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tions, a personal quality that makes it convincing. It
is too often forgotten that the underlying idea of these
‘burlesque scenes’ is essentially the tragedy of human
helplessness. Their symbolism is subtle. The Moor,
having failed to master the cokernut by violence,
proceeds to worship it as being more powerful than
himself, thus hinting at the origin of primitive religion.
It is this feature of combining deep inner significance
with outward burlesque that makes ‘Petroushka’ as
thoroughly modern in its dramatic conception as it is
in its music. ‘The Firebird’ is Stravinsky’s earlier
ballet. The music of it was originally ordered from
Liadoff, but he procrastinated, and meanwhile
M. Diaghileff heard the ¢Scherzo Fantastique’ by
Stravinsky. It was only five or six minutes of music
by a then unknown graduate of the Petrograd
Conservatoire, but the creator of the modern ballet is
a man of quick decisions,and within twenty-four hours
Stravinsky received the commission that proved his
stepping-stone to fame. There are fewer folk-tunes
in this ballet than in ‘Petroushka,’ but one of these is
a very beautiful theme which had already been
employed by Rimsky-Korsakoft in the slow movement
of his delightful ¢ Symphonietta.’

By the time these notes appear in print Tcherepnin’s
¢ Narcisse’ will have been added to the list of revived
ballets, and a few days later a new ballet, the first to
be actually produced in London, will make its
appearance. Itis based on lesser-known compositions
by Rossini, with choregraphy by Massine—considera-
tion of it must be reserved for our next issue.

Meanwhile most of the ballets recently performed
at the Coliseum have made their re-appearance. We
have had the ever-fresh ‘Good Humoured Ladies’—a
‘musical comedy’ if ever there was one—to music by
Scarlatti. We have renewed acquaintance with
Schumann’s ‘Papillons’ and ‘Carnaval’ We have
seen again the Oriental splendours of ‘Scheherazade’
and the Tartan exuberance of the dances from
‘Prince Igor’ The delicate romantic réverie of ‘ Les
Sylphides’ still lures us with Chopin’s music, and
last, but not least, the ‘Children’s Tales’ have lost none
of their popularity. In fact we would couple this last
production with ‘Good Humoured Ladies’ as the two
most noteworthy emanations of the new movement,
for they indicate in outline the direction it is taking
and the prospect is an alluring one. M. Henry
Defosse and M. Ernest Ansermet have shared the
honours of the répertoire, and each in turn has handled
the orchestra in masterly fashion.

To revert to those ‘orchestral interludes,’ they
opened with Rimsky-Korsakov’s Overture on Russian
Themes and Glazounov’s ‘Stenka Razin.” The latter
is an early work approximately contemporaneous with
his second Symphony, another remarkable composition
of which London knows nothing. Like Mendelssohn,
Glazounov wrote most of his best work in early youth,
when his ideas flowed more consistently to academic
devices. Hence in Germany, and in countries
influenced musically by Germany, he is best known
by Symphonies like the sixth and eighth, which are a
joy to the schools, whilst the Latin countries, not to
speak of Russia itself, favoured the second Symphony
and ‘Stenke Razin.’ Unfortunately it is a little long
for the present purpose, and its performances are
therefore not frequent.

A delightful introduction was the Overture to
Moussorgsky’s unfinished opera, ‘The Fair at
Sorotchinsk,” followed by a Scherzo that proved
equally pleasing though much less characteristic.
Another was the Scherzo which Borodin dedicated
to T. Jadoul, and which was afterwards incorporated
in the orchestral version of his ‘Petite Suite,’ where
it is combined with the Nocturne in the place of the
conventional Trio.

The Frenchmen have not been neglected. Florent
Schmitt has contributed a Rhapsody-Valse. This
was originally one of three rhapsodies for two piano-
fortes, labelled respectively ‘Francaise,’ ¢ Polonaise,’
and ‘Viennoise,” but its waltz character is so pro-
nounced that no apology is needed for giving it that
title in the orchestral version. From Albert Roussel
was taken the second of the three ¢ Evocations” which
he wrote on his return from a visit to India, with
which he was already acquainted, in the winter of
1909-10. It will be remembered that Sir Henry Wood
recently introduced at Queen’s Hall the first of them,
entitled ‘Les Dieux dans 'ombre des Cavernes.’ In
this the Wagnerian influence which predominated at
the Schola Cantorum whilst Roussel was studying
there is more apparent than in ¢ La Ville Rose,’ the
picturesque tone-painting performed at the Alhambra.
Despite an outburst of uncontrolled loquacity in the
stalls—a rare occurrence at these musical feasts—this
‘evocation’ made so favourable an impression that
one looks forward eagerly to hearing the third of the
series, ‘Aux bords du Fleuve Sacré,’ which, however,
is not included in M. Diaghileff’s announcements.
French music was further represented by the ‘Clair
de Lune’ from Debussy’s ¢ Suite Bergamesque,’ in the
orchestral version of Eugéne Goossens, which has
already done service elsewhere. Goossens’s ¢ Four
Conceits’ were announced for May 26, under his own
conductorship, but cannot be reviewed until our next
issue. EDpwIN EVANS.

Church and Organ Husic.

CHURCH MUSIC: THE USE OF BANDS.
By Urric DAUBENY.

Ecclesiastical journals have lately been discussing the
musical aspect of Church services, particularly with regard to
the employment of instruments other than the organ or
harmonium. The need for some such procedure—it would
scarcely be an innovation—is very pressing, and it is to be
hoped that favourable and energetic action will ensue, for the
introduction of more lay effort, in the form of small orchestras
or bands, could result in nothing but the satisfaction and
betterment of all concerned. . .

Music, it has always been admitted, claims a position as
the most elevating of all the arts, and at the present time we
hover upon the brink of a musical revival such as this or any
other country has never seen. During the last four years,
scores of bands and orchestras were formed, not only in
the Army and Navy, but among the great munition works:
countless persons have striven to acquire and perfect musical
skill for the entertainment of fighting men or wounded ;
hundreds of amateurs have come forward to fill the vacancies
and new demands of bands in theatres, cinemas, aqd
tea rooms. In fine, there can be no exaggeration in
suggesting that the present mumber of musical performers
must be at least a hundred per cent. more numerous than was
the case in August, 1914, while the general standard of
competence bas very considerably increased.

Whatever happens when military and civil bands and
orchestras are finally demobilized, such a vast increase of
talent must not be permitted to slip away by the old paths
of apathy and neglect. Probably no such general tendency
will show itself, yet in order to sustain public appreciation
and enthusiasm, in order to spread rather than confine this
wonderful revival, and to fulfil the dreams of Britain’s
greatest musicians—who hoped to see their country take its
place as premier musical nation of the world—very definite
and immediate action will be necessary.

Musicians from all demobilized or disbanded orchestras
must be afforded every facility for joining or forming fresh
organizations—not necessarily professional, for in music,
the amateur must always be the essential bed-rock and main
support of all successful effort. Brass bands, string bands,
orchestras, choral societies, these in great plurality will
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be required to meet the needs of worker-musicians, and the
more such associations are available, the more permanent—
nay, rapidly evolving and increasing—will become the popular
interest in music. Granted this should come about, it were
unnecessary to point the moral when communities meet
to perform or listen to music (whether it be indifferent or
good), instead of passing leisure hours entirely immersed in
idleness and mental vegetation.

Now there happen to be three fandamental requirements
common to all musical organizations : the need of a conductor,
a practice room or concert hall, and an audience. The
conductor must be a competent musician, keen on the work,
and able to sustain enthusiasm in his band. The practice
room must be of sufficent size, well aired, lighted, and heated,
and supplied with chairs and possibly a pianoforte. This in
many cases will prove the stumbling block, for apart from
the question of expensive hire, the number of halls or rooms
capable of accommodating even from a dozen to a score of
players is very strictly limited.  Thirdly, to keep awake the
necessary enthusiasm, and to ensure a regular attendance on
the part of members, frequent performances must be given
before a public audience. The old methods of practising a
restricted set of works during a whole season and of finishing
up with a single concert is incompatible with any appreciable
national advance, for as the enthusiasm and skill of the
performers increase, so must the number of works increase,
also the number of public performances. Unfortunately the
poor support given even to amateur bands whose musical
interpretation is almost if not quite professional, renders
it impossible for an unendowed association to give anything
but very rare performances in public—funds all disappearing
in hire of practice room and concert hall. -

It is here that the Church finds unexampled opportunity,
not only for forwarding the cause of music but for helping
humanity, and its own uplifting cause, all at a single step.
The Church has its organists, many of whom are expert
instrumentalists, while others, with the necessary study,
might be excellently fitted to conduct. It also has its parish
rooms, its mission halls and clubs, wherein is generous
accommodation, lighted, heated, and with the necessary
chairs, if not also a pianoforte. The larger parishes can boast of
operaticand entertainment clubs, to whick the orchestra might
prove of invaluable assistance, receiving in return the
opportunity for public performances, unhampered by the usual
difficulties of finance.

But to arrive at the real object of this paper, it is within
the precincts of the Church itself that orchestras and bacds
would be of greatest value to the clergy. Apart from the
accompaniment of hymns and psalms, there is ample
opportunity for the performance of high-class music (with
organ) in the times immediately before and after service, now
usually devoted to a voluntary to which few if any listen.
In combination with the choir fine anthems could be
performed, as well as cantatas, oratorios, and other more
ambitious pieces on festival or special occasions.

Services thus rendered more full and interesting would
attract larger congregations, and the clergy would have
additional satisfaction in feeling that members of the
orchestra, perhaps not otherwise church-goers, were at least
engaged in honourable and uplifting occupation, which in
due course could not but produce its goodly harvest. From
the other point of view, helping in a ‘live’ concern, the
musician would be afforded opportunity for the study of a
wide field of orchestral and cgoral music, with his interest
kept awake and talent fostered by the frequent performances
in public. ~ All practices being run on strictly non-sectarian
lines, and music of all descriptions studied (as would be the
case in a private rehearsal hall), such associations would
become highly popular, each Church having its orchestra
aqddevery village at least its trio or quartet of strings or
wind.

In these enlightened times it seems unlikely that any
widespread objection could be offered to such use of bands
and orchestras, even by the most old-fashioned church-goer.
True it is that Church bands of a century ago in certain cases
still remain a byword, but the behaviour of their members, if
disgraceful, merely magnified the deportment of the parson.
A band of adult instrumentalists can be trusted to behave
more soberly than any choir of boys, while such doubts as
may be entertained on grounds of religious authority or
doctrine soon should be dispelled by reference to the Bible,

or any history of the early Church. For instance, the Mosaic
Codes are rich in references to music in connection with
religious observance, and it remains an article of Christian
faith that the Jewish religious ceremonies were influenced
by divine direction, and not merely instituted at the personal
caprice of the priests. To offer but a single example,
2 Chron. v. 12. describes ‘The Levites which were the
singers . . . . being arrayed in white linen, having cymbals,
and psalteries, and harps, stood at the east end of the altar,
and with them an hundred and twenty priests sounding
with trumpets. It came even to pass, as the trampeters and
singers were as one, to make one sound to be heard in
praising and thanking the Lord; and when they lifted up
their voice with the trumpets and cymbals and instruments
of musick, and praised the Lord .. ..’. To turn to
comparatively modern times, even in that excessively strait-
laced period which followed upon the Reformation, we read
of ‘cornetts and sackbuts’ being used in Worcester
Cathedral on the occasion of Queen Elizabeth’s visit in 1575,
while in the time of James I. the same instruments were
included among the choir of Westminster Abbey; and in
1636 Archbishop Laud ordered ‘two cornetts and two
sackbuts’ to be played in Canterbury Cathedral, similar
instruments at that time finding a permanent place in the
minsters of York, Durham, and elsewhere. The anthems of
Byrd, Orlando Gibbons, and Tallis are scored for voices and
strings, the organ only appearing ‘in the full parts,” and after
1650 the great writers of Church music scored for the usual
orchestral instruments. Purcell included trumpet parts in
his famous Te Deum, and Boyce, in 1755, added to this work
parts for oboes, bassoons, and drums. Handel’s Chandos
Anthems, in addition to the organ, demanded for their
performance_strings, oboes, flutes, bassoons, and often
trumpets. Surely all this is but carrying out the exhortation
of the Psalmist: ¢Sing unto the Lord with the harp: with
the harp, and the voice of a psalm. With trumpets and
sound of cornet make a joyful noise before the Lord,
the King.’ .

The inclusion of orchestral instruments in Church choirs
would thus accord with the fullest, and most worthy
precedent.  Nor could any such general revival be regarded
wholly in the light of an experiment, for in the instances
where it had been tried before the War nothing but success
resulted. .

Obviously the first step lies with the Charch itself—and to
hesitate now will be to throw away the golden opportunity.

Mr. William H. Harris, Mus. Doc. Oxon., F.R.C.O.,
assistant-organist of Lichfield Cathedral, and organist and
choirmaster of St. Augustine’s Church, Edgbaston, has been
appointed to succeed Prof. H. P. Allen (director of the
Royal College of Music and Professor of Music in the
University of Oxford) as organist of New College, Oxford.
Dr. Harris’s setting of Francis Thompson's ¢ Hound of
Heaven ’ has recently been accepted by the Carnegie United
Kingdom Trust for publication. His musical training was
received at the Royal College of Music, where he studied the
organ under Sir  Walter Parratt, and composition and
counterpoint under Dr. Walford Davies. He has been
closely associated with Prof. Granville Bantock in connection
with the University musical work at Birmingham during the
last four years.

Dr. Alan Gray’s recitals at Trinity College for the present
term are, as usual, made up of the best of various schools of
organ writing. The programmes include Parry’s Preludes
on ¢ Eventide,” ¢ Ye boundless realms of joy,” and Fantasia
and Fugue in G ; Schumann’s Fugue on BACH, No. 6;
three movements from Vierne’s second Symphony ;
Bairstow’s Toccata-Prelude on * Pange Lingua’; Gigout's
Toccata ; Jongen's Cantabile ; some manuscript works from
his own pen; and three Choral Preludes by Vaughan
Williams, also in manuscript.

This is the day of the youthful organist. Probably the
oungest is Master Alwyn Surplice, aged twelve, who has
%een appointed organist at the Nautical College, Pangbourne.
This appropriately-named boy has been deputising at the
Parish Church, Pangbourne, and is a pupil of Mr. W. D.
Boseley, of University College, Reading.
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