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“ Tyrannic Love,”
1 “Ye verdant Hills,” (
(** Susannah.”)
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HERR STOCKHAUSEN.
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: ; : Beethoven,
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PART L

Introduction, Pastorale, Winvet, and Farch.
GENERAL REID.

The following spirited words are adapted 1o the music of the
March:—

Ix the garb of old Gaul, with the fire of old Rome
From the heath-covered mountains of Scotia we cc:me-
Where the Romans endeavoured our country to gain ’
But our ancestors fought, and they fought not in véir;. 1
Such our love of liberty, our country, and our laws
That, like our ancestors of old, we stand by freedo:’n’s cause; |
We'll bravely fight, like heroes bright, for honour and applau;e
And defy the French, with all their arts, to alter our laws. J

No effeminate customs our sinews unbrace,

No luxurious tables enervate our race;

o ; :

: ur loud, sounding pipe bears the true martial strain,
o do we the old Scottish valour retain.

Such our love, &c.

{\s a storm in the ocean when Boreas blows, ‘
So are we enraged when we rush on our foes: |
We sons of the mountains, tremendous as rocks

Dash the force of our foes with our thunderin ’ trok

Such our love, &c. e

7

“« Olympia,”
" to which this brilliant Oveiture in D major is the
Paris in 1819, just before the composer quitted that
he was appointed General Music-Director. Gas-
paro Spontini, who was born at Jena, in Italy, in 1784, and died there in
1831, is perhaps the most gifted of the successors of Gluck, whose style he
not only polished and adorned, but endowed it with vigour and action,
and has altered it to suit the requirements of the modern stage—has added
toit, in fact, dramatic action. His management of full and massive instru-

mentation is noteworthy.

@berture, Spontini.

The Opera ‘¢ Olympia,’
prelude, was produced at
capital for Berlin, where

Aria, - “la Clemenza di Tito,” . Mozart.
MADAME LEMMENS-SHERRINGTON.

Ah! for a moment only,
Recall thy love again,

1 seem to die of sorrow
Beneath thy stern disdain.

Deh | per questo istante solo
Ti ricorda il primo amor:
Che morir mi fa di duolo
11 tuo sdegno, il tuo rigor.

Unworthy of thy pity,

1 merit scorn alone :

Yet, less severe thine anger

Could all my heart be known.

Di pietade indegno, & vero,
Sol spirar io deggio orror :
Pur saresti men severo
Se vedessi questo cor.

1 go to die, despairing,—
It is not death I fear,
But that I perish here,

A traitor to thy throne.

Disperato io vado a morte,—
Ma il morir non mi spaventa :
11 pensiero mi tormenta
Che fui teco un traditor.

Serenade, and { For Pianoforte } Mendelssohn.
Allegro giojoso. | with Orchestra Op. 43.

Pianoforte—Mr CHARLES HALLE.

The fact that Mendelssohn spent more than twelve years upon the compo-
sition of his great Symphony in A minor, is no proof of his inability to pro-
duce rapidly when occasion demanded ; and the circumstances under which
the present piece was written would as strongly attest his spontaneity, as do
those of the larger work evidence his all but endless care and painstaking.
A singer obtained his promise to play at her benefit concert, to take place in
Leipzig, on the 2d of April 1838, which promise he gave without considering
what he should play. Upon reflecting, he decided that he had nothing of
length and character appropriate to the occasion, and therefore set about the
present piece on the 31st March, which was written and copied in time for

rehearsal on the morning of the next day but one.
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The composer in this

picce, a

commence alone, and takes the }

1earers by

introduces his orchestra. The theme :7‘1;'-\

and its beauty

is enhanced by
pianoforte with the other

the charmi

instruments during
Allegro
The Serenade has closed ;
night breezes, and the d

its sweet implori
reamy still

; ness is bro
as the first beams of morni

.'I_';. anc
1t is all but individual to Mend
wild delight, that resistless rush of joy
source is as much physical ]
youth and health, and

thus begins the flow of

adsome a

elssohn to g

g

as m is the

which

has rarely found a rendering in verse or in m

his exuberant ecstacy :-

The openifng of the second subject is, in some sort, a development of the
first ; but its poignancy lies—for joy may be as poignant as
fourfold repetition of a chord in the
The bravura (arpeggio) passage that

griel—in the
approach to the close of the melody.
follows is subordinate to a song which

floats upon it deriving as much charm from this

4 . brilliant undercurrent, as it
reflects upon it Following upon this,

there is an episodical theme—

S

REcIT.

AIR.

Aecrt. and Aw

ialogue between the pianoforte and the orchestra.

Handel.

““ Susannah,”

HERR STOCKHAUSEN.

Tyrannic love ! I feel thy cruel dart,
Nor age protects me from thy burning smart !
What ! seated with the elders of the land
To guide stern justice’s unrelenting hand,
Shall I submit to feel the raging fires?
Youth pleads a warrant for his hot desires,
But when his blood should scarce attempt to flow,
I feel the purple torrents fiercely flow.
Love conquers all: alas! T find it so.
Bear me resistless down the rapid tide,
No faithful pilot shall my vessel guide;
No friendly star her gentle light supplies,
But pitchy clouds involve the darkened skies,
The tempest howls, the foaming surges roar,
While I unhappy quit the safer shore !
Ye verdant hills, ye balmy vales,
Bear witness of my pain;
How oft have Shinar’s flow’ry dales
Been taught my am’rous strain.
The wounded oaks in yonder grove
Retain the name of her T love.

*In vain would age his ice bespread
To tame each gay desire,
Though seventy winters hoar my head,
My heart is still on fire,
By mossy fount and grot I rove,
And gently murmur songs of love.
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The first four notes of the above are cited often as the ““subject of the
ment,” and so, in some sort, they truly are, for they :zpp-ear in 'rf;e es
sketches as the germ from which the complete idea has been evolved they
constitute the rhythmical nucleus of the second subject, and they -
the whole composition, either in a chief or a subordinate part, so constantly
as to prove their ceaseless presence in the artist’s mind ; nay, ‘Dr .\hrr\'k o} o
poses, but goes extremely far, if not quite out of bounds ‘f.or his pr.‘vn};\l.,‘-,

II

tion, that the strain in the Scherzo hereafter quoted (example 2, page
is even a development of this idea. It must still be perceived that,
the extended theme and even the entire movement may have sprung
e four notes, there is a long continuous melody, of which the
two first phrases here extracted, and which, though divided between the
several responsive instruments, SO as strongly to mark its origination in the
first four notes, is too clearly a connected whole to admit of dismemberment
into separate entireties. Beethoven’s reply to an inquiry as to the significa-

tion of these paramount four notes, was epigrammatically, ** Fate knocks at

15)

howe

om t

the door;” as has been said, the second subject is an offshoot from the same
inging out of which, and indeed supported by it, is a melody of

Violins. :
e R e e
et
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st part of the movement is singularly concise both in the approach and
to the second theme. Not so the second part, wherein the hearer is
in and again amazed at the ever new aspects under which the subject is
time to time presented, at the manifold nature of the one thought which is
the centre of so many distinct ideas. ~ Neither is the subject, nor the artist’s
sower over it, exhausted here; for after the reprisal of the First Part, a Coda
at interest as length resumes the obviously much-loved labour, and

developes many new beauties.

[The second movement () contains some of the saddest strains Beethover
ever expressed in his divine music,—strains which could only be produced
one who had suffered long and deeply. But in portraying the most
-st longings and aspirations, the great master does not here depict misery
lespair; on the contrary, throughout this most exquisite Andante, reaig.-
ion and hope continually shine forth.]

The long theme of this movement comprises two chief consequent but
listinct ideas. The loveliness of the first seizes on our inmost sympathy,

it holds fast emchained for ever ;—

e ;
==
g @

! e e
1 5‘:;‘_;‘_

i
¥
I,-
|

1arming dalliance with the close of the foregoing, and the sweet phrase
ises from it, are evident to every perception. The second strain of the
ne introduces the other chief idea with a change of key, whose effect is




and the second idea, which is the subject of Dr Marx’s extreme
and the feature that recurs

movement, is thus initiated.

Spect
with conspicuous prominence in the

sul

The Trio—for it is defined as such by the music, if not by I

he super
tion, is a fughetta

upon the subject (notice the extraerdinary effect of the
of double basses when their desks are shaken by the thunde

r of the ¢
composer),

>

which passage was impracticable here, and had at |

until our English players upon Italian strung double-basses, consented to tu
down their third string for the G in tl

best a confused performance.

ne
1e first bar, and made musicians wish

b

of German use. The Scherzo, at its repetition Da Capo, is
lished by entire reorchestration; and the old form thus loses much

sm, while the matter gains fresh interest from its new colouring.

uncertainty embodied in the connecting passage between
the Scherzo (@) and the Finale is wonderfully dispelled by the glorious efful-

after perhaps

ly through its amplitude of unclouded grandeur.
> six month’s sun of a polar day—ceaselessly, save for the retrospect

n the recurrence from the Scherzo, that for a brief while
ltation, only, as it were, to swell its mighty force. There
position, of such length as this, wherein one character is so
intained, wherein every successive idea, while differing from

the context in all its technical elements, confirms rather than contrasts the
ession we receive from all the others. Consequent upon the triumphal

isa thought as glowing and as majestic—to which special reference

after—when a modification of it becomes the starting-point of the

ined Coda. This begins the second subject: continuous

-If-existent organism of be ty, is the majestic thought
gular vigour from the emphatic harmony against the dotted

aga
ef melody at the second half-bar.

of the First Part,
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the Second, pass over too rapidly for the hearer’s cun,temmc'”, thou
note be satisfactory to the full Then, with a poetical purpose
finitely various as may be its interpretation, cannot but penetrate ev
hearer, and with a technical design most admirable in -its applic
frequently noticed strain recurs from the Scherzo to relieve the long 1
tone of jubilation. The recapitulation of the First Part is followed by a
Coda almost unique in length, and not to be exceeded in excitement

begins, as has been hinted, with this development of a section of th

subject :

later the Presto excites more and more our enthusiasm, and beginning wit
allusion to the second of the above extracts from the second subject,
worthy completion of the masterpiece of whose worth itself is the onls
standard.— /i part from a Phitharmonic programme, 1869.

II:

The * C minor Symphony” is not only the best known, and therefore the
most generally enjoyed, of Beethoven’s nine Symphonies, but it is very pro-
bably a more universal favourite than any other work of the same class. It is,
perhaps, the only one of the nine-which is sufficiently well known to have
broken the barriers of a repulsive nomenclature, and to have become familiar.
outside of a certain more or less initiated circle, by its technical name. Cer-
tainly the number of ordinary music-goers who attach as definite an idea to
the ““C minor Symphony ” as they do to the *“ Eroica,” the ¢ Pastoral,’
or the ““ Choral” of Beethoven, is far greater than those who do so to his
B flat,” his *“ A major,” or his **D major ” Symphonies. In this respect,
perhaps, the only Symphony which can be said to approach it is Mozart’s
“ G minor.”+ It isthe work which would naturally occur to any one who was
asked to play or to name a characteristic specimen of Beethoven. In fact, it
is that which Mendelssohn chose to introduce Beethoven to old Goethe, as he

at ““in the dim corner of his room at Weimar like a Jupiter tonans with the
fire flashing from his aged eyes. It affected him very much. First he said
“ That causes no emotion, its only astonishing and grandiose.” Then he kept
grumbling on, and after some time began again :—‘ How big it is—quite wild!
enough to bring the house about one’s ears ! and what must it be with all the

people playing at once? And at dinner, in the middle of something else, hc

began about it again.”

The C minor Symphony, though now known and fixed as “No. 5,
was not always so. In the programme of the first concert at which it
was performed —22nd Dec. 1808, in the Vienna Theatre—it is not only pre-
ceded by the Pastoral Symphony, but is given as No. 6, while the Pastoral—

* Played in Edinburgh by Mr Halle's orchestra on Saturday last.
t Played do. do. do. on Friday last.

15
now No. 6—is designated as No. 5. And the same thing was done in Vienna
as late as 1813.% The two were composed, or completed, together, during
the summer of 1808, —as the two latter and almost greater twins Nos. 7 and
8 were in that of 1813, and as the third pair (Nos. g9 and 10) would have
been in 1817 had they ever come to the birth—had Beethoven’s offer to Ries
for the Philharmonic Society been carried out. But there is no doubt that
the C minor has the priority of the two. . True, the autograph manuscript,
in the possession, like many of Beethovenls finest autographs, of Herr Paul
Mendelssohn, of Berlin, who inherited them from his brother Felix—bears
neither date nor number, and has simply the words,

¢ Sinfonie da L. v. Beethoven,”

But that of the Pastoral Symphony is numbered

scrawled on it in red chalk.
And the score

6th both in Italian and German, in Beethoven’s own hand.
and parts of each, published in April 1809, are so numbered.

There is no doubt that the C minor Symphony had occupied the mind or

its composer longer than the Pastoral. The actual composition of the first

two movements appears to date from 1803, the time when Beethoven was also
at work on the Pianoforte Concerto in G major,T and we have the authority
f Mr Thayert for the fact that the themes of both the 4Zgro con brio and
the Andante were noted down as early as 1800 or 1801. As the first Sym-
phony, so different in its gentle grace to the vigorous abruptness of the No.
3, was written in 1800, this is very remarkable. Not less so is the form in

which the themes appear in those early notes, and which I am glad to be able

{0 present to my readers. That of the opening movement is as follows :—

Sinfonie Allegro presto
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The second movement (4ndante) appears first as a slow minuet : —

Andante quasi Minueto.
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with the present second subject as a Trio —

* See the note to page 148 of the st volume of the latest edition of Schindler’s Biography

of Beethoven.
t Nottebohm in the new Thematic Catalogue, page 61.

t Chronologisches Verzeichness, page 75-
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The following brief sketch or ‘‘ Argument” of the Opera ¢ Leonora” o
““Fidelio,” may help to interpret to those who hear to-night, per
fo_r the first time, this glorious Overture (which is beyond question
fimest in existence) some of the thoughts which were in the mind of the

mighty master when he composed it. Those, on the other hand, who know
the unrivalled Opera, will not object to be reminded by a quotation of
some of the leading incidents of its story :—DoN PizarRro, the governor
of a state prison in Spain, unjustly using the power at his disposal, has
seized and immured in a dungeon Don Florestan, against whom he enter-
tains a bitter enmity, falsely reporting his death to the minister of the king.
Leonora, the faithful and devoted wife of Florestan, disguised in male attire,
and assuming the name of Fidelio, seeks to eain admission into the fortress i

19

1 her husband is incarcerated, and in order to carry out her project has
cular attention to Marcellina, the daughter of Rocco, the gaoler to
tress, who speedily conceives a warm affection for the supposed
5, much to the discomfiture of Jacquino, a would-be lover of Marcellina.
This of course favours the designs of Fidelio (Leonora), who soon persuades
Rogce to allow her to accompany him to the dungeons of the prisoners on
asions of his periodical visits. Rocco, anxious to secure the happiness
chter, desires to make ““ Fidelio” not only his son-in-law, but
1t in his capacity of gaoler, and awaits only the permission or
the governor to accomplish his wish. Pizarro receives a letter apprising
hat Don Ferdinand da Zelva, minister of the Interior, has been informed
srison under his control contains victims of arbitrary power, and that
Pizarro immediately determines to

ungeon of the prisoner, consenting to the union of ‘‘ Fidelio” with
, and to his becoming the assistant of Rocco. Fidelio intercedes
o for the prisoners, and, it being the birthday of the king, procures
ion into the garden to breathe the pure air, but fails to recognise
i 1 amongst them. Pizarro re-enters, and is indignant at the indul-
vence extended to the prisoners, who return to their cells; but becomes
ed by the departure of Rocco and Fidelio to dig the grave.

In Act 11, Florestan, in chains, and sitting on a stone, is bewailing his sad
“and apostrophising, as in a vision, his loved Leonora, when she de-
with Roceo, recognises her husband, but is compelled to restrain her
feelings and help Roceo in digging the grave, obtaining, after a time, his
ishing prisoner a small piece of bread, and while doing

consent to give the

he tries to instil hope of deliverance into his mind. Pizarro, disguised in

SO sn

le, enters and bids Rocco send away Fidelio, and is in the act of stab-
victim, when Fidelio, with a piercing shriek, rushes between them,
she is Leonora, the WIFE of Florestan, and presenting a pistol
at the head of Pizarro, bids him defiance. This is the great ‘‘situation” in
the opera. At this juncture the sound of a trumpet is heardt announcing

f the Minister, whom Pizarro is summoned to attend. The

arrival of

eventually has justice done and fidelity rewarded by bidding Leonora

@ of the Adagio quoted on page 17, the composer introduces (in A
e of the touching and exquisite strain he has written in this scene for

Florestan, the original words of which commence :—
In des Lebens Friihlingstagen,
Ist das Gliick von mir geflohn.

t This 1l introduced towards the end of the overture —at first in

ins the trumpet-
ince, and a second time nearer at hand, as in the Opera when the Mr
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ion of

his opera (which we hear this evening), is a revi
with such important alterations as to make it virtu
interval which elapsed between the first appearance of the of
1805 and its reproduction in the following March, Bee
alterations in the work—inv olving its redt.crn-: from t
the same time re-writing the Overture. Others m
alterations in the Opera, but it can hardly be doubte
the Overture was his own act and deed. The reason ¢
the wind instrument parts were too difficult can ha
Beethoven was little in the habit of consulting the conv
or players, and the wind instrument parts in the revised
as difficult as they were in the old one, if not more so.
Beethoven has not confined himself to any mere modificat
the whole work, and while preserving its original shay
has alternately compressed and de\eloped his fom‘u’ I
themes, chastened, stréngthened, and, in fact, made a new Overture of it, 2
far larger, grander, and mellower work than before. It possible, and
would be out of place in a mere programme for the concert rc
length into these differences ; but to any person interested
the processes by which these frreat works are produced, tl
greatest interest, and the opportunity all but unique. In pre
draft of s composition, Beethoven has admitted us, as it wer
workroom. All who have eyes to see and ears to hear, n
there, engaged in the actual heat and labour of composition :
here pruning and there compressing ; rejecting old materials
new ones ; erasing ineffective passages, extending and enforcing effect
laying in here a brilliant spot, and there a trenchant line - ; elabor:
ing, fusing all in the glowing fire of his genius, till the res
wonderful work of art, of which the world may well be proud.
“The third overture is much longer than the second—638 bars in place of

530. Amongst the changes and additions may be mentioned—an episode of
more than fifty bars in length on the following exquisite theme

Oboe P ﬁg’\ S

e P e
#:itﬁh’—ﬁzﬁfﬁﬁtbﬂf?%ﬂ%ﬁi

Bassoon in 8ves.

which is almost a repetition of a previous passage in the flutes and oboes, at

the very end of the Introduction.

Flute
LN

*“Another most interesting and characteristic addition is nearer the end of the
Overture, immediately preceding the famous scale passage of the Violins which

21

ushers in the Coda. Florestan's air, though retained in No. 3, is quite differ-
ently treated as in No. 2 ; no change is made in the Zenzpo of the movement
and a certain three notes, though discarded f7om the air, are made to serve as
he basis of a new passage of 20 bars, length and most masterly effect.

#The last of the additions which we can mention is the melody which now

ppears after each of the two trumpet calls :—
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nd which is taken note for note from the Opera, where it occursin the same

On the repetition of this heavenly melody (in the key of G flat) after
I \eu)'ld trumpet call, Beethoven indulges in a practice of which (if not the
inventor) he was very fond, and which he uses nowhere with better-effect
I allude to his way of hurrying a phrase up toa
The present passage is one

than in this very Overture.
imax by shortening the value of the notes.

example of it :—*
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A still finer one is found earlier in the A/2egro:—+
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“But indeed one mightgo on quoting, until the whole Score were transferred
to the programme. Every bar offers some wonderful example of power or
beauty, and the whole is surely the greatest work in the art. Taken as pure
music—as a plece of construction and strict adherence to musical ¢ form,'—
3’ may not perhaps be so remarkable as the same great

the ‘Leonora No.
3]

master’s Overture to ‘¢ Coriolan,” that miracle of stern heroic grandeur and
compression, though not wanting in softer and more graceful lines. Butis
there not an interest higher even than musical symmetry >—the interest
awakened by variety and complexity, and by wild passion and longing and
suspense and rapture, such as that of which this great composition is so full
from beginning to end—which animates every note from the colossal unison

at the opening to the fiery speed of its close.
““The only accusation that might be brought against the Overture (if the

* Small Score, p. 46. Large Score, p. 3s.
t Small Score, p- 1g, Large Score, p. 14 (compared with Scores of 2nd Overture, pp. 28

and 17)
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writer may with great diffidence be allowed

to be that it is too vast, not only for an operatic preh

of the story on which the Opera is based. Instead of fore

sonal griefs and joys, however momentous, of Leon

anxieties of a gaoler, the perplexities of a clown lover, the
few prisoners, and the villainy of a petty comrmand

owes its vitality more to its connection with Beethoven’s music t

intrinsic force of its own—instead of shadowing forth sucl

petty occurrences as these, the ¢Overture to Leonora’ mi

prelude to any of the most tremendous events or most t
that have occurred in history. The grief_and the joy
joy not of private persons, but of whole nations, the con
¢ battles of shaking’ of the Hebrew Prophet. The retreat fr
f, contain nothing more sustained, mc

the French Revolution it
more mournful, more stirring, more pathetic, more
As one illustration of what is me:

triumphant, than this

wonderful musical picture.
the well-known trumpet-call, which being played off the st
whole action of the orchestra is suspended, has so thrilling and
Who can connect this passage in the Overture with the d
Heard in the Ove

effect.
of the arrival of the governor in the Opera?
the sudden pause which succeeds the tremendous hurry and rush
ments up the scale, it has all the effect of a summons to a v
to lay down its arms : there is a forlorn, desolate, dead-o/77
that is overpowering, such as might be realised by starving, w
within the walls of the conquered city, trembling
dishonour of the approaching surrender. And in the same way the whole
Overture appears to be lifted far above even the greatness of the Ope )
follows it—lifted from the particular to the universal, from the individv
national, from the simple to the complex, from the petty to the tremer

from a misfortune to a catastrophe.”

Referring to 2 memorable performance at the Gewandhaus, Leipsic, of the
four Overtures, the great Schumann writes :—

‘It ought to be printed in golden letters what the Leipsic orchestra per-
formed last Thursday : @/l four Overtures to ‘ Fidelio’ one afier the other.
Thanks, ye Viennese of 1803, that the first one did not take hold of you, until
Beethoven in a God-like ¢/#7or’ hurled out one after another. If ever he
seemed powerful to me, it was on that evening when we could overhear hir
better than ever in his workshop,—moulding, rejecting, altering,—ever hot
and glowing, in the midst of his labour. Most gigantic did he show himself
perhaps in the second onset. The first Overture would not please ; hold,
thought he, hear the second and go wild,—and he set himself to work anew,
and let the thrilling drama itself pass before them, and sang the great sorrows
and the great joys of his noble lovers once again. It is demoniacal, this
second Overture ; in some of its details even bolder than the third, the well-

known mighty one in C. For even this did not content him ; so he put it

aside, and only retained single pieces from it, out of which, in a more calm,
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artistic way, he formed the third,”—the one we hear to-night. *“Later
followed that easier and more popular one in E major, with which Zidelio
is commonly opened in the theatre. Such is the great Four Overture-work.
In the same way that Nature fashions her productions, we see in it first the
tangled roots, out of which in the second the gigantic trunk rears itself,
ad outs its arms to the left and to the right, and finally concludes with

1 graceful foliage and blossoms.”
Emperor” of Overtures was in the programme of the Reid Concert
An opportunity is now given of hearing it played by a considerably

Air, toutly bariations (Toréadore), . . Adam.
MADAME LEMMENS-SHERRINGTON.
(Flute obbligato—M. DE JONG.)
Ah! vous diraije, Maman,
Ce qui cause mon tourment?
Depuis que j’ai vu Clitandre
Me regarder d’un air tendre,
Mon cceur dit & chaque instant
Peut on vivre sans amant?

Orchestral Pieces,
(@) Ballet des Sylphes, . : . Hector Berlioz.

Theme.
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Seena o { “Wo berg’ ich mich” | Weber

Aria, (Eury

ranthe) J

HERR STOCKHAUSEN.

Wo berg’ ich mich? wo find’ich Fas-
sung wieder?

Ha! toller Frevelwahn, du warst es ja,

Das sie als leichte Beute sah!

Ihr Felsen stiirzt auf mich hernieder,

Du Wiederhall, ruf’'nicht das Ach!

Des hoffnungslosen Strebens nach !

Nie wird sie mein! O ew’ger Qualen
Hyder !

(A ndante).

Schweigt gliih’'nden Sehnens wilde
Triebe,

[hr Auge sucht den Himmel nur;

In ihr wohnt Unschuld, Anmuth,
Liebe,

Ganz Wabhrheit ist sie, ganz Natur!

Was soll mir ferner Gut und Land?

Die Welt ist arm und 6de ohne sie !

Mein ihre Huld? Mein wird sie nie!

Vergiss Unseliger entflieh !

Sieliebt ihn ! (Recit.) Und solte leben?

Ich schmachtend beben?

Im Stanbe Siegs ihm zugesteh’n?

O nein! Er durf nicht leben;

Ich mord’ ihn unter tausend Weh'n!

Doch Hélle, du kannst sie mir auch
nicht geben

Sie liebt ihn! Ich muss untergeh’n.

(Andante).

So weih’ ich mich den Rach’gewalten,
Sie locken mich zu schwarzer That !
Geworfen ist der Unheils Saat,

Der Todeskeim muss sie entfalten?

(Vivace Feroce).
Zertriimm’re, schones Bild !

Fort, letzter, siisser Schmerz !

Nur sein Verderben fullt die Brust !

Where hide myself? How nerve 1

self again?
What wild de 8V
Could see in he

Fall on me rock

Thou echo, answer no

f,)i'hv:ii;!c-- striving

She never will

of pain.

Away all evil thoughts

Before her heavenly loveliness

All innocence, affection mild,

All truth she is and gent

Empty and poor the world mu
Her grace she will not give to me,
Forget most wretched one and flee.
She loves him—and such life
Endure I shamefully—

Shall I oppose him in the dust of strife?
No! he shall die.

I’ll murder him—T’will not avail,
Not hell can make my cause prevail,

She loves him still—and I must fail.

So turn I to the vengeful powers
That lure me to dark deeds,
Sown are the bitter unblest seeds,
Grow must the deadly flowers.

Perish sweet image, then
Away last gentle pain,

lomance, < La fiancée du 1

i
MADAME LEMMENS~

Ange aux yeux de flammes
Tu sais nos secrets
Tu lis dansmos Ames

Dis moi

lle sur les mers,
d seul il admire

onde sans péril,

St son ceeur soupire
A qui réve-t'il?

(QQuand I'orage gronde
Au sein de la nuit,

'on entend sous 'onde
Un funeste bruit,

ns la tempéte,

-

eux péril
Plane sur sa téte
Pour qui tremble t’il ?

(Emile de Girardin.)

fianoforte Solos.
(a) Gavotte in B minor,
(6) Novelette in F,
Mr CHARLES

marin,”  H. S. Oakeley.
SHERRINGTON.

Angel all discerning,
Thou, whose fiery eyes
Pierce the heart’s hid yearning,
Tell me all his sighs.
Say, while braving danger
On the wrathful sea,
From his home a ranger,
Where in thought is he ?

When his white sails shimmer,
Fluttering to the gale,
When the gold star-glimmer
Lights the waters pale,
When he gazes lonély
O’er the stormless sea,
If his heart sigh only,
Of whom then dreams he ?

When the storm-cloud mutters
On the breast of night,

And the deep wave utters
Voices of affright ;

If, in fear and wonder,
Peril strange he see,

"Mid the threat’ning thunder,
For whom- trembles he ?

Sebastian Back.

Robert Schumann.

HALLE.
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@berfure, . . “Jubilee,” . :

ulty by the sup,

succeeded his brot

> to improve the condition

heir love, and made the

the country. The solemni

ion are presented in the i

movement of the Overture; its n

song of Saxony.” This fine tune, whether, as some
of Henry Carey, in the reign’ of George IL ; or, as
John Bull, in the time of James L ; or, as may also be su
primitive anthems of the days of abeth, is prol
lish production. Its performance at Drury Lane Theatre by th
of the Chapel Royal, September 30, 1745, when public anxiety w
excited by the Rebellion of the Young Pretender, first brought it into
ral notice, and its universal popularity dates from that time. It ha
adopted as the national air in Hanover, Brunswick, Prussia, Saxony, Wein
Sweden, Russia (until 1833), and the Federal Cantons of Switzerland, an
it is sung as the song of United Germany, “Heil dir im Siegeskranz,”
though its English name and origin are seldom disputed.

An Overture containing the theme of our National Anthem makes

appropriate termination to the Reid Concert of 1871. HSH@!
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