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CHAPTER VIL

LOW WATER—

RISING OF THE OPPOSITION.

’ Copyright. 1908, by H. E Krehbiel)

In this chapter I purpose to tell the story

of three years, from 1587 to 18%, and in
order to cover the ground I shall leave out what
®ppertains to the repetition of works incorporated
in the repertory of the Metropolitan Opera House
'dut'!ng the preceding three seasons.

The period was an eventful one and marked the
Bighwater of achievement and also of popularity
©f the German regime, but alse the beginning of
the dissatisfaction of the boxholders, which result-
4 two years later in a return to the Italian form.
3t witnessed the introduction of the “Ring of the
Nibelung” in its integrity and illustrated in a sur-
prising manner the superior attractiveness of Wag-
mer's dramas to the rest of the operatic list. Out-
#ide of the Nibelung dramas it brought two absolute
novelties to the knowledge of the public and re-
~wived several old operas of large historical and
‘artistic significance, which had either never been
heard at all iIn New York, or heard so long ago
that all memory of them had faded from the pub-
Ye.snind. It saw the light of competition flicker
‘eut completely at the Academy of Music, and after
& yvear of darkness it beheld the dawn of Italian
rivalry in what had become the home of German
{ ta i

Twenty operas were brought forward in the first
three years of the German regime. They were
_“Tanchiuser,” “Fidelio,” “Les Huguenots.” “Der
Frieschiitz” *“Willlam Tell,” *“Lohengrin “Don
“Giovanni,” *“The Prophet,” “‘Masaniello,”” “Rigo-
Jetto,” *“La Juive” *“Die Walkiire,” “Carmen,”
“The Queen of Sheba,™ “Die Meistersinger,” “Ri-
enzi,” “Aida,” “Das Goldene Kreutz,” *“Tristan und
Isolde” and “Merlin.” (In this list I have set down
the titles in the language in which they live in the
popular mouth in order to avoid what might seem
like an affectation were I to use the German form
&lways in the story simply because the Italian and
¥French works were sung in German.) Additions
to the list in the season of 1887-'88 were “Sieg-
fried,” *“Der Trompeter von Sikkingen,” *“Eu-
ryvanthe,” “Ferdinand Cortez” and Gitterdammer-
ung'’; in the season of 1888-'89, “I.Africaine,” “Das
Rheingold” and “I1 Trovatore™; in 1889-'%0, “Des
Fliegende Hollinder,”” “Un Ballo in Maschera,”
**Norma™ and *“‘Der Barbier von Bagdad.”

The record of the last two years
falling off in energy, but though it caused d
tion at the it seems notable enough compared
with the the establishment twenty
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activities of

years later under much more favorable circum-
stances. For the last of the three seasons under
discussion seven additions to what was called by

list
@

had been promised;
special perform

the established
“Norma”

ance

for 1} of 1iili Lehmann) and “The Flying
Dutct hich had been promised only by im-
plicat plan of a serial representation of

Wegner's works, only four additions were made.
Two causes operated toward the disappointing out-
come. One was an epldemic of influenza which
prevatled during the greater part of the winter and
caused much embarrassment to the singers; tne
other was the inefficlency of the chorus—a defect
which has not yet been rercdied, but was greater
in the season 1907-08 than a decade earller.
“‘Otello” was In readiness so far as the principals
were concerned, but the chorus consumed so much
time restudying old w« s that it had to be aban-
doned; Lalo's “le Roy 4'Ys.” Though the
stockhol were giving opera themselves for
themselves, they took no steps toward making it
& permanent institution. Their decision to give
German opera was made from year 1o year, and
the end of every season brought wita it practically
& complete disruption of the company. There had
to be a reorgan tion each The directors
were unwilling to give their own manager the de-
gree of permanence which they bestowed without
hesitation u d the policy of the house
was thus k n controversy. The fact
is that the activ Germans were not to
the taste of the stockholders, who were getting seri-
ous art where they were looking for fashionable
diversion. This -ame painfully obvious when the
conduct of the occupants of the boxes scandalized
the institution to such a degree that the directors
were compelled to administer a | rebuke to
themselves and their associztes, and a stigma was
placed upon a institutioa from w it has‘suf-
fered, very 1 v, ever since. B cussion
of these can be more intelligently and
profitably iced later in this narrative,

The fourth German season began on November 2,
1887, and ended on February 18, 183§ and consisted
of forty-seven subscription nights, sixteen subscrip-
tion and one extra matinee. In all four
teen oper produced. The two Wagnerian
novelties, and “Siegfried,”
were the most poj :s of the season, the
latter being given , though it was tae
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}is theoretical g fidelity. In
the subject matter of the drama lies the distinc-
tion. Despite the absence of the ethical element

which places “Tannhiauser” immeasurably
than *“Tristan” as a dramatic poem, the latter
drama con«ins an expression of the universal
passjon which is so vehement, so trut s0
sublimé that it seems strange that a
ceptible to music and gifted with
ever have been deaf to its beauties or callous to
its appeals. Besides this, the sympathies are
stirred in behalf of the personages of the play who
stand as representatives of human nature, and,
though the co-operation of a chorus, which has
always been considered an essential element of the
Iyric drama, is restricted to a single act, the dra-
matic necessity of the restriction is so obvious that
Bn audience, once engrossed in the tragedy, must
needs resent such a violation of propriety as the
introduction of a chorus in any scene except that
of the first act would be. In “Siegfried,” however,
the case is not so plain. Here there is not nnlyl-
no chorus. but scarcely more than five minutes
during which even two solo voices are blended in
& duet. Except Siegfried and Briinnhiide, the per-
sonsges of the play have no claim upon human
svmpatby, and their actions can scarcely arouse a
loftier feeling than curiosity. Through two acts
&nd a portien of the third, save Ih & dozen meas-
ures or so, the music of woman's voice and the
charm of woman's presence are absent from the

higher
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emotions could

a dragon and a bird, a sublimely solemn peripa-
tetic god who asks riddles and laughs once, and
two dwarfs, repulsive of mind and hideous of body.

These are the drawobacks concerning which there
can be no controversy. To them are to be added
the difficulties which result from a desire to em-
ploy in a serious drama mechanical devices of a
kind that custom associates only with children’s
pzntomimes and idle spectacles. A bear is brought
in to frighten a dwarf; a dragon sings, vomits
fcrth steam from its cavernous jaws, fights and
dies with a kindly and prophetic warning to his
slaver; a bird becomes endowed with the gift of
buman speech through a miraculous process which
takes place in one of the people of the play. Surely
these are grounds on which *“Siegfried” might be
stoutly criticised from the conventional as well as
a universal point of view; but I have rot enumer-

ated them for the purpose of disparagirg Wagner's |

d:ama, but rather to show the

intellectual and |

@sthetic attitude of the patrons of the Metropolitan |

Opera House twenty years ago, who, through all
these Wefects, saw in ‘“‘Siegfried” a strangely beau-

tiful and imspressive creation, which, under trying |

circumstan-2s, challenged their

plaudits at the |

cutset and soon won their enthusiastic admiration. i
More direct and emphatic was the appreciation of |
“Gotterdimmerung,” the last of the season’s novel- |

ties, as “Slegfried” was the first,
on January 25. 1888, only three weeks before the
close of the season, vet it was given six times in
the subseription performances and once outside the
subscription, with the financlal results already
mentioned. The cast was as follows: Siegfried, Al-
bert Niemann; Gunther, Adolf Robinson; Hagen,
Emil Fischer; Alberich, Rudnlph von Milde; Brunn-
hilde, Lilli Lehmann; Gutrune, Auguste Seldl-
Krauss; Woglinde, Sophie Traubmann; Willgunde,
Marianne Brandt; Flosshilde, Louise Meislinger.
Mr. Seidl conducted.
concluding drama of the tetralogy should have ex-
cited warmer sympathy than its immediate prede-
cessor. In it the human element becomes really
active for the first time. This circumstance Mr.
Seidl accentuated by two bold excisions. One of
the things for which Wagner has been faulted is
that In his treatment of the Siegfried legend he
has sacrificed historical elements in order to bring
it into closer relationship with Norse mythology;
has, in fact, made the fate of the gods and god-
desses of our ancestors the chief concern of the
prologue and succeeding dramas. Except for those
who prefer to see only ethical symbols in the char-
acters there is some force in the objection. Like

-
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Homer in his “Iliad,” Wagner has a celestial as
well a3 a terrestrial plot in his “Ring of the Nibe-
lung,” and the men and women, or semi-divine
creatures, in it are but the unconsclous agents of
the good and evil powers typified In the gods and
dwarfs.
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Gundikar, who was o come by Attila and died
A. D. 40. Wagner's original draft of “Gotterdim-
merung’’ (an independent drama which he called
egfried’'s Death’) owed the accepted lines,

it was not tetralogy was planned

the mythol ments from the Eddas
heme, the theatre of the!
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hreatens th ds by restoring the baneful
e Rhine daughters. Both scenes are high-
in the plan of the tragedy a8 a whole,
largely unfamiliar with German and
-erned about Wagner's philosophical purposes
can much more easily spare than endure them.
In later years they were restored at the Metro-

unecon

politan performances, but I make no doubt that
Mr. Seidl’'s wise abbreviation had much to do with

the unparalieled success of the drama in its first
season. Persons familiar with the German tongue
and
and music or from attendance on performeances in
were justified in being disappointed at
of two scenes highly important from a
dramatic point of view and profoundly beautiful
from a musical; but it was better to achleve suc-
cess from the representations by adapting the
drama to the capacity of the public than to sacri-
fice it bodily on the altar of integrity.

Nesster's opera, “Der Trompeter von Sdkkingen,”
which had for nearly five years fairly devastated
the German opera houses, receiving more perform-
ances than any three operas in the current lists,
won only a success d'estime. It was performed
for the first time on November 23, dressed most
sumptuously and effectively cast (Robinson as Wer-
aer, Elmblad as Conradin, Kemiltz as the Major-
domo, Biénger as the Baron, Frau Seidl-Krauss
as Marie, Von Mlide as Graf von Wildenstein and
Meisslinger as Grifin), but it reached only seven
performances, was fourth from the bottom in the
list arranged according to popularity, and In the
following year it was not included in the reper-
tory. In 1883-'80 it was revived and received four
performances, but its rank was seventeenth in a list
of nineteen. Weber's “Euryanthe” fared but little
better, though a work immeasurably greater. It,
received four performances, and it was but
remove in advance of “Der Trompeter.” To
all intents and purposes it was new to the Ameri-
can stage when it was produced on December 23,
1887, with Lehmann, Brandt, Alvary, Flscher and
Elmblad in the parts of Euryanthe, Eglantine, Ad-
olar, Lysiart and the King, respectively.
conducted.
been some representations of the opera under the

irection of Carl Anechiltz in Wallack's Theatre,
at Broadway and Broome street, but of this fact
the patrons of the Metropolitan Opera House had
no memory. It was a beautiful act of devotion on
the part of Herr Anschiitz and his German singers
to produce “Euryanthe” at that time, and, had it
been possible to break down the barriers of fashion
and reach the heart of the public, the history of
the lyric theatre in America during the quarter
of a century which followed would, no doubt, read
differently than it does. “Tannhiduser” and “‘Lohen-
grin” were produced under similar circumstances,

Germany,

the loss

too,

one

| and even “'Die Walkiire’’; but “Lohengrin” was
popularized by the subsequent performances in
Itallan, and “Tannhduser” and “Die Walkiire”

had 1o wait for appreciation until fortultous cir-
cumstances caused fashion, fame and fortune to

~age, and, lostead, we are asked Lo accepl & bear, ; smile for & space upon the Ger tablisk %

presage the Twilight |

the tetralogy, elther from study of the book |

Mr. Seidl |
Twenty-four years before there had |
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at the Metropolitan. It may have been a benignant
fate which preserved “Euryanthe” from repre-
sentation in the interval. The work is one which
it is impossible for a serious music lover to ap-
proach without affection, but appreciation of all
fts beauties is conditioned upon the acceptance
of theories touching the purpose, construction and
representation of the lyric drama which did not
obtain vallty in America until the German artisfs
at the Metropolitan had completed their missionary
labors. Indeed, there are aspects of the case In
which Weber's opera, with all its affluence of
melody and ail its potency of romantic and chivalric
expression, is yet further removed from popular
appreciation then the dramas of Wagner. In these
there is so much orchestral pomp, so much external
splendor, so much scenic embellishment, so much
that is attractive to both eye and ear, that delight
in them may exist independently of a recognition
of the!r deeper va®mes. ‘“‘Euryanthe” still comes
before us with modest consciousness of grievous
dramatic defects and pleading for consideration
pardon even while demanding with proper
recognition of the soundness and beauty
of the principles that underife its score
the marvellous tenderness, sincerity and inten-
sity of its expression of passion. When it was first
brought forward in Vienna in October, 1823, Cas-
111l observed thet it was come fifty years before
its time. He spoke with a voice of prophecy. It
was not until the fifty years had expired that
“Euryanthe” really came iuto its rights, and it
was the light reflected upon it by the works of
Weber's great succasor at Dresden that disclos: 1
in what those rig .ts consisted. After that the
critical volces of the world agreed in pronouncing
“Euryanthe’ to be the starting point of Wagner,
and, as the latter's works grew in appreclation,
“Buryanthe’’ shone with ever growing refulgence.
No opera was ever prepared at the Metropolitan
with more patience, self-sacrifice, zeal and affec-
tion than this, and the spontaneous, hearty, sin-
cere approbation to which the audience gave ex-
pression must have been as sweet incense to Mr.
Seidl and the forces that he directed. But “Eury-
anthe' is a twin sister of misfortune to “Fidelio”;
the public will not take it to its heart. It disap-
peared from the Metropolitan list with the end of
the season which witnessed its revival

A dozen or more circumstances combined to
give the first performance of Spontini's “Ferdinand
Cortez,”” which took place on January 6, 1883, a
unique sor: of interest. In one respect it was a
good deal like trying to resuvscitate a mummy, for
whatever of interest historical criticism found in
the opera, & simple hearing of the music was suf-

wnd
dignity

kinds carried In the processions, the banners of
Montezuma and some of the costumes of his war-
riors were copled with painstaking fidelity frcm
the remains of the clvilization which existed in
Mexico at the time of the conquest. The cast of
the opera was this: Cortez, Niemann: Alvarez, Al-
Telasko,

vary; High Priest, Fischer;

Montezuma, Elmblad; Morales, Von Milde; Amazily,
Friaulein Meisslinger.

The prospectus for the season of 1888-'89 an-

nounced sixteen weeks of opera between November
28 and March 16, the subscription to be for forty-
nights and sixteen matinees. The last two
were set apart for two consecutive repre-
of the dramas constituting “The Ring
of the Nibelung.” The difficulties invelved in an
effort to compass the tetralogy in a week com-
bined with other circugistances to compel an ex-
tension of the season fOr a week, much to the ad-
vantage of the enterprise. The final record showed
that fifty evening and elghteen afternoon perform-
ances had taken place between the opening night
and March 23, 1899. Sixteen works were performed,
the relative popularity of which is indicated in the
following list: “‘Gbtterddmmerung,” “Tannhiuser,”
“Das Rheingold,” “La Juive,” “Il Trovatore,” “Lo-
hengrin,” ‘““Aida,” “Siegfried,"” “L’Africaine,” “Dle
Meistersinger,” *Les Huguenots,” *Die Walkiire,”
“Faust,” “Le Prophéte,” ‘“Fidelio, and “William
Tell.”” The most significant new production—Indeed
the only significant one—was ““Das Rheingold,"” which
completed the acqualintance of the New York pub-
lic with the current works of Wagner, “Parsifal”
being still under the Bayreuth embargo, although
it had several times been given in concert form.
The total cost of the representations, not including
scenery, costumes, properties and music, was £3,-
73131, or an average of $490778 a representation.
The total receipts from the opera were $213,630 99,
divided as follows: Box office sales, $149,973 59; sub-
scriptions, $59,607 60, privileges, $4,0499. The aver-
age recelpts a representation were $3,14163. The
loss to the stockholders on the operatic account was
$1,766 15 a representation, which was covered by
the receipt of $201,180 made on the stockholders for
the maintenance of the establishment, the fixed
charges on the bullding and the cost of scenery,
amounting to $144,455 B1L.

seven
weeks
sentations

music, etc.,

“Das Rheingold” was performed for the first
time on January 4, 1889, under the direction of Mr.
Seidl, and was performed nine times in the ten
weeks of the season which remained. The artists
concerned in the production were Emil Fischer as
Wotan, Max Alvary as Loge, Alols Grienauer as
Donner, Albert Mittelhauser as Froh, Joseph Reck
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ficlent to convince the public that Spontini was the
most antiquated composer that had been presented
to their attention in several years. Compared with
him Gluck and Mozart had real, dewy freshness, and
Weber spoke in the language of to-day. Never-
theless, Spontini still stands as the representative
of a principle, and iIf it had been possible for Mr.
Stanton to supplement *“Ferdinand Cortez”’ with
“Armida” or “Iphigenia in Aulis,”” the Metropoli-
tan repertory would admirably have exemplified
the development of the dramatic idea and its strug-
gle with simple lyricism in opera composition. The
public would have been asked to take the steps in
the reverse order, it is true—Wagner, Weber, Spon-
tini, Gluck—but this circumstances would pnly have
added to the clearness of the historical exposition.
The light which significant a@ works throw out
falls brightest upon the creations which lie behind
them in the pathway of progress. ‘‘Euryanthe”

| was understood through the mediation of “Tristan
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und Isolde.” “Ferdinand Cortez”” has an American
subject; the conqueror of Mexico is the only nat-
uralized American with whom we had an ac-
quaintance 1till Pinkerton came on the stage In
Puccinl's “Madama Butterfly,” and Mr. Stanton
surpassed all his previous efforts in the line of
spectacle to celebrate the glories of this archalc
American opera. The people employed in the rep-
resentation rivalled in numbers those who consti-
tuted the veritable Cortez's army, while the horses
came within three of the number that the Span-
fard took into Mexico. This was carrying realism
pretty close to historical verity. A finer sense of
dramatie propriety, however, was exhibited in the
care with whnich the pictures and paraphernalia of
the opera were prepared. The anclent architecture
©f Mexico. tha sculptures, the symbols of varicua

as Alberich, Wilhelm Sedlmayer as Mime, Eugen
Welss as Fafner, Ludwig Mdodlinger as Fasolt,
Fanny Moran-Olden as Fricka, Katti Bettaque as
Freia, Sophie Traubmann as Woglinde, Felice Kos-
chaska as Wellgunde, Hedwig Reil as Flosshilde,
and again, Hedwig Rell as Erda.

The sixth season of opera in German began on
November 27, 1889, and ended on March 22, 18%,
Within this period fifty evening and seventeen
afternoon subscription performances were given
and there was an extra performance on February
for the benefit of Lilli Lehmann, who had stip-
ulated for it in her contract in lieu of an increase
in her honorarium, demanded and refused. The
sixty-seven subscription performances were devoted
to nineteen operas and dramas which are here
named in the order of popularity as indicated by
attendance and receipts: “Slegfried,” “Don Glo-
vanni,” “Die Meistersinger, “Tristan und Isolde,
“Lohengrin,” “Das Rheingold,” “Der Barbier von
Bagdad,” “Tannhiuser,” “Der Fliegende Hol-
linder,” “Gétterdimmerung,” *“‘Die X#nigin von
Saba,” “Willlam Tell,” ‘‘Aida,”
“Rienzl,’”" *“I1 Trovatore,” *“Der Trompeter von
Sikkingen,” “Un Ballo in Maschera” and “La
Juive.” The ballet “Dle Puppenfes” was performed
in connection with the opera *“‘Der Barbier von
Bagdad.” The last three weeks of the season were
devoted to representaticns in chronological order
(barring an exchange of places petween “Tristan
und Isolde”) of all the operas and Iyric dramas of
Wagner from “Rienzi” to “Gétterddimmerung,” in-
clusive. The total receipts from subscriptions, box
office sales and privileges were 2208888 35; average,
$3.13234. The tota! cost of producing the operas
(not including scenery, costumes, properties and
music) was $3562,880 82, or an average $,268 52 per
representation. On this showing the to the
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“Die Walkfire,"” ,

stockholders on operatic account was 13518 a
on, which was met by an assessmept

of $3,000 a box; of this sum*$1,200 went to the fixed
charges on the Opera House.
The one novelty cof the season was Peter Cor-
nelius’s “Barbler von Bagdad,™ which had Its first
performance on January 4. 1580 The production
was embarrassed by mishaps and misfortunes. It
had been announced for December 2, but Mr. Paul
Kallsch, the tenor, fell ill with the prevailing epi-
demic and a postponement became necessary. 1t
was set down for January 4. but when that day
came ¥ir. Seidl was ill. He had prepared the opera
with great care and loving devetion, put at the
eleventh hour had to hand his baton to his youth-

ful nssistant, Walter Damrosch. The beautiful
work had only four representations. The original
Mustapha, |

cast was as follows: Caliph, Josef Beck:
Wilhelm Sedlmayer; Margiana, Sophle Traubmann:
Bostana, Charlotte Fuhn; the Barber, Emil Fis(‘hc!:-
“Die Puppenfee,’ baliet by J. Hassreiter and F.
Gaul, music by Joseph Bayer, tollowed the opera
and was conducted by Frank Damrosch. The meost
important addition to the forces in this season was
Theodor Reichmann, who effected his entrance on
the American stage on the first evening in Wag-
per's “Flying Dutchman.” Herr Reichmann was
known to American pllgrims to the Wagnerian
Mecca as the admired representative of Amfortas
tn “Parsifal,” but his fmpersonation of the Dutch-
man was equally famous in Vienna and the Ger-
man capitals. On this occasion Mr. Seidl restored
the architect’s original design with raforonr{ to the
band. Mr. Cady's device had never had a fair trial
Signor Vianesi condemned it in the first SeaSOn.
When Dr. Damrosch took the helm he tried it, but
abandoned it and resorted to the (~ompr0m‘.$e_ sug-
gested by Vianesi, which raised  the muslcla:x!
nearly to the level of the first row of stalls in !;e
audience room. The growth of the band sent t .e
drummers outside the raliirg. but no one was brave
enough to restore the original arrangement till the
e sixth German season.
op;nlr;;:r':)hme operatic activities of the period

bevond the walis of the Metropolitan. ’Ithﬂ'
3 4 &
scarcely amounted to opposition at 'am tm’:w
though at the end of the third year there ca of

a brief season of Itallan opera in the home
the German institution which whetted the app?_- H
tites of the boxholders and, no doubt, had much
to do with the revolution which took place tw(_: i
vears later. In 1887, beglinning on 0«:(0??0!‘ 17
.and ending in December, there was a series of
performances at the Thalia Theatre which served
again to Indicate that German opera had a fol-
lowing among the people who could not aﬂor.d
to patronize the aristocratic estnbnshmem: This
season was arranged to exploit Helnrich Batel, a
coachman-tenor of the Wachtel stripe, who came
from the Stadttheater, In Hamburg. The prima
donna was Frau Herbert-Forster, the wife of
Victor Herbert, who had been a member of the
Metropolitan compary while her husband, after-
ward the most successful of writers for the ;
American operetta stage, sat In Mr. Seidl's or'-'
chestra. The operas given Wwere “Trovatore,
«Martha,” “The Postilion of Lonjumeau,” Flo-
tow's “Stradella,” “La Dame Blanche” and “Les
Huguenots.” At other theatres, too, there wers
performances of operas and operettas by the
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Boston Ideal Opera Company and other troupes,
but with them these annals have no concern.
The National Opera Company, stripped of ths
prestige with which it had started out, abandoned
by Mr. Thomas and reorganized on a co-gopera-
tive basis, made its last struggle for existence
at the Academy of Music between April 2 and
April 6, 1888. The decay of the Iinstitution
seemed to fill it with the enterprise and energy
of despair. It produced (but in anything but a
commendable fashion) English versions of Gold-
mark's “Queen of Sheba,” Rubinstein's “Nero,”
“Tannhiuser” (first performance of the opera in
English in New York on April 4) and “Lohen-
grin.” In the company, besides some of the
singers who had belonged to it In the previous
two years, were Eloi Sylva, Bertha Plerson, |
Amanda Fabbris, Charles Bassett and Barton Mec-
Guckin, the last a tenor wheo had made a notable

career in Great Britain- with Mr. Carl Rosa's
companies.

This season also saw the Introduction of
Verdi's *“Otello” by a company especially or-

ganized for the purpose by Italo Campanin!,
who, his singing days belng practically over,
turned impresaric. He had been In Milan when
Verdf’'s opera was produced. on February 5,
1887, and made haste to procure the American
rights of performance. It was a laudable ambi-
tion, but the enterprise was overwhelmed with
disaster. Campaninl brought from Italy a tenor
named Marconi for the titular role; his sister-in-
law, Eva Tetrazzinl, to sing the part of Desde-
mona, and his brother Cleofonte (who was maes-
tro di cembalo at the Metropolitan Opera House
during its first season) as conductor. With
these he associated Signora Scalch! and Signor |
Galassi (Emilia and Tago). The first perform-
ance took place on April 16, 1888, in the Academy
of Music, and four representations were given
on the established opera nights and Saturday
afternoons. The public’'s attitude was apathetic.
The tenor did not please, the fashionable season
was over, the music was not of the kind that had
been expected from Verdi and the prices of ad-
mission were too high for a popular audience.
Signor Campanini essayed a second week and
now threw his own popularity into the scale.
Signor Marconi was dismissed and returned at
once to Europe, never to be heard again In New |
York; Campanin!, who had been the most popu-
lar tenor with New Yorkers since the palmy

| was not undesigned.

, appreciation of the necessity of suiting the ac

| and catcalls.

{ English, and the performance was so despe

the evenings and afternoons when
| audiences unquestionably represented vast rec

days of Brignoll, took his part; the prices of ad-
mission were reduced. All to no avail; ruin had ’
overtaken the manager, and the eighth perform- |
ance was the last. It was truly pitiable. Signor |
Campanini deserved better for his bold embarkation
in a noble enterprise; but reasons for the faiflure |
were easily found. - It was unwise to give opera
on an ambiiious scale after the amusement sea-
son had worn itself out; it was nothing less than
foolish to do so with an 11l equipped company, In
a house that had lost its fashionable prestige
and at prices so large that a fatal blunder had
to be confessed by their reduction at the end of |
a week. Two seasons later, the opera was an-
nounced by the Metropolitan director, Mr. :Su.n-l
ton, but was not given, for reasons already
mentioned. How it entered the fashionable home
of opera we shall see presently.

After the lapse of twenty years it is still Impos-
sible to say that *“Otello” has really been HADbIli-
tated in New York. Its fate has not been quite so
pitiful as that of “Falstaff’”” because it has been
more frequently performed, and performed, more-
over, in better style; but it has not won the popu-
lar heart. It is admired by the knowing, but not
loved by the masses, as the earlier operas, espe-
cially *“Afda,” is loved. The reason? I am still
inclined to look for it, when I thought I found it a
score of years ago. At thet time it seemed to me
that the public, If it concerned itself with the mat-
ter at all (which I doubt), was at & loss for a point
of view from which to consider it, Was it an Ital-
fan opera? Certainly not, if that type was repre-
sented by any of the works of Rossini, Bellint,
Donizetti or of Verdi himseif when he was the
popular idol. Was it a French opera? A German
opera? A lyric drama in the Wagnertan manner?
To the connoisseur, if not to the idle prattler about
musie, each of these designations suggests a dis-
tinct idea—a form, a style, a manner. Which of
them might with most propriety be applied to this

. work? The circumstance that the book was in the

xmuwmmuouummm‘

| would work no longer,

this occasion) might shout “Viva I'ltallano! to
testify his admiration for Verdi's music. “The
style—it is the man.” “Otello” was composed ang
firzt brought forward under anomalous conditions,
.mmhnm-wmemematmm,n,
style 1s not distinctively Italian. Neither is it dis.
tinctively French or German. It i3 of its own
kind, Verdian: characteristic of the composer of
“Rigoletto.” “Trovatore” and “Traviata” in its esd
sence, though widely different frogn them In expres.
sion. The composer himscif indicated that he da.
sired it to be looked upon as outside of the oig
operatic conventions. According to ifs title page ig}
fs “Dramma lirico In qua‘tro Attl.” “Aida” way
still an “Opera In quattre AttL” The distinctiong
There are many other indica-
tions that he desired bis work to be looked upon as
something as far from old-fashioned opera as were
Wagner's later dramas; that he aimed in the fireg
{nstance at a presentation of ita dramatic contents,
and considered the music as a means, and not ep.’
tirely os an end. In this he followed a Wagneriang
pror;ph His score is filled with instrumental inter.
ludes designed to accompany actions or to depiet
emotions. He leaves no question in our minds oy
this point, but as fully as Wagner in his
grin'"’ period no Ine icates the bodily movemenrs
that are to go hand in hand with the music -
plcture of a storm which opens the opera the
manipulator of the artificial lightning is not left 1a

discretion as to the proper moment for dise
charging his brufum fulmen: in the
the close of the first act ihe appearan
moon and stars is sought to be Intens
scriptive effects Iin the music: and when,
scene, Otello kisses the sleeping Desde
the one typical phrase of the opera (dra
the love scene) is repeated, the composer |ir
on what beat of each messure he wants ea
to fall.

“Lohen-

in th

his
love

h kiss
These are only a few Instances of Verdi'g

+

on
to the music, the music te the action: and they
sink into insignificance when compared with hisg
treatment of the murder in the last act. Then
Otello’s entrance and actions up to the waking of
Desdemona are accompanied by a solo on do
basses, interrupted at Intervals by energetic
from the other strings. It is not d

sages
recall other melodramas written since “F " i
which similar dramatic effects are sought, S
audacity of Verdi's procedure is unexampled in
Itallan opera. I make no doubt that had this

scene been written twenty years earlier it would
have been received by his countrymen with hisses
Yet we were told that at the opera's
first performance in Milan the audience redemanded
it upreariously and the Italian critics could not

sufficiently express their admiration for it. The

' fact is that “Otello” disclosed an honest, consistent

and in many respects successful effort to realize the
higher purposes which we assocliate in the concep-
tion of a lyric drama as distinguished from the
With this conception nationalism had nothe

opera.
ing to do; Verdl's superb artistic nature, every-
thing.

In the season of 1888-'89 there was but a single
performance of Italian opera in New York, a cire
cumstance singular enough to deserve special men-
tion. On April 24 Signor Campanini appeared with
Clementine De Vere In “Lucia di Lammermoor,”
the performance being for the once-popul
ite's benefit. Memories of a period in w
singers were tremendously active were called up In
the minds of operagoers of the older generation by
an entertainment given in the Metropolitan Opera
House on February 12, in honor of the fiftieth an-
niversary of Max Maretzek's entrance n the
American field as a conductor of operas. The af-
fair was generousiy patronized and participated in
on its professional side by Theodore Thomas, Anton
Seidl, Frank van der Stucken, Adolf Ne
and Walter Damrosch as conductors; Mme. F
Madi, Miss Emily Winant, Miss Maud Powell, Ra=
fael Joseffy, Max Alvary, Signor Del Puente, Ju=
lius Perotti, Wilhelm Sedimayer and Mrs. Herberte
foerster. Scenes from “Siegfried,” “Il Trovatore™®
and “Carmen” were performed.

There were some performances of operas in Eng-
lish in the early part of the next season (1389-"%)
by the Emma Juch English Opera Company (Ness-
ler's “Trumpeter of Sikkingen” being brought fore
ward as a novelty), at the Harlem Opera House,
owned and managed by Oscar Hammerst
house also, for a week after the close of
lar season at the Metropolitan, was
an unsuccessful effort to prolong the German per-
formances, or rather to provide German opera af
popular prices to the residents of Harlem. The
company, headed by Miss Lehmann and conductedd
by Walter Damrosch, was made up of singers fromm
the Metropolitan company. The operas given wers
“Norma,”

The Italian company which took
the Metropolitan Opera House Immedi
vacation by the German siagers was
management of Henry E. Abbey and Mau
During the fall and winter months it
given representations in some of the
of the TUnited States and Mexico
and Sapio were the conductors, and m
singers were familiar to the publ
bani, Nordica, Fabbri, Ravelll, V
Del Puente, Castelmary, Novara,

the

“Les Huguenots” and “Il Trovatore.”
os

possession

Cit

new-
comers were Hortense Synnerberg, mezzo-soprano;
Signora Pettigiani, soprano leggiero; Zardo, bary-

Migliara;

tone, and Francesco Tamagno, tenor. The presence
of this singer in the troupe served to indicate that
its purpose, outside the exploitation of Madame
Patti, was the preduction of Verdi's “O " with
which the season was opened on March dame
Alban! being the Desdemona. Tamagno had created
the title role in Milan two years before. The sub-
scription was for sixteen evenings and four mati-
nees, which were to be encompassed In a pe"lod
of four weeks; but the {illness Madame Pattd
compeiled a postponement of one of the perform-
ances until the fifth week after the opening, and
then (o the twenty subscription representations
was added a twenty-first as a rewell” to Ma-
dame Patt!. The operas In w
peared were “La Sonnambula, Semiramide,”
“Lakme,” *“Martha,” “Lucia dI Lammermoor,"
“Romeo et Jullette,” “Il1 Barbiere ™ *

of

mounix” and “La Traviata'™ The er operas
were “Otello,”” “Il1 Trovatore, ‘Ajda."™
“Faust,” “L’'Africaine,” “Rigoletts” and “Le®

Huguenots.™

There was no novelty in the list,
that “Lakme” was transformed
by the Italian version: it had been

unless the fact
a noveity
heard before in

slipshod, notwithstanding
personated the heroine,
for Delibes's work. It
esting and doubtless fnstruc
to give such a detailed fina atement ¢
outcome of this season as Mr. Stanton's courtesy
enabied me at the time to glve of the German Sea~
sons. But here I am thrown

that Mn
that it aw

on conject

to the management. An estimate made at the
from a study of the character and size of the
audiences placed the receipts in round number®
at $109,000. It was significant as bearing on t"®
artistic problem suggested by the succession of
German and Itallan opera—a problem that
was destinad to become of paramount In-
terest socon —that on scarcely a single
Patti performance were all the orchestra stall®
sold, and that there were always u i boxes im
the tier not occupied by the stockholders. The
bulk of the money eame from the occupants of
the balconies and gallery. The musical and fash-
fonable elements in the city’s population had com=
paratively small representation. audiences.
in fact, were largely composed of curlosity seekers
impelled by the desire to be able in the future
to say that they, too, had heard the greatest song-

The

| stress of the last generation of the nineteenth cen~

tury. The “Patti’'s Farewell” trick was still ef-
fective; a few years later it was found that It

and the great singer dis-

appeared in a black cloud of failure, tollowed DY

the grief of all who had teen her Mmlrr,.'.*x.‘ .
H. E.

: —————e

TALISMANS IN MALTA.

There are still to be found in Maita & nhm":{
of small stones, shaped and colored like the e¥ye%
tongues and other parts of serpents. The sUBSLC
stitious among the Maitese connect these :ns
the traditfon that St. Paul, when shipwrecked. Tl
cast on their island, and that it was there,

lighting a bundle of sticks for a fre. & B -
fastened on the apostle’s hand. St " no har®

shook the reptile off into the flames, an

followed. The natives, therefore, wear 8
as tallsmans, in which character they '“me"
them serviceable in warding off dwli_xl,’;ﬂ_ o

enake bites and the influence of polsons. .
found in “St. Paul's Cave,” embadded in Yiound
are set in rings and bracelets; and when
to be in the shape of a tongue, or liver, or
are hung round the neck. They are
internally. dissolved in wine. which m™
tended, according to some people, by
mediate results.—Dundee Advertiser.
—————————

A MAN'S ENEMIES.

A !m:n in politics cannot be expecte
enem o
“ne can't love

“No," answered Senator Sorghum;
g B in his besrf

more

d to love his

'l:.m. B:at‘. occaslonally, away :':'n
mus 've a certaln respect wsalr
~—Washingten Star,




