in duet between Turyanthe and Adolar efter they

have been reunited. Here it is developed with chorus‘ac—
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companiment and ftinally is the theme of the closing chorus.
Another charscteristic motiv is that of despair which
is introduced in the prelude of Lysiarts recitative of des~-
pair in having failed in w nning Ruryanthe's love. The
motive is repeated many timese in the introduction of TLy-

siart’s song "I Fain would Hide.
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On the subjeet of the motiv of Despair, we tind that it
often undergoes radiesl changes, thus when we Iind it

the later part of Act II in just a sincle phrase at the
close of Adolar's words "Urge nnthing more! Take Meney,

substance, all", It clearly portrays his utter despair

over Euryanthe’s/iniidﬁliil;\\\\
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When Lysiart lcaves Kuryanthe in the forest slone we hear
the‘motiv of despair as the theme of the orchestral inter-
lude. |

As we understand its mpeaning this sombre. episode

constitutes one o1 the most beautiiul themes in the overa.

e hear it for the last time in the 1lasst act as Ruryanthe
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sinks apparently lifeless to the sround.

e Tind three motives in Furyanthe which, although
they do mot constitute TLiet motive, are complete in them~
selves and are abzolutely indepcndcnf; They are regard-
ed ns & species of Lieder which are connected by the
melodie Tigures which sre designedly introduced into the
accompaninments- The principal ones are.

The Motiv of Prayer in Act II
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The theme of the Hunters Chorus makes up another in-

dependent motive.
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This motiv of the Hunters Chorus played by the Horns and
trombones announced the approach of the royal hunting

party in the last act.
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Following this motiv given out by the orchestra we heaxr
the Hunting Chorus, then the duet "Leave me Till Death
o'ertszke me" which contsins no particular Liet motiv.

In the finsle of the Iast Act we Tind the gplendid
veddine march joyous and nompous then in deadly contrast
we hesr the vision motive as ILglantine overcome vith re-
moree hag a vision of Emma's Ghost . The act ends vith
the reappearance of the love motive as cung in duet with

Chorus and ends in a chorus of Joy.
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THS LRECEND OF THE HOLY GRAIL AS PRESENTED IN LOHENGRIN.

When Richard Wagner was collecting the materials out
of which he Built the wonderfully tragic "Tannhauser" he
neturally rend the famous 0ld medieval poem "The Wartburg
Castle". This poem nerrating the story of a notable con-
test of song st the Vartburg Castle dealt with Woefram von
Techenbach as if he were a legendary personage. Wagner
knowing that he was & reslity procured his greut epic "Par=
zival" and reading it with enthusiaem drew from it much of
the material used in the construction of his music drama
Parsifal and his more lyric work Lohengrin. It must not
be supposed that Wagner accepted the insufficient outline
of the story as found in Lot frems poem. Warner's method
was to gather 2ll the versions of a national mythological
legend and select the incidents and characters which fit-
ted into his plan.

To turn to the history of the Holy Grail and the
romence of it's quest ns precsented in Volfram's poem
Parsival.

Acoording to the medieval legend the Holy Grail wae &
cup supposed to have been of emerald and out of which Jegus
pertook of the Last Supper. In this vessel Joseph of Ari-
mathea csught the last drops of blcod that flowed from the
wounds of the crucified 3avious. The enraged Jews cect
Joseph into vwrison snd left him to die of hunger, but for

forty-twe years he lay in the dungeoun nourished and in-
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vicorated by the sacred vessel which was in his possession.
Then Titus released Joseph from prison anﬁ Joseph took the
Holy Grail to England where it remained an object.of pil-
erimage end adoratioﬁ for many yesrs in the keeping of his
lineal descendants. |

Laotording to another version of the legend The Holy
Graeil wss preserved in Hesven till there should appear on
earth a race of heroes worthy to become its guardisns. Ti~
turel wes the hero chosen of God to found the worship of
the Holy Grail among the Geuls. Angels brought the vessel
to him and instructed him in it's mysteries. He erected
a magnificant temple to the Grail on Lontsalwateh and then
organized & bend of guardians of the vessel.

The Grail we are told was only visible to the beptized
and only partially if they were %tointéd by iin. To the
pure in heart alone was it perfectly visible.

ivery Good Friday a vhite dove descended from Heaven
bearing a white oblation which it laid before the Greil.
The Holy vessel gave oracles expressed miracglously in
cheracters which appesred on the surfece of the bowl and
then venished. The puardians and those who were privileged
to behold it were conscious of & mysterious internal joy, &
foretacte of tﬁat of heaven. The material blessings are
easier to be described.

The Greil stobd in place of 811 food. It supplied it’'s
worshipper with mests and drinks, and maintained them in

perpetual youth. The day on which the Grail had been seen

its gusrdians were incapable of being wounded or suffering
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any hurt. If they fought for eight days after the vision

they were susceptible to wounds but not of death. When the
feith or the right was in jeopardy @ bell rang in the chapel
of the Crail and a knight was bound to go forth sword in
hend to the defense. Wherever he was, should & question be
asked of his condition or office in the temple he was to
refuse to enswer and at once return to Montsalvatch.

It was incumbent upon those who had charge of the
Grail to be chaste in thought word and deed but one of
the keepers having broken this condition the Holy Grﬁil
dissappearéd. From that time it was a favorite enter-
prise of the knights of King Arthur's Court to go in search
for it. Sir Galahad was at last successful in finding it
as we read in the Romance of Xing Arthur. Tennyson has
‘mede 3ir Galahad the gubject of one of'the mogt exquisite
of his poems. Lowell has also written of the Quest of
the Holy Grail in his "Vision of Sir Lsunfall®.

A more recent writer holds that the Holy Giail wes 8&n
ideal and when obtsined was virtue and not a material ves-
sel.

In the British Legend it is Sir Galahad who achieves
the quest of the Grail but in Cerman legend it is pursival
WhO'WinSlthe honor of becoming soverign of the Grail and
Vagner adapts the Cerman legend in presenting the Holy
Greil in Lohengrin.

Franz Muncker in his sketch of Wagner's life end

works tells ue that Vagner obtained his romance for the

operaALphengrin from Wolframs poem recounting the history
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of Lohengrin's journey to Flsa of Brabant. In Wolfram's
poem, ILohengrin is the eldest of the twin sons of Persival
and it is to him that Persival bequeathes the precious so-
verignty of Keeper of the Holy Grail vessel and from that
time a2 law is promulgated by which 211 knights of the Holy
Grail are forbidden when they have once left the precinets
of the dfortress to disclose to any earthly ear ffom what
origin they sre sprung.

The legend of the Holy Grail as presented in ILohengrin
is far more important both from a mythieal and literary point
of view than the legend of the Swan knight.

The Swan Enight is the theme of many romsneces thornot
a hero of any great national epic nor indeed of any work of
the first elass in literature. Wolfram's poem "Parsival”
is the most important which mentions.him. As & personality
the Swan Knight never seems to have taken real hold of the
imagination of the people. It was his sction rather than
himself that was immortalized.

The legend was popular in the middle ages and the
numerous manuscripts we poasess differ but little in the
main facts of the story. The varietion being in name and
location. We lack the development of the legend. We poss-
ess the gogﬁ,wq havg the fully developed flower but its
intermediate stages have dissappeared.

Scholars agree that the origin of the swan knight is
to be found in the Myth of Skesf. This Anglo Saxon legend
relates how to the coast of Scandia, there drifted & rud-

derless boat 1n'which, credled on & sheaf of corn,. lay a
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sleeping child. To this c¢hild the sngels gave the name
of Sheaf from the sheaf of corn. Grown to manhood he be-
ceme their king and from him they learned the arts of
peace and war. In Beowulf it is added that 3heaf reigned
long snd when he saw he was about to die he bade his men
to lay him in a boat and let him drift away to an unknown
distance.

This wes the orisinal legend of the 3wan Knight. It
hes been the theme of many romsmnces. Ve find it so in
3outhey's "Rudiger". The 8tory of the Swan Knight in the
ancient Cerman poem of Lohengrin published fromtbhe M.5.
in the Vatican and in the Parsival of olfrem of Eschen-—
bach ic as follows:

The Duke of Brabant died leaving an only daughter
Elsam.06n his deathbed he committed her to the care of
Frederick of Telrsmund a brave knight. After the Duke's
death Frederick claimed the hend of Elsem on the plea that
it had been promised him but when she refused it he ap-
pealed to the emperor, Henry the TFowler asking permigsi on
to assert his right in the lists against any champion El-
sam mipht select. Permicsion wes prented and the duchesse
looked in vain for a knieht who would Tight in her cause.
Then far awey in the sacred temple of the Brail at Nont-—
salvatch, tolled the bell untouched by human hends, a
sipnal that help was needed. At once Lohengrin, son of
Parsivsel, was sent to the rescue but whither to he knew

not. He stood foot in stirrup ready to mount when g swan

appeared on the river drawing e ship. HNo sooner did



Lohencrin behold this than he exclaimed "Take back the
horse to its stable I will go with the Swan whither it
shall lead." Trusting in God he took no provision on
board. After he had been five days onthe water the swan
caught a Tish, ate half, and gave the other half to Lo-
hengrin..

In the meanvhile the day of ordeal approached and
Elsam fell in despeir. But the the lists were opened there
appeared the boat drawn.by the silver swan and in the 1lit-
tle vessel 1lay Lohengrin asleep upon his shielf. The swan
drew the boat to the landing and the knight awoke sprang
ashore and the swan swam away with the vessel. Lohengrin
as soon as he heard the story of the misfortune of the
Duchess Elsam, undertook to fight in her cause.

The Knight of the Grail prevailed and slew Frederick.
Then Elsam surrendered herself and her duchy to him but
he would only achept her hand on condition that she should
not ssk his rsce. For & while they lived together happily—-
but finally Tlsam asked the fatal guestion from vhence her
xnight had sprung. Then Lohengrin told her thaf God had
gent him from the ecustody on the Jreil--and then giving
her the ring his mother gave him he bade her farewell. The
swan reappeared on the river and Lohengrin reentered the
boat anﬁ depser ted never to return.

The necessity of the knight leaving his bride the
moment she incuired his race connects this gstory with the
Grail myth. According to the rules of the order of the

Holy Grail, every knight was bound %o return to the temple
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immedistely that anyone ask his lineage amd office. 1In
the popular legend this reason does not appear because
the Crail wes a genuine Keltic myth with its roots in

the mysteries of druidism.
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The Story of Lohengrin.

The opening scene shows a meadow on the banks of the
river Scheldt nesr Amtwerp with King Henry seated under
the ogk of justice, surrounded by his army and nobles .
Opposite the Xing are the ecounts and nobles of Brabant at
the hesd of whom is Telremund with Ortrud his wife by his
side.

The Hermld advences from the Zing's side to the cen-
ter of the stape and signals the four royel trumpeters to
sound the muster call. »

The play is introduced by & remarkable prelude. In
describing this prelude Verdi says, "The opening prelude
of Tohengrin introduces the Grail motive that furnishes
a key to the whole works and which is submitted by a power-
fully descriptive instrumentation, revealing in the most
delicious harmonies the sacred mysteries of the Christian
faith. Thie wonderful descfiptive theme is almost & mir-
acle of econtrapuntal ingenuity the most poetic end impress-
ive of Vagner's many drematic conceptions. The music is
rhetoricel, poetic, dreamy sacred and triumphsnt as the
subject surgests by which is portrayed with soulful ex~-
citetion & bend of rediant aneels bringing to earth the
Toly Gruil the sacred cup for which 8¢ neny knightly quests
were made. Verdi goes further in his deseription of this
prelude by saying, "With the opening orchestral strains
the Hesvenly portals seem to swing wide to permit the exit
of angelic messengers and as the violins pour out their

pianissimo in the highest registers gounding the Grail



notive, & small floculent mist gathers in the heavens,
incremsing and descending with music until the cloud is
resolved into a choir of angels bearing the sacred cup.
The descent is slow; indicated by the low notes until

the hesvenly band touches the earth when the orchestra
bursts into a passionate fortissimo of triumph as the
Toly Grail is delivered to the faithful knights consecrat-
ed to preserve it. Having performed their mission the
angels returnto their celestial abode. Their upward fligh
being desoribed by fading strains until the cloud again
diminishes gradually and présently disappears leaving a
wondrous calm serene, blissful heavenly.

Whon the orchestral prologue cesses the Herald asks
the assembled liegés and vessalg if they will fhithfully
gerve the king to which the menuof Brabant declare their
loyalty end dedicate themselves to his service. Having thus
received their pledpes of devotion King Henry announces
that he comes to wern the people that Hungerian enemies
are about to invede his dominions and then reminding them
of what he has done to benefit and st:engthen the nation
he calls all the men of German blood to rally about him
and to ctand united in & common defense against the dangers
of threatened foes. The Saxons and Thurinjians strike
their arms and loudly proclaim thelr resolution to guard

the German land.

The King is pleased with this loyal demonstration but

he viows with pain the strife end eivil wer fare that dis-

turbs Brabant and he calls upon Telramund guardien of the



dukedom of Brabant to state the cause of the disturbance.
Telramund relates how the dying Duke of Brabant confided
his children Zlsa and Bodfrey'to his care how tenderly he
watched over them and how much sorrow he felt vhen %the
young heir having gone out in the forest to walk with his
gister one day failed to return.

Telramund then goes on to relate how he could not but
suspect Elsa of her brothe;s murdér. He had therefore re-
nounced her hand which he had once hoped‘to win and had
married Ortrud and as ﬁearest kinsman of the duke, he now
claims dominion as lawful successor to the land for whiech
he asks the Xing to give him judgment.

The men are dismayed at'such”a charge against the
beautiful and refuse to believe Télramund's dark accusation.

The Xing demands to know what‘éreoial.ceuse the meid
could have for such a crime. To this Telramund declares
that Elsa murdered her brother prompted by an ambition to
reipn as soverign of Brabant and to indulge &2 secret love
for some one who has bepuiled her senses.

The king petitions hesven to direct him in forming
a Jjust judegment of this awful.accusation and orders that

Elas be brought before him to be placed on trial.
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Scene II.

In response to the King's summons Hlsa is seen
slowly advancing, her countensnce sorrowful end her manner
timid cuch a picture of helplessness and purity that the
- men pity her and hate her accuser. Vhen the Xing asks
Blsa 1T the charge preferred ageinst her be true she is
unable to make any ansver then to wall Oh! my brother until
the King imploreg her to canfide in him. Suddequ her
tonFue is loosened snd she begins to cging as if in a trance
og a vision in whieh she has had & handsome knight who in
the hour of her sorest need shall be her champion.

This sorrowful song awegkens iresh sympathy in the king
and Hlsa's innocence as she sings it is so impressive that
the people refuse to telieve the maiden pguilty of crime but
Telramund construes it ac a confession that she has a seec-
ret lover snd he boldly nffers to prove the truth of his
assertion by firhting against any champion whom she may
choose. [1lsa accepts this proposal for she hopes her
heaven sent chsmpion may appear . And when recuested to
choose ﬂer champion she promises her hand and fortune to
him whom hesven shall send to aid her in this extremity.

Upon order of the King four trumpeters blow a summons
while the Hereld calls aloud: "He who will i battle here
on 1ife or denth for Ilsa of Brabant let him appear.

There is no answering response and Telramund triumphant-
ly declares her ceuse is ¢f too little worth for any champion

to stake 1life and honor upon it. Elsa protests to the king


file:///7hen

27

that her knight dwells afar and heareth not and begs that
the tuumpet be sounded again but the second call is like
wise unanswered when upon Else sinks upon her knees and
addresses a prayer to heaven beseechine that as in her
distress the Lord had not failed to sucecor her. 3She en-
treate his mercy again that the knight of her vision may
be sent to her present gid. A third time the trumpet sound
and & moment later those stﬁndinr nearest the river edre
perceive the apppoach of a handsome yound knight in é
gleaming pumace drawn by a snowy swanland guided by golden
reins. At this marvelvous sight the men and women give
thanks and welcome the sfr&nger es & knightly champion senf
from heaven. Telramend and Ortrud are petrifie@ with sur-
prise and dread but Elsa betways no emoti on esbeeming thet
1t is her humility that the Lord hes thus rewarded.
When t he boat gains the shore Lohengrin the Bvan Enight
steﬁs upon the bank anf I think his appeafanoe must be‘daz—
zling tor he is described as clothed in a coat of silver mail
a gleamings helmet surmounted by a swah on his head, a burnish-
ed shield at his back, a golden horn and fleshing sword at
his side. All défferentially bare their he=ds at vhich Elsa
turns and discoveres the ideal of her dreams end recognizes
that it is thé kniéht that hesaven has sent to be her champion.
Leaving his boat Lohengrin dismiésed the swan in a pretty
air. "I Give. Thee Thaﬁks My Pretty Swan".
After this the swan slowly gails down the river and
out of sight and Iohengrin salutes the Xing to which the

King mekes reply that he conceives the power and purpose
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that hes brourht so veliant a knicht to this place is this
dre#d hoﬁr.

Phe Xing hes judeed sright for Lohengrin is quick to
announce his object to appear as chempion &f the innocent
maid but turning to Llsa he proffers his service upon con-
dition.

Lohengrin in professing his love Tor Hlsa mskes dec-
leration of her innocence and cherres Telramund with false-
hood which with Heaven's acsistsnce he will compel him to
recant.

The Brabantians beliewing that some mysterious power
is possessed by the stranger Counsel Telr~ mund to refuse
to wage battle since di saster must overtake him but he dis~
regards theif warnines end invites a combat.

The King now orders that the field be meassured and
that three Ssxon nobles shall attend Lohengrin and &g many
Brabantians appear for Telramund. The Herald then gives
the final world of caution forbidding any to interfere and
ordering that the fight shall be a fair and open quarrel
without resort to magiec. The king petitions heaven that
the guilty one may be punished.

At the caonclusion the king strikes his sword three
times against the shi2ld that hangs on the oaR tree.

The battle that follows is a brief one for Lohengrin
'soon defTeats nis enemy but magnanimously speres his life.

Then turning-to @l1sa who thanks him passionately for
gsaving her he clasps her in his arms, ﬂzile.Telramund and

Ortrud his wi fe bewail the i1l fortune that has brought ' them
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to disgrace and marvel at the power of the stranger knight.

Zlsa the king and the chorus rejoice and praise the
valiant knieht in a chorus of joy in which Elsa sings. Oh
joy! Oh joy! Oh that my tongue thy neme could praise, the
sonrs of the angels for thee I would up raise. My Lord
here I confess thee. I'11 1live for thee glone! Wilt thou
divinely bless me, of hake me, take me for thine own.

Amid the general rejoiding the Saxon youths place
Lohenerin upon his shield and Ilsa upon the shield of the
king snd 1ifting them on their shoulders bear them off in
triumph to the glad accomvaniment of Martial strains.

Ve sing to thee-- We praice thee

To the highest honor raise thee

Stranger we here greet thee delighted-

. Vrong thou has righted

we gladly greet thee here.

Thee, thee we sing alone

Thy name shall 1ivé in story

Oh never will be one to rival thee in glory.



Leadins Motives in Lohengrin.

The Introduction or Prelude of Lohengrin is intended
to describe the return of the Holy Crail to the mountain
of the pious knifghbts in the midst of a band of angpels.

inrcle motive, wonderfully developed appesrs in the
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Prelule. It symbolized "The Crail"
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This mysterious motive first appearc in the upper regions

of the divided violins, then passes to the wood winds, to
the violas,-violin cellos, elerinets, horns and bassons,
then bursts into = cre:cendo of the trumpets and trombones
indicsting the fortissimo of triumph as the Hojy ~rail is
delivered to the FfuithFul knichts. Grozdually the music
fades away and dies in the muted violins leaving a wondrous
calm, serene and heﬁvenly; This brief motive appears many
times throurhout the opera. After the Prelude we hear it
agein in the introductory bass to "Elsz Dream” in which

she relates her vision 0¥ the ¥mi~ht. The next time that

we hesr it is in the third scene of the first act when the
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violins play it softly as Lohengrin appears in the skiff

dravn by the swan reminding us that the Knight of the

Holy Grail approaches.

Again we hear it played by the

Strinesed orchestra when Lohengrin announces himself as cham-

vion of the innocent Elsa.

it out hefore the Herald announces the wedding.

The trumpets and trombones give

This time

however the motive is heard in a new key, the key of C major.

We hear it again end again throughout the opera for it is

the most important of the liet motive of Lohenpgrin and it

is repented eftectively in the closing ect where Tohengrin

promises to reveal the knowledpe for whieh Elsa asks. 1t

is o reminder of what Lohengrin is about to relate;

he is the Enight of the Holy Grail.

that

This Grail motive

charaeteristically appears in the Prelude of the opera and

ig also the closing motive of the opera.

The Tlsa motive is the next to appear when EZlsa enters

in response to the King#s summons we hear the orchesira bn

the following motive.

This motive of Eles
mise to Lohengrin.

In the introductory
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avperrs again at the cloce of her pro-
This time modulating into another key.

Prelude of the second act the festive

music hesrd from the Palace is followed by the Elsa motive

in a new key again,

It reappears in the last act in a



Se
rninor key depieting Elsa in & mournful, humiliating state
when she reszlizes she is to lose Lohengrin.

It seeme full of hpne and resignation end remains person~
8#l1ly «ttached to her. This zame theme is almost immediately
reproduced in a slightly modified form in the story vhich

telates of her dresm.
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In this same passage "Llsa's Dream" which is introduced
by the motive of the Crsil then the Elsa motive, appears a
new theme represneting Lohengrin, clad in his white silver
array s she had seen him in her dream end ss we actually

see him later in the Act.
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This motive is soon followed by that of Hlsa mot‘ive
as she appears in answer to the King*s summons. The'Heralﬂ
~and his four trumpeters sound tvw successive eslls snd Else
kneels in prayer similar to Elizabeth's prayer in Tannhauser
accompanied by & chorus of women snd her prayer ends with a
plaintive reminder of her own motive. -Then Lohengrin appears
in the di stance as iff in answer to her prayer. The orchestra
sounds the TLohengrin motive followed immediately by that of
Glory which agsume & character of ceremony and impressiveness.
When Lohengrin lands from t he skiff drawn by the Swan
we hesr the Greil motive. Immediately followed by the Swan
motive es Lohengrin blesses and takes lesve of his Swan in
- the greceful Swan Song. |
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A perculiarity of this Swan motive is that the hormoniecs

are the exact reverse ot the Greil motive VI.EI showing the
connection of the 3wan with The Holy Creil. The Swan motive
1s effectively introduced egairi the Third Aect vhen lsa,
remorseful over the bresking of herpromise, has a presentiment
that the Swan is coming to teke Lohengrin away. It is most
effective in the later part of the last act when Lohengrin
8dvances to the bank and bends over the Swan. Here we hear

the Swan motive played by the violing only prededing the
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This lohené}in motiv so characteristic, graceful, bold and
chivalrous, accompanies the valiant knight in &ll heroid
circumstances with slight trensformation ss the knight appears
in di fferent phases. Te find it occuring many times through
out the opera up to the moment when Lohengrih depards and
there atter having been presented in the usual trimmphal form
it poes into the miﬁor key thus giving the mounrful tonecas
Lohengrin departs snd is seen in the distance ¥with head bent
and oorrowf’ully herning on his shield in the skiff.

Another motive thet we hear for the flrst time in
It seems

"ilsa's Dream" is the one of Bxultation or Glory.

to proclaim the great deeds of Lohengrin.

Glorye.
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Fhis is found again in Act I Sgene III on the grrival of the

hero Lohengrin and slso in the final scene of Act III.

Following Frederick's accusation the King Proposes

the judgement of God. The motive introduced is the motive

of cermony sometimes cslled The Judgement of God. It is
similar to the Treaty in "The Ring of the L
Ceremony. -
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pathetic farewell song of Lohengrin.

Closely following the 3wan is the strange and impressive
theme which forms a parf of the first entramce recitttive;of‘
Ighengrin a&d which accompanies his énaéting of the promisé
that Tlca shali never know his name snd shall not even seek
to know it. This theme is associated with the Mystery of the
imée  when Loheﬁgrin informs Elsa that he cannot undertake
her defense except on the express con@iﬁion.that shé gives
her promise not to ask him to~ revegel his name, race, ané
from Whénce he came, we hear thie motive which Iohengrin re-

peats with insiatence, the second time in & higher key which

givee it more foree.

Hystery of the Name.
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in the scene of the cbmb&t, the leawg of which are firet pro-
claimed by the Hersld, we agsin hear the introductory motive

of ceremony or Jjudgment of God. Then the Xing's Prayer fol-
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lowed vith chorus. The combat is accompanied by this motive
of ceremony which is heard at each attaeck of either adver-
cery. The motive of Lohengrin however is heard when he is
about to ctrike the bHlow which makes him viélor. Elsg hails
higs victory with e song of joy which is taken up by the
chorus. In this we hear.the 0ld motive of Glory or Brulta-
tion newly developed. This chorus of joy brilliantly closes
the first act at the clore of which a:z the curtain is about
to fall ﬁhe orchestrs again sounds the motive of Lohengrin.

The second ac¢t reveales two new motives, both of ﬁhidh
are heard in the introductory’Preludc of the Second act.
The motive of conspiracy is muttered on the low tones of
the violin cellos &t the beginning of the Prelude. This
motive is 1 .8ys present whenthe evil plotting Ortrud is
on the stuge.

Conspiracy.
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Thie concpiracy mrtive reappesrs, particuvlarly in the
duet between Ortrud and Trederick.

The other 1wotive 50 :requently jesrd in the préhestra
when Ortrud is seeking to fill Elsa's mind with doubt re-
ger ding the purity and origin of her knight appears for
the first\time in the introductory prelude about ten
bars after its commencement. This is also played by the

violin cellos.
Houbt.
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In the duet between Ortyyad =snd Frederick we find this
Coubt motive repeated, mingled and developed with the motive
of the mystery of the name. Thece are perhaps the two t
gstrongest Liet motives in the opera because they so clearly
teel that Ortrud is seeking to fill Elsa's heart with doubts
regording the oriegin of her Knight and wanting to inspire
her with curiousity regerding the mystery which surrounds
his name, In the balcony scene of the gecond act ﬁe re-
cornize these same two motives nlayed by the orchestra dur-
ing Elsa's duet with Ortrtide.

There is no use made of Liet-motive again until Scene
V. vhich opens w}thihe Xings csll immedistely followed by
the motive Lohengfin; then, whén Eredé;ick tries to at~-
tribute Lohensrin?s victory to trickery or majic we hesr
the bold #Hegibpeoorence of the Judegement motive. At the cloee
of t he second sct there appears in the orchestra in Sma-
cession the doubt motive, the mofive of mystery regarding
the name and the motive of conspirscy. As the King, Elss
and ILohenrrin are aboul to anter the Church we again here
the motive of mysztery. Act TII is introduced with a joyous
wedding march followed by the Bridal chorus-~Faithful
and Prue. In this latt act we hear no new Liet motive Dbut
all the former ones aore used freely. 1In the duet bethen

Iohenerin eand Else where £lsa maniTecits her uncontrollable

curiousity we hear the motive of nystery of the nsme twice
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Ttpeated also the motive of doubt is heard more and more
insisﬁent and finally as Ilsa puts the fatal question the
motive of mystery Turiously bresik out in the orchestra.
when Tohengrin kills Ortrud and the bedy is carried out we
he'r the strains of the motive of ceremony. In the last
part of the opers when Elsa}appears before the King , nobles
end warriors it is again by the warning motive which she
has violated that she is ammounced.. It is intertwined
with the motive of doubt. The motive of Elsa 1s the

third to appear and is in the minor key which makes it seem
os mournful and humiliated as herself. Ag the remains of
Frederick are brought befere the King we again hear the
motive of judgement which reminds us that it is God who

hsag struck him; when Lohengrin relates the splendores of
Mont 3Salvat the home of the Bnights of the Hbly Grail, the
Grail motive is heard again tn its mysterious blending of
harmonies. Finally s Lohenpgrin ’pronéﬁnded ' his own
name the motive of Lohenegrin is loudly proclaimed by the
trumpets nf the orchestra. Than as Lohengrin is about to
depart we again hesr the Swan rotiive with ite sweet and
ealm harmony. «hen the dove éomés to home over the hesd
of the hen we hear the solemn Grail motive, then that of
ILohengrin united with that of Glory or exultaion. When
Lohengrin dicappesrs we hecr 'hhe Glory motive repeated in the
minor key snd finally the opera ends es it begen with the

ssered hermony of the Grail motive.
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The leading cast of characters in lLohengrin are the
same in number es in Euryanthe, e guartet in each case. e
have the herione and justly accused in the characters of Eleca
and Turyanthe, the nobleman who aspires to the hand of
the herione and feiling in his woeing become & an enemy
to the herione in each case Iysiart in "Euryanthe", and
Prederick in Tohengrin. There we have the hero OT knight
who defends., 1In Lohengrin it is the knight of the Holy
Grail who defends Elsa, in Zuryanthe it is Adolar who de-
fends the Rurysnthe. We could not find & more obvioué
parallel than the chargeters of Ortrud snd Eglantime as
intriouing women. In the personslities of Elsse and Eury-
anthe we have a striking resemblsnce. Both asre unworldly
rentle maidens but lacking in strensth of charscter to
resist telling that which they hed promised not to tell.
There is perhsps more excuse for Else than for Euryanthe
for there was a motive for her wanting to .k:now hexr hero
knicht's naeme and from whence he came. I_t wes no more
$hen the natursl curiosity of sny women to want to know
thinge which . pertain to her lover's purity and Worthiness.
This natural euriosity was increased by the ever insinuat-
ing Ortrud who did everything to make Ilsa distrustful and
doubtful. ZFEuryanthe had nothing to gain’ by betreying Adolar'ﬁ
secret. She with her angelic gilliness: nevef daring to spesk
out, whe’ﬁ a word might have explained all and saved all, now

+imid &s a Tawn now offering to rTush 1ike a lioness into the
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arms of death, was simply a weak character modelled on
the idea of love amd beauty as é contrast to the wicked
plotting Telantine.
fplantine and Ortrud representing the evil prineci-

ple in "Buryanthe" and "Lohengrin" were in esch the most
powerful and originnl Tigures in the opera. Ortrud is a
political woman vho does not know love. Her spere is
politics. "Politics in e man is detz:tible"seys Wagner
but"a political woman is sn gtrocity™. There is one
kind of love in Ortrud, the love of pest generstions that
have perished, the insane bride of ancestry which can
only utter itself in hatréd of all that exists. Ortrud’s
pride of ancestry becomes a murderous fanaticism. It is
therefore not jea]ousy of Xlsa in reference to Frederick

that sways Ortrud but her whole passion is revesled in
the scenc of the Second Act where, after Elsa dissappesars
from the hsleony she ctarts up from the cathedral steps
and invokes her long forgotten pgods. She thinks only of
the cld and is there fn}e hostile to all that'is new in
the moet terrible sense of the word. Eelantine looking
back orn the rlories c+ill shining thrcugh the gates of
her lost Peredise is urged on by the evil paesions of
ency, Jjealously, and wounded pride and dared o schieve
the worst snd wickedest possible. These to characters of
faellen ancels sre verhaps the greatest in similarity of

211 the charcecters in Johengrin and Euryanthe.
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In the characters of Lysiart and Frederick we have
much the sesme situetion, both intriguing against the
hericnes. Both are desirous of wealth snd seek to gain it
by winning the hand of the heroine snd both failing th
this diA everything to »lot apsinst them. 1In Weber's
portrayal of +the villisn Iysiart we have a msn, who from
the first moment.of his coarsé doubts of woman's virtue
to his murder of Erlantine, was & typleal rouch reckless
sengunl hacizing end hewing knight of the Middle Ages.
wepner does not make his cheracter of Frederick so typicel
of the villain.

Tohengrin and Adolar the defending knights in esch
opers are very similar. Adolar a weak minded heavy footed
hero whose very name sugpests weaknesg--a cresture with
no attribute bﬁt muscle was far less a hero then Lohengrin
whose every movement showed chivalry and s%rength of
character.

Vagner had a bettcr conception of the power of
dramatie construction then did Teber. IH Lohengrin Vagner
realized the necessity of the separation’of the two lovers
in the cloecine sct. Some friends. accustomed to operscs
with happy endines prevailed upon him so far that at one
time he serioucly contemplated a chsnge éf the plot per-
mitting Tohengrin to remsin with Tlsa. TFurther reflection
however convinced him that such a change would mar the

tragedy comrletely for the scene of Lohengrin's farewell

is one of the most patheﬁic in.211 litersture. Tagner



thus mskes & traredy ~f Lohengrin while TWeber failed in
drematic ccnstrucfion becauge of the happy ending in
Turyenthe. It would have been much stronger in dramstic
situsation if in the last scene the lovérs were separsted
ge in "Iohengrin™. Another resson of VWeber's failure in
dramatic construetion ic compored do Wagner was that Wagner
vrote hie own librettos #nd thas could make the dramatic
situation as he wanted it. Tis ides was‘that the composer
ghould be his own npoet, thet the play should bk based on
some national legend and that the drsma shauld posseééin—
trincic merit and he always of parsmount importance while
the music should reflect its motion faithfully. The re~ .
sult was that Vasner's operas are models of poetie beaut&
gnd literary £kill while Teber's Furyanthe was almost &
Tailure because of the deplorably voor libretto. ITike
weber Vagner's first law wss that the text or libretto once
viritten by the poet, all other perrons having to do the
work, composer, ctage apchitect, scene painter, costumer
conductor, steee mansger, and singing ectors should aim

at one thing only, the most perfect and 1ife like embodi-
ment of the poet's thourht.

Motionless as was the spectrsl element in the opera
of Turyanthe and utterly unnecessary as it was for the
dramatic development of the plot, Weber would not give up
tne idesa. Te wes wont nsturslly to people his world of.
ort with spectres end spiriets which as long as they oc~—

cupied his mind had a real existence in his fasncy. It
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was his plan to have a tsblesu temporarily diselosed by
the withdrawal of the curtsin during the 1argb episode of
the overture of Turyanthe. The tableau having a bearing
on the chogtly part of the dramatic tale. This idea not
only shows Veber's apprecistion of the fundemental defect
of the libretto but slso indicates his enxiety to establish
2 more intimste relationshiﬁ between the instrumentasl in-
troduction and the drsma. This idea of Webher's was.imitated
by Veener in hic adoption of the methna'tb have a vpicture
or tellesu ot Heavenly snrels bearine the Holy "rail «be
Tarth presented during the Prelude played by the orqhestra
which representéd the Grail motive. ;

Tiet motive is an objective or subjective idea which
assumes & musical form, it is the mudical embodiment of
an idea and Wagner is not the first nor only one who has
thus thought in musie snd piven to a character a fact or
a perticular imnression, a torm vhich is dlearly recogniz-
able snd oreceptible to the hearing. The origin of the
Tiet motive may be traced to Gluck Mozart snd Beethomen bLut
more Tully developed in Weler. Thus we find the greatest
example of Jeber's influence upon Wagner in this develop-
ment of the Liet motive to express individual character
throurh the memne of musiced dbolwmistion. Wagner was not
gt tirst so much influenced by it as we find only a mere

reference to it in his first opera "Der Fligende Hollander"

and only one or two characteristic forms in "Sentas Ballad"

in Tannhauser we find five typiecal motives and nine at
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least in Tohengrin clearly characterized. In Lohengrin

like in Turysnthe the employment of the Liet motive is in-
termittent and episodicsel teing limited +to certein im-
rortent scenes to whichthey sre intended foreibly tocall
attention. However in Iohengrin they constitute a more
important part in the symphonic development than in Zury-
anthe. In Lohengrin like in Euryanthe fhe Liet motive is
Short, csimple and early to recopgnize and remember another
noticeable likeness to Vegner's use of the Iiet motive, in
Iohenerin like Velter's in Zurysnthe, is that is 48 almost
always presented for the first time with the words deter-
mining the meaning attached to it or st & moment when the
scenic action shows its sienification. Afterwards it may
be represented with modificetion in rhythm, harmonization,
broken into fragments or even changed in charseter. 1In
Euryvahthe the Tiet motives ore more modified in ftheir re-
petitions and not so easily recornizable as in Loheﬁgrin,
more modified as to rhythm and often:changed in character.
In Lohengrin we find them more clearly recognizable the
only difference beines in the harmonization. Usagner wﬁé?
thus able to develop his characters and show their ch;nge
in character by means of the change in the hsrmonization.
of the motive representing the character. He esnecially
develops the character of Elsa, by » chifting of hermonies
. showing the weak shifting character: Also 1in ‘the motiié
of JT.ohenerin we find & change in harmonization. Wheh.wé
firdt see Lohengrin in the first act of the opera we hear

the theme given out in a bold, chivelrous motive while in
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in the last part of the operas where ILohengrin sadly departs
we hesr the Liet motive given out in the min~r key immediste-
1y after the usua? zey. Thus it put nn mourning »nd the
musie olone makes us realize the change in Lohengrin, Ueber
did not develop his liet motive this way snd thus lost the
characterization nf the person. Mozt frequently th Euryanthe
the Liet motive cons ists of a medlodic figure of several
notes but in Lohengrin the Liet motive sssumes an invariable
hermonic form.

The matter of recitative v.s. spoken dialogue originat-
ed with Weber. This was cne of the prest influences of
‘'eber to be found in Taener's operas. ieber tetrayed
something of the 'prehtice hend in his recitatives buf he
effected a srrt of interweavineg of the gecene, an accompenied
recitative of more than ususl lensth and drsmatic quality
with the sria thet 414 much to relax the strictures of
soneentional form, It is more hy his interveaving of
the scene with the aris than by banichine spoken dislogue
Jeber did the best service tothe opers in Germany. In hhis
drams tic extension of the sria he vas most especislly imi-
teted by Veener. This sort_of thine was one of the chief
items in the Lohensrin score. There is 2 strong Teberish
stresk in Lohenerin. All the bvorrowings, however ss colored‘
with Tagner's own individuality.

weber wagc nne of the Forvard men of his srt one whose
prineiples snd methods rre :s vitel now rs they were when

he was alive. It iec throuch Tapner's reinststement cf them
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thet they are acquiring validity in new fields. Weber's
Tull statue can only be seen in the ‘lirfht which the_example'
of Tagner throws off on him. This light goes ouf in seversl
directions but in esch instunce it discloses Weber as o
precusor. The root of UVapner's romanticism strikes through
"eber's. The whole of Germen opers down to Wagner's lat-
ect works is colored from Ueber's wpirit. The characteristics
which digtinesuich Wegner from the older type of musiciens are
precisely those first found in Weber. Thus it was lieber that
produced the work which wag not only the elimsx of the roman-
tie musical period but confused 2l1ll the beauties of the school
in their highest development while it svoided as far as pos-
gsible all the errors. The production of Teber's genius to
the world not only ss a rallying stendard for opposing par-
ties but as a turning voint in the progrese of Art stamped
him as a revolutiongst rather than a reformers-a prophet to
be looked up to by his disciples. And thhs Marschner and
Kreuzner may be traced to "Der Freischutz", the popular
fortune of llendelssohn to "QOberon"™ while upon the path of
Zuryenthe marched the hiph priest of the o called "music
of the future™, Vagner. Vagner never desired his indebted-
ness to TVeber, but if he had it would have avsiled him noth-
ing while the representatives of the evil principle in "Eury-
anthe"” and "Lohengrin™ present so obvious a pvarallel not to
méntion Wagner'B drafts upon the "externsl svpaerstus of Ueber's
score. The reform not only in composition tut &lso in
representetion achieved by “armer is an srtictic legacy from

i
Weber. "It is but the interest of the five talents given intc
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the hends of a faithful servent who buried them not into

the ground but traded them and made them Tive other tal-

ents",






