
"Pieyl came to London on the 2-*>d of Derrm-
ber. On the 24th Idintd with him."

In1753 Pleyel became musical director < f tur

Cathedral at Strassburg. whence he went to
Paris and founded a music publishing tu>u<*»- and
a pianoforte factory (I>m7>. which still survives
under his name. All of his sonatas and other
compositions, except those intended for th»- pur-
poses of instruction, were modelled after those
of Haydn. Yet he cut a brave h*ur.- in the
concert life of the eighteenth century. 1. i.l»»»r
P.erger (1777-lST.i*). who. among many other
things, wrote a "Sonata Path*tique" and a
"Marche pour les arnu-es Angl-Kspa*n. asHM
les Pyrenees." deserves to be remembered as
the teacher of Mendelssohn. Porn an«l Tauhrrt.
A similar tit!.- is that of the Abb* <;. J. \o l»r
<174J>-IM4>. a Bavarian theoretician n,| or-
ganist, who taught Weber and M»-yrrN»r. and
showed some appreciation of a tendency i,,t,.
which pianoforte music was later to full in .i
piece for pianoforte with quartet accompani-
ment, entitled: "Polymelos. ou cara.-Jere .le
musique de differ. Nations." Louis Spohr (17.M
l.V.'.h. violinist, conductor, comp.^er of operas,
oratorios and symphonies, is more significant
in the department of chamber musi.' employing
the pianoforte than as a writer for that instru-
ment alone— a characterization whi.h also fits
Geea* Onslow 17M-lv-.;:>. who. although de-
scended from a noble Knsrlish family. was a na-
tive of France. However, two -..i.^r.is f».r iV;:r
hands have received praise from tm»«L m eriti, s

A successor of Mozart. Hummel, rU-nunU
and Beethoven was Ignaz Moscheles <17«>f-
1S70). whom Edward Dannreuther in Grove's
"Dictionary of Music and Musicians" describes
as "the foremost pianist after Hummel and be-
fore Chopin." Hasthel.s, who has many |. |.|ls
among the older musicians ol to-day, mad., thepianoforte boon of Beethoven's "FUlelio" und.r

Though Johann Wenzel Tomaschek 1774-
ISoO) found as a teacher that his devotion to

the cesthetic principles of his BfjC was incom-

patible with the erraticism of Beethoven, HM
composer, we are yet indebted to him for an
Illuminative account of the effect product i.

Beethoven's playing on impressionable hearrrs.

He was -v man of education and broad culture,

one who. like Schumann, was trained t« the law.
but who abandoned jurisprudence frr mT:«ic
irhen hit pupil. Count Bouquoy. offered him a
salaried place in his household. His composi-
tions, of which twelve "eclogues" and the s.^:

number of . "rhapsodies" were noteworthy,

and caused one enthusiastic critic to rail him
the "Schiller of Music." enjoyed great popular-
ity among his countrymen. Ignaz Pleyel <17~i7-
1831) was a pupilof Vanhatl and Haydn, with
whom he lived for a space. When Haydn went
to London in1791 on the invitation of Salomon
the managers of the professional concerts »m-
gaged Pleyel, whom they intended to pTay off
against his old master. The rivalry between
the two concert organizations was extremely
bitter, and an Inspired newspaper article which
told that negotiations had been h*frun with
Pleyel said that Haydn was too old. weak and
exhausted to produce new music, wherefore he
Only repeated himself in his compositions. How
little the two artists felt the rivalry is indicated
In the memorandum which Haydn entered in
his notebook:

church music, symphonies and chamber music,

bat most popular ajSMMSj the aWctaai] tm his
pianoforte pieces, UasoaattaachalleagiaßTi cial
interest, no doubt, by the titles which he ?ave
to some of them. such as Si r.at" ililitaire,"
"The Celebration of Pence." "The Battle of
Wiirzburg," "The Sea Fiprhl \u25a0• Trafalgar." *tc.

Louis Kozeluch (1745-1S1S) was a music master

a: the Austrian Court in Vier.n.: ai I received
the appointment of court COBBBi H after Mo-

zart's death. He composed volun m in

the large forms, instrumental and vocal, and
\u25a0wrote from forty to fifty pianoforf sonatas.

three concertos for four hands and one concerto
for two pianofortes.

our minds v.hrn we think of the Romantic
School are men like Mendelssohn and Schumann,
who drew much of their inspiration from the
young: writers of their time who were making
war on stilted rhetoric and conventionalism of
phrase. Schumann touches hands with the Ro-
mantic poets in their strivings in two directions.
His artistic conduct, especially in his early
years, is inexplicable if Jean Paul be omitted
from the equation. His music rebels against
the formalism which had held despotic sway
over the art. and also seeka to disclose the
beauty which lies buried in the world of mys-
tesy in and around us, and gives expression to
the multitude of emotions to which unyielding
formalism had refused adequate utterance.
("110-.v to Listen to Music," page iil.)

Nov.-. 1 think, we are ready for the tentative
definition of Romanticism; it is the quality in
composition which strives to give expression to
other Ideals than mere sensuous beauty, and
eecka them irrespective of the restrictions and
limitations: of form and thi conventions of law;
the quality which puts content, or matter, over
manner. The striving cannot be restricted to
th<» composers of any particular time or place.

Evidences o! ii are to be foucid here and there
in the works of the truly greal composers of
all tinnH; lut ii became dominant la the cre-
ative life of the men who drcM thtSr inspiration
from Beethoven, The chief ot ti:«%si; .\ro to be
.studied iiltrr:ibrief excursion demanded L*y his-
torical integrity.

the Hindu legend has it. were Ml the ground,

while his, like those of the immortals, touched
it only in seeming. The period which began

with his youth and endured throughout his life
and until his spirit bore its first vigorous fruit
in the founders of the Romantic School was
one of technical brilliancy. Its representatives,
building on the foundations laid l>y Cramer and
Clementi, developed pianoforte playing to a high
degree of perfection and established pedagogi-
cal principles which have been transmitted with-
out loss of vitality by a direct line of succes-
sors down to to-day; but, as composers, they

created little which has withstood the tooth af
time except instructive material. Most ol them
live in history merely as virtuosi and teachers.
These shall receive attcatloa la the rin.ii sub-
division of these studies. Special Considera-
tiona call for tho mention of a few here.

Dr. Burney, in his "Preseni State," bean tes-
timony to the extraordinary love for music
cherished by Ihe natives ol Bohemia and their
skill as practitioners. Among Bohemlaa awl
ciana of the period which overlapped that oi
Beethoven there were several who deserve to
be singled oul because of their dignified position
in musical history. J. L. Dussek has been dis-
cussed in connection with the development oi
the classical sonata up to Becthovea ,\ prede-

oesaor. J B. Vanhai: (17U9-1SK!). composer of
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Rise of the Romantic School- -Romanticism as (he Antithesis ofClassicism
—Attempt at Anali/sis and a Definition Beethoven's

Contemporaries— John Field and Carl
Maria yon Weber.

(op.i right. !f»10. by 11. K. Krehbit'l.

It is only when these things becom* stimuli
of feeling ami emotion, with their infinitephases,

that they become associate elements, with mel-
ody, harmony and rhythm, in music. Now. we
have programme music of.a higher order, the

order which, because it demanded freer vehicles
of utterance than was offered by the classical
forms (especially wh« n they had degenerated

into unyielding formulas), came to be looked
upon as antithetical to the conception of Clas-
sicism, and therefore was called Romantic as

the newer literature had been.

The composers whose names first spring into

1 have already called attention to the circum-

stance (not peculiar to mu-ic but shared •**
it by all other creations of th.- human mm.l)

that there is no sharp line of demarcation be-

tween characteristic periods of development,

but that they overlap each other Kvery great

artist, before h. becomes the forward man who

strikes a new path, first travels along the old

anil has company on his journey. It is only

after posterity recognizes his pui?sance that his

companions drop out of sight and he appears in

his solitary grandeur. It is this that gives us

the perspective of the great masters touching

hands with each other in an isolated line,

though their contemporaries may have walked

with them, thought with them and worked with
them along large stretches of their progressive
journey. Beethoven looms a lonely figure before
our fancy when we contemplate him amid the
period which produced him. and he still stands
alone as the preacher of his ultimate evangel;

but there were brave men not a few who recog-

nized his grt atness and protit'd by his example,

though they could not divorce themselves as
completely from the spirit of their time as he
did. Their feet, like those of the mortals, as

MOSCHELES IN HIS tvoTH.

CARL MARIA YON WEBER.
After a painting by F. Rumpf.

We see Romanticism of the lirst kind in the
subjects of the operas of Weber and Marschiier;
but this element: cannot be said to enter sig-
nificantly into purely instrumental music, least
<-T all info music for the pianoforte, to which I
am trying to confine myself. Ina way it is In-
fluential, it in true in music which relies more
or 1< ss upon suggestions derived from external
sources

—
"programme music," as it is called. It

\\' -ililb» incorrect, however, to classify all pro-
Frammr- music as Romantic. Frobrrgo.r's at-
tetnpt to describe the incidents of an adventur-
ous journey, Binctchude's musical delineation
•f thr- celestial spheres, Kuhnau's I?ibiiea!
sonatas, Bach's "Capricdo on the Departure of
d Beloved Brother,** Dittersdorfs descriptive
Fytnpbonies, wereallcast in classical forms; tho
titles in nowise affected the character or vales
t.f tl«e music as sui h. No more did the titles

vrhicii the virtuoso composers of a later date

Ctivc their sonatas and fantasias. They did no
I'.i.n' than invite a pleasing play of fancy and
an n • lompanying intellectual operation

—
the as-

Bo :;iti.in of naturally musical ideas. L'y this I
mean a correlation of certain attributes and
properties of things with certain musical idioms
which had come to have conventional signifi-

cance. eucli as position in space and aeut< ness
•s.ji'l gravity of lone; speed, lightness and pon-

derosity of movement and tempo: Buffering or
4«;uli ar! the minor mode; ilux and reflux and•it< rnatfn^ ascent and descent of musical ijg-

Bres, etc Music of this kind may be only one
degree hi^litr in the aesthetic scale than that
whiih is crudely Imitative of natural sounds,

like |he whistling of the wind, the rolling crash
of thunder* tbe roar of artillery, the rhythmical

clatter of ln.ir.^' bcofs. etc

When the term Romantic got into literary

criticism it meant something differ* at from,

though not necessarily antithetic to. Classic, and
this difference enters also into the Urm as used

m musie,;l eriiieism. Romantic writings in

pi etry and prose were those whose subject mat-

ter was drawn from the imaginative literature

of the Middle Ages—the fantastical stories of
chivalry and adventure which first made their
appearance in the Romance languages. The

principal elements in these tales were the mar-
vellous and the supernatural. When these sub-
jects were revived by some poets of Germany

and Prance in the early part of the nineteenth
century, they were clothed in a style of thought

and expression different from that cultivated
by the authors who thitherto had been looked
upon as models. So not only subject matter
L;:t manner of expression also entered into the
conception of the term Romantic which these
miters affected.

Thus Beethoven ended the old dispensation

end ush.rc.l in the new. He was the hist great

classicist and the first great romanticist- The

words are out and we are at crnce confronted
by the need of further definition. We cannot go

en without it. yet 1 despair of inventing one

Srtiich shall be accepted as of general validity.

The best that Ican do is to set one down which

fhall be appHcabte to this study, and urge some

arguments in its defence; let it be discarded by

all who can find a better.

From every point of view the term Classy is

more definite in its suggestion than Romantic,

n-hich in musical criticism is chiefly used for

the purpose of conveying an idea of antithesis

lo Classic In literary criticism this is not
Always the ease. Classical poets and prose

ftrriters are those of all times whose works have

"keen s. t down as cf such excellence that all the

cvorld that knows them lias accorded them a

Place apart, has put them in a class, out of
which, so far as we can judge from the history

of centuries, Tiny will never be taken. Here

Ihe term, as Archbishop Trench pointed out,

retain; a relic of a significance derived from
the political ec raomy of ancient Home, in which
citizen;: were rated according t«> their income as

clitx.firi or as brine: infra rlnssmi. (See, "*llow to
i_i-tfn to Music," page l»f>).

*ontinurt! »v rightIi pugr.
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