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THE
STANDARD OPERAGLASS

PRELUDE

After all, editions do count for something,
particularly if you are confronted by the fif-
teenth edition of a book that deals with such
a fleshless subject as an opera plot. But Mr.
Charles Anneslermay point the index-finger
of pride at “The Standard Operaglass” as a
trinmphant refutation of the notion that de-
scription of a libretto of necessity entails dry-
ness of treatment. This modest-appearing vol-
ume contains the detailed plots of one hundred
and twenty-three well-known operas and music
"dramas. It ranges from 1714, when Gluck was
born, to 1863, when Mascagni saw the light;
from ‘“Armida” of Gluck to ¢ The Cricket
on the Hearth” of Goldmark. Such a various
range is valuable as it is satisfying.

It was Theophile Gautier, master of pictu-
resque French prose, who read the dictionary
every day, searching for new words, for unex-
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pected combinations. Walter Pater, the Eng-
lish composer of beautiful sentences, read his
dictionary daily, but for another reason. He
sought for the word to be avoided, for the
word to be forever banned. Yet one is in-
clined to agree with a later writer, who openly
avowed a morbid appetite for dictionaries, in-
dexes, and books of reference. A delightful
train of association may be set spinning on
smooth rails round about the land of memory,
and I confess, without reservation, to digging
up without toil many pleasant moments whilst
reading the index of ‘‘The Standard Opera-
glass.”

Let us look at it closely.

It begins quite properly with ‘¢ Ab*’—¢¢ Abu
Hassan,”” by Weber. Who has ever heard this
work? Not I; yet it was once—alas, fatal
indication of fashion’s changes!—a popular and
sprightly little piece, written, as Mr. Annesley
says, in the composer’s youth. It has been re-
vived, but operatic resurrections usually are, as
we know, futile things. Any opera of value
survives, not only in the music of its successors
—ag some wit maliciously remarked—but in
some collection culled from the past, some sing-
er’s repertoire album. So Weber’s youthful
piece isrecalled to us by the occasionally sung
contralto solo, ‘“O Fatima, gift sent from
heaven.”’
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Then, to continne our meandering through
the few examples of the initial letter of the al-
phabet, we have ‘‘L’Africaine.”” Thanks to
some who still discern in Meyerbeer vestiges of
a striking manner, if not a wealth of thematic
matter, this greatest of his works—I say ‘ great-
est ’? quite in variance to popular critical opin-
ion—is not fallen into the dust-bin of opera-
land. Oddly enough, theindex givesus ¢ Aida
as its companion.  This jostling of titles has a
pretty significance. With a genius more alert,
vivid, and vigorous, Verdi nevertheless had
“L’Africaine” in his mind’s eyo when he
penned ‘¢ Aida.”” With the same complexion,
two works could not be more remotely sun-
dered, but there is a general resemblance. Both
are tropical themes, tropically treated. Almost
symphonic in ountline is Meyerbeer’s effort; tor-
rentially dramatic is Verdi’s handling. Both
men are master colorists.

Shall T dwell upon Flotow’s *‘Stradella”
when Stradella’s original air, ¢ Pity, O Saviour,”
is still sung ? And where hath vanished Flotow’s
music—all except delightful ¢ Martha*’?  Ar-
mida ”’ brings us back to Gluck, the father of
the modern music drama; ‘‘ The Armorer,”’ by
Lortzing, suggests that this neglected composer
is now winning his just dues in Germany.
What memories are evoked by Auber’s ¢ Ballo
in Maschera,’’ which, as the editor reminds us,
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has not been quite superseded by Verdi’s opera
of the same title. Auber, creator of genuine
light opera, was crowded out by Offenbach—a
buffoon of genius. ‘‘The Barber of Bagdad,”’
by Peter Cornelius, is but a shadow of a name
to many, yet when played at the Metropolitan
Opera-house, New York, not a decade ago, its
musical beauty and spontaneity were instantly
recognized. It deserves a prominent place in
the repertory of all model opera-houses because
of its brightness, lightness of touch, and, above
all, for the famous bass solo, with chorus,
‘‘Salaam ! Aléikoum.”

The temptation to proceed alphabetically
must be resisted, else this idle preluding might
be magnified into grave rivalry with the editor.
This temptation is all the harder to overcome
when one reads such titles as ‘“ Barber of Se-
ville”> and ‘“ Benvenuto Cellini,”’ titles that
quite allure to garrulousness. Think of the
critical sport missed in not being able to juggle
with the names of Rossini and Berlioz! The
fat and lean of music! The one fairly exuding
melodies, oily, suave, happy, cynical, and an
amateur cook; the other gaunt and often hun-
gry, cynical with the cynicism of the neglected,
and a man who literally made his harmonies by
the sweat of his brow. Ah, here would be a fine
chance to pit the two dead men in critical com-
bat !
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A hurried survey of the excellent index of
this book gives some idea of the mortality of
music. Who was it that said women and music
age quickly ? The life of the average woman is
long compared to the life of most lyric dramas.
A sympathetic shudder seizes me as I read the
names of- operas long since forgotten, operas
over which blood and ink were spilled, operas
that made famous their creators.

Solomon might have aptly remarked of ope-
ratic music, ‘ All is vanity.”” No form decays
so rapidly ; of no musical form does the public
go quickly tire. Who remembers Maillart’s
‘“ Dragons de Villars’? How thickly the dust
coats Weber’s ‘‘ Euryanthe,”” all except the
overture! Who cares for Schumann’s ¢‘ Gen-
oveva,” the overture not included? And
Adams’ ¢ Niremberg Doll,” which was the
forerunner of several modern ballets with me-
chanical dolls? Where are Boiéldien’s ‘‘ Jean
of Paris’’ and Spohr’s ‘‘ Jessonda’? Mehul’s
‘“ Joseph of Egypt »’ is crystallized in a few tenor
airs served up at classical concerts, and for the
most part served coldly. If you protest that
these are not masterpieces, and deserve the dust’s
doom, what can you say to Gluck’s two ‘‘ Iphi-
genias”’? They are masterpieces. Does even
‘“ Freischiitz > get fair play? We hear ‘“Lu-
cia,”” but how often ¢ Preciosa’’? We are over-
whelmed with ‘‘ Les Huguenots,”” but why not

5



The Standard Operaglass

¢ QOrfeo?” oftener? Goldmark’s ‘‘ Queen of
Sheba >’ has almost vanished from most operatic
bill-boards, yet why is ‘‘ Faust >’ sung so often ?
“This, of course, is not an attempt at comparative
criticism, but merely a plea for more variety—
for fair play. Mr. Annesley’s index yields many
suggestions; throws up many comparisons.
From Bizet’s ¢ Carmen ’> we may never expect
to be released, nor would we. It is, of its
kind, a masterpiece ; but could not * Magic
Flute ’* be given once a season? ‘¢ Rigoletto”’
has a thrill enclosed in its dramatic framework,
yet could we not spare it for that frolicksome
child of the octogenarian Verdi, ‘‘ Falstaff >’ ?
Who would listen to ‘‘ Hamlet > nowadays, es-
pecially the perverted Gallic version of Ambroise
Thomas, were it not for the solitary soprano aria
at the close? Personally I would give not one.
“ Hansel and Gretel ” for a hundred such mel-
ancholy Danes—Danes who sing an optimistic
drinking-song almost within the awful shadow
of the paternal ghost !

Richard Wagner is treated as fully as the con-
fines of such a handy book of reference permits.
¢ Rienzi,” ‘“Flying Dutchman,’’ ¢‘ Lohengrin,”’
‘ Tannhauser,”” ‘‘ The Ring of the Nibelungs ”’
—with its four evenings—‘‘ Meistersinger,”
‘Tristan and Isolde,”” and even ‘¢ Parsifal,’’
are skeletonized and set forth in clear phrasing.

Modern operatic works, such as ‘“ Folkungs,’’
6
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by Kretschmer; ¢ Ingrid,”” by Gramman; Cha-
brier’s ‘“ King Against Ilis Will ?’; “ Maiden of
Schilda”’ and *‘ Lorle,” by Foerster; ‘“ Marga,”’
by Pittrich; ¢ The Master Thicf’’ and ‘“ Ramiro,”
by Eugen Lindner; ‘‘ Pagliacci,”” by Leonca-
vallo; ‘“ Love’s Battle,”” by Meyer-Ilelmund;
Perfall’s ¢ Sir Harry ’’; ‘‘ Roi I’a Dit,”” by De-
libes; ‘“ Urvasi,’”” by Kienzl; ‘‘The Evangeli-
mann,’’ by the same composer; ‘‘ Donna Diana,”
by Reznicek; ‘“ The Sold Bride,”’ by Smetana;
‘“The Cricket on the Hearth,’”” by Goldmark;
and ““ Odysseus’ Return,”” by Bungert, are all
duly exploited. Many of these names are un-
familiar to the majority of opera-goers, but with
the expansion of operatic repertories we hope
soon to hear them all. Some of them are reign-
ing European successes, whilst the wisdom of
the inclusion of the plots of many half-forgotten
and almost buried operasis evidenced by the
fact that revivals are of annual occurrence; be-
sides, the book is a standard one, not merely a
guide for the passing novelties of the hour. We
may expect to hear Haydn’s ‘‘ Apothecary’’;
and what pleasure the performance of Bizet’s
‘““Djamileh’> would give! Who knows the
plot of Herold’s ‘‘Zampa '’ and Weber’s ¢ Sil-
vana’’? These titles mean little to cultivated
music lovers. However, it is not safe to predict
that such two forgotten worthies will never be
exhumed. Mr. Annesley’s volume is well-
7
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named. ‘‘The Standard Operaglass’’ is much
in ‘miniature. It may be put in your pocket,
and read at home or abroad. The author does
not burden you with superfluous comment, and
he tells his story neatly, rapidly, and without
undue emphasis. He reverences the classics,
does not disdain mediocrity, admires Wagner,
and is liberal to the younger men. What more
can one ask ?
JaMEs HUNEKER.



ABU HASSAN

Comic Opera in one act by WEBER
Text by HEIMER

This little opera, composed by Weber in his
early youth and first represented at Dresden
under the composer’s own direction, for a time
fell into utter oblivion, but has lately been re-
produced.

Though short and unpretending, it really de-
gerves to be heard, the music is so full of sweet-
ness, 80 fresh and pretty.

The text is taken from a tale of the Arabian
Thousand and One Nights, and though full of
nonsense, it amuses by its lightheartedness and
gaiety of spirit.

Abu Hassan, favorite of the Calif of Bagdad,
has lived above his means, and is now regaled
with bread and water by his wife Fatima, whose
only fault is that she sings better than she
cooks. In order to better his fortunes, Abu
Hassan hits upon a strange plan. He sends his
wife to the Calif’s wife, Zobeide, to announce
his (Hassan’s) death, for which she will obtain
50 gold pieces and a piece of brocade. Fatima
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departs, and in the meantime enter Abu Hassan’s
creditors with the appeal for money. Unable
to satisfy them, the debtor approuches the eldest
and richest among them, and so pacifies him
with sweet words, which be is given to under-
stand Fatima has sent him, that old Omar con-
sents to pay all the creditors.

When they are gone, Fatima returns with
Zobeide’s presents, and Abu Hassan prepares
to go in his turn to the Calif, in order to repeat
a similar death-story about his wife and get a
like sum. While he is away Omar reappears.
He has bought all Hassan’s accounts from his
numerous creditors and offers them to Fatima
for.a kiss. At this moment the husband re-
turns. Omar is shut into the adjoining cabinet,
and the wife secretly points out the caged bird
to her spouse, who begins to storm at finding
the door of the next room closed, greatly to the
anguish of the old sinner Omar,—anguish
which is enjoyed by his tormentors to the full.
In the midst of this scene Mesrur, messenger
of the Calif, appears, to find out whether Fatima
is really dead. The Calif and his wife having
each received news of the death of the other’s
favorite, want to know who it was that died,
and, if both are dead, who died first. The
Calif affirms that it is Fatima—his wife, that it
is Abu Hassan. They have made a bet, and
Mesrur, seeing Fatima lying motionless on the
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divan, covered with the brocade, and her hus-
band in evident distress beside her, runs away
to convey the tidings to the Calif. He is hardly
gone when Zobeide’s nurse, Zemrud, comes on
a similar errand from her mistress. Fatima, who
has just covered her husband with the brocade,
receives her with tears and laments, and the
nurse departs trinmphantly.

Hassan presently comes to life again, but he
and Fatima are not long permitted to con-
gratulate one another on the success of their
scheme, for the arrival of the Calif with his
wife is pompously announced. Both throw
themselves on the divans, covering themselves,
and so the august couple finds them dead.
The Calif, much afflicted by the sight, offers
1000 gold pieces to any one who can tell him
which of the two died first. No sooner does
Hassan hear this than, tearing aside his cover,
he throws himself at the Calif’s feet, crying
out: “It was I who died first !” at the same
time craving the Calif’s pardon together with
the gold pieces. Fatima is also speedily re-
suscitated and the Calif pardons his favorites,
Hassan meanwhile asserting that he only died
badly in order to live better. Omar, who has
paid their bills in the hope of winning Fatima’s
love, is driven away in disgrace.
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L’AFRICAINE

Opera in five acts by MEYERBEER

Text by E. SCRIBE, translated by GUMPERT

L’Africaine, one of the Maestro’s last operas
(1865), unites in itself all the strength and at
the same time all the weakness of Meyerbeer’s
composition.

The music is easgy-flowing and enthralls us
with its delicious melodies; but it only appeals
to our senses, and nobler thoughts are altogether
wanting. Nevertheless the opera finds favor by
reason of these advantages, which are supple-
mented by an interesting though rather improb-
able libretto.

The famous Portuguese navigator Vasco da
Gama (born in 1469) is the hero, though he
does not appear in the best possible light, and is
by no means strictly historical.

The first scene is laid in Lisbon. Donna
Inez, Admiral Diego’s daughter, is to give her
hand to Don Pedro, a couunsellor of King Em-
manuel of Portugal. But she has pledged her
faith to Vasco da Gama, who has been sent
with Diaz, the navigator, to double the Cape,
in order to seek for a new land, containing treas-
ures similar to those discovered by Columbus.

Reports have reached Lisbon that the whole
12
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fleet has” been destroyed, when suddenly Vasco
da Gama appears before the assembled council
of state.

He eloquently describes the dangers of the
unknown seas near the Cape and gives an ac-
count of the shipwreck, from which he alone
has escaped. He then places his maps before
the council, endeavoriug to prove that beyond
Africa there is another country, yet to be ex-
plored and conquered.

Vasco has on his way home picked up a man
and a woman of an unknown race. Those
slaves however stubbornly refuse to betray the
name of their country, and alively debate ensues
between the Grand Inquisitor and the young-
er, more enlightened members of the coun-
cil as to the course which should be adopted
with Vasco. At last, owing to the irritation
caused by his violent reproaches, fanaticism is
victorious, and instead of being furnished with
& ship to explore those unknown -lands, he is
thrown into prison, on the plea of his being a
heretic, for having maintained the existence of
countries which were not mentioned in the
Holy Scriptures.

The second act takes place in a cell of "the
Inquisition, in which Vasco has been languish+
ing for a month past, in the company of the
~ strange slaves Nelusko and Selika. The latter
has lost her heart to the proud Portuguese, who
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saved her and her companion from a slave-ship.
But Vasco is only thinking of Inez, and Nelusko,
who honors in Selika not only his Queen, but
the woman of his love, tries to stab Vasco, the
Christian, whom he hates with a deadly hatred.
Selika hinders him and rouses the sleeping
Vasco, who has been dreaming of and plan-
ning his voyage to the unknown country.

Selika now shows him on the map the way to
her native isle, and he vows her eternal grati-
tude. His liberty is indeed near at hand, for
hardly has he given his vow, than Inez steps in
to announce that Vasco is free. She has paid
dearly for her lover’s deliverance, however, for
she has given her hand to Vasco’s rival, Don
Pedro, who, having got all Vasco’s plans and
maps, is commissioned by government to set
out on the voyage of discovery.

Inez has been told that Vasco has forgotten
her for Selika the slave. In order to prove his
fidelity, our ungrateful hefo immediately pre-
sents her with the two slaves, and Don Pedro
resolves to make use of them for his exploration.

In the third act we are on board of Don
Pedro’s ship in the Indian seas. Donna Inez is
with her husband and Nelusko has been ap-
pointed pilot. Don Alvar, a member of the
council and Don Pedro’s friend, warns the lat-
ter that Nelusko is meditating treason, for they
have already lost two ships; but Pedro disre-
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gards the warning. A typhoon arises, and Ne-
lugsko turns the ship again northward. But
Vasco has found means to follow them on a
small sailing vessel; he overtakes them, and
knowing the spot well where Diaz was ship-
wrecked, he entreats them to change their
course, his only thought being Donna Inez’s,
safety. But Pedro, delighted to have his rival
in his power, orders him to be bound and shot.
Inez, hearing his voice, ifvokes her husband’s
mercy. Just then the tempest breaks out, the
vessel strikes upon a rock, and the cannibals in-
habiting the neighboring country leap on board
to liberate their Queen Selika and to massacre
the whole crew, in the fulfilment of which in-
tention they are, however, arrested by Selika.
In the following acts Selika resides as Queen
on the Isle of Madagascar. The people render
her homage, but her priests demand the stran-
gers’ lives as a sacrifice to their gods, while the
women are condemned to inhale the poisoned
perfume of the manzanilla-tree.—In order to
save Vasco, Selika proclaims him her husband,
and takes Nelusko as witness, swearing to him
that if Vasco is sacrificed she will die with him.
Nelusko, whose love for his Queen is greater
even than his hatred for Vasco, vouches for their
being man and wife, and the people now proceed
to celebrate the solemn rites of marriage.
Vasco, at last recognizing Selika’s great love,
15
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and believing Inez dead, once more vows eternal
fidelity to her ; but, alas! hearing the voice of
Inez, who is about to be led to death, he turns
pale, and Selika but too truly divines the reason.

In the fifth act Selika is resolved to put her
rival to death. She sends for her, but perceiv-
ing Inez’s love, her wrath vanishes, her magna-
nimity soars above her hatred of the Christians,
and she orders Nelusko to bring Inez and Vasco
on board of a ship aBout to sail for Portugal.

Selika herself, unable to endure life without
her beloved one, proceeds to the Cape, where
the manzanilla-tree spreads its poisonous shade.
Her eyes fastened on the vast ocean and on the
white sail of the retiring vessel, she inhales the
sweet but deadly perfume of the blossoms, and
the returning Nelusko finds her dying, while an
unseen chorus consoles her with the thought
that in Love’s eternal domain all are equal.

AIDA

Grand romantic Op;ara in four acts by GIUSEPPI
VERDI

Text by ANTONIO GHISLANZONI. Translated into German by
8. SCHANZ. English version by KENNEY

This opera owes its great popularity not only
to its brilliant music and skilful instrumenta-

tion, but also to its really magnificent outfit and
16
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decorations. Aida ranks among the best operas
of Verdi. The plot is taken from old Egypt ;
and the music, with its Eastern and somewhat
sensuous coloring, is exquisitely adapted to the
scenery. :

The scene of action is alternately Memphis
and Thebes, and the story belongs to the period
when the Pharaohs sat on the throne.

In the first act we see the King's palace at
Memphis. Ramphis, the Highpriest of Pharaoh,
announces to the Egyptian General Radamdcs
that the Ethiopians are in revolt and that the
goddess Isis has decided who shall be leader of the
army sent out against them. Radamés secretly
hopes to be the elected, in order to win the
Ethiopian slave Aida, whom he loves, not know-
ing that she is a King’s daughter.

Enter Amneris, daughter of Pharaoh. She
loves Radamés, without his knowledge, and so
does Aida. Amneris, suspecting this, swears to
avenge herself should her suspicion prove cor-
rect.

The King’s messenger announces that Amo-
nasro, the Ethiopian King (Aida’s father), is
marching to the capital, and that Radamés is
chosen to conquer the foe. Radameés goes to
the temple to invoke the benediction of the
goddess and to receive the sacred arms.

In the second act Amneris, in order to test
Aida’s feelings, tells her that Radamés fell in

3 7



The Standard Operaglass

battle, and finds her doubts confirmed by Aida’s
terror. Amneris openly threatens her rival,
and both hasten to receive the soldiers, who re-
turn victorious. In Radamés’ suite walks King
Amonasro, who has been taken prisoner, dis-
guised as a simple officer. Aida recognizes her
father, and Amonasro, telling his conqueror
that the Ethiopian King has fallen, implores his
clemency. Radamés, seeing Aida in tears, adds
his entreaties to those of the Ethiopian; and
Pharaoh decides to set the prisoners free, with
the exception of Aida’s father, who is to stay
with his daughter. Pharaoh then gives Amneris
to Radamés as.a recompense for his services.

In the third act Amonasro has discovered the
mutual love of his daughter and Radamés and
resolves to make use of it. While Amneris prays
in the temple that her bridegroom may give his
whole heart to her, Amonasro bids his daughter
discover the secret of the Egyptian war plans
from her lover. Amonasro’ hides himself, and
Aida has an interview with Radamés, in which
he reveals all to her. She persuades him to fly
with her, when Amonasro shows himself, telling
him that he has heard all and confessing that
he is the Ethiopian King. While they are
speaking, Amneris overtakes and denounces
them. Amonasro escapes with his daughter,
Radamés remains in the hand of Ramphis the
Highpriest.
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In the fourth act Radamés is visited in his
cell by Amneris, who promises to save him
from the awful death of being buried alive, if
he renounces Aida. But Radamés refuses,
though she tells him that Aida has fled into
her country, her father being slain on their
flight.

Amneris at length regrets her jealousy and
repents, but too late! Nothing can save Ra-
damés; and she is obliged to see him led into
his living tomb. Amneris curses the priests,
who close the subterranean vaults with a rock.
Radamés, preparing himself for death, discovers
Aida by hisside. She has found means to pene-
trate into his tomb, resolved to die with her
lover.

‘While she sinks into his arms, Amneris prays
outside for Radamés’ peace and eternal happi-
ness.

ALESSANDRO STRADELLA

Romantic Opera in three acts by FLOTOW
Text after the French by W. FRIEDRICH

Flotow, who composed this little opera when
at Paris in the year 1844, that is long before his
Martha, had the satisfaction of scoring a great
success on the evening of its first representation
in Hamburg. The pleasant impression: then
made by its agreeable and lovely melodies has
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not faded the less that, after hearing many of
our stormy and exciting modern operas, one
often and ardently longs for the restful charm
and guileless pleasure of a piece like this.

The libretto is interesting and touching, with-
out being over-sensational.

Stradella, the celebrated Venetian singer, has
fallen in love with Leonore, ward of a rich
Venetian citizen named Bassi. She returns his
love, but is strictly gnarded by her uncle, who
wants to marry her himself. Stradella succeeds
in deceiving Bassi and, aided by his friend,
carries her off during the Carnival. In the
second act we find the lovers in a little village
near Rome, where a priest unites them for ever
and gives them his benediction.

But Malvolio, a bandit, has sought them by
Bassi’s orders, and discovers their refuge. En-
teribg the villa, where he finds open doors buf
no people, he meets with another bandit, in
whom he recognizes his friend Barbarino, also
gent, as it turns out, on the same errand.

They decide to do the business together, that
is to say, to kill Stradella, and to carry his wife
back to her guardian. Under the mask of pil-
grims going to a sacred festival they find a
kindly shelter in Stradella’s house and are won
by the latter’s fine voice, as well as by the charm
of his noble behavior, so that they wholly aban-
don their evil purpose.
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But in the third act Bassi appears, and, not
finding his order executed, offers such a large
sum of gold to the banditti that they at length
promise to stab Stradella during his next sing-
ing performance. While they lie in wait for
him, Stradella sings the hymn of the Holy Vir-
gin’s clemency towards sinners go touchingly
that his pursuers cast their swords away and
sink on their knees, joining in the refrain. Full .
of astonishment, Stradella learns of the danger
in which he had been, but in the end he will-
ingly pardons not ouly the banditti but also his
wife’s uncle, who, won over, like the ruffians, by
the power of Stradella’s song, humbly asks for
the singer’s friendship, which is granted to him.

The people lead their favorite in triumph to
the festival, which he helps to glorify with his
wondrous voice. )

THE APOTHECARY

(LO SPEZIALE)
Comic Opera by JOSEF HAYDN (1768)

After asleep of 125 years in the dust of Prince
Esterhazy’s archives at Eisenstadt, Dr. Hirsch-
feld received permission from Prince Paul Ester-
hazy of Galantha to copy the original manu-
script.

1t is Dr. Hirschfeld’s merit to have revived
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and rearranged this charming specimen of the
old master’s genius. And again it was Ernst
Schuch, the highly gifted director of the Dres-
den opera, who had it represented on this stage
in 1895, and at the same time introduced it to
the Viennese admirers of old Haydn by some of
the best members of his company.

The music is truly Haydnish, simple, naive,
fresh and clear as crystal, and it forms an oasis
_ of repose and pure enjoyment to modern ears,
accustomed to and tired of the astonishing odd-
ities of modern orchestration.

The plot is simple but amusing. A young
man, Mengone, has entered the service of the
apothecary Sempronio, though he does not pos-
gess the slightest knowledge of chemistry. His
love for Sempronio’s ward Grilletta has induced
him to take this step, and in the first scene we
see him mixing drugs, and making melancholy
- reflections on his lot, which has led him to a
master who buries himself in his newspapers
instead of attending to his business, and letting
his apprentices go on as best they may.

Sempronio, entering, relates that the plague is
raging in Russia; and another piece of news,
that an old cousin of his has married his young
ward, is far more interesting to him than all his
drugs and pills, as he intends to act likewise
with Grilletta. This young lady has no fewer
than three suitors, one of whom, a rich young
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coxcomb, enters to order a drug. His real in-
tention is to see Grilletta. He is not slow to
see that Mengino loves her too, so he sends him
into the drug kitchen, in order to have Grilletta
all to himself. But the pert young beauty only
mocks him, and at Mengino’s return Volpino is
obliged to retire.

Alone with Mengino, Grilletta encourages her
timid lover, whom she likes very much, but just
when he is about to take her hand, Sempronio
returns, furious to see them in such intimacy.
He sends Mengino to his drugs and the young
girl to her account books, while he buries him-
self once more in the study of his newspapers.
Missing a map, he is obliged to leave the room.
The young people improve the occasion by.mak-
ing love, and when Sempronio, having lost his
spectacles, goes to fetch them, Mengino grows
bolder and kisses Grilletta. Alas, the old man
returns at the supreme moment and, full of
rage, sends them to their rooms.

Mengino’s effrontery ripens the resolution in
the guardian’s breast to marry Grilletta at once.
He is, however, detained by Volpino, who comes
to bribe him by an offer from the Sultan to go
into Turkey as apothecary at court, war having
broken out in that country. The wily young
man insinuates that Sempronio will soon grow
stone-rich, and offers to give him 10,000 ducats
at once if he will give him Grilletta for his wife,
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Sempronio is quite willing to accept the Sultan’s
proposal, but not to cede Grilletta. So he sends
Mengino away to fetch a notary, who is to
marry him to his ward without delay. The
maiden is quite sad, and vainly tortures her
brain how to rouse her timid lover into action.
Sempronio, hearing her sing so sadly, suggests
that she wants a husband, and offers her his own
worthy person. Grilletta accepts him, hoping
to awaken Mengino’s jealousy and to rouse him
to action. The notary comes, in whom Grilletta
at once recognizes Volpino in disguise. He has
hardly sat down, when a second notary enters,
saying that he has been sent by Mengino, and
claiming his due. The latter is Mengino him-
self, and Sempronio, not recognizing the two,
bids them sit down. He dictates the marriage
contract, im which Grilletta is said to marry
Sempronio by her own free will, besides making
over her whole fortune to him. This scene, in
which the two false notaries distort every word
of old Sempronio’s, and put each his own name
instead of the guardian’s, is overwhelmingly
comical. When the contract is written, Sem-
pronio takes one copy, Grilletta the other, and
the whole fraud is discovered. Volpino van-
ishes, but Mengino promises Grilletta to do his
best in order to win her.

In the last scene Sempronio receives a letter
from Volpino, telling him that the Pasha is to
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come with a suite of Turks to buy all his medi-
cines at a high price, and to appoint him sol-
emnly as the Sultan’s apothecary. Volpino in-
deed arrives, with his attendants, all disguised
a8 Turks, but he is again recognized by Grilletta.
He offers his gold, and seizes Grilletta’s hand,
to carry her off, but Sempronio interferes. Then
the Turks begin to destroy all the pots and glasses
and costly medicines, and when Sempronio re-
sents this the false Pasha draws his dagger, but
Mengino interferes and at last induces the fright-
ened old man to promise Grilletta to him if he
succeeds in saving him from the Turks. No
sooner is the promise written and signed, than
Grilletta tears off the Pasha’s false beard and
reveals Volpino, who retires baffled, while the
false Turks drink the young couple’s health at
the cost of the two defeated suitors.

ARMIDA

Grand heroic Opera in five acts by GLUCK
Text by PHIL. QUINAULT

"The poet Quinault wrote the libretto of this
‘opera for another composer, Lully, but almost
one hundred years later, Gluck, recognizing the
genuine richness of this French production,
availed himself of it for an opera the music of
-which is so sublime that it will for ever be con-
sidered classic.
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The libretto is founded on an episode of Tas-
80’8 *‘ Gerusalemme liberata.”

The scene is laid in Damascus, where, during
the Crusade of the year 1099, the Crusaders
have arrived at the place and gardens of Armida,
the Queen and enchantress. Rinaldo, the great-
est hero in Godfrey of Bouillon’s army, is the
only one who not only does not stoop to adore
the beautiful Armida, but, on the contrary, pur-
sues and hates her. He has been banished from
Bouillon’s presence, charged with the rash deed
of another knight, who has not dared to confess
his guilt, and he now wanders lonely in the forest.

Warned by a fellow-warrior, Artemidor, to
avoid Armida’s enchanting presence, he scorns
the warning, saying that love for a woman is to
him a thing unknown. In reality, however, Ar-
mida is already ensnaring him with her sorcery;
he presently hears exquisitely sweet and dreamy
melodies and, finding himself in a soft, green
valley, he lies down and falls asleep.

Armida’s opportunity has come, and she means
to stab him, but love conquers hatred, and the
dagger falls from her hand. She vainly in-
vokes the furies of hate; none can change her
passion for the hero, and at last, ceasing to strive
against her tender feelings, she surrenders her-
self entirely to him, and even succeeds by her
charms and her devotion in enthralling him.

Meanwhile Bouillon has sent two of his knights,
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Ubalt and a Danish warrior, to recall Rinaldo to
his duty. They are detained by Armida’s witch-
ery; the Danish knight meets a demon, who has
taken his bride’s face, and tenderly calls him to
her, but Ubalt destroys the charm and both suc-
ceed in approaching Rinaldo, who, his love-
dream dissipated by the call of honor, resolves
to return to the army with his companions. In
vain Armida tries to change his resolution. In
despair she curses him and her love, but, being
unable to kill the man she loves, she suffers him
to go away and turns her beautiful palace and
gardens into a desert.

DER WAFFENSCHMIED
(THE ARMORER)

Comic Opera in three acts by ALBERT LORTZING
Text by himself

Though this opera does not equal in value
Lortzing’s ‘“Czar and Zimmermann,” it has
nevertheless proved an admirable addition to
the operatic repertory. It is attractive both on
account of the freshness of its melodies and the
popular character of its music and text.

The scene is located in Worms, in the 16th
century. The Count of Liebenaun has fallen in
love with Mary, the daughter of a celebrated
armorer, named Stadinger, and in order to win
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her, he wooes her at first in his own rank as
Count, then in the guise of & smith-journey-
man, named Courad. Mary, who cannot per-
mit herself to think of love in connection with a
person of such a position as a Count, neverthe-
less pities him and at last confesses, blushing,
that she loves the poor smith Conrad. Inwardly
triumphant, the Count pretends to-be jealous.
But father Stadinger, who more than once
showed the door to the Count, will not accept
either of the suitors, the Count standing too
high above him, and his journeyman, Conrad,
being too bad a laborer, though he has once
saved Mary’s life.

In order to withdraw her from the reach of
her lovers, the armorer resolves {o wed his daugh-
ter to his second journeyman, George, who is no
other than the Count’s valet. Stadinger is de-
termined to present him as Mary’s bridegroom
on the occasion of a festival which is to take
place in ‘the course of the afternoon, and at
which Stadinger’s jubilee as master of armorers
is to be celebrated. In vain George refuses his
consent. to this proposal. He is at length obliged
to inform the Count, and the latter feigns to as-
sault Stadinger’s house. But it is of no avail;
the old citizen, more firm than ever, denies him
his child again, and a8 George decidedly refuses
to marry his daughter, he gives her at last to
Conrad. Great is Mary’s surprise, and her fa-
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ther’s wrath, when they discover that the Count
and simple Conrad are one and the same person,
but at last the old father yields, and the lovers
receive his benediction.

BALLO IN MASCHERA
or
GUSTAVUS THE THIRD

Grand historie Opera in five acts by AUBER
Text by SCRIBE

This opera has had a curious fate, its histor-
ical background having excited resistance and
given rigse to scruples. The murder of a king
was not thonght a fit subject for an opera, and
8o the libretto was altered and spoilt.

The Italians simply changed the names and
the scene of action; Verdi composed a new opera
from the same matter and succeeded admirably;
nevertheless Auber’s composition is preferred in
Germany, Scribe’s libretto being by far the bet-
ter, while the music is original and vivacious, as
well as full of pleasant harmony and fine instru-
mentation.

The scene is laid in Stockholm in the year
1792. Gustavus the Third, King of Sweden,
loves the wife of his friend and counsellor An-
karstrom, and is loved in return, both strug-
gling vainly against this sinful passion. An-
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karstrom has detected a plot against the King’s
life, and, warning him, asks that the traitor be
punished, but Gustavus refuses to listen, trust-
ing in his people and in his friend’s fidelity.
His minister Kaulbart desires him to condemn
a sorceress named Arvedson, who is said to be
able at will, by means of certain herbs and po-
tions, to cause persons to love or hate each other.
The King refuses to banish the woman unheard
and decides to visit her. Ankarstrom tries to
dissuade, but the King insists, and accordingly
goes to Arvedson in disguise. During the
witch’s conjuration, Malwina, his lady-love, ap-
pears, who seeks help from the sorceress against
her forbidden passion. The concealed King
hears Arvedson tell her to go at midnight and
gather a herb which grows on the graves of
criminals, and, triumphant in his knowledge of
Malwina’s confessed love, Gustavus decides to
follow her there.

When she has gone he mockingly orders the
witch to tell him his fortune, and hears from
her that he shall be killed by, the man who first
tenders him his hand. Just then Ankarstrom,
who comes to protect the King against his
enemy, enters, and they shake hands.

In the third act Malwina meets the King on
the dismal spot to which she had been directed,
bnt Ankarstrdm, whose watchful fidelity never
suffers him to be far from the King, and who is
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utterly ignorant of the deception being practised
upon him, saves the lovers from further guilt.
After a severe conflict with himself, Gustavus
consents to fly in his friend’s cloak, Ankarstrom
having pledged his honor not to ask the veiled
lady’s secret, and to conduct her safely back to
the city. This plan is frustrated by the con-
spirators, who rush .in and are about to attack
the Count. Malwina throws herself between
him and the combatants, and the husband then
recognizes in the King’s companion his own
wife. Full of indignation, he turns from her
and joins the conspirators, promising to be one
of them.

He swears to kill his unhappy wife, but not
until another has first fallen.

In the fourth act the conspirators have a
meeting in Ankarstrom’s house, where they de-
cide to murder the King. . The lots being cast,
the duty to strike the deathblow falls on An-
karstrom, and Malwina herself draws the fatal
paper. At this moment an invitation to a
masked ball is brought by the King’s page Os-
car, and the conspirators resolve to take advan-
tage of this opportunity for the execution of
their design.

In the last act the King, happy to know Mal-
wina safe from discovery, resolves to sacrifice his
love to honor and friendship. He is about to
give Ankarstrom the proof of his friendship, by
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paming him Governor of Finland, and the min-
ister is to depart with his wife on the morning
after the ball. Meanwhile the King is warned,
by a missive from an unknown hand, not to ap-
. pear at the ball, but he disregards it. He meets
Malwina at the ball. His page, thinking to do
the King a service, has betrayed his mask to
Ankarstrom. Malwina warns the prince, but in
vain, for, while he presents her with the paper
which is to send her and her husband to their
own beloved country, Ankarstrom shoots him
through the heart. Gustavus dies, pardoning
his murderer.

BALLO IN MASCHERA

A Lyric Drama in five acts by VERDI
Text by F. M. PIAVE

Auber’s success with the opera of the same
name inspired Verdi to try his hand at it. Ie
ordered his friend Piave to write the libretto
for him, and in 1854 the opera was handed to
the San Carlo Theatre in Naples, but was refused
on the ground that the murder of a king must
not be represented on the stage. Then Verdi
laid the scene in Boston, and in this shape the
opera was performed in Rome on Feb. 17, 1859, -
and met with great success.

From this time it conquered the stages of Eu-
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rope, all but one, Auber’s widow having stipu-
lated that no opera rival to that of her husband’s
was to be given in Paris. The Ballo in Maschera
was revived in Dresden in October, 1897, after
having lain buried for over fifteen years; its
success showed that it is still full of vitality.
The music is exceedingly fresh and character-
istic; indeed it surpasses both Trovatore and
Rigoletto in beauty and originality. Verdi has
scarcely ever written anything finer than the
ensemble at the end of the second act, and the
delightful quartetto ‘Is it a jest or madness,
that comes now from her lips? *’

The libretto may be explained shortly, as it is
almost identical with Auber’s Masked Ball.

Count Richard, Governor of Boston, is adored
by the people, but hated by the noblemen, who
resolve upon his death. IIo loves Amelia, the
wife of his secretary and best friend René, who
in vain tries to warn him of the plots of his
enemies, but who faithfully watches over his
safety.

An old sorceress of negro blood, Ulrica, is to
be banished by the decree of the high judge,
but Richard’s page Oscar speaks in her favor,
and the Count decides to see her himeelf and
test her tricks. He invites his lords to accom-
" pany him to the sibyl’s dwelling, and orders
Oscar to bring him a fisherman’s disguise. His
enemies Samuel and Tom follow him.
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The second act shows Ulrica in her cottage,
seated at a table, conjuring Satan. A crowd of
people are around her, amongst them Richard
in disguise. A sailor, Sylvan, advances first to
hear his fate, and while Ulrica is prophesying
that better days await him, Richard slips a roll
of gold with a scroll into Sylvan’s pocket and
8o makes the witch’s words true. Sylvan, search-
ing in his pockets, finds the gold and reads the
inscription on the scroll: ‘‘ Richard to his dear
officer Sylvan,”” and all break out into loud
praises of the clever sibyl.

A short while after a servant announces
Amelia, and the sorceress, driving the crowd
away, ushers her in, while Richard conceals him-
self. He listens with delight to the confession
of her sinful love for himself, against which she
agks for a draught which might enable her to
banish it from her heart. Ulrica advises her to
pluck at midnight a magic herb which grows
in the field where the criminals are executed.
Amelia shudders, but promises to do as she is
bidden, while Richard secretly vows to follow
and protect her. Amelia departs, and the peo-
ple flock in again. Richard is the first to ask
what is his fate. The sibyl reluctantly tells
him that his life is to be destroyed by the first
person who shall touch his hand on this very day.
Richard vainly offers his hand to the bystanders,
they all recoil from him, when suddenly his
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friend René comes in, and heartily shakes Rich-
ard’s outstretched hand. This seems to break
the spell, for everybody knows René to be the
Count’s dearest friend, and now believes the
oracle to be false. Novertheless Ulrica, who
only now recognizes the Count, warns him once
more against his enemies, but he laughs at her,
and shows the sorceress the verdict of her ban-
ishment, which, however, he has cancelled. Full
of gratitude, Ulrica joins in the universal song
of praise sung by the people to their faithful
leader.

The third act opens on the ghostly field where
Amelia is to look for the magic herb. She is
frozen with horror, believing that she sees a
ghost rise before her; Richard now turns up,
and breaks out into passionate words, entreating
her to acknowledge her love for him. She does
80, but implores him at the same time not to
approach her, and to remain true to his friend.
While they speak René surprises them. He has
followed Richard to save him from his enemies,
who are waiting to kill him. Richard wraps
himself in his friend’s cloak, after having taken
René’s promise to lead the veiled lady to the
gates of the town without trying to look at her.
René swears, but fate wills it otherwise, for
hardly has Richard departed when the con-
spirators throng in, and, enraged at finding only
the friend, try to tear the veil off the lady’s
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face. René guards her with hLis sword, but
Amelia, springing between the assailers, lets fall
her veil, and reveals her face to her husband
and to the astonished men, thereby bringing
shame and bitter mockery on them both. René,
believing himself betrayed by wife and friend,
asks the conspirators to meet him in his own
house on the following morning, and swears to
avenge the supposed treachery. ~

In the fourth act, in his own house, René bids
his wife prepare herself for death. He disbe-
lieves in her protest of innocence, but at last,
touched by her misery, he allows her to take a
last farewell of her son. "When she is gone he
resolves rather to kill the seducer than his poor
weak wife. When the conspirators enter he
astonishes them by his knowledge of their dark
designs, but they wonder still more when he
offers to join them in their evil purpose. As
they do not agree who it shall be that is to kill
Richard, René makes his wife draw the lot from
a vase on the table. The chosen one is her own
husband. At this moment Oscar enters with
an invitation to a masked ball from the court.
René accepts, and the conspirators decide to
seize the opportunity to put their foe to death.
They are to wear blue dominoes with red rib-
bons; their password is ‘‘ death.”’

The next scene shows a richly decorated ball-
room, René vainly tries to find out the Count’s
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disguise, until it is betrayed to him by the page,
who believes that René wants to have some fun
with his master. Amelia, waylaying Richard,
implores him to fly, and when he disbelieves her
warnings shows him her face. When he rec-
ognizes her he tenderly takes her hand, and
tells her that he too has resolved to conquer his
passion, and that he is sending her away to Eng-
land with her husband. They are taking a last
farewell, but, alas, fate overtakes Richard in the
shape of René, who runs his dagger through
him. The crowd tries to arrest the murderer,
but the dying Count waves them back and with
his last breath tells his unhappy friend that his
wife is innocent. Drawing forth a document
and handing it to René, the unfortunate man
reads the Count’s order to send them to their
native country. Richard pardons his misguided
friend and dies with a blessing on his beloved
country.

THE BARBER OF BAGDAD
Comic Opera in two acts by PETER CORNELIUS

It was a long time before this charming lit-
tle opera took its place amongst so many fellow
operas much less entitled to notice. The com-
poser had died 15 years previously, without hav-
ing gained the snccess he so fully deserved as
poet as well as composer.
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Liszt, the great redeemer of many a tried
genius, brought the opera upon the stage on the
15th of December, 1858, in Weimar.

But the Intendant Dingelstedt was against
him; the opera proved an entire failure, though
it was meant more as demonstration against
Liszt than against the opera. Liszt, tired of
these disgraceful intrigues, quitted Weimar,
only to return there from time to time in pri-
vate. With his abdication, Weimar’s gloriotis
time was passed. In 1889 at last the Barber of
Bagdad took its rightful place after many years
of oblivion.

Munich, Mannheim and Vienna came first,
and, the music having been enthusiastically ap-
plauded, Dresden followed the good example in
October, 1890. The music is full of sweet mel-
ody, the composition masterfully set. Its comic
parts are not quite natural, but the lyric is al-
most classical, and the text, written by the com-
poser himeelf, though lacking in action, shows
that Cornelius was a true poet as well as a true
musician. «

The scene takes place in Bagdad, in the house
of a wealthy young Mussulman called Nurredin.
He is lying on a couch, surrounded by his ser-
vants, who think him dying. But it is only
the flame of love which devours his strength
and deprives him of all energy. As soon as
Bostana, an old relative and companion of his
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lady-love, appears, in order to tell him that Mar-
giana, his adored, is willing to receive him,
Nurredin forgets his illness and only longs for
the promised interview. The ensuing duet be-
tween him and Bostana, wherein she gives in-
struction ahout time and hour of the rendez-
vous, is delightfully fresh and piquant.

As Nurredin has neglected his personal ap-
pearance during his malady his first wish is for
a barber, who is speedily sent to him by Bos-
tana. This old worthy, Abul Hassan Ali Kbe
Bekar, the barber, makes him desperate by his
vain prattle. Having solemnly saluted Nur-
redin, he warns him not to leave the house to-
day, as his horoscope tells him that his life is in
danger. The young man not heeding him, Abul
Hassan beging to enumerate all his talents as
astrologer, philologer, philosopher, etc.; in short,
he is everything and knows everything. When
Nurredin orders him to begin his shaving he
relates the fate of his six brothers, who all died
. before him and always of love. At last Nur-
redin’s patience giving way, he calls his ser-
vants in to throw the old dotard out of doors.
But Abul drives them all back, and Nurredin
tries to pacify him with flattery, and finally suc-
ceeds.

Now Abul is curious, as all barbers are, and
having heard Nurredin’s sighs he determines
to find out all about the young man’s love. This
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scene is most ludicrous, when Abul sings his air
¢ Margiana,”” which name he has heard from
Nurredin’s lips, and the latter is in despair at
being left with only one side of his head shaved.
This great work done at last, Abul wants to
accompany the young lover to the house of the
Cudi Baba Mustapha, Margiana’s father. Nur-
redin again summons his servants, who begin to
surround Abul, pretending to doctor him. Nur-
redin escapes, but Abul, after having shaken off
the servants, runs after him.

The second act takes place in the Cadi’s house.

Margiana is full of sweet anticipation, while
her father, who has already chosen a husband
for his daughter in the person of an old friend
of his youth, shows her a large trunk full of
gifts from the old bridegroom. Margiana ad-
mires them obediently. A musical scene of sur-
paseing beauty follows, where we hear the call
of the Muezzin summoning the faithful to’
prayer. It is also the sign for Nurredin to ap-
pear. The Cadi hurries to the Mosque, and
Bostana introduces the lover. Here ensues a
charming love-duet, accompanied, originally
enough, by a song from the old barber, who
watches before the house. Suddenly they are
interrupted by cries of alarm, and with dismay
they learn from Bostana that the Cadi has re-
turned to punish a slave who has broken a pre-
cious vase.
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Nurredin, unable to escape unobserved, is
hidden in the big trunk. Meanwhile Abul,
having heard the slave’s cries, and mistaking
them for Nurredin's, summons the latter’s ser-
vants and breaks into the Cadi’s house to avenge
his young friend, whom he believes to be mur-
dered. Bostana angrily bids him carry away the
trunk, signifying to him whom she has hidden
in it, but the Cadi intervenes, believing the ser-
vants to be thieves who want to rob his daugh-
ter’s treasure. The rumor of the murder grad-
nally penetrates the whole town; its inhabitants
gather before the house, and the appointed
wailing women mingle their doleful lamenta-
tions with the general uproar. At last the Calif
himself appears in order to settle the quarrel.

The Cadi accuses the barber of theft, while
Abul calls the Cadi a murderer. To throw light
upon the matter the Calif orders the trunk to
be opened, which is done with great hesitation
by Margiana. When the lid gives way, Nurredin
is lying in it in a deep swoon. All are terrified,
believing him to be murdered, but Abul, ca-
ressing him, declares that his heart still throbs.
The Calif bids the barber show his art, and Abul
wakens Nurredin by the love-song to Margiana.
The young man revives, and the truth dawns
upon the deceived father’s mind. The Calif, a
very humane and clement prince, feels great sym-
pathy with the beautiful young couple, and ad-
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vises the Cadi to let his daughter have her treas-
ure, because he had told them himself that it
was Margiana’s treasure, kept hidden in the
trunk.

The Cadi consents, while the Calif bids the
funny barber come to his palace to entertain
him with his stories, and invites all present to
the wedding of the betrothed pair, to the great
satisfaction of the people, who sing their Salaam
Algikum in praise of their prince—a brilliant
finale, full of energy and melody.

IL BARBIERE DI SEVIGLIA
Comic Opera in two acts by ROSSINI

This opera may be called a miracle of Ros-
gini’s creation, as it not only is his best work
but was written by him in a fortnight, a per-
formance nearly incredible, for the music is so
finely worked out, and so elegant, that the opera
has grown to be a favorite with all nations.

The subject, taken from Beaumarchais’s witty
trilogy of ‘“ Figaros,’’ had ere this lent inspira-
tion to more than one composer; Mozart’s
‘“ Figaro,”’ though done before the ‘‘ Barbiere,”’
is in a certain sense the continuation of Ros-
sini’s opera.

The Barbiere had the peculiar misfortune to
experience an utter reverse on the occasion of
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its first representation. It was composed for
the Duke Cesarini, proprietor of the Argentina
Theatre in Rome, and the cabals and intrigues
of Paésiello’s partisans (who had composed the
same subject) turned the balance in Rossini’s
disfavor. But on the second evening good taste
prevailed, aud since then the opera has been a
universal favorite.

Beaumarchais’s tale was worked out anew by
the Roman poet Sterbini; in our opera it runs
as follows:

Count Almaviva is enamored of Rosina, the
ward of Doctor Bartolo. She is most jealously
guarded by the old man, who wishes to make
her his own wife. In vain the Count serenades
her; she does not appear, and he must needs in-
vent some other means of attaining his object.
Making the acquaintance of the lighthearted
and cunning barber Figaro, the latter advises
him to get entrance into Bartolo’s house in the
guise of a soldier possessing a billet of quarter-
ing for his lodgings. Rosina herself has not
failed to hear the sweet love-songs of the Count,
known to her only under the simple name of
Lindoro; and with southern passion, and the
lightheartedness which characterizes all the
persons who figure in this opera, but which is
not to be mistaken for frivolity, Rosina loves
her nice lover, and is willing to be his own.
Figaro has told her of Almaviva’s love, and in
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return she gives him a note, which she has writ-
ten in secret. But the old Doctor is a sly fox,
he has seen the inky little finger, and deter-
mines to keep his eyes open.

When the Count appears in the guise of a
half-drunken dragoon the Doctor sends Rosina

‘away, and tries to put the soldier out of the

house, pretending to have a license against all
billets. The Count resists and, while Bartolo
seeks for his license, makes love to Rosina, but
after the Doctor’s return there arises such an
uproar that all the neighbors and finally the
guards appear, who counsel the Count to retire
for a time. .

In the second act the Count gains entrance to
Bartolo’s house as a singing-master who is
deputed to give a lesson instead of the fever-
stricken Basilio. Of course the music lesson is
turned into a love lesson.

When all seems to be going well the real
Maestro, Basilio, enters and all but frustrates
their plans. With gold and promises Figaro
bribes him to retreat, and the lovers agree to
flee on the coming night.

Almost at the last moment the cunning of

.Bartolo hinders the projected elopement. He
shows a letter, which Rosina has written, and

makes Rosina believe that her lover, whom she

only knows as Lindoro, in concert with Figaro

is betraying her to the Connt. Great is her joy
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when she detects that Lindoro and Count Alma-
viva are one and the same person, and that he
loves her as truly as ever. They bribe the old
notary who has been sent for by Bartolo to ar-
range his own (Bartolo’s) wedding with Rosina.
Bartolo signs the contract of marriage, with
Figaro as witness, and detects too late that he
has been duped, and that he has himself united
the lovers. At last he submits with pretty good
grace to the inevitable, and contents himself
with Rosina’s dowry, which the Count gener-
ously transfers to him.

BENVENUTO CELLINI

Opera in three acts by HECTOR BERLIOZ

Text by de WAILLY and BARBIER, translated Into German by
PETER CORNELIUS

This opera by the spirited French musician
has had a singular fate. Composed ‘more than
forty years ago, it never had in France the success
it merited; a ‘‘succés d’estime’’ was the only
resnlt. Liszt, who was the saviour of many a
talented struggler, was the first to recognize the
genius of the French composer. He brought
the opera out upon' the stage at Weimar, but
without much success. Berlioz was not under-
stood by the public. Devrient, in Carlsruhe,
tried a similar experiment and failed, and so the
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opera was almost forgotten, until Germany, re-
membering the duty owed to genius, of what-
ever nationality it may be, placed it upon the
stage in Dresden, on the 4th of November, 1888,
under the leadership of one of the ablest of
modern interpreters of music, Director Schuch.
Its representation was a trinmph. Though
Berlioz can in nowise be compared with Wag-
ner, whose music is much more realistic and
sensual, Wagner may nevertheless be said to
have opened a path for Berlioz’s style, which,
though melodious, differs widely -from that of
the easy-flowing Italian school, being more seri-
ous, a8 well as more difficult for the musical
novice to understand. This explains why Ber-
lioz’s compatriots esteemed but never liked him;
he was too scientific. To-day our ears and un-
derstanding are better prepared for striking in- -
tervals and complicated orchestration, which
latter is the most brilliant feature in the
opera.

Indeed the instrumentation is simply perfect,
the choruses are masterpieces of originality, life
and melody, and the rhythm, with its syncopes,
is 8o remarkable that one is more than justified
in calling the style unique; it is Berlioz and no
other.

The text is far less good than the music,
though the hero, whose life Goethe found
worthy of description in the 24th and 25th vol-
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ume of his works, might well interest. The
libretto is by no means strictly historical, and
suffers from improbabilities which can only be
excused in an opera.

The tale is laid in Rome in the year 1532, un-
der Pope Clement VII., and comprises the events
of three days, Monday before Shrove-tide,
Shrove-Tuesday and Ash-Wednesday. Ben-
venuto Cellini, the Tuscan goldsmith, has been
called to Rome by the Pope, in order to em-
belligh the city with his masterpieces. IIe loves
Teresa, the daughter of the old papal treasurer
Balducei, and the love is mutual. At the same
time another suitor, Fieramosca, the Pope’s
sculptor, is favored by her father. Old Bal-
ducci grumbles in the first scene at the Pope’s
predilection for Cellini, declaringthat such an
excellent sculptor as Fieramosca ought to suffice.
He goes for a walk, and Cellini finds Teresa
alone. To save her from Fieramosca he plans
an elopement, selecting the close of the Carni-
val as the time best suited for carrying out
their design. The rendezvous is to be the
Piazza di Colonna, where he will wait for her,
disguised as a monk in white, accompanied by
a Capuchin, his pupil Ascanio. Unhappily the
rival Fieramosca has entered unseen, and over-
heard all. The ensuing terzetto is a master-
piece. While the lovers are bidding each other
farewell Balducci returns; and Cellini has
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scarcely time to hide behind the window-cur-
tain before he enters. The father is surprised to
find his daughter still up, and Teresa, seeking
for an excuse to send him away, feigns to be
frightened by a thief in her chamber. There
Balducci finds the hapless Fieramosca hidden,
and Cellini meanwhile escapes. Balducci and
his daughter calling for help, all the female ser-
vants and women of the neighborhood appear
armed with brooms and wooden spoons. They
fall nupon the hapless lover, and finally force him
to escape through the window."

In the second act'we find Cellini in a tavern
with his pupils and friends. They have no
money left to pay for their wine, when Ascanio
brings gold from the Pope, which, however, he
only delivers after Cellini has given a solemn
promise to finish at once the statue of Perseus
he is engaged upon. Great is the general wrath
when they find the money consists of but a paltry
sum, and they resolve to avenge themselves on
the avaricious treasurer, Balducci, by personat-
ing him in the theatre. Fieramosca, who has
again been eavesdropping, turns for help to his
friend Pompeo, a bravo. And they decide to
outwit Cellini, by adopting the same costumes
as he and his pupil.

The scene changes; we see the Piazza di
Colonna and the theatre in which the panto-
mime of King Midas is acted. Balducci, who is
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there with his daughter among the spectators,
recognizes in the snoring King a portrait of
himself, and furiously advances to grapple with
him. Cellini profits by the ensning tumult to
approach Teresa, but at the same time Fiera-
mosca comes up with Pompeo, and Teresa can-
not discern which is the true lover, owing to the
masks. A fight ensues, in which Cellini stabs
Pompeo. He is arrested, and Teresa flies with
the Capuchin Ascanio to Cellini’s atelier. The
enraged people are about to lynch the murderer,
when three cannon shots are fired announcing
that it is Ash-Wednesday; the lights are extin-
guished, and Cellini escapes in the darkness.
The third act represents Cellini’s atelier with
the workmen in it. Teresa, not finding her
lover, is in great distress. Ascanio consoles her,
and when the Miserere of the Penitents is heard
both join in the prayer to the Holy Virgin.
Suddenly Cellini rushes in, and, embracing
Teresa, relates that he fled the night before into
a house. A procession of penitent monks pass-
ing by in the morning he joined them, as their
white cowls were similar to his own disguise.
He decides to escape at once to Florence with
Teresa, but is already pursued by Balducei, who
appears with Fieramosca and insists on his
daughter’s returning and marrying the latter.
At this moment the Cardinal Salviati steps in
to look for the statue. He is highly indignant
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that Cellini, thoughtless like all artists, has not
kept his promise. Hearing him, moreover, ac-
cused by Balducei, he threatens severe punish-
ment, and finally declares that Perseus shall be
cast by another. Cellini, in the pride of genius
and full of rage, seizes a hammer, and, sur-
rounded by his workmen, declares that he will
rather destroy his work than see it finished by
another.

The Cardinal, overcome by fear of the loss,
changes his tactics, and, in compliance with Cel-
lini’s request, promises him full pardon and
Teresa’s hand if he finishes Perseus in an
hour’s time, as Cellini offers to do. Should he
fail in his gigantic task, his life will be forfeit.

All set to work at once; even Fieramosca, at
the Cardinal’s request, assists. More and more
metal is demanded; Cellini sacrifices all his
masterpieces in gold and silver. At last the
casting is completed, Cellini breaks the mould,
and the statue of Perseus shines faultlessly forth,
a wonder of art, a thing of glory, bringing im-
mortality to its maker. All present bend before
the greatness of genius, and Fieramosca, the
rival in art and love, is the first to kiss and em-
brace Cellini, who obtains full pardon and the
hand of Teresa, along with her father’s blessing.
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. BY ORDER OF HIS HIGHNESS
(AUF HOHEN BEFEHL)

Comic™Opera in three acts by CARL REINECKE

Text by the composer after RIEHL's novel : ** Ovidius at Court

Reinecke of Leipzig is known both as excel-
lent pianist and composer of no ordinary talent.
The Dresden theatre has been one of the first to
put the new opera upon its boards, and with re-
gard to the music the expectations entertained
have been fully realized.

It is true music, melodious and beautiful.
Reinecke’s musical language, free, untrammeled
and suggestive, only assumes decided form in
the character of a song, or when several voices
are united. The instrumentation is very infer-
esting, and the popular melody remarkably well
characterized.

So he introduces, for instance, the well-known
popular song ‘‘Kein Feuer, keine Kohle”’ (no
fire, no coal can burn) with the most exquisite
variations.

The libretto is not as perfect as the music, be-
ing rather improbable.

A little German residential capital of the last
century forms the background to the picture.

Franz, the son of the organist Ignaz Laemml,
introduces himself to Dal Segno, the celebrated
Italian singing-master, as the Bohemian singer
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Howora. He obtains lessons from the capricious
old man, who, however, fails to recognize in him
the long-absent son of his old enemy. Cornelia,
Dal Segno’s daughter, however, iz not so slow in
recognizing the friend of her childhood, who
loves her and has all her love, as we presently
learn. Franz has only taken the name of Ho-
wora in order to get into favor with the maiden’s
father, an endeavor in which he easily succeeds,
owing to his musical talents.

Meanwhile the Prince is determined to have

. an opera composed from Ovid’s Metamorphoses.
He has chosen Pyramus and Thisbe, but, as the
Princess is of a very gay disposition, a request
is made that the tragedy have a happy solution,
a whim which puts old pedantic Laemml quite
out of sorts. '

In the second act Louis, one of the princely
lackeys, brings a large cracknel and huge paper-
cornet of sweets for Cornelia, whom he courts,
and whose favor he hopes in this way to win.

When he is gone, Dal Segno’s sister Julia,
lady’s maid to the Princess, enters with birth-
day-presents for her niece Cornelia, and, among
the things which attract her attention, sees the
cracknel, beside which she finds a note from her
own faithless lover Louis. Filled with right-
eous indignation, she takes it away.

Cornelia, stepping out to admire her birthday-
presents, meets Franz, and, after a tender scene,

52

.



By Order of His Highness

the young man tells his lady-love that he has
been fortunate enough to invent for his father
a happy issue to the tragedy of Pyramus and
Thisbe, and that they may now hope the best
from the grateful old master.

Meanwhile good old Laemml himself appears
to ask his old enemy Dal Segno to give singing-
lessons to his dear son. The Italian teacher is
very rude and ungracious, Laemml’s blood rises
also, and a fierce quarrel ensues, which is inter-
rupted by the arrival of the Prince. Having
heard their complaints, he decides that the
quarrel is to be settled by a singing competition’
in which Howora, Dal Segno’s new and greatly
praised pupil, and Franz, Laemml’s son, are to
contest for the laurels. Both masters are con-
tent, and decide on a duet for tenor and soprano.
This is a happy choice, and Franz, who, with
Cornelia, has heard everything, causes his lady-
love to disguise herself, in order to play the
part of Franz, while he decides to appear as
Howora.

In the third act the Princess receives old
Laemml, who comes to tell her that he has com-
plied with her wishes as to the happy issue of the
tale, and confides to her his son’s secret that
Franz and Howora are one and the same person.
The gracious Princess promises her assistance,
and Laemml leaves her very happy, dancing and
merry-making with the Prince’s fool.

93



The Standard Operaglass

In the evening Louis finds Julia attired in
Cornelia’s dress, and believing her to be her
niece he places a ring on her finger, and once
more pledges his faith to his old love.

The two singers perform their duet so per-
fectly that Laemml, uncertain who will obtain
the prize, begs for a solo. Each one then sings
a popular song (Volkslied), and all agree that
Howora has triumphed. The happy victor is
crowned with the laurels. But the Princess,
touched by the sweet voice of the other singer,
puts a rose wreath on his brow. When the cap
is taken off Dal Segno perceives that the pre-
tended Franz has the curls of his own daughter:
Howora being presented to him as Laemml’s
son, he can do no other than yield. He em-
braces old Laemml and gives his benediction to
the lovers.

CARLO BROSCHI
or

THE DEVIL’S PART
Comic Opera in three acts by AUBER

Text by SCRIBE

This composition might rather be called a
vaudeville, with musical accompaniment, than
an opera. The music is not above mediocrity,
though we find many pleasing and even ex-
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quisite melodies in it. That it has held its-pres-
ent place on the stage for the past forty years is
due principally to its excellent libretto, which
is full of comical and ingenious situations. The
principal réle is given to Carlo Broschi. e is
no other than the famous singer Farinelli, who,
as a matter of fact, did heal a Spanish King from
madness, though it was not Ferdinand IV., but
his predecessor, Philip V., the husband of Eliza-
beth of Ferrara. Notwithstanding these anach-
ronisms, the libretto ranks with the best.

Carlo Broschi has placed his only sister Casil-
da in a convent near Madrid, to save her from
the persecutions of the clergy, who have been
trying, for reasons of their own, to give the beau-
tiful maiden to the King. Casilda confesses to
her brother that she is in love with an unknown
cavalier, who entertains a like passion for her,
but Carlo, a poor minstrel, considers that his
gister, a milliner, does not stand high enough in
the social scale to permit a lawful union with a
nobleman. ]

Carlo meets the King accidentally. He has
fallen into deep melancholy, and Carlo succeeds
in cheering him by singing an old romance,
which he learnt from his mother. Both King
and Queen are full of gratitude, and Carlo soon
finds himself at court, and loaded with honors.
In his new position he meets with Raphael
d’Estuniga, Casilda’s lover.
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In despair at having lost his lady-love he is
about to appeal to the Devil for help, when
Carlo appears, presenting himself as Satan.
He promises his help on condition that Raphael
shall give him one-half of all his winnings.
This is a condition easily accepted, and Raphael
is made a court official through Carlo’s influ-
ence. )

Meanwhile the clergy vainly try to ensnare the
King again; Carlo is like his better self; he dis-
perses his sire’s melancholy by singing to him,
and rekindles his interest in government.

Raphael, feeling quite secure in his league
with the Devil, begins to play; he is fortunate,
but Carlo never fails to claim his share, which
is willingly surrendered to him.

All at once Casilda appears on the scene to
put herself under the protection of her brother,
the priests having found out her refuge. She
recognizes the King, and tells her brother that
it was he to whom she was taken against her
will. The King believes her to be a ghost, and
his reason threatens to give way, but Carlo as-
sures him that the girl is living. The Queen,
who knows nothing of her husband’s secret,
here interrupts the conversation and bids Carlo
follow her.

Meanwhile Raphael and Casilda have an in-
terview, but the King comes suddenly upon
them and at once orders Raphael to be put to
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death, the latter having failed in the reverence
due to his sovereign. Raphael, however, trust-
ing in the Devil’s help, does not let his spirits
sink, and Carlo actually saves him by telling the
King that Casilda is Raphael’s wife.

But the Grand Inquisitor succeeds in discov-
ering this untruth and in exciting the King’s
anger against his favorite. Carlo, much em-
barrassed, obtains an interview with the King,
and, confessing the whole truth, assures him that
the Queen knows as yet nothing, and implores
him to give his thoughts and his affections once
more to her and to his country. The King,
touched to generosity, gives his benediction to
the lovers, together with a new title for Raphael,
who is henceforth to be called Count of Puy-
cerda. Now, at last, Raphael learns that the so-
called Devil is his bride’s brother, who tells him
that this time his share lies in making two lovers
happy, a share which gives him both pleasure
and content. '

CARMEN
Opera in four acts by GEORGE BIZET

This opera is essentially Spanish. The music
throughout has a southern character, and is pas-
sionate and original to a high degree.

Carmen, the heroine, is & Spanish gipsy, fickle
and wayward, but endowed with all the wild
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graces of her nation. She is adored by her peo-
ple, and so it is not to be wondered at that she
has many of the stronger sex at her feet. She
is betrothed to Don José, a brigadier of the
Spanish army; of course he is one out of many;
she soon grows tired of him, and awakens his
jealousy by a thousand caprices and cruelties.
Don José has another bride, sweet and lovely,
Micaéla, waiting for him at home, but she is
forgotten as soon as he sees the proud gipsy.
Micaéla seeks him out, bringing to him the
portrait and the benediction of his mother, ay,
even her kiss, which she gives him with blushes.
His tenderness is gone, however, so far as
Micaéla is concerned, as soon as he casts one
look into the lustrous eyes of Carmen. This
passionate creature has involved herself in a
quarrel, and wounded one of her companions, a
laborer in a cigarette manufactory. She is to
be taken to prison, but Don José lets her off,
promising to meet her in the evening at an inn
kept by a man named Lillas Pastia, where they
are to dahce the Seguedilla.
" In the sécond act we find them there together,
with the whole band of gipsies. Don José,
more and more infatuated by Carmen’s charms,
is willing to join the vagabonds, who are at the
same time smugglers. He accompanies them in
a dangerous enterprise of this kind, but no
gooner has he submitted to sacrifice love and
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honor for the gipsy than she begins to tire of
his attentions. José has pangs of conscience,
he belongs to another sphere of society, and his
feelings are of a softer kind than those of Na-
ture’s unruly child. She transfers her affections
to a bull-fighter named Escamillo, another of
her suitors, who returns her love more passion-
ately. A quarrel ensues between the two rivals.
Escamillo’s knife breaks, and he is about to be
killed by Don José, when Carmen intervenes,
holding back his arm. Don José, sceing that
ghe has duped him, now becomes her deadly foe,
filled with undying hatred and longing for
revenge.

Micaéla, the tender-hearted maiden, who fol-
lows him everywhere like a guardian angel,
reminds him of h’s lonely mother. Everybody
advises him to let the fickle Carmen alone—
Carmen who never loved the same man for more
than six weeks. But in vain, till Micaéla tells
him of the dying mother, asking incessantly for
her son; then at last he consents to go with
her, but not without wild imprecations on his
rival and his faithless love.

In the fourth act we find ourselves in Mad-
rid. There is to be a bull-fight; Escanillo, its
hero, has invited the whole company to be
present in the circus.

Don José appears there too, trying, for the
last time, to regain his bride. Carmen, though
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warned by a fellow gipsy, Frasquita, knows no
fear. She meets her old lover outside the arena,
where he tries hard to touch her heart. He
kneels at her feet, vowing never to forsake her,
and to be one of her own people, but Carmen,
though wayward, is neither a coward nor a liar,
and boldly declares that her affections are given
to the bull-fighter, whose triumphs are borne to
their ears on the shouts of the multitude. Al-
most beside himself with love and rage, José
geizes her hand and attempts to drag her away,
but she escapes from him, and, throwing the
ring, José’s gift, at his feet, rushes to the door
of the arena. He overtakes her, however, and,
just as the trumpets announce Escamillo’s vic-
tory, in a perfect fury of despair he stabs her
through the heart, and the victorious bull-
fighter finds his beautiful bride a corpse.

CAVALLERIA RUSTICANA

(SICILIAN RUSTIC CHIVALRY)
Opera in one act by PIETRO MASCAGNI
" Text after Verga’s drama of the same name by

TARGIONI-TOZZETTI and MENASCI

The composer of this very brief opera is a
young man, who has had a most adventurous
life, notwithstanding his youth. Son of a
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baker in Livorno, he was destined for the bar-
But his love for music made him enter clan-
destinely into the Instituto Luigi Cherubini,
founded by Alfreddo .Soffredini. When his
father heard of this, he confined him in his
chamber, until Pietro’s uncle Steffano prom-
ised to care for him in future. Pietro now was
enabled to study diligently. IIe composed at
the age of 13 years a small opera ‘‘In filanda,”
which was put on the stage by Soffredini. An-
other composition, on Schiller’s poem ¢ An die
Freude”” (To Joy), brought him money and
Count Larderell’s favor, who allowed him to
study at his expense at the Conservatory at
Milan. But Mascagni’s ambition suffered no re-
straint, so he suddenly disappeared from Milan
and turned up as musical director of a wander-
ing troupe. In Naples he grew ill, a young lady
nursed him, both fell in love and she became his
wife. Hearing that Sonzogno offered a prize
for the best opera, he procured himself a li-
bretto, and composed the Cavalleria Rusticana in
little more than a week, and gained the prize.

Henceforward all, of course, were anxious to
hear the music of the unknown artist, and lo!
the opera was an immense success.

It cannot be called a masterpiece, yet it is
certainly the offspring of genius, as fresh and
a8 absolutely original as it is highly dramatic.

The text, though retaining little of the ex-
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quigite beauty of the original drama, which
ought to be read before hearing its fragments
in the opera, assists the music a good deal.
The wave of human passion sweeps over it, pas-
gion as it occurs in daily life, for the compo-
sition belongs to the realistic style, as far as it
is based on truth and reality alone.

The true local color makes it doubly attrac-
tive.

The following are the very simple facts of the
story, which takes place in a Sicilian village.

Turridu, a young peasant, has loved and wooed
Lola before entering military service. At his
return he finds the flighty damsel married to
the wealthy carrier Alfio, who glories in his
pretty wife and treats her very well. Turridu
tries to console himself with another young
peasant girl, Santuzza, who loves him ardently,
and to whom he has promised marriage.

The opera only begins at this point.

Lola, the coquette, however, cannot bear to
know that her former sweetheart should love
another woman. She flirts with him, and be-
fore the curtain has been raised, after the over-
ture, Turridu’s love-song is heard for Lola, who
grants him a rendezvous in her own house. .

This excites Santuzza’s wildest jealousy. She
complains to Turridu’s mother, who vainly tries
to soothe her. Then she has a last interview
with Turridu, who is just entering the church.
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She reproaches him first with his treachery, then
implores him not to forsake her and leave her
dishonored.

But Turridu remains deaf to all entreaty, and
flings her from him. At last, half mad through
her lover’s stubbornness, Santuzza betrays him
and Lola to Alfio, warning the latter that his
wife has proved false. After church, Alfio and
Turridu meet in mother Lucia’s tavern. Alfio
refusing to drink of Turridu’s wine, the latter
divines that the husband knows all. The men
and women leave while the two adversarics, after
Sicilian custom, embrace each other, Alfio biting
Turridu in the ear, which indicates mortal chal-
lenge. Turridu, deeply repenting his folly, as
well as his falseness, towards poor Santuzza,
recommends her to his mother. He hurries
into the garden, where Alfio expects him; a
few minutes later his death is announced by the
peasants, and Santuzza falls back in a dead
swoon; with which the curtain closes over the
tragedy.

COSI FAN TUTTE
Comic Opera in two acts i)y MOZART

Text by DA PONTE, newly arranged by L. SCHNEIDER and
ED. DEVRIENT

This opera, though lovely in its way, lhas
never had the success which the preceding
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Figaro and Don Juan attained, and this is due
for the most part to the libretto. In the original
text it really shows female fickleness, and justi-
fies its title. But the more Mozart’s music was-
admired, the less could one be satisfied with
such a libretto. Schneider and Devrient there-
fore altered it and in their version the two
female lovers are put to the test, but midway in
the plot it is revealed to them that they are be-
ing tried—with the result that they feign faith-
lessness, play the part out, and, at the close, de-
clare their knowledge, turning the sting against
the authors of the unworthy comedy. The con-
tents may be told shortly.

Don Fernando and Don Alvar are betrothed
to two Andalusian ladies, Rosaura and Isa-
bella.

They loudly praise their ladies’ fidelity, when
an old bachelor, named Onofrio, pretends that
their sweethearts are mnot better than other
women, and accessible to temptation. The lovers
agree to make the trial, and promise to do every-
thing which Onofrio dictates. Thereupon they
announce to the ladies that they are ordered to
Havana with their regiment, and, after a ten-
der leavetaking, they depart, to appear again, in
another guise, as officers of a strange regiment.
Onofrio has won the ladies’ maid, Dolores, to aid
in the furtherance of his schemes, and the officers
enter, beginning at once to make love to Isabella
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and Rosaura, but each, as was before agreed, to
the other’s affianced.

Of course, the ladies reject them, and the
lovers begin to triumph, when Onofrio prompts
them to try another temptation. The strangers,
mad with love, pretend to drink poison in the
young ladies’ presence. Of course, these tender-
hearted maidens are much aggrieved; they call
Dolores, who bids her mistresses hold the pa-
tients in their arms; then, coming disguised as a
physician, she gives them an antidote. By this
clumsy subterfuge they excite the ladies’ pity,
and are nearly successful in their foolish en-
deavors, when Dolores, pitying the cruelly tested
women, reveals the whole plot to them.

Isabella and Rosaura now resolve to enter into
the play. They accept the disguised suitors,
and even consent to a marriage. Dolores ap-
pears in the shape of a notary, without being
recognized by the men. The marriage contract
is signed, and the lovers disappear, to return in
their true characters, full of righteous con-
tempt. Isabella and Rosaura make believe to
be conscience stricken, and for a long while tor-
ment and deceive their angry bridegrooms. But
at last they grow tired of teasing, they present
the disguised Dolores, and they put their lovers
to shame by showing that all was a farce. Of
course, the gentlemen humbly ask their pardon,
and old Onofrio is obliged to own himself beaten.
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THE CRICKET ON THE HEARTH
Opera in three acts by CARL, GOLDMARK

Text after Dickens’s tale by M. WILLNER

With this opera Goldmark has entered a novel
way in composing. He has renounced all sen-
sational effects and has produced an opera which
is full of charming melodies, but which lacks
the high dramatic verve to which we are accus-
tomed from this composer; there are, however,
remarkably fine pieces in the whole, the best of
them being Dot’s dancing song in the second
act, the quintetto at the end of it, and the pre-
lude in the third act, into which Goldmark has
interwoven the popular song ¢‘ Weisst Du, wie
viel Sternlein stehen.”

The story is soon told, as everybody is sup-
posed to know its contents from Dickens’s fa-
. mous fairy-tale. That it is less pretty than the
original is not Mr. Willner’s fault, who did his
best to endue it with dramatic strength, and to
make ‘it more effective, an elevation to which
the tale never aspired, its poetic simplicity be-
ing its great charm.

The scene is laid in an English village.

The cricket, a little fairy, lives with a pos-
tilion, John, and his wife Dot. They are a
happy couple, the only thing wanting to their
complete happiness being children, and even

66

- —— -

T am



The Cricket on the Hearth

this ardent wish Dot knows will be fulfilled be-
fore long.

A young doll-maker, May, visits Dot to un-
burden her heavy heart. The young girl is to
marry her old and rich employer Tackleton, in
order to save her foster-father from want, but
she cannot forget her old sweetheart, a sailor
named Eduard, who left her years ago, never to
come back. Dot tries to console her, and gives
her food for her old father. When May has.
taken leave, Dot’s husband John enters, bring-
ing a strange guest with him.

It is Eduard, who has, however, so disguised
himself that nobody recognizes him. Dot re-
ceives him hospitably, and while he follows her
in another room, a very lively scene ensues, all
the village people flocking in to receive their
letters and parcels at John’s hands.

In the second act John rests from his labor
in his garden, while Dot, who finds her hus-
band, who is considerably older than herself,
somewhat too self-confident and phlegmatic,
tries to make him appreciate her more by arous-
ing his jealousy. While they thus talk and jest,
May enters, followed by her old suitor, who has
already chosen the wedding-ring for her.
Eduard listens to his wooing with ill-concealed
anxiety, and Tackleton, not pleased to find a
stranger in his friend’s house, gruffly asks his
name. The strange sailor tells him that he
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left his father and his sweetheart to seek his
fortune elsewhere, and that he has come back,
rich and independent, only to find his father
dead and his sweetheart lost to him. His voice
moves May strangely, but Tackleton wants to
see his riches. Eduard shows them some fine
jewels, which so delight Dot that she begins to
adorn herself with them and to dance about the
room. Eduard presents her with a beauliful
- cross, and seizes the opportunity to reveal to
her his identity, entreating her not to betray
him. Then he turns to May, begging her to
choose one of the trinkets, but Tackleton inter-
feres, saying that his promised bride does not
need any jewels from strange people. Dot is
greatly embarrassed, and Tackleton, mistaking
her agitation, believes that she has fallen in
love with the sailor, and insinuates as much to
her husband, whom he invites to have a glass
of beer with him.

This unusual generosity on the part of the
avaricious old man excites the clever little wife’s
suspicion. May having withdrawn, she greets
the friend of her youth with great ostentation
(knowing herself secretly watched by John and
Tackleton), and promises to help him to regain
his sweetheart. John and his friend, who sud-
denly return, see them together, and poor old
John gets wildly jealous. But when he is alone
he falls asleep, and the faithful cricket pro-
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phetically shows him his wife fast asleep in a
dream, while a little boy in miniature pos-
tilion’s dress plays merrily in the background.

In the third act Dot adorns May with the
bridal wreath, but the girl is in a very sad
mood. All at once she hears the sailor sing;
Dot steals away, and May, vividly reminded of
her old love by the song, decides to refuse old
Tackleton at the last moment, and to remain
true to Eduvard until the end of her life. The
sailor, hearing her resolve, rushes in, tearing off
his false gray beard, and catches May, who at
last recognizes him, in his arms. Meanwhile
Tackleton arrives gorgeously attired ; he brings a
necklace of false pearls and invites May to drive
with him to the wedding ceremony in the church
at once. A whole chorus of people interrupt
this scene, however; they greet him, saying they
are his wedding guests, exciting the miser’s
wrath. At last May, who had retired to put on
her bridal attire, reappears, but, instead of tak-
ing Tackleton’s arm, she walks up to Eduard,
who, courteously thanking the old lover for the
carriage standing at the door, suddenly disap-
pears with May. The chorus detains the furi-
ous old Tackleton until the lovers are well out
of the way.

Meanwhile Dot has explained her behavior
to John, and, whispering her sweet secret into
his ear, makes him the happiest man on earth.
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The cricket, the good fairy of the house,
chirps sweetly and the last scene shows once
more a picture of faithfulness and love.

OZAR AND ZIMMERMANN

- or

THE TWO PETERS
Comic Opera in three acts by LORTZING

This charming little opera had even more
success than Lortzing’s other compositions; it
is & popular opera in the best sense of the word.
Lortzing ought to have made his fortune by it,
for it was soon claimed by every stage. He had
composed it for Christmas, 1837, and in the
year 1838 every street organ played its principal
melodies. But the directors paid miserable
sums to the lucky composer. (For example, a
copy of the work cost him 25 thalers, while he
did not get more than 30 to 50 thalers from the
directors.)

The libretto was composed by Lortzing him-
self; he took it out of an old comedy.

Peter, Emperor of Russia, has taken service
on the wharfs of Saardam as simple ship-car-
penter under the assumed name of Peter
Michaelow. Among his companions is another
Peter, named Ivanow, a Russian renegade, who
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has fallen in love with Mary, the niece of the
burgomaster Van Bett.

The two Peters, being countrymen and fear-
ing discovery, have become friendly, but Ivanow,
instinctively feeling his friend’s superiority, is
jealous of him, and Mary, a little coquette,
nourishes his passion.

Meanwhile the ambassadors of France and
England, each of whom wishes for a special
connection with the Czar of Russia, have discov-
ered where he must be, and both bribe the con-
ceited simpleton Van Bett, who tries to find out
the real Peter.

He assembles the people, but there are many
Peters amongst them, though only two strangers.
Ile asks them whence they come, then takes
aside Peter Ivanow, cross-questioning him in
vain as to what he wishes to know.

At last, being aware of Peter’s love for Mary,
he gives him some hope of gaining her hand,
and obtains in exchange a promise from the
young man to confess his secret in presence of
the foreign nobleman. The cunning French
ambassador, the Marquis de Chateauneuf, has
easily found out the Czar and gained his pur-
pose, while the phlegmatic English Lord, falsely
directed by the burgomaster, is still in trans-
-action with Ivanow. All this takes place dur-
ing a rural festivity, where the Marquis, not-
withstanding the claims upon his attention, finds
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time to court pretty Mary, exciting Ivanow’s
hate and jealousy. Ivanow with difficulty plays
the réle of Czar, which personage he is supposed
to be as well by Lord Syndham as by Van
Bett. He well knows that he deserves punish-
- ment if he is found out on either side. The
burgomaster, getting more and more confused,
and fearing himself surrounded by spies and
cheats, examines one of the strangers after the
other, and is, of course, confounded to hear their
high-flown names; at last he seizes the two
Peters, but is deterred from his purpose by the
two ambassadors. They are now joined by a
third, the Russian General Lefort, who comes
to call back his sovereign to his own country.
In the third act Van Bett has prepared a solemn
demonstration of fealty for the supposed Czar,
whom he still mistakes for the real one, while
the real Czar has found means to go on board
of his ship with the Marquis and Lefort. Be-
fore taking farewell, he promises a passport to
Ivanow, who is very dubious as to what will be-
come of him. Meanwhile Van Bett approaches
him with his procession to do homage, but dur-
ing his long and confused speech cannon-shots
are heard, and an usher announces that Peter
Michaelow is about to sail away with a large
crew. The background opens and shows the
port with the Czar’s ship. Everybody bursts
into shouts ‘‘ Long live the Czar !’ and Ivan-
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‘ow, opening the paper which his high-born
friend left to him, reads that the Czar grants
him pardon for hLis desertion and bestows upon
him a considerable sum of money.

LA DAME BLANCHE

Comic Opera in three acts by BOIELDIEU

Text by SCRIBE

Boieldieu is for the French almost what
Mozart was for the German. This opera espe-
cially may be called classic, so deliberate and
careful is its execution.

The ¢ Lady in White * is the chef-d’ceuvre of
all comic operas in French, as Mozart’s Figaro
is in German. The success of this opera, whose
composer and whose poet were equally liked and
esteemed in Paris, was enormous, and since then
it has never lost its attraction.

The scene is laid in Scotland, the subject be-
ing taken from Walter Scott’s romance ‘‘ The -
Monastery.”’

George Brown, the hero of the opera, a young
lieutenant in English service, visits Scotland.
He is hospitably received by a tenant of the late
Count Avenel, who has been dead for some
years. When he arrives the baptism of the
tenant’s youngest child is just being celebrated,
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and seeing that they lack a godfather he good-
naturedly consents to take the vacant place.

Seeing the old castle of the Avenels he asks
for its history, and the young wife Jenny tells
him that, according to the traditions of the
place, it is haunted by a ghost, as is the case in
almost every old castle. This apparition is
called the ¢ White Lady,” but, unlike other
ghosts, she is good, protecting her sex against
fickle men. All the people around believe
firmly in her and pretend to have seen her -
themselves. In the castle there exists a statue
which bears the name of this benevolent genius,
and in it the old Lord has hidden treasures.
His steward Gaveston, a rogue, who has taken
away the only son of the Count in the child’s
earliest days, brings the castle with all its acres
to public sale, hoping to gain it for himself.

He has a charming ward, named Anna. Itis
she who sometimes plays the part of the White
Lady. She has summoned the young tenant
Dickson, who is sincerely devoted to her, into
* the castle, and the young man, though full of
fear, yet dare not disobey the ghostly com-
mands.

George Brown, thirsting for a good adven-
ture, and disbelieving in the ghost-story, de-
clares that he will go in Dickson’s place.

In the second act George, who has found en-
trance into the castle, calls for the White Lady,
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who appears in the shape of Anna. She be-
lieves that Dickson is before her, and she reveals
her secret to him, imploring his help against
her false guardian Gaveston, who means to rob
the true and only heir of his property. She
knows that the missing son of the Avenels is
living, and she has given a promise to the dying
Countess to defend his rights against the rapa-
cious Gaveston. George gives his hand to the
pretended ghost in token of fidelity, and the
warm and soft hand which clasps his awakes
tender feelings in him. On the following morn-
ing Dickson and his wife Jenny are full of cu-
riosity about George’s visit, but he does not
breathe a word of his secret.

The sale of the castle, as previously announced,
is to begin, and Dickson has been empowered
beforehand by all the neighboring farmers to
bid the highest price, in order not to let it fall
into the hands of the hateful Gaveston. They
bid higher and higher, but at length Dickson
stops, unable to go farther. Gaveston feels as-
sured of his trinmph, when George Brown, re-
calling his vow to the White Lady, advances
boldly, bidding one thousand pounds more.
Anna is beside him, in the shape of the spectre,
and George obediently bids on, till the castle is
his for the price of three hundred thousand
pounds. Gaveston, in a perfect fury, swears to
avenge himself on the adventurer, who is to
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pay the sum in the afternoon. Should he prove
unable to do so, he shall be put into prison.
George, who firmly believes in the help of his
genius, is quietly confident, and meanwhile
makes an inspection of the castle. Wandering
through the vast rooms, dim recollections arise
in him, and hearing the minstrel’s song of the
Avenels, he all at once remembers and finishes
the romance, which he heard in his child-
hood.

The afternoon comes, and with it McIrton,
the justice of peace. He wants the money, and
George begs to await the White Lady, who prom-
ised her help. Anna appears, bringing the
treasure of the Avenels hidden in the statue,
and with them some documents which prove
the just claims of Edwin Count Avenel. This
long-lost Count she recognizes in George Brown,
whose identity with the playmate of her youth
she had found out the night before. Gaveston
approaches full of wrath to tear aside the ghost’s
white veil, and sees his own ward, Anna. -

The happy owner of castle and country holds
firm to the promise which he gave the White
Lady and offers hand and heart to the faithful
Anna, who has loved him from her child-
hood.
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1. DEMONIO
Fantastic Opera in three acts by

ANTON RUBINSTEIN
Text after the Russian of ALFRED OFFERMANN

This opera of the great Russian musician has
an entirely national character. The great feat-
ures of Rubinstein’s work are most fertile
imagination and an immense power of expres-
sion, which, however, sometimes almost passes
the permitted bounds, although the forms are
perfectly mastered, and the fanciful subject is
well calculated to afford it room for play. It is
taken from the celebrated poem of Lermontoff,
and it treats of the devices by which Satan seeks
to ensnare the immortal souls on earth.

The plot is laid in Grusia, in the Caucasus.

The first scene represents a wild and lonely
country; in the raging storm voices are heard of
good and bad spirits alternately. The Arch-
Fiend appears, weary of everything, even of his
power. He curses the world; in vain he is
warned by the Angel of Light to cease his strife
against Heaven; the Demon’s only satisfaction
lies in opposition to and battle with all that is
living and good. '

He sees Tamara, daughter of Prince Gudal,
who expects her bridegroom, the Prince of
Sinodal, and, full of admiration for her loveli-
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ness, he wooes her. Tamara, frightened, calls
her companions, and they all return to the cas-
tle, but the words of the stranger, whom she
has recognized, by the halo of light surrounding
him, as a being from a higher world, vibrate in
her ears: ‘‘ Queen of my love, thou shalt be the
Empress of Worlds.”

The following scene shows Prince Sinodal,
encamping for the night with his suite; the
roughness of the way has delayed his coming to
Tamara. Near the camp is a chapel, erected in
memory of one of his ancestors, who was slain
there by a ruffian, and the Prince’s old servant
admonishes him to pray for his soul. To his
destruction, he postpones it till morning, for
during his sleep the Demon brings up his’
enemies, the Tartars, and the Prince’s caravan
is robbed, and he himself killed.

In the second act Tamara stands ready to re-
ceive her bridegroom, whose coming has been
announced to her by a messenger.

Tamara’s thoughts are with the stranger,
though against her will, when an escort brings
the dead body of Sinodal. While the poor bride
is giving vent to her sorrow, and her father
seeks to comfort her by offering religious con-
solation, she again hears the voice of the Demon,
whispering soft seductions to her. At last she
feels that her strength is failing before a super-
natural power, and so she begs her father to let
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her enter a monastery. After offering many ob-
jections, he finally consents, for in truth his
thoughts are only of avenging his children.

In the third act the Demon, who really loves
Tamara, and regrets his wickedness, seeks to
see her. The Angel of Light denies him the
entrance, which, however, he finally forces.
Passionately he invokes Tamara’s pity and her
love, and she, rent by unutterable feelings, im-
plores Heaven’s aid, but her strength gives way,
and the Demon embraces and kisses her. At
this moment the Angel of Light appears, and
Tamara is about to hasten to him, when, with a
loud cry, she sinks down lifeless. Satan has
lost; despairing and cursing all, he vanishes
and a thunder-bolt destroys the cloister, from
amid the ruins of which the Angels bear the
poor love-tortured .Tamara to Heaven.

DJAMILEH

A romantic Opera in one act by GEORGES BIZET
Text by LOUIS GALLET
German Tranglation by LUDWIG HARTMANN

Djamileh Was composed before Carmen, and
was given in Paris in 1872. But after the years
of war and bloodshed its sweetness was out of
place, and so it was forgotten, until it was re-
vived again in Germany. Though the text is
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meagre, the opera had great success on the
stages of Berlin, Leipsic, Vienna and Dresden,
and so its publisher, Paul Choudens in Paris,
was right when he remarked, years ago, to a
German critic, ‘‘I’Allemagne un jour com-
prendra les beautés de Djamileh.”

There is no more exquisite music than the
romanee of the boatsmen on the Nile, sung with
closed lips at the opening of the first scene, and
the ravishing dance of the Almée, an invention
of Arabic origin, is so original, so wild and
melancholy, and yet so sweet, that it enchants
every musical ear. The plot is very simple and
meagre. '

Harun, a rich young Turk, has enjoyed life to
its very dregs. He gives dinners, plays at dice,
he keeps women, but his heart remains cold and
empty; he disbelieves in love, and only cares for
absolute freedom in all his actions, but withal
his life seems shallow and devoid of interest.
Every month he engages a new female slave,
with whom he idles away his days, but at the
end of this time she is discarded. His an-
tipathy to love partly arises from the knowl-
cdge of his father’s unhappy married life. .

At the opening of the scene Hbrun lies on a
couch, smoking, too lazy to move a finger, and
lulled into dreams by the boatmen’s songs. At
last he rouses himself from his lethargy, and

tells his secretary and former tutor, Splendiano,
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of his visions. The latter is looking over his
master’s accounts, and now tells him dryly
that if he continues his style of living he will
be rnined before the end of the year. This
scarcely moves the young man, to whom a year
seems a long way off; he also takes it coolly
when Splendiano remarks that the latest fa-
vorite’s month is up, and that Djamileh is to
leave towards evening, to make room for another
beauty. Harun carelessly charges his servant to
look out for another slave. When Splendiano
sees that Djamileh’s unusual beauty has failed
to impress his master, ie owns to a tender feel-
ing for her himself, and asks permission to win
the girl. Harun readily grants this request;
but when he sees Djamileh enter with sad and
dejected looks he tenderly inquires what ails
her. She gings him a strange and melancholy
¢¢ Ghasel ** about a girl’s love for a hero, and he
easily guesses her secret. In order to console
her, he presents her with a beautiful necklace,
and grants her her freedom, at which she bright-
ens visibly, but refuses it. Harun, however, has
no idea of losing either heart or liberty, and
when some friends visit him he turns from her,
to join them in a game, leaving her unveiled,
and exposed to their ineolent stares and admira-
tion. Djamileh, covered with confusion, begins
to weep, at which Splendiano interposes, trying
to console her by the offer of his hand. Scorn-
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fully repulsed by her, he reveals to her the cruel
play of his master, and her approaching dis-
missal, and drives her almost to despair. But
she resolves to show her love to her master be-
fore she leaves him, and for this purpose entreats
Splendiano to let her disguise.herself and per-
sonate the new glave; promising to be his if
her plans should fail, but vowing to herself to
choose death rather than leave her beloved mas-
ter. The evening approaches, and with it the
slave-dealer with a whole bevy of beautiful young
girls. Harun turns from them indifferently,
ordering Splendiano to choose for him, but the
glave-dealer insists upon showing up the pearl of
his flock, a young Almée, who dances the most
weird and passionate figures until she sinks back
exhausted. She is selected, but Splendiano gives
200 zechines to the dealer, who consents to let
her change her clothes with Djamileh. When
the latter re-enters Harun’s room veiled, he is
astonished to find her so shy and sad. In vain
he tries to caress her, she escapes him, but, sud-
denly unveiling herself, he recognizes her. With
wild and passionate entreaty, she begs him to let
her be a slave again, as she prefers his presence
to freedom and fortune. At first he hesitates,
but true love conquers, and he takes her in his
arms. He has found his heart at last, and owns
that love is stronger and better than any other

charm.
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LE DOMINO NOIR

Comic Opera in three acts by AUBER

Text by SCRIBE

This is one of the most charming comic operas
which were ever written by this master. Grace-
ful archness and elegance of style are its char-
acteristics, and these lose nothing from the pres-
ence of a gay and easy temper which makes itself
felt throughout. The same may be said of the
libretto. . )

The plot is well worked out and entertaining.
The scene is laid in Madrid in our century.

The Queen of Spain gives a masked ball, at
which our heroine Angela is present, accom-
panied by her companion Brigitta. There she
is geen by Horatio di Massarena, a young noble-
man, who had met her a year before at one of
these balls and fell in love with her, without
knowing her.

This time he detains her, but is again unable
to discover *her real name, and, confessing his
love for her, he receives the answer that she
can be no more than a friend to him. Mas-
sarena detains her go long that the clock strikes
the midnight hour as Angela prepares to seek
her companion. Massarena confesses to having
removed Brigitta under some pretext, and An-
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gela, in despair, cries out that she is lost. She
is, in reality, member of a convent, and destined
to be Lady Abbess, though she has not yet
taken the vows. She is very highly connected,
and has secretly helped Massarena to advance in
his career as a diplomatist. Great is her anxiety
to return to her convent after midnight, but
she declines all escort, and walking alone
through the streets she comes by chance into
the house of Count Juliano, a gentleman of
somewhat uncertain character, and Massarena’s
friend. Juliano is just giving a supper to his
gay friends, and Angela bribes his housekeeper,
Claudia, to keep her for the night. She ap-
pears before the guests disguised as an Arra-
gonian waiting-maid, and charms them all, and
particularly Massarena, with her grace and co-
quetry. But as the young gentlemen begin to
be insolent, she disappears, feeling herself in
danger of being recognized. Massarena, discov-
ering in her the charming black domino, is
very unhappy to see her in such company.
Meanwhile Angela succeeds in getting the keys -
of the convent from Gil-Perez, thesporter, who
had also left his post, seduced by his love of
gormandizing, and had come to pay court to
Clandia. Angela troubles his conscience, and
frightens him with her black mask, and flies.
When she has gone, the housekeeper confesses
that her pretended Arragonian was a stranger,
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by all appearance a noble lady, who sought ref-
uge in Juliano’s house.

In the third act Angela reaches the convent,
but not without having had some more adven-
tures. Through Brigitta’s cleverness her ab-
gence has not been discovered. At length the
day has come when she is to be made Lady
Abbess, and she is arrayed in the attire suited to
her future high office, when Massarena is an-
nounced to her. He'comes to ask to be relieved
from a marriage with Ursula, Lord Elfort’s
daughter, who is destined for him, and who is
also an inmate of the convent, but whom he
cannot love. Notwithstanding her disguise, he
recognizes his beloved domino, who, happily for
both, is released by the Queen from her high
mission and permitted to choose a husband.
Of course, it i3 no other than the happy Mas-
sarena; while Ursula is consoled by being made
Lady Abbess, a position which well suits her
ambitious temper.

DON CARLOS

Opera in four acts by VERDI
Text by MERY and CAMILLA DU LOCLE

This opera is one of the first of Verdi’s. It
was half forgotten, when being suddenly recalled
to the stage it met with considerable success.
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The music is fine and highly dramatic in many
parts.

The scene of action lies in Spain. Don Car-
los, Crown Prince of Spain, comes to the convent
of St. Just, where his grandfather, the Em-
peror Charles the Fifth, has just been buried.
Carlos bewails his separation from his step-
mother, Elizabeth of Valois, whom he lovees with
a sinful passion. His friend, the Marquis Posa,
reminds him of his duty, and induces him to
leave Spain for Flanders, where an unhappy
nation sighs under the cruel rule of King
Philip’s governors. Carlos has an interview
with the Queen, but, beside himself with grief,
he again declares his love, though having re-
solved only to ask for her intervention with the
King on behalf of his mission to Flanders.
Elizabeth asks him to think of duty and dis-
misses him. Just then her jealous husband en-
ters, and finding her lady of honor, Countess
Aremberg, absent, banishes the latter from
Spain. King Philip favors Posa with his par-
ticular confidence, though the latter is secretly
the friend of Carlos, who is ever at variance
with his wicked father. Posa uses his influ-
ence with the King for the good of the people,
and Philip, putting entire confidence in him,
orders him to watch his wife.

The second act represents a féte in the royal
gardens at Madrid, where Carlos mistakes the
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Princess Eboli for the Queen and betrays his
unhappy love. The Princess, loving Carlos her-
self, and having nurtured hopes of her love be-
ing responded to, takes vengeance. She pos-
sesses herself of a casket in which the Queen
keeps Carlos’s portrait, a love-token from her
maiden years, and surrenders it to Philip. The
King, though conscious of his wife’s innocence,
is more than ever jealous of his son, and seeks
for an occasion to put him out of the way. It
is soon found, when Carlos defies him at an au-
todafé of heretics. Posa himself is obliged to
deprive Carlos of his sword, and the latter is im-
prisoned. The King has an interview with the
Grand Inquisitor, who demands the death of
Don Carlos, asserting him to be a traitor to his
country. As Philip demurs, the priest asks
Posa’s life as the more dangerous of the two.
The King, who never loved a human being ex-
cept Posa, the pure-hearted Knight, yields to
the power of the Church.

In the following scene Elizabeth, searching
for her casket, is accused of infidelity by her
husband. The Princess Eboli, seeing the trouble
her mischievous jealousy has brought upon her
innocent mistress, penitently confesses her fault
and is banished from court. In the last scene
of the third act Carlos is visited by Posa, who
explains to him that he has only imprisoned
him in order to save him, and that he has an-
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nounced to the King that it was himself, Posa,

who excited rebellion in Flanders. While they

speak, Posa is shot by an arquebusier of the

royal guard; Philip enters the cell to present

his sword to Carlos, but the son turns from his

father with loathing, and explains his friend’s

pious fraud. While Philip bewails the loss of

the best man in Spain, loud acclamations are -
heard from the people, who, hearing’ that their

prince is in danger, desire to see him.

In the last act the Queen, who promised Posa
to watch over Carlos, meets him once more in
the convent of St. Just. They are surprised by
the King, who approaches, accompanied by the
Grand Tuquisitor, and into his hands the un-
happy Carlos is at last delivered.

DON JUAN
: Opera in two acts by MOZART
Text by DA PONTE

Don Juan is Mozart’s most beautiful opera;
we may even say that it is the greatest work of
this kind which was ever written by a German
musician. The text, too, written by Mozart’s
friend, is far above the level of ordinary opera
texts. )

The hero, spoilt by fortune and dlasé, is ever
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growing more reckless. Ile even dares to attack
the virtue of Donna Anna, one of the first ladies
of a city in Spain, of which her father, an old
Spanish grandee, also noble and as strict in
virtue as Don Juan is oversatiated and frivol-
ous, is governor. The old father, coming for-
ward to help his beloved daughter, with drawn
dagger attacks Don Juan, who, compelled to de-
fend himself, has the misfortune to stab his
assailant.

Donna Anna, a lady not only noble and virtu-
ous but proud and high-spirited, vows to avenge
her father’s death. Though betrothed to a
nobleman named Octavio, she will never know
any peace until her father, of whose death she
feels herself the innocent cause, is avenged.
Ier only hope is death, and in that she offers
the liveliest contrast to her betrothed, who
shows himsclf a gentleman of good temper and
qualities, but of a mind too weak for his lady’s
high-flown courage and truly tragic character.
Though Octavio wants to avenge Donna Anna’s
father, he would do it only to please her. His
one aim is marriage with her. ITer passionate
feelings hie does not understand.

Don Juan, pursued not only by Donna Anna
but also by his own neglected bride, Donna El-
vira, tries to forget himself in debauches and
extravagances. His servant Liporello, in every
manner the real counterpart of his master, is his
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aider and abettor. A more witty, a more amus-
ing figure does not exist. His fine sarcasm
brings Don Juan’s character into bold relief;
they complement and explain each other.

But Don Juan, passing from one extravagance
to another, sinks deeper; everything he tries be-
gins to fail him, and his doom approaches. He
begins to amuse himself with Zerlina, the young
bride of a peasant named Masetto, but each
time when he seems all but successful in his
aim of seducing the little coquette, his enemies,
who have united themselves against him, inter-
fere and present a new foe in the person of the
bridegroom, the plump and rustic Masetto. At
last Don Juan is obliged to take refuge from
the hatred of his pursuers. His flight brings
him to the grave of the dead governor, in whose
memory a life-size statue has been erected in his
own park. Excited to the highest pitch and
almost beside himself, Don Juan even mocks
the dead; he invites him to a supper. The
statue moves its head in acceptance of the dread-
ful invitation of the murderer.

Towards evening Donna Elvira comes to see
him, willing to pardon everything if only her
lover will repent. She fears for him and for his
fate, she does not ask for his love, but only for
the repentance of his follies, but all is in vain.
The half-drunken Don Juan laughs at her, and
80 she leaves him alone. Then the ghostly
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guest, the statue of the governor, enters. He
too tries to move his host’s conscience; he fain
would save him in the last hour. Don Juan
remains deaf to those warnings of a better self,
and so he incurs his doom. The statue vanishes,
the earth opens, and the demons of hell devour
Don Juan and his splendid palace.

DON PASQUALE

Comic Opera in three acts by DONIZETTI

Text done after SER MARCANTONIO
by SALVATORE GAMMERANO

This opera, one of Donizetti’s iast compo-
gitions, is a little jewel of the modern Italian
kind. Its music is sparkling with wit and
grace, and may rank among the best comic
operas, of which we have not too many. The
reason why it does not occupy the place on the
German stage which is due to its undoubted
merit is the somewhat deficient German trans-
lation of the text book, and the very small frame
in which it plays, without any of the dramatic
pomp and decoration the people are wont to see
in our times, and finally it does not occupy a
whole evening, and must needs have a ballet to
fill it up. The four persons acting in the play
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have excellent parts for good singers, as Doni-
zetti thoroughly knew how to treat the human
voice.

The wealthy old bachelor Don Pasquale de-
sires to marry his only nephew to a rich and
noble lady, but, finding a hindrance in Ernesto’s
love for another, decides to punish his head-
strong nephew by entering himself into mar-
riage and thus disinheriting Ernesto.

His physician Malatesta, Ernesto’s friend,
pretends to have discovered a suitable partner
for him in the person of his (Malatesta’s) sister,
an ‘‘ingénue,’’ educated in a convent and ut-
terly ignorant of the ways of the world.

Don Pasquale maliciously communicates his
intentions to the young widow Norina, telling
her to distrust Malatesta. The latter, however,
has been beforehand with him, and easily per-
suades Norina to play the part of his (Mala-
testa’s) sister, and to endeavor, by the beaunty
of her person and the modesty of her demean-
or, to gain the old man’s affections. Should
she succeed in doing so, Don Pasquale and
Norina' are to go through a mock form of mar-
riage—a notary, in the person of a cousin
named Carlo, has already been gained for the
purpose—after which Norina, by her obstinacy,
extravagance, capriciousness and coquetry, is to
make the old man repent of his infatuation and
ready to comply with their wishes.
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Urged on by her love for Ernesto, Norina
consents to play the part assigned to her, and
the charming simplicity of her manners, her
modesty and loveliness 8o captivate the old man
that he falls into the trap and makes her an offer
of his hand. The marriage takes place, and
one witness failing to appear, Ernesto, who
happens to be near, and who is aware of the
plot, is requested to take his place. DBesides
appointing Norina heiress of half his wealth,
Don Pasquale at once makes her absolute mis-
tress of his fortune. Having succeeded in at-
taining her aim, Norina throws aside her mask,
and by her self-willedness, prodigality and way-
wardness drives her would-be husband to de-
spair. She squanders his money, visits the
theatre on the very day of their marriage, ignor-
ing the presence of her husband in such a man-
ner that he wishes himself in his grave, or rid
of the termagant who has destroyed the peace
of his life. The climax is reached on his dis-
" covering among the accounts, all giving proof of
his wife’s reckless extravagance, a billet-doux,
pleading for a clandestine meeting in his own
garden. Malatesta is summoned, and cannot
help feeling remorse on beholding the wan and
haggard appearance of his friend. He recom-
mends prudence, advises Don Pasquale to assist,
himself unseen, at the proposed interview, and
then to drive the guilty wife from the house.
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The jealous husband, though frankly confessing
the folly he had committed in taking so young
a wife, at first refuses to listen to Malatesta’s
counsel, and determines to surprise the lovers
and have them brought before the judge.
Finally, however, he suffers himself to be die-
suaded and leaves the matter in Malatesta’s
hands.

In the last scene the lovers meet, but Ernesto
. escapes on his uncle’s approach, who is sorely
disappointed at having to listen to the bitter re-
proaches of his supposed wife, instead of being
able to turn her out of doors.

Meanwhile Malatesta arrives, summons Er-
nesto, and in his uncle’s name gives his (Don
Pasquale’s) consent to Ernesto’s marriage with
Norina, promising her a splendid dowry.

Don Pasquale’s wife, true to the part she has
undertaken to play, of course opposes this ar-
rangement, and Don Pasquale, too happy to be
able to thwart his wife, hastens to give his con-
sent, telling Ernesto to fetch his bride. His '
dismay on discovering that his own wife, whom
he has only known under the name of Sophronia,
and his nephew’s bride are one and the same
person may be easily imagined. His rage and
~ disappointment are, however, somewhat dimin-
ished by the reflection that he will no longer
have to suffer from the whims of the young
wife, who had inveigled him into the ill-assorted
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marriage, and he at lengthconsents, giving the
happy couple his blessing.

DONNA DIANA
Comic Opera in three acts by E. VON REZNICEK

Text after a free translation of MORETO'S
comedy of the same name

Many are the authors who have dramatized
this old but ever young and fresh comedy, but
yet none have so nearly reached the ideal as
this young composer. His manner of inter-
weaving Spanish national airs is partlcular]y
successful, because they tinge the piece with
peculiar local coloring.

The Spanish melodies are chosen with ex-
quisite elegance and skill.

Reznicek’s manner of composing is thor-
oughly modern; he has learnt much from Wag-
ner and Liszt and not least from Verdi’s ‘“ Fal-
staff ’; nevertheless he is always original, fresh
and so amusing, so sparkling with wit and
genius, that I am tempted to call Donna Diana
the modern comic opera par excellence. Some-
times the orchestra is almost too rich for More-
to’s playful subject, but this is also qnit.e mod-
ern, and besides it offers coloristic surpnses very
rare in comic operas.
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In the first act the waltz is particularly charm-
ing; in the second the ballet music and Flo-
retta’s song (im Volkston) are so beautiful that
once heard they can never be forgotten. The
bolero-rhythm and the three-eight measure are
typical of the Spanish style, which flows through
almost all the songs and recitations, giving spark-
ling piquaucy to the opera. In the last act,
where love conquers intrigue and gaiety, the
mueic reaches its cnlminating point.

The scene is laid in Don Diego’s palace at
Barcelona at the time of Catalonia’s independ-
ence. :

Don Cesar, Prince of Urgel, is resting in
Diego’s hall, after having won the first prize in
a tournament. He muses sadly on Donna
Diana’s coldness, which all his victories fail to
overcome. Perrin, the clown, takes pity on him,
and, after having won his confidence, gives him
the advice to return coldness for coldness. Don
Cesar promises to try this cure, though it seems
hard to hide his deep love. Floretta, Donna
Diana’s foster-sister, enters to announce the issue
of the tournament. She fain would flirt with
Perrin, to whom she is sincerely attached, but
he turns a cold shoulder to her, and lets her de-
part in a rage, though he is over head and ears
in love with the pretty damsel. The next scene
opens on a brilliant crowd, all welcoming the
Count Sovereign of Barcelona and his daughter
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Donna Diana. The Count accosts them gracious-
ly, and making sign to the three gallant Princes,
Don Cesar of Urgel, Don Louis of Bearne and
Gaston Count de Foie, they advance to receive
their laurels on bended knee from the fair hands
of the Princess, who crowns Cesar with a golden
wreath, while the two other princes each win a
silver prize. When the ceremony is ended, Don
Diego turns to his daughter, beseeching her to
give an heir to the country by selecting a hus-
band, but Diana declares that, though she is
willing to bend to her father’s will, love seems
to poison her, and marriage is death. Gaston and
Louig, nothing daunted, determine to try their
luck even against the fair lady’s will, and while
the father prays to God, to soften his daughter’s
heart, Cesar’s courage sinks ever lower, though
Perrin encourages him to begin the farce at once.
Donna Diana alone is cool and calm; inwardly
resolved to keep her hand and heart free, she is
deeply envied by her two cousins, Fenisa and
Laura, who would gladly choose one of the gal-.
lant warriors. Perrin now advises the Princee
to try their wit and gallantry on the Princess,
and Don Diego consenting to his daughter’s
wish, that she need only suffer their courtship
for a short time, she coolly accepts this pro-
posal. Gaston begins to plead his cause, declar-
ing that he will not leave Barcelona without a
bride, and Louis follows his example; both are
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greatly admired and applauded by the assist-
ants, only Diana finds their compliments ridicu-
lous and their wit shallow. Cesar, without a
word, retires to the background, and when asked
by the Princess why he does not compete with
his rivals answers ‘‘ Because I will not love,
nor ever wish to be loved; I only woo you to
ghow you my regard.” Greatly mortified, Diana
resolves to punish such pride by subjugating
him to her charms.

In the second act a fancy ball is going on in
the Prince’s gardens. Each of the ladies has a
bunch of different colored ribbons, and decides
to get the man she loves for her own. Diana
now explains that each knight is to choose a
color which entitles him to own the lady who
wears the same colors as long as the masquer-
ade lasts. Don Louis, choosing green, gets
Donna Laura; Don Gaston, wearing red, is
chosen by Fenisa; Perrin, loudly asserting that,
abhorring love, he chooses the obscure color
black, wins Floretta; and Don Cesar, choosing
white, finds himself Donna Diana’s champion.
She takes his arm, and -soon her beauty so in-
flames him that, forgetting good advice and pru-
dence, he throws himself at her feet, confessing
hislove. Triumphant, but mockingly, she turns
from him, and thereby suddenly recalls his
pride. In a bantering tone he asks her if she
really believed that his love making, to which
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duty compelled him for the evening, was true ?
Hot with wrath and shame at being go easily
duped, she bids him leave her, and when alone
resolves to have her revenge. She calls Perrin
to fetch her cousins, and charges him to let
Cesar know that he can hear her sing in the
gardens. Then she is adorned with the most
bewitching garments, and, surrounded by her at-
tendants, begins to play and sing most sweetly
as soon a8 she hears Don Cesar’s steps. The
latter would have succumbed to the temptation
if he had not been warned by Perrin not to
listen to the siren. So they philander in the
grounds, admiring the plants, and to all appear-
ance deaf to beauty and song. Impatiently
Diana signs Floretta to let Cesar know that he
is in the presence of his Princess, at which our
hero, like one awaking from a dream, turns, and
bowing to the Princess, and excusing himself
gravely, disappears, leaving Diana almost de-
spairing.

In the third act Perrin gives vent to his
happy feelings about his love for Floretta, and
about the Princess, whose state of mind he
guesses. He is delighted to see his scheme suc-
cessful, and sings a merry air, which is heard
by Diana. Behind the scene Don Louis is
heard, singing a serenade to Donn: Laura,
with whom he has fallen in love, and on the
other side Don Gaston sings Fenisa’s praise, so
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that poor Diana, sinking back on a sofa, is all at
once surrounded by loving couples, who shame-
lessly carry on their courting before her very
eyes, and then retire, casting mischievous glances
at their disgusted mistress. Diana, who sees
Cesar approaching, determines to try a last ex-
pedient, in order to humble his pride. Coolly
she explains to him that she has resolved to yield
to her father’s wish, and to bestow her hand on
Prince Louis. For a moment Cesar stands pet-
rified, but his guardian angel, in the guise of
Perrin, whispers, from behind the screen, to hold
out, and not to believe in woman’s wiles. So
he controls himself once more, and congratu-
lates her, wishing the same courtesy from the
Princess, because, as he calmly adds, he has got
betrothed to Donna Laura.

That is the last stroke for Diana; her pride is
humbled to the dust. All her reserve vanishes,
when her secret love for the hero, which she has
not even owned to herself, is in danger. She
altogether breaks down, and so she is found by
her father, who enters, loudly acknowledging
Don Louis as his son-in-law, and sanctioning
Don Cesar’s choice of Donna Laura. But Cesar
begs to receive his bride from Diana’s own
hands, at which the latter rising slowly, asks
her father if he is still willing to leave to her
alone the selection of a husband. Don Diego
granting this, she answers; ' Then I choose
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him who conquered pride through pride.”
*“ And who may this happy mortal be?”’ says
Cesar. ‘“Youask? It’s you, my tyrant,’’ she
replies, and with these words sinks into her
lover’s open arms.

LES DRAGONS DE VILLARS
(THE BELL OF THE HERMIT)

Comic Opera in three acts
by LOUIS AIME MAILLART
Text after the French by G. ERNST

Maillart, who studied under Halévy in Paris,
and received the Roman prize (prix de Rome)
in the year 1841, composed six operas, all of
which are now almost forgotten with the single
exception of ‘‘Les Dragons de Villars” (in
1856), which found favor in Germany by vu'tue
of its wit and grace.

The music sparkles with French charm and
gaiety of the most exquisite kind and these are
the merits by which this unpretentions opera
has kept its place by the side of its grander and
more pompous sisters.

The tale is clever and amusing.

The scene is laid in a French mountain village
near the frontier of Savoy, towards the close of
the war in the Cevennes, in 1704,
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In the first act peasant women in the service
of Thibaut, a rich country Squire, are collecting
fruit. Georgette, Thibaut’s young wife, con-
trols their work. In compliance with a general
request she treats them to a favorite Provencal
song, in which a young girl, forgetting her first
vows made to a young soldier, gives her hand to
another suitor. She is interrupted by the sound
of trumpets. Thibaut, hurrying up in great dis-
tress, agks the women to hide themselves at once,
because soldiers are marching into the village.
He conceals his own wife in the pigeon-house.
A detachment of dragoons arrives, and Belamy,
‘their corporal, asks for food and wine at Thi-
baut’s house. He learns that there is nothing
to be had, and in particular that all the women
have fled, fearing the unprincipled soldiers of
King Louis XIV., sent to persecute the poor
Huguenots or Camisards, who are hiding in the
mountains—further that the ‘ Dragons de Vil-
lars >’ are said to be an especially wild and dis-
solute set.

Belamy is greatly disgusted, and, after having
had his dinner and a sleep in Thibaut’s own bed,
decides to march on. The Squire gladly offers
to accompany the soldiers to St. Gratien’s grotto,
near the hermitage, where they have orders to
gearch for the Huguenot refugees.

While Belamy is sleeping, Thibaut calls his
servant Silvain and scolds him becanse, though
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his best servant, he has now repeatedly been ab-
sent over-long on his errands; finally orders him
to saddle the mules.

Stammering, Silvain owns that they have gone
astray in the mountains, but that he is sure of
their being found in due time. While Thibaut
expresses his fear that they may be stolen by the
fugitives, Rose Friquet, an orphan girl, brings
the mules, riding on the back of one of them.
Thibaut loads her with reproaches, but Silvain
thanks her warmly, and though she mockingly
repudiates his thanks, he discovers that she has
taken the mules in order not to let the provost
into Silvain’s secret. The fact is that Silvain
carries food every day to the refugees, and Rose
Friquet, the poor geat-keeper, who is despised
and supposed to be wicked and malicious, pro-
tects him in her poor way, because he once in-
tercepted a stone which was meant for her
head.

While the soldiers are dining, Belamy, who
has found Georgette’s bonnet, demands an ex-
planation.

Thibaut, confused, finds a pretext for going
out, but Rose betrays to Belamy first the wine-
collar and then Georgette’s hiding-place. 'The
young wife cries for help, and Rose runs in to
fetch Thibaut. Belamy is delighted with the
pretty Georgette, but she tells him, rather anx-
iously, that all the wives of the village must
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needs remain entirely true to their husbands,
for the hermit of St. Gratien, though dead for
two hundred years, is keeping rigid watch, and
betrays every case of infidelity by ringing a little
bell, which is heard far and wide.

Belamy is somewhat desirous to try the ex-
periment with Georgette, and asks her to accom-
pany him to the hermitage instead of her hus-
band.

After having found the other women in the
village, the soldiers, to Thibaut’s great vexa-
tion, decide to stay and amuse themselves. Sil-
vain rejoices, and, after a secret sign from Rose,
resolves to warn the refugees in the evening.

In the second act Rose and Silvain meet near
St. Gratien. Rose, aftertelling him that all
the paths are occupied by sentries, promises to
show him a way for the refugees, which she and
her goat alone knows. Silvain, thanking her
warmly, endeavors to induce her to care more
for her outward appearance, praising her pretty
features. Rose is delighted to hear for the first
time that she is pretty, and the duet ensuing is
one of the most charming things in the opera.
Silvain promises to be her friend henceforth, and
then leaves, in order to seek the Camisards.
After this Thibaut appears, seeking his wife,
whom he has seen going away with Belamy.
Finding Rose, he imagines he has mistaken her
for his wife, but she laughingly corrects him,
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and he proceeds to search for Georgette. Bel-
amy now comes and courts Thibant’s wife.
But Rose, seeing them, resolves to free the path
for the others. No sooner has Belamy tried to
snatch a kiss from his companion, than Rose
draws the rope of the hermit’s bell, and she re-
peats the proceeding, until Georgette takes
flight, while Thibaut rushes up at the sound of
the bell. Belamy reassures him, intimating
that the bell may have rung for Rose (though it
never rings for girls), and accompanies him to
the village. But he soon returns to look for
the supposed hermit, who has played him this
trick, and finds Rose instead, who does not per-
ceive him. 'To his great surprise, Silvain comes
up with the whole troop of refugees, leading
the aged clergyman who had been a father to
them in his childhood. Silvain presents Rose to
them as their deliverer, and vows.to make her his
wife. Rose leads them to the secret path, while
Silvain returns to the village, leaving Belamy
trinmphant at his discovery.

In the third act we find the people, on the fol-
lowing morning, speaking of nothing but Sil-
vain’s wedding with Rose and of the hermit’s
bell. Nobody knows who has been the culprit,
but Thibaut slily calculates that the hermit has
rung beforehand, when Rose, the bride, kissed
the dragoon. Having learned that the soldiers
had been commanded to saddle their horses in

10§



The Standard Operaglass

the midst of the dancing, the night before, and
that Belamy, sure of his prey, has come back,
he believes that Rose has betrayed the poor
Camisards in order to win the price set on their
heads, and this opinion he now communicates to
Silvain.

To keep Belamy away from Georgette, the
. sly Squire has conducted him to the wine-cellar,
and the officer, now half drunk, admits having
had a rendezvous with Rose. When Thibant
has retired, Belamy again kisses Georgette, and,
lo, the bell does not ring this time!

Meanwhile Rose comes down the hill, neatly
clad, and glowing with joy and pride, and Geor-
gette, disregarding Thibaut’s reproofs, offers
her the wedding garland. The whole village is
assembled to see the wedding, but Silvain ap-
pears with dark brow, and when Rose radiantly
greets him, he pushes her back fiercely, believing
that she betrayed the refugees, who are, as he
has heard, caught. Rose is too proud to defend
herself, but when Georgette tries to console her
she silently draws from her bosom a paper con-
taining the information that the refugees have
safely crossed the frontier. Great is Silvain’s
shame, and heartfelt his repentance. Suddenly
Belamy enters, beside himself with rage, for his
prey has escaped, and he has lost his patent as
lieutenant, together with the remuneration of
200 pistoles, and he at once orders Silvain to be
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shot. But Rose bravely defends her lover,
threatening to reveal the dragoon’s neglect of
duty. When, therefore, Belamy’s superior ap-
pears to hear the important news of which the
messenger told him, his corporal is only able to
stammer out that nothing in particular has hap-
peued, and so, after all, Georgette is saved from
discovery, and Rose becomes Silvain’s happy
bride.

THE DUSK OF THE GODS
Third day of the Nibelungen Ring by WAGNER

This is the end of the great and beautiful
tragedy, and really it may be called both a sub-
lime and grand conclusion, which unites once
again all the dramatic and musical elements of
the whole, and presents to us a picture the more
interesting and touching, as it is now purely
human. The Gods who, though filled with pas-
sions and faults like mortals, never can be for
us living persons, fall into the background and
haman beings, full of high aspirations, take
their places. The long and terrible conflict be-
tween the power of gold and that of love is at
last fought out, and love conquers.

In the Dusk of the'Gods we see again the
curse which lies on gold, and the sacred bene-
diction of true love. Can there be anything
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more noble, more touching, than Briinnhilde’s
mourning for Siegfried and the grand sacrifice
of herself in expiation of her error?

The third day opens with a prelude, in which
we see three Norns, weaving world’s fate. When
the cord breaks, they fly; the dawn of another
world is npon them.

In the first act Siegfried bids Briinnhilde fare-
well. His active soul thirsts for deeds, and
Briinnhilde, having taught him all she knows,
does not detain him: He gives her the fatal
ring in token of remembrance, confiding her to
the care of Loge. Then we are trunsported to
the Gibichung’s hall on the Rhine. Gunther
and his sister Gutrune sit there, together with
their gloomy half-brother Hagen. The latter
advises his brother to marry, telling him of the
beautiful woman guarded by the flames. When
he has sufficiently excited Gunther’s longing,
he suggests that, as Siegfried is the only one
able to gain Briinnhilde, Gunther should attach
him to his person by giving him Gutrune as
wife. This is to be achieved by a draught
which has the power of causing oblivion. Who-
ever drinks it forgets that ever a woman has ex-
isted beside the one who has tended the potion.
Hagen well knows of Siegfried’s union with
Briinnhilde, but Gunther and Gutrune are both
ignorant of it.

Siegfried arrives and is heartily welcomed.
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All turns out as Hagen has foretold. By the
fatal potion Siegfried falls passionately in love
with Gutrune, so that he completely forgets
Briinnhilde. He swears blood brothership to
Gunther; and promises to win Briinnhilde for
him. Then the two depart on their errand.

Meanwhile the Walkyrie Waltraute comes to
Briinnhilde and beseeches her to render Sieg-
fried’s ring to the Rhine daughters, in order to
save the Gods from destruction. Briinnhilde
refuses to part with the token of her husband’s
love, and hardly has Waltraute departed than
fate overtakes her in the person of Siegfried,
who ventures through the flames in Gunther’s
shape. She vainly struggles against him, he
snatches the ring from her, and so she is con-
quered. Siegfried holds vigil thronugh the night,
his sword separating him and the womaun he
wooed, and in the early dawn he leads her away
to her bridegroom, who takes Siegfried’s place
unawares.

In the second act Alberich appears to Hagen.
He tells his son of the story of the ring and bids
him kill Siegfried and recover the stolen treas-
ure for its owner. Siegfried appears, announc-
ing Gunther’s and Briinnhilde’s arrival. The
bridal pair is received by all their men, but the
" joy is soon damped by Briinnhilde recognizing
in the bridegroom of Gutrune her own husband.
Siegfried does not know her, but she discovers
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her ring on his hand, and asserting that Gunther
won it from her, this hero is obliged to acknowl-
edge the shameful rdéle he played. Though
Siegfried swears that his sword Northung
guarded him from any contact with Gunther’s
bride, Briirinhilde responds in a most startling
manner, and both swear on Hagen’s spear that
it may pierce them should their words prove
false. All this makes a dreadful impression on
the weak mind of Gunther.

When Siegfried has withdrawn in high spmts
with his bride Gutrune, Hagen, hoping to gain
the ring, offers to avenge Briinnhilde on the
faithless Siegfried. Briinnhilde, in her deadly
wrath, betrays to him the only vulnerable spot
beneath Siegfried’s shoulder. Gunther con-
sents reluctantly to their schemes.

The third act opens with a scene on the
Rhine. The Rhine daughters try to persuade
Siegfried to render them the ring. He is about
to throw it into the water, when they warn him
of the evil which will befall him should he re-
fuse their request. This awakens his pride, and,
laughing, he turns from them, he, the fearless
hero. His fellow hunters overtake him, and
while he relates to them. the story of his life,
Hagen mixes a herb with his wine which en-
ables him to remember all he has forgotten.
Hagen then treacherously drives his spear into
Siegfried’s back, killing him. He dies with
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Briinnhilde’s praise on his lips. The funeral
march which here follows is one of the most
beautiful ever written. When the dead hero is
brought to the Gibichung’s hall, Gutrune be-
wails him loudly. A dispute arises between
Hagen and Gunther about the ring, which ends
by Hagen slaying Gunther. But, lo, when
Hagen tries to strip the ring off the dead hand,
the fingers close themselves, and the hand raises
itself, bearing testimony against the murderer.
Briinnhilde appears to mourn for the dead;
she drives away Gutrune, who sees too late that,
under the influence of the fatal draught, Sieg-
fried forgot his lawful wife, whom she now rec-
ognizes in Briinnhilde. The latter, taking a
long farewell of her dead husband, orders a
funeral pile to be erected. As soon as Sieg-
fried’s body is placed on it she lights it with a
firebrand, and when it is in full blaze she
mounts her faithful steed, leaping with it into
the flames.

When the fire sinks, the Rhine daughters are
geen to snatch the ring, which is now purified
from its curse by Briinnhilde’s death.

Hagen, trying to wrench it from them, is
drawn into the waves and so dies.

A dusky light, like that of a new dawn, spreads
over heaven, and through a mist, Walhalla, with
all the Gods sleeping peacefully, may be per-
ceived.
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EURYANTHE
Grand romantic Opera by C. M. VON WEBER

Text by HELMINA VON CHEZY

This opera has not had the success of Oberon
or Freischiitz, a fact to be attributed to the
weakness of its libretto, and not to its music,
which is so grand and noble that it cannot but
fill the hearer with admiration and pleasure.

The overture is one of the finest pieces ever
written, and the choruses and solos are equally
worthy of admiraton.

The plot is as follows:

Adolar, Count of Nevers and Rethel, is be-
trothed to Euryanthe of Savoy, and the wedding
is to take place, when one day, in the King’s
presence, Lysiart, Count of Forest and Beau-
jolais, suggests that all women are accessible to
seduction. He provokes Adolar so much that
he succeeds in making him stake his lands and

. everything he possesses on his bride’s fidelity.

Lysiart, on the other hand, promises to bring a
token of Euryanthe’s favor.

In the following scene we find Euryanthe in
the company of Eglantine de Puiset. This
lady is a prisoner who has taken refuge in the
castle of Nevers, and has ingratiated herself so
much with Euryanthe that the latter tenderly
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befriends the false woman. Asking Euryanthe
why she always chooses for her recreation the
dreary spot of the park where Adolar’s sister
Emma lies buried, she is told by her, in confi-
dence, that she prays for Emma, who poisoned
herself after her lover’s_death in battle. Her
soul could find no rest until the ring which
contained the venom should be wet with the
tears of a faithful and innocent maid, shed in
her extreme need. No sooner has Euryanthe
betrayed her bridegroom’s secret than she re-
pents doing so, foreboding ill to come. Lysiart
enters to escort her to the marriage festival, but
he vainly tries to ensnare her innocence, when
Eglantine comes to his rescue. She loves
Adolar, and, her passion not being returned, she
has sworn vengeance. Stealing the fatal ring
from the sepulchre, she gives it to Lysiart as a
token of Euryanthe’s faithlessness, and Liysiart,
after having brought Euryanthe to Adolar,
shows the ring in presence of the whole court,
pretending to have received it from Euryanthe.
The poor maiden denies it, but as Lysiart re-
veals the mystery of the grave, she cannot deny
that she has broken her promise of never tell-
ing the sécret.

Adolar, full of despair, surrenders everything
to his rtval, leading Euryanthe, whom he be-
lieves to be false, into the wilderness to kill her.
A serpent is about to sting him, when his bride
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throws herself between. He kills the reptile,
but, after her sacrifice, he is unable to raise
his arm against her and so leaves her to her
fate.

She is found by the King and his hunters,
and to them she relates the whole story of her
error of confiding in the false Eglantine. The
King promises to inform Adolar and takes her
back with him. Meanwhile Adolar, returning
once more to his grounds, is seen by his people.
One of them, Bertha, tells him that Euryanthe
is innocent, and that Eglantine, who is about
to marry Lysiart and to reign as supreme
mistress over the country, has been the cul-
prit.

Eglantine, appearing in bridal attire, led by
Lysiart, snddenly becomes a prey to fearful re-
morse; she sees Emma’s ghost, and in her anx-
iety reveals the whole plot. Her bridegroom
stabs her in his fury, but is at once seized by
order of the King, who just then comes upon
the scene. Adolar, believing Euryanthe dead,
demands a meeting with Lysiart. But the King
declares that the murderer must incur the pen-
alty of the laws. He renders up to Adolar his
possessions and his bride, who the more easily
pardons her repentant bridegroom that she has
saved his sister’s soul by the innoceént- tears of
her misfortune.
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THE EVANGELIMANN

A Musical Drama in two acts

With Text and Music by WILHELM KIENZL

The author has learnt a great deal since the
days in which he composed Urvasi. His music
has become more original and more independent
of great models. The new opera, while not so
poetical, is eminently touching and true; the
text, founded on fact, runs smoothly and is
cleverly done, the verses being well adapted to
the music. Like Verga’s Cavalleria, the sub-
ject is such as to be impressive even without
music.

It is necessary to explain the title of this
opera, which signifies a man who goes about
reciting biblical verse, after the fashion of street
singers. This means of earning a livelihood is
unknown in Germany, but forms a specialty in
Austria.

The music of the first act puts one in mind
of the Meistersingers; as a whole it is very cap-
tivating, fresh and drastic, especially during the
ninepin scene. The orchestra predominates,
but there are truly poetic airs, which will linger
as much in the heart as in the ear of the hearer.
Such is: ‘“ O sweet days of my youth,”” and in

the last act: ‘‘ Blessed are they who are perse-
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cuted,” from Christ’s Sermon on the Mount.
Another charming bit of music is the children’s
waltz, in which the composer has paraphrased
one of Lanner’s well-known waltz motives.

The first scene is laid in the village of St.
Othmar, in Austria, or rather in the court of the
convent of the Benedictines of that place.
Mathias, a young clerk of the convent, has an
interview with Martha, the niece and ward of
Frederic Engel, the rich warden of the convent.
John, Mathias’s elder brother and the village
schoolmaster, sees them together. Being in
love with the girl himself, he warns her uncle of
his brother’s courtship and excites his wrath
against the lovers, so that Engel, coming across
the young people, gruffly tells Mathias that he
has already chosen a rich bridegroom for his
ward. In vain, the lovers beseech the old man’s
pity, for his anger only waxes stronger, and he
goes 8o far as to discharge Mathias, warning
him to leave the place altogether. Martha, left
alone, bemourns her guardian’s hardness, and
John, thinking to profit by the occasion, ap-
proaches her and asks for her hand. But he is
so decidedly rejected by Martha that he swears
to have his revenge.

Meanwhile the evening approaches, and the
country folk come to the inn next to the con-
vent to play their game of ninepins. During
this very animated scene Mathias finds Mag-
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dalen, his sweetheart’s friend, whom he entreats
to take a message to Martha, asking her to meet
him at eleven o’clock in the bower near the
skittleground for a last farewell. John hears
this, and when night sets in, and the gates of the
convent are closed, he remains outside alone,
hiding behind the barn floor. When the clock
strikes eleven, Martha and Mathias approach the
bower. They swear to remain true to each other,
come what may. Their tender words excite
John’s jealousy to the utmost, and while the
lovers are engrossed with their sorrow and make
plans for the future, he sets fire to the barn
floor. Soon the flames leap up to the sky, but
the lovers are oblivious of everything, till they
hear the watchman’s cry of fire. Mathias per-
suades Martha to hide herself; so he is found
alone on the place and seized by the crowd and
brought before the warden. Engel at once
jumps to the conclusion that he has been the
incendiary, to revenge himself for Engel’s hard-
heartedness, and, despite his protestations of in-
nocence, Mathias is put in chains and carried
away, while Martha, who comes out from her
hiding-place, falls back in a swoon, after pro-
claiming his innocence.

The second act takes place thirty years later
in Vienna. Magdalen sits under a lime-tree, in
the court of an old house, and muses sadly over
days gone by. After long, lonely years, she has
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found the schoolmaster John sick unto death,
and now finds comfort in nursing him. Noth-
ing has ever been heard of Mathias again, and
she wonders sadly what has become of him.
Children throng into the court, they dance
around the lime-tree, while an old organ grinder
plays pretty waltz tunes to their steps. While
they are dancing, an Evangelimann comes into
the court. He reads and sings to the children
the verses from Christ’s Sermon on the Mount,
and teaches them to repeat the melody. When
they are able to sing it faultlessly, he faintly
asks for a drink of water, which Magdalen
brings him. She asks him whence he comes,
and when he tells her that his father’s house
stood in St. Othmar, she recognizes in him her
old friend Mathias. Then he relates his sad
story, how he lay imprisoned for twenty years,
the real incendiary having never been discov-
ered. When he was set free, he returned home,
only to find that his bride had drowned herself.
All his efforts to earn a livelihood were fruit-
less; nobody would employ the conviet, until he
was at last obliged to become an Evangelimann,
and wandered from place to place, preaching
the gospel to the poor, and getting such small
bounties they could afford to give. Exhausted
by hunger and overcome by sad remembrances,
Mathias sinks down on the bench half fainting,
but is revived by bread and broth brought te
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him by Magdalen, who earnestly entreats him
to retarn soon, and to bring comfort to the sick
man she is narsing.

The last scene takes place a day later in
John’s sick-room. He is lying on a couch, a
prey to bitter thoughts and pangs of conscience,
when his brother’s voice reaches his ear from
below, and dimly awakens sweet memories in
him. He bids Magdalen to fetch the singer,
and when the latter enters he feels so drawn
to him, without recognizing his brother, that he
begs leave to unburden his soul to him.

Mathias, soon recognizing his brother, is about
to fold him in his arms, but John despairingly
shrinks from him, while confessing his guilt in
broken words and beseeching his forgiveness.
The unfortunate Mathias, whose life has been
so utterly ruined by his brother, battles fiercely
with his natural feelings. But when he sees
the wretched John on his knees before him, so
broken down and exhausted, he finally forgives
him. With a last faint gasp of thanks, John
falls back and dies, while Magdalen prays, ‘‘ And
forgive us our trespasses, as we forgive those
that trespass against us.”” Outside the chil-
dren’s voices are heard once more: ‘‘ Blessed
are they that are persecuted for righteousness’
sake; for theirs is the Kingdom of Heaven.”
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FALSTAFF.
A lyric Comédy in three acts by GUISEPPE VERDI.

Text by ARRIGO BOITO.

Nobody .who hears this opera would believe
that it has been written by a man in his eigh-
tieth year. So much freshness, wit and origi-
nality seem to be the privilege of youth alone.
But the wonder has been achieved, and Verdi
has won & complete success with an opera which
runs in altogether different lines from his old
opes, another wonder of an abnormally strong
and original mind.

Falstaff was first represented in Milan in
February, 1893; since then it has made its way
to all theatres of renown, and it is now indis-
putable that we have in it a masterpiece of com-
position and orchestration. Those who only
look for the easy-flowing melodies of the
younger Verdi will be disappointed; art is pre-
dominant, besides an exuberant humor, full of
charm for every cultivated hearer. The num-
bers which attract most are the gossiping scene
between the four women in the first act, Fal-
staff’s air ‘‘ Quand’ero paggio del Duca di Nor-
folk era sottile’’ in the second, and the fairy
music in the last act.

The text iz so well known to all readers of
Shakespeare, that it may be recorded quite
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briefly. Itisalmostliterally that of ¢ The Merry
Wives of Windsor.”” The first scene is laid in
the Garter Inn of that town. After a quarrel
with the French Physician Dr. Cajus, who has
been robbed while drunk by Falstaff’s servants
Bardolph and Pistol, Falstaff orders them off
with two love-letters for Mrs. Alice Ford and
Mrs. Meg Page. The knaves refusing indig-
nantly to take the parts of go-betweens, Falstaft
sends them to the devil and gives the letters to
the page Robin.

In the second act the two ladies, having shown
each other the love-letters, decide to avenge
themselves on the fat old fool.

Meanwhile Falstaff’s servants betray their
master’s intentions towards Mrs. Ford to her
husband, who swears to guard his wife, and to
keep a sharp eye on Sir John. Then ensues a
love scene between Fenton and Mr. Ford’s
daughter Anna, who is destined by her father
to marry the rich Dr. Cajus, but who, by far,
prefers her poor suitor Fenton.

After a while, the merry wives assemble again,
in order to entice Falstaff into a trap. Mrs.
Quickley brings him an invitation to Mrs.
Ford’s house, in absence of the lady’s husband,
which Sir John accepts triumphantly.

Sir John is visited by Mr. Ford, who assumes
the name of Mr. Born, and is nothing loath to
drink the bottles of old Cyprus wine which the
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latter has brought with him. Born also pro-
duces a purse filled with sovereigns, and entreats
Falstaff to use it in order to get admittance to a
certain Mrs. Ford, whose favor Born vainly
sought. Falstaff gleefully reveals the rendez-
vous which he is to have with the lady, and
thereby leaves poor disguised Mr. Ford a prey
to violent jealousy.

The next scene contains Falstaft’s well-known
interview with mischievous Alice Ford, which
is interrupted by Mrs. Meg’s announcement of
the husband.

Falstaff is packed into a washing basket, while
husband and neighbors search for him in vain.
This scene, in which Falstaff, half suffocated,
alternately sighs and begs to be let ont, while
the women tranquilly sit on the basket and
enjoy their trick, is extremely comic. The bas-
ket, with Falstaff, wash and all, is turned over
into a canal, accompanied by the women’s
laughter. .

In the third act Mrs. Quickley succeeds once
more in enticing the old fool. She orders him to
another rendezvous in the Park at midnight,
and advises him to come in the disguise of
Herne, the black hunter. The others hear of
the joke, and all decide to punish him thor-
oughly for his fatuity. Ford, who has promised
Dr. Cajus to unite Anna to him that very
night, tells him to wear a monk’s garb, and also
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reveals to him that Anna is to wear a white
dress with roses. But his wife, overhearing
this, frustrates his designs. She gives a black
monk’s garb to Fenton, while Anna chooses the
costume of the Fairy Queen Titania. When
Falstaff appears in his disguise he is attacked on
all sides by fairies, wasps, flies and mosquitoes,
and they torment him long, until he cries for
merey. Meanwhile Cajus,in a gray monk’s garb,
looks for his bride everywhere, until a tall veiled
female, in flowing white robes (Bardolph), fulls
into his arms; on the other side Anna appears
with Fenton. Both conples are wedded, and
only when they unveil is the mistake discov-
ered. With bitter shame the men see how they
lave all been duped by some merry and clever
women, but they have to make the best of a
bad case, and so Ford grantg his benediction to
the happy lovers, and embraces his wife, only
too glad to find her true and faithful.

FIDELIO
Opera in two acts by L.. van BEETHOVEN

This opera, the only one by the greatest of
German composers, is also one of the most ex-
quisite we possess. The music is so grand and
sublime, so passionate and deep, that it enters
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into the heart of the hearer. The libretto is also
full of the highest and most beautiful feeling.

Florestan, a Spanish nobleman, has dared to
blame Don Pizarro, the governor of the state
prison, a man as cruel as he is powerful. Pi-
zarro has thus become Florestan’s deadly foe;
he has seized him secretly and thrown him into
a dreadful dungeon, reporting his death to the
Minister.

But this poor prlsoner has a wife, Leonore,
who is as courageous as she is faithful. She
never believes in the false reports, but, disguis-
ing herself in male attire, under the name of
Fidelio, resolves not to rest until she has found
her husband.

In this disguise we find her in the first act;
she has contrived to get entrance into the fort-
ress where she supposes her husband imprisoned,
and by her gentle and courteous behavior and
readiness for service of all kinds has won not
only the heart of Rocco, the jailer, but that of
his daughter Marcelline, who falls in love with
the gentle youth, and neglects her former lover,
Jaquino. Fidelio persuades Rocco to let her
help him in his office with the prisoners. Quiv-
ering with mingled hope and fear, she opens the
prison gates, to let the state prisoners out into
the court, where they may for once have air and
sunshine.

But, seek as she may, she cannot find her hus-
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band, and, in silent despair, she deems herself
baffled.

Meanwhile Pizarro has received a letter from
Sevilla announcing the Minister’s forthcoming
visit to the fortress. Pizarro, frightened at the
consequences of such a call, resolves to silence
Florestan for ever. He orders the jailer to kill
him, but the old man will not burden his soul
with a murder, and refuses firmly. Then Pi-
zarro himself determines to kill Florestan, and
saummons Rocco to dig a grave in the dungeon,
in order to hide all traces of the crime.

Rocco, already looking upon the gentle and
diligent Fidelio ag his future son-in-law, con-
fides to him his dreadful secret, and, with fear-

* ful forebodings, she entreats him to accept her
help in the heavy work. Pizarro gives his per-
mission, Rocco being too old and feeble to do
the work quickly enough if alone; Pizarro has
been rendered furious by the indulgence granted
to the prisoners at Fidelio’s entreaty, but a feel-
ing of triumph overcomes every other when he
sees Rocco depart for the dungeon with his as-
sistant.

Here we find poor Florestan chained to a
stone; he is wasted to a skeleton, as his food has
been reduced in qnantity, week by week, by the
cruel orders of his tormentor. He is gradually
losing his reason; he has visions, and in each
one beholds his beloved wife.
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When Leonore recognizes him she well-nigh
faints, but, with a supernatural effort of strength
she rallies, and begins her work. She has a
piece of bread with her, which she gives to the
prisoner, and with it the remainder of Rocco’s
wine. Rocco, mild at heart, pities his vietim
sincerely, but he dares not act against thie orders
of his superior, fearing to lose his i)osition, or
even his life. ,

While Leonore refreshes the sick man, Rocco
gives a sign to Pizarro that the work is done,
and bids Fidelio leave; but she only hides her-
self behind a stone pillar, waiting with deadly
fear for the coming event and decided to save
her husband or to die with him.

- Pizarro enters, secretly resolved to kill not
only his foe but also both witnesses of his
crime. He will not kill Florestan, however,
without letting him know who his assailant is.
So he loudly shouts his own much-feared name,
but while he raises his dagger, Leonore throws
herself between him and Florestan, shielding
the latter with her breast. Pizarro, stupefied
like TFlorestan, loses his presence of mind.
Leonore profits by it, and points a pistol at
him, with which she threatens his life should
he attempt another attack. At this critical
moment the trumpets sound, announcing the
arrival of the Minister, and Pizarro, in im-
potent wrath, is compelled to retreat. They
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. are all summoned before the Minister, who is
shocked at seeing his old friend Florestan in
this sad state, but not the less delighted with,
and full of reverence for, the noble courage of
Leonore.

Pizarro is conducted away in chains, and the
faithful wife with her own hands removes the
fetters which still bind the husband for whom
she has just won freedom and happiness.

Marcelline, feeling inclined to be ashamed of
her mistake, returns to her simple and faithful
lover Jaquino.

LA FIGLIA DEL REGGIMENTO

Comic Opera in two acts by GAETANO DONIZETTI

Text by ST. GEORGE and BAYARD

This opera is one of the few of Donizetti’s
" numerous works which still retain their attrac-
tion for the theatre visitor; the others are his
Lucrezia Borgia and Lucia di Lammermoor.

The ‘“Daughter of the Regiment’ happily
combines Italian richness of melody with French
““esprit” and French sallies, and hence the
continued charm of this almost international
music.

The libretto can be accounted good.

The scene in the first act is laid near Bologna
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in the year 1815, the second act in the castle of
the Marchesa di Maggioriviglio.

Mary, a vivandiére, has been found and edu-
cated by a French sergeant named Sulpice, and
therefore belongs in a sense to his regiment,
which is on a campaign in Italy. She is called
the ‘“daughter’’ of the regiment, which has
adopted her, and she has grown up, a bright
and merry girl, full of pluck and spirit, the pet
and delight of the whole regiment.

Tonio, a young Swiss, who has fallen in love
with Mary, is believed by the grenadiers to be a
spy, and is about to be hanged. But Mary,
knowing that he has only come to see her, tells
them that he lately saved her life, when she
was in danger of falling over a precipice. This
changes everything, and on his expressing a de-
sire to become one of them the grenadiers suf-
" fer the Swiss to enlist into their company.
After the soldiers’ departure he confesses his
love to Mary, who returns it heartily. The
soldiers agree to give their consent, when the
Marchesa di Maggiorivoglio appears, and by a
letter once affixed to the foundling Mary, ad-
dressed to a Marchesa of the same name, and
carefully kept by Sulpice, it is proved that
Mary is the Marchesa’s niece.  Of course this
noble lady refuses her consent to a marriage
with the low-born Swiss, and claims Mary from

her guardian. With tears and laments, Mary
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takes leave of her regiment and her lover, who
at once decides to follow her. But he has en-
listed as a soldier, and is forbidden to leave the
ranks. Sulpice and his whole regiment curse
the Marchesa who thus carries away their joy.
In the second act Mary is in her aunt’s cas-
tle. She has masters of every kind for her edu-
cation, in order to become a lady comaie il faut,
but she cannot forget her freedom and her
dear soldiers, and instead of singing solfeggios
and cavatinas she is caught warbling her
‘‘ Rataplan,’” to the Marchesa’s grief and sor-
row. Nor can she cease to think of Tonio, and
only after a great struggle has she been induced
to promise her hand to a nobleman, when she
suddernly hears the well-beloved sound of drums
and trumpets. It is her own regiment, with
Tonio as their leader, for he has been made an
officer on account of his courage and brave be-
havior. Hoping that his altered position may
turn the Marchesa’s heart in his favor, he again
asks for Mary, but his suit is once more re-
jected. Then he proposes flight, but the Mar-
chesa, detecting his plan, reveals to Mary that
she is not her niece, but her own daughter,
born in early wedlock with an officer far be-
neath her in rank, who soon after died in bat-
tle. This fact she has concealed from her
family, but, as it is now evident that she has
closer ties with Mary, the poor girl dares not
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disobey her, and, though broken-hearted, con-
sents to renounce Tonio. i

The Marchesa invites a large company of
guests to celebrate her daughter’s betrothal to
the son of a neighboring duchess. But Mary’s
faithful grenadiers suddenly appear to rescue
her from those hateful ties, and astonish the
whole company by their recital of Mary’s early
history. The obedient maiden, however, gub-
missive to her fate, is about to sign the mar-
riage contract, when, at last, the Marchesa,
tonched by her obedience and her sufferings,
conquers her own pride and consents to the
union of her daughter with Tonio. Sulpice
and his soldiers burst out into loud shouts of
approbation, and the high-born guests retire
silently and disgusted.

DER FLIEGENDE HOLLANDER

(THE FLYING DUTCHMAN)
Romantic Opera in three acts by WAGNER

This fine opera is Wagner’s second work,
which he composed in direst need, when living
at Paris with his young wife. The songs,
which so well imitate the hurricane and the

howling of the ocean, he himself heard during
an awful storm at sea. The whole opera is ex-
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ceedingly characteristic and impressive. Wag-
ner arranged the libretto himself, as he did for
all his operas which succceded this one. He
found the substance of it in an old legend that
dates from the 16th century. The flying Dutch-
man is a sort of wandering Jew, condemned to
sail for ever on the seas, until he has found a
woman whose love to him ig faithful unto death.

In the first act we find ourselves on the high
seas. Daland, a Norwegian skipper, has met
with several misfortunes on his way home, and
iz compelled to anchor on a deserted shore.
There he finds the flying Dutchman, who vainly
roves from sea to sea to find death and with it
peace. His only hope is doomsday. He has
never found a maiden faithful to him, and he
knows not how often and how long he has vainly
tried to be released from Lis doom. Once every
seven years he is allowed to go on shore and
take a wife. This time has now come again,
and hearing from Daland that he has a daugh-
ter, sweet and pure, he begins to hope once
more, and offers all his wealth to the father for
a shelter under the Norwegian’s roof and for
the hand of his daughter Senta. Daland.is only
too glad to accept for his child what to him
seems an immense fortune, and so they sail home
together.

In the second act we find Senta in the spin-
ning-room. The servants of the house are to-
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gether, spinning and singing. Senta is amongst
them, but her wheel does not turn—she is
dreamily regarding an old picture. It is that
of the flying Dutchman, whose legend so deeply
touches her that she has grown to love its hero,
without having in reality seen him.

Senta has & wooer already in the person of
Erick the hunter, but she does not care much
for him. With deep feeling she sings to the
spinning maidens the ballad of the doomed
man, as she has heard it from Mary, her nuree:

An old captain wanted to sail round the
Cape of Good Hope, and as the wind was
against him he swore a terrible oath that he
never would leave off trying. The devil heard
him, and doomed him to sail on to eternity, but
God’s angel had pity on him, and showed him
how he could find deliverance through a wife,
faithful unto the grave.

All the maidens pray to God to let the
maiden be found at last, when Senta ecstatically
exclaims: ‘I will be his wife !”> At this mo-
ment her father’s ship is announced. Senta is
about to run away to welcome him, but is de-
tained by Erick, who tries to win her for him-
self. She answers evasively; then Daland en-
ters and with him a dark and gloomy stranger.
Senta stands spell-bound; she recognizes the
hero of her picture. The Dutchman is not less
impressed, seeing in her the angel of his dreams
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and, as it were, his deliverer, and so, meeting by
the guidance of a superior power, they seem
created for each other, and Senta, accepting
the offer of his hand, swears to him eternal
fidelity.

In the third act we see the flying Dutchman’s
ship; everybody recognizes it by its black mast
and its- blood-red sail. The Norwegian sailors
call Joudly to the mariners of the strange ship,
but nothing stirs—everything seems dead and
haunted. At last the unearthly inhabitants of
the Dutch ship awake; they are old and gray
and wrinkled, all doomed to the fate of their
captain. They begin a wild and gloomy song,
which sends & chill into the hearts of the stout
Norwegians.

Meanwhile Erick, beholding in Senta the be-
trothed of the Dutchman, is in despair. Im-
ploring her to turn back, he calls up old mem-
ories and at last charges her with infidelity to
him.

As soon ag the Dutchman hears this accusa-
tion he turns from Senta, feeling that he is
again lost. But Senta will not break her faith.
Seeing the Dutchman fly from her, ready to
sail away, she swiftly runs after him and throws
herself from the cliff into the waves.

By this sacrifice the spell is broken, the
ghostly ship sinks for ever into the ocean, and
an angel bears the poor wanderer to eternal
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rest, where he is reunited to the bride whe
has proved faithful unto death.

THE FOLKUNGS
Grand Opera in five acts by EDMUND KRETSCHMER
Text by MOSENTHAL

The composer of this opera evidently belongs
to the most talented of our days, and it is no
wonder that his two operas, ‘“ Henry the Lion *’
and “ The Folkungs,”” have rapidly found their
way to every stage of importance. Particu-
larly ““ The Folkungs’’ is such a happy combi-
nation of modern orchestration, abundance of
fine melody, and northern characteristic color-
ing, that it charms the connoisseur as well as
the unlearned.

The scene is laid in Sweden, in the 13th cen-
tury.

The first act represents the convent Nydal on
the snowy heights of the Kyoles. Sten Patrik,
the confidant and abettor of Bengt, Duke of
Schoonen, has allured Prince Magnus, second
goh of King Erick of Sweden, to follow him
out of his convent, and has brought him hither
by ruse and force. He now announces to the
Prince that he may choose between death and
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a nameless life in the convent Nydal, and Mag-
nus, having no choice, swears on Sten’s sword
that he, Prince Magnus, will be forever dead to
the world.

The monks receive him into their brother-
hood, as he answers to the Abbot Ansgar’s ques-
tions that he is an orphan, homeless, aban-
doned, seeking peace only. The Abbot first
subjects Magnus to a trial of his constancy, by
letting him hold the night vigil in storm and
snow. The monks retire, leaving the unhappy
Prince outside the gates. While he sinks into
deep reverie, Lars Olafson, the castellan of the
King’s castle of Bogniis, and son of the Prince’s
nurse, appears. He seeks his Prince, who so
mysteriously disappeared from the world, and
relates to Magnus that King Erick is dead, as
well as his cldest son, and that Prince Magnus
is called to come and claim his throne and
bride. Princess Maria, the only surviving Folk-
ung, is already being wooed by their enemy,
Duke Bengt of Schoonen, and now the listener
understands the vile plot against himself. And
ag Lars calls him to defend his country and his
Princess against the Duke and his confederates
the Danes, Magnus considers it a sign from
Heaven that he is to die for his country, a course
of action which his oath does not prohibit.

When the Abbot calls his new guest, he has
disappeared, and Sten Patrik consoles himself
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with the thought that the fugitive must have
perished in the raging snow-storm.

The second act shows us Princess Maria in
her castle Bognés on the lake of Malar. She is
the King’s niece and successor to the throne.
She takes a last farewell from her people, and
Bengt appears to lead her to Upsala for the
coronation.

The nurse Karin and her son Olaf assure her
of her folk’s fidelity, and when she has de-
parted Lars calls the men together and, pre-
senting the youth from Skolen as their leader,
makes them take oath of faith on their stand-
ard. Karin recognizes the Prince in the
stranger, but he firmly denies his identity, and
with glowing words calls the people to rise
against their common foe.

The next scene begins with the act of corona-
tion. The crowned Queen Maria is to announce
her choice of a husband from the Mora-stone,
when her words are arrested by a look from
Magnus, in whom she recognizes the youth she
loved.

But, though almost mad with longing and
torment, Magnus, mindful of his oath, still
denies himself, and the Duke and his friend
Sten, who both believe themselves lost, im-
petuously demand the impostor’s arrest. But
the Queen asserts her right to judge him her-

self. In the fourth act Magnus is brought to
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his mother’s sleeping room. The charm of
youthful remembrances surrounds him, and
hearing an old ballad, which Karin sings, he
forgets himself and so proves his identity be-
yond any doubt to the hidden listeners. Maria
rushes forward; he folds her to his breast in a
trangport of love, and only when Karin greects
him as her King he remembers that he has
broken his oath, and, without more reflection,
*precipitates himself from the balcony into the
sea. Maria sinks back in a-swoon.

In the last act Sten Patrik comes to remind
Bengt of his promise to give him Schoonen.
The Duke refuses to pay him, now that Sweden
is in revolt and the Prince living. Sten threat-
ens to reveal his treachery against Magnus.
Bengt is about to kill the only accomplice in
his deed, when Maria, who has heard all, arrests
his arm, and accuses him of murder. Then she
rushes to the balcony to call her people to ven-
geance. Bengt draws his sword to stab her, but
the people throng in, seize and throw him into
the sea. Now Maria hears with rapture that
Magnus lives and has driven away the Danes.
With him enter the monks, whose Abbot releases
the Prince from his oath. Maria, lovingly em-
bracing him, places her crown on her bride-
groom’s head and all cry hail! to their King
Magnus Ericson.
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FRA DIAVOLO

Comic Opera in three acts by AUBER

Text by SCRIBE

This is a nice little opera; though not equal
in beauty and perfection to the ‘Muette de
Portici,”” by the same author, it is, notwithstand-
ing, a happy invention of Auber’s, particularly
because the local tints are so well caught. The
banditti are painted with bright and glowing
colors, and the part of the heroine Zerline is
the most grateful ever written for a soubrette.
The text by Scribe abounds in happy sallies and
lively detaile. It is laid at Terracina in Italy.
Fra Diavolo is a celebrated and much feared
chief of brigands. The Roman court of justice
has set a price-of 10,000 piastres on his head.
In the first act we meet with the Roman sol-
diers who undertake to win the money. Their
captain, Lorenzo, has a double aim in trying to
catch the brigand. He is Zerline’s lover, but,
having no money, Zerline’s father Matteo, the
owner of a hotel, threatens to give her to a rich
farmer’s son. Meanwhile Fra Diavolo has
forced his society on a rich English lord, Cook-
burn by name, who is on his wedding-tour with
his fair young wife Pamela. Lord Cookburn -
looks jealously at Fra Diavolo, though he does
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not recognize in him a brigand. The English
are robbed by Diavolo’s band. Disgusted with
the insecurity of ‘“‘la bella Italia’’ they reach
the inn at Terracina, where the dragoons, hear-
ing the account of this new robbery, believe that
it was Fra Diavolo with his band, and at once
decide to pursue him.

Shortly afterwards Fra Diavolo arrives at the
inn, disguised as the Marquis of San Marco,
under which name the English lord has already
inade his acquaintance. Ife is not enchanted
by the arrival of this Marquis; he fears a new
flirtation with his own fair wife. Pamela wears
most valuable diamonds, and these strike the
eye of Fra Diavolo.

He sees that the English have been clever
enough to conceal the greater part of their
wealth, and resolves to put himself speedily into
possession of it.

He is flirting desperately with Pamela, and
looking tenderly at the pretty Zerline, when the
goldiers return, having captured twenty of the
brigands and retaken the greater part of Lord
Cookburn’s money and jewels. Lorenzo, the
captain of dragoons, is rewarded by the mag-
nanimous lord with 10,000 lire, and may now
hope to win Zerline’s hand. But Fra Diavolo
vows to avenge the death of his comrades on
Lorenzo.

In the second act he conceals himeelf behind
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the curtains in Zerline’s sleeping-room, and dur-
ing the night he admits his two companions,
Beppo and Giacomo. Zerline enters and is
about to retire to rest, after praying to the
Holy Virgin for protection. During her sleep
Giacomo is to stab her, while the two others are
to rob the English milord.

But Zerline’s prayer and her innocence touch
even the robbers, the deed is delayed, and this
delay brings Lorenzo upon them. Fra Diavolo’s
two companions hide themselves, and the false
Marquis alone is found in Zerline’s room. He
assures Lorenzo that he had a rendezvous with
his bride, and at the same time whispers into -
milord’s ear that he came by appointment with
milady, showing her portrait, of which he had
robbed her the day before, as proof. The con-
sequence of these lies is a challenge from Lo-
renzo, and a meeting with Diavolo is fixed. The
latter is full of triumphant glee; he has ar-
ranged a deep-laid plan with the surviving
members of his band, and hopes to ensnare not
only Lorenzo but his whole company. Ordi-
narily Diavolo is a noble brigand; he never
troubles women, and he loads poor people with
gifts, taking the gold out of rich men’s purses
only, but now he is full of ire, and his one
thought is of vengeance.

Finally he is betrayed by the carelessness of
his own helpmates. Beppo and Giacomo, see-
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ing Zerline, recognize in her their fair prey of
the evening before, and betray themselves by re-
peating some of the words which she had given
utterance to. Zerline, hearing them, is now
able to comprehend the wicked plot which was
woven to destroy her happiness. The two ban-
ditti are captured, and compelled to lure their
captain into a trap. Diavolo appears, not in
his disguise as a Marquis, but in his own well-
known dress, with the red plume waving from
his bonnet, and, being assured by Beppo that
all is secure, is easily captured. Now all the
false imputations are cleared up. Milord is
reconciled to his wife, and Lorenzo obtains the
hand of the lovely Zerline.

FRAUENLOB

Opera in three acts by REINHOLD BECKER

Text by FRANZ KOPPEL-ELLFELD

Becker, the well-known Dresden composer,
has long won name and fame by his beautiful
songs, which may be heard all over the Conti-
nent. He is a first-rate ‘‘ Liedermeister,”’ and
great was the excitement with which his frlends
looked forward to his first opera.

Their expectations were not deceived, for the
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opera was put on the stage in Dresden on De-
cember 8, 1892, and was received with unani-
mous applause.

Becker is not one of those high-flown artists
who elevate us to the skies; he rather lacks
dramatic strength; the lyric element is his
strong point. By the Lied he finds his way
direct to the hearts of his hearers, and wher-
ever this could be woven into the action of his
opera he has done it with subtle taste. Tilda’s
dancing-air in the first act, the evening -song—
sung while the people are gliding down the
Rhine in boats, whose lovely variations remind
us of quaint old airs of bygone days—the chorus
of the stone-masons in the second act, and the
love duet in the third are brilliant gems in
Becker’s music.

The libretto rivals the best of its kind.

The scene is laid near and in Maintz in the
year 1308; it takes place during the reign of
Ludwig, Emperor of Bavaria.

Heinrich Frauenlob, the famous minstrel,
who had won his name by his songs in women’s
praise, is by birth a knight, Dietherr zur
Meise. Years ago he slew the Truchsess of
Maintz in self-defense, and having, therefore,
become an outlaw, had entered the service of
the Emperor. In the beginning of the opera
we find him, however, near Maintz, where he
" stays a8 a guest at his friend Wolf’s castle.
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He takes part in the people’s festival on Mid-
summer day, deeming himself unknown.

When the customary St. John’s fire is lighted,
no one dares leap over it, for fear of an old
gipsy’s prophecy which threatened with sud-
den death the first who should attempt it.
Frauenlob, disregarding the prophecy, per-
suades Hildegund, Ottker von Scharfenstein’s
fair ward, to venture through the fire with
him. Hildegund is the slain Truchsess’s daugh-
ter, and has sworn to wed the avenger of her
father’s death ; but each lover is unconscious of
the other’s name. The gipsy Sizyga alone, who
had been betrayed in her youth by Frauen-
lob’s father, recognizes the young knight, and
though he has only just saved the old hag
from the people’s fury, she wishes to avenge
her wrongs on him, To this end she betrays
the secret of Frauenlob’s birth to Hildegund’s
suitor, Servazio di Bologna, who is highly jeal-
ous of this new rival, and determines to lay
hands on him as soon as he enters the gates of
Maintz. Franenlob, though warned by Sizyga,
enters Maintz, attracted by Hildegund’s sweet
graces; he is determined to confess everything,
and then to fly with her, should she be willing
to follow him.

The second act opens with a fine song of the
warder of the tower. The city awakes; the
stone-masons assemble, ready to greet the Em-
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peror, whose arrival is expected. Tilda, Hilde-
gund’s friend, and daughter of Klas, chief of
the stone-masons, is going to church, but on her
way she is accosted by the knight Wolf, who
has lost his heart to her, and now, forgetting
his plan to look for Frauenlob, follows the lovely
dameel. When Frauenlob comes up and sees
again the well-known places of his youth, he is
deeply touched ; but seeing his lady-love step on
the balcony and soon after come down to enter
the dome, he accosts her, imploring her to fly
with him. At this moment Servazio, who has
lain in wait, steps forth with officers, who cap-
ture Frauenlob. Servazio now reveals the sing-
er’s secret, and Hildegund hears that her lover is
her father’s murderer. Though Frauenlob tells
Hildegund that he killed her father in sclf-de-
fence, she turns from him shuddering. Feeling
that all hopes of his future happiness are at an
end, he wishes to atone for his deed by death,
refusing the help of Wolf, who comes up with
his men to release him. But the stone-masons,
having recognized the celebrated minstrel, with
whose song they are about to greet the Em-
peror, decide to invoke the latter’s clemency.
In the third act the citizens of Maintz hail
the Emperor, after which Frauenlob’s cause is
brought before him. The whole population de-
mands his pardon, and the monarch, who loves
the singer, would fain liberate him, had not
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Servazio roughly insisted on the culprit’s pun-
ishment. Uncertain what to do, the Emperor
receives a long procession of ladies, with Tilda
at its head, who all beseech pardon for Frauen-
lob. At last the Emperor calls for Hildegund,
leaving in her hands the destiny of the pris-
oner. Left alone with him, the latter, prepared
to die, only craves her pardon. After a hard
struggle with her conscience, love conquers, and
she grants him pardon. When the Emperor
re-enters with his suite, to hear the sentence,
they find the lovers in close embrace. To the
joy of everybody, the monarch sanctions the’
union and orders the nuptials to be celebrated
at once. Another pair, Wolf and Tilda, are
also made happy. But Servazio vows ven-
geance. Sizyga having secretly slipped a powder
into his hands, he pours it into a cup of wine,
which he presents to Frauenlob as a drink of
reconciliation. The Emperor, handing the gob-
let to Hildegund, bids her drink to her lover.
Testing it, she at once feels its deadly effect.
Frauenlob, seeing his love stagger, snatches the
cup from her; emptying it at one draught. He
dies, still praising the Emperor and women,
breathing the name of his bride with his last
breath. Servazio is captured; and while Hilde-
gund’s body is strewn with roses, the wailing
women of Maintz carry their beloved minstrel
to his grave.
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DER FREISCHUTZ

Romantic Opera in three acts by C. M. VON WEBER

Text by FRIEDRICH KIND

This charming opera, done at Dresden 1820,
is the most favored of Weber’s comporitions.
It is truly German, being both fantastic and
poetic. The libretto is an old German legend,
and runs thus:

A young huntsman, Max, is in love with
Agathe, daughter of Cuno, the chief ranger of
Prince Ottocar of Bohemia. Max wooes her;
but their union depends on a master shot
which he is to deliver on the following morn-
ing. :

During a village festival he has all day bee
unlucky in shooting, and we see him full of
anger and sorrow, being mocked at by peasants
more lucky than he.

His comrade, Caspar, one of the ranger’s
older huntsmen, is his evil genius. He has sold
himself to the devil, is a gloomy, mysterious
fellow, and hopes to save his soul by delivering
some other victim' to the demon. He wants to’
tempt Max to try enchanted bullets, to be ob-
tained at the cross-road, during the midnight
hour, by drawing a magic circle with a bloody
sword and invoking the name of the mysterious
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huntsman. Father Cuno, hearing him, drives'
him away, begging Max to think of his bride
and to pray to God for success.

But Max cannot forget the railleries of the
peasants ; he broods over his misfortunes, and
when he is well-nigh despairing, Caspar, who
meanwhile calls Samiel (the devil in person) to
help, encourages him to take refuge in stimu-
lants. He tries to intoxicate the unhappy lover
by pouring drops from a phial into his wine.
When Max has grown more and more excited,
Caspar begins to tell him of nature’s secret
powers, which might help him. Max first
struggles against the evil influence, but when
Caspar, handing him his gun, lets him shoot
an eagle soaring high in the air, his huntman’s
heart is elated, and he wishes to become pos-
sessed of such bullet. Caspar tells him that they
are enchanted, and persuades him to a meeting
in the Wolf’s Glen at midnight, where the bul-
lets may be moulded.

In the second act Agathe is with her cousin
Annchen. Agathe is the true German maiden,
gerious and thoughtful almost to melancholy.
She presents a marked contrast to her gay and
light-hearted cousin, who tries to brighten
Agathe with fun and frolic. They adorn them-
selves with roses, which Agathe received from a
holy hermit, who blessed her, but warned her
of impending evil. So Agathe is full of dread
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forebodings, and after Annchen’s departure
she fervently prays to Heaven for her beloved.
When che sees, him come to her through the
forest with flowers on his hat, her fears vanish,
and she greets him joyously. But Max only
answers hurriedly that, having killed a stag in
the Wolf’s Glen, he is obliged to return there.
Agathe, filled with terror at the mention of this
ill-famed name, wants to keep him back, but
ere she can detain him he has fled. With
hurried steps Max approaches the Wolf’s Glen,
where Caspar is already occupied in forming
circles of black stones, in the midst of which he
places a skull, an eagle’s wing, a crucible, and a
bullet mould. Caspar then calls on Samiel, in-
voking him to allow him a few more years on
earth. To-morrow is the day appointed for
Satan to take his soul, but Caspar promises to
surrender Max in exchange. Samiel, who ap-
pears through the cleft of a rock, agrees to let
him have six of the fatal balls, reserving only
the seventh for himself.

Caspar then proceeds to make the bullets,
Max only looking on, stunned and remorseful
at what he sees. His mother’s spirit appears
to him; but he is already under the influence of
the charm ; he cannot move. The proceeding
goes forward amid hellish noise. A hurricane
arises, flames and devilish forms flicker about,
wild and horrible creatures rush by, and others

148 °



Der Freischiitz

follow in hot pursuit. The noise grows worse,
the earth seems to quake, until, at length, after
Caspar’s reiterated invocations, Samiel shows
himself at the word, ‘‘seven.’”” Max and Cas-
par both make the sign of the cross, and fall on
their knees more dead than alive.

In the third act we find Agathe waiting for
her bridesmaids. She is perturbed and sad,
having had frightful dreams, and not knowing
what has become of Max. Annchen consoles
her, diverting her with a merry song until the
bridesmaids enter, bringing flowers and gifts.
They then prepare to crown her with the bridal
wreath, when, lo! instead of the myrtle, there
lies in the box a wreath of white roses, the orna-
ment of the dead.

Meanwhile everybody is assembled on the lawn
near Prince Ottocar’s tent, to be present at the
firing of the master shot. The Prince points
out to Max a white dove as an object at which
to aim. At this critical moment Agathe ap-
pears, crying out: ‘Don’t shoot, Max, I am
the white dove !’> But it is too late; Max has
fired, and Agathe sinks down at the same time
as Caspar, who has been waiting behind a tree,
and who now falls heavily to the ground, while
the dove flies away unhurt. Everybody believes
that Max has shot his bride, but she is only in a
swoon; the bullet has really killed the villain -
Caspar. It was the seventh, the direction of
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which Samiel reserved for himself, and Satan
having no power over the pious maiden, directed
it on Caspar, already forfeited to him. Max
confesses his sin with deep remorse. The Prince
scornfully bids him leave his dominions for
ever. But Agathe prays for him, and at last
the Prince follows the hermit’s advice, giving
the unhappy youth a year of probation, during
which to prove his repentance and grow worthy
of his virtuous bride.

FRIEND FRITZ
A lyric Comedy in three acts by PIETRO MASCAGNI

Text after ERCKMANN-CHATRIAN’S novel of the same name

After the immense success of Cavalleria Rus-
ticana, the first representation of Amico Fritz
was awaited with feverish impatience by the
whole musical world.

But the high-strung expectations were not
fulfilled. Though many pretended that the
mueic was nobler and more artistic than that of
the author’s first work, the success was by no
means ag great as Mascagni’s friends anticipated.
In Vienna and Berlin it was even received with
partial coolness. But, lo! the first representa-
tion in Dresden on June 2, 1892, took place
with a marked and decided success.
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The artistically trained orchestra brought out
to perfection. all the finesses, all the delightful
shades of the music, and since that day the
opera has not failed to bring a full house.

The subject in itself is too simple for Mas-
cagni's strong dramatic talent, hence the lack
of interest, hence the disillusion of so many.

Granting this, we cannot but admire the
geniug which can compose an opera so full -of
refined and noble sentiment, based on such a
simple plot.

No music more charming than the march,
taken as well as the Pastorale from a national
Algacian song, none more sweet and melodi-
ous than the Intermezzo and the Cherry duet.
The finely depicted details in the orchestra are
a delight for musical ears.

The simple text follows strictly the French
original.

Fritz Kobus, a well-to-do landowner, receives
the felicitations of his friends on his fortieth
birthday. At the same time his old friend
Rabbi David, as consummate a match-maker
as Fritz is an inveterate bachelor, receives from
the latter a loan of 1,200 francs, which is to en-
able a poor girl to marry her lover. Fritz gives
it very graciously, congratulating himself that
he is free from hymen’s bonds.

He treats his friends to a hearty dinner, in
which Susel, his tenant’s daughter, who comes
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to present her landlord with a nosegay of vio-
lets, joins. Fritz makes her sit beside him, and
for the first time remarks the growing loveliness
of the young maiden. While they are feasting,
a gipsy Seppel plays a serenade in honor of
the birthday, which makes a deep impression on
fair Susel. When the latter has departed, the
joviality of the company increases. Hanczo and
Friedrich, two friends, laughingly prophesy to
the indignant Fritz that he will soon be mar-
ried, and David even makes a bet, which, should
he prove right, will make him owner of one of
his friend’s vineyards. At the end of the first
act a procession of orphans hail the landlord as
their benefactor. ‘

In the second act we find our friend Fritz as
guest in the house of his tenant. Susel is sedu-
lously engaged in selecting flowers and cherries
for her landlord, who, coming down into the
garden, is presented by her with flowers. Soon
she mounts a ladder, and, plucking cherries,
throws them to Fritz, who is uncertain which
are the sweeter, the maiden’s red lips, or the
ripe cherries which she offers him. In the
midst of their enjoyment the sound of bells and
crackling of whips is heard; Fritz’s friends en-
ter. He soon takes them off for a walk; only
old David stays behind with Susel, pleading
fatigue. Taking occasion of her presenting him
with a drink of fresh water, he makes her tell
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him the old story of Isaac and Rebecca, and is
quite satisfied to guess at the state of her feel-
ings by the manner in which she relates the sim-
ple story. On Fritz’s return he archly com- .
municates to him that he has found a suitable
husband for Susel, and that he has her father’s
consent. The disgust and fright which Fritz
experiences at this news reveal to him some-
thing of his -own feelings for the charming
maiden. He decides to return home at once,
and does not even take farewell of Susel, who
weeps in bitter disappointment. -

In the third act Fritz, at home again, can
find no peace anywhere. When David tells
him that Susel’s marriage is a decided fact he
breaks out, and in his passion downright for-
bids the marriage. At this moment Susel ap-
pears, bringing her landlord a basket of fruit.
She looks pale and sad; and when Fritz sarcas-
tically asks her whether she comes to invite him
to her wedding, she bursts into tears. Then
the real state of her heart is revealed to him,
and with passionate avowal of his own love,
Amico Fritz takes her to his heart. So David
wing his wager, which, however, he settles on
Susel as a dowry, promising at the same time to
procure wives before long for the two friends
standing by.
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GENOVEVA
Opera in four acts by ROBERT SCHUMANN

" Text after HEBBEL and TIECK

The music of this opera is surpassingly de-
lightful. Though Schumann’s genius was not
that of a dramatist of a very high order, this
opera deserves to be known and esteemed univer-
sally. Nowhere can melodies be found finer or
more poetical and touching than in this noble
musical composition, the libretto of which may
also be called interesting, though it is faulty in
its want of action.

It is the old legend of Genoveva somewhat
altered. Siegfried, Count of the Palatinate, is
ordered by the Emperor Charles Martell to join
him in the war with the infidels who broke
out of Spain under Abdurrahman. The noble
Count recommends his wife Genoveva and all
he possesses to the protection of his friend
Golo, who is, however, secretly in love with his
master’s wife. After Siegfried has said fare-
well, she falls into a swoon, which Golo takes
advantage of to kiss her, thereby still further
exciting his flaming passion. Genoveva finally
awakes and goes away to mourn in silence for
her husband.

Golo being alone, an old hag, Margaretha,
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whom he takes for his nurse, comes to console
him.

She is in reality his mother, and has great
schemes for her son’s future happiness. She
insinuates to him that Genoveva, being alone,
needs consolation, and will easily be led on to
accept more tender attentions, and she prom-
ises him her assistance. The second act shows
Genoveva’s room. She longs sadly for her hus-
band, and sees with pain and disgust the inso-
lent behavior of the servants, whose wild songs
penetrate into her silent chamber.

Golo enters to bring her the news of a great
victory over Abdurrahman, news which fill her
heart with joy.

She bids Golo sing and sweetly accompanies
his song, which so fires his passion that he falls
upon his knees and frightens her by glowing
words. Vainly she bids him leave her; he only
grows more excited, till she repulses him with
the word “‘ bastard.” Now his love turns into
hatred, and when Drago, the faithful steward,
comes to announce that the servants begin to be
more and more insolent, daring even to insult
the good name of the Countess, Golo asserts
that they speak the truth about her. He per-
suades the incredulous Drago to hide himself
in Genoveva’s room, the latter having retired
for the night’s rest.

Margaretha, listening at the door, hears
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everything. She tells Golo that Count Sieg-
fried lies wounded at Strassbourg; she has in-
tercepted his letter to the Countess, and prepares
to leave for that town, in order to nurse the
Count and kill him slowly by some deadly
poison. Then Golo calls quickly for the ser-
vants, who all assemble to penetrate into their
mistress’s room. She repulses them, full of
wounded pride, but at last she yields, and her-
self taking the candle to light the room, proceeds
to search, when Drago is found behind the cur- -
tains and at once silenced by Golo, who runs his
dagger through his heart. Genoveva is led into
the prison of the castle.

The third act takes place at Strassbourg,where
Siegfried is being nursed by Margaretha. His
strength defies her perfidy, and he is full of impa-
tience to return to his loving wife, when Golo en-
ters, bringing him the news of her faithlessness.

Siegfried, in despair, bids Golo kill her with
his own sword. He decides to fly into the wil-
derness, but before fulfilling his design, he goes
once more to Margaretha, who has promised to
show him all that passed at home during his
abgence. He sees Genoveva in a magic look-
ing-glass, exchanging kindly words with Drago,
but there is no appearance of guilt in their in-
tercourse. The third image shows Genoveva
sleeping on her couch, and Drago approaching
her. With an imprecation Siegfried starts up,
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bidding Golo avenge him, but at the same in-
stant the glass flies in pieces with a terrible
- crash, and Drago’s ghost stands before Margare-
‘tha, commanding her to tell Siegfried the truth.

In the fourth act Genoveva is being led into
the wilderness by two ruffians, who have orders
to murder her. Before this is done, Golo ap-
proaches her once more, showing her Siegfried’s
ring and sword, with which he has been bidden
to kill her. IIe tries hard to win her, but she
turns from him with scorn and loathing, pre-
ferring death to dishomor. At length relin-
quishing his attempts, he beckons to the mur-
derers to do their work, and hands them Count
Siegfried’s weapon. Genoveva, in her extreme
need, seizes the cross of the Saviour, praying
fervently, and detains the ruffians, till at the
last moment Siegfried appears, led by the re-
pentant Margeretha. There ensues a touching
scene of forgiveness, while Golo rushes away to
meet his fate by falling over a precipice.

TITE GOLDEN CROSS
Opera in two acts by IGNAZ BRULL
Text by MOSENTHAL

Brull, born at Prossnitz in Moravia, Novem-
ber 7, 1846, received his musical education in
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Vienna, and is well known as a good pianist.
He has composed different operas, of which,
however, the above-mentioned is the only popu-
lar one.

This charming little opera, which rendered
its composer famous, has passed beyond the
frontiers of Germany, and is now translated into
several languages.

The text is skilfully arranged, and so com-
bined as to awaken our interest.

The scene is laid in a village near Melun in
the years between 1812 and 1815,

Nicolas (or Cola) Pariset, an innkeeper, is be-
trothed to his cousin Thérése. Unfortunately,
just on his wedding-day a sergeant, named
Bombardon, levies him for the army which is
to march against the Russians. Vainly does
Thérese plead for her betrothed, and equally in
vain is it that she is joined in her pleading by
Nicolas’s sister Christine. The latter is passion-
ately attached to her brother, who has hitherto
been her only care. Finally Christine promises
to marry any man who will go as substitute for
her brother. Gontran de I’Ancry, a young
nobleman, whose heart is touched by the
maiden’s tenderness and beauty, places himself
at Bombardon’s disposal and receives from him
the golden cross, which Christine has placed in
his hands to be offered as a pledge of fidelity to
her brother’s deliverer. Christine does not get
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to know him, as Gontran departs immediately.
The act closes with Cola’s marriage.

The second act takes place two years later.
Cola, who could not be detained from marching
against the enemy, has been wounded, but saved
from being killed by an officer, who received
the bullet instead. Both return to Cola’s house
as invalids and are tended by.the two women.
The strange officer, who is no other than Gon-
tran, loves Christine, and she returns his pas-
sion; but deeming herself bound to another, she
does not betray her feeling. Gontran is about
to bid her farewell, but when in the act of tak-
ing leave he perceives her love and tells her
that he is the officer who was once substitute
for her brother in the war.

Christine is full of happiness; Gontran, when
asked for the token of her promise, tells her
that the cross was taken from him as he lay
genseless on the field of battle. At this mo-
ment Bombardon, returning also as an invalid,
presents the cross to Christine, and she, believ-
ing that Gontran has lied to her and that Bom-
bardon is her brother’s substitute, promises her
hand to him, with a bleeding heart; but Bom-
bardon relates that the true owner of the cross
has fallen on the battle-field and that he took
it from the dead body. Christine now resolves
to enter a convent, when suddenly Gontran’s
voice is heard. Bombardon recognizes his
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friend, whom he believed to be dead, every-
thing is explained, and the scene ends with the
marriage of the good and true lovers.

THE TWO GRENADIERS

Comic Opera in thiree acts by ALBERT LORTZING

Text adapted from the French

After a long interval of quiet, Lortzing’s
charming music seems to be brought to honor
again, and no wonder. The ears of the public
grow over-tired, or may we say over-taxed by
Wagner’s grand music, which his followers still
surpass, though only in noise and external
effects: they long for simplicity, for melody.
Well, Lortzing’s operas overflow with real, true,
simple melody, and generally in genuine good
humor. For many years only two of his operas
have been performed, viz., ‘ Undine’’ and
““Czar and Zimmermann.”” Now Hamburg
has set the good example by representing a
whole cyclus (seven operas of Lortzing’s), and
Dresden has followed with “ The Two Grena-
diers.”

The opera was composed in the year 1837, and
is of French origin, and though its music breathes
German humor and naiveté, the French influ-
ence may be felt clearly. The persons show life
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and movement, the music is light-hearted, grace-
ful, and truly comic.

The scene takes place in a little country town,
where we find Busch, a wealthy innkeeper,
making preparations for the arrival of his only
son. The young man had entered a Grenadier
regiment at the age of sixteen, ten years before,
8o the joyful event of his home-coming is looked
forward to with pleasure by his father and sister
Suschen, but with anxiety by a friend of hers,
Caroline, to whom young Busch had been
affianced before joining his regiment.

Enter two young Grenadiers from the regi-
ment on leave, the younger of whom falls in
love with Suschen at first sight. However, as
the elder Grenadier, Schwarzbart, dolefully re-
marks, they are both almost penniless, and he
reflects how he can possibly help them in their
need. His meditations are interrupted by the
arrival of the landlord, who, seeing the two
knapsacks, and recognizing one of them as that
of his son, naturally supposes the owner to be
his offspring, in which belief he is confirmed by
Schwarzbart, who is induced to practise this de-
ceit, partly by the desire of getting a good din-
ner and the means of quenching his insatiable
thirst, partly by the hope of something turning
up in favor of his companion in arms, Wil-
helm. Asa matter of fact, the knapsack does
not belong to Wilhelm at all. On leaving the
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inn at which the banquet following the wed-
ding of one of their comrades had been held,
the knapsacks had inadvertently been exchanged,
much to Wilhelm’s diemay, his own containing
a lottery ticket which, as he has just learnt, had
won a great prize. The supposed son is, of
course, received with every demonstration of
affection by his fond parent; but, thongh submit-
ting with a very good grace to the endearments
of his supposed sister—the maiden with whom
he had fallen in love so suddenly—he resolutely
declines being hugged and made much of by
the old landlord, this double part being entirely
distasteful to his straightforward nature. Nor
does his affianced bride, the daughter of the
bailiff, fare any better, his affections being
placed elsewhere, and their bewilderment is only
somewhat appeased by Schwarzbart’s explana-
tion that his comrade suffers occasionally from
weakness of the brain.

In the next act Peter, a youth of marvellous
gtupidity, and cousin of the bailiff, presents
himself in a woful plight, to which he has been
reduced by some soldiers at the same wedding
festivities, and shortly after, Gustav, the real son,
appears on the scene. He is a manly fellow,
full of tender thoughts for his home. Great is,
therefore, his surprise at finding himself repulsed
by his own father, who, not recognizing him,
believes him to be an impostor. All the young
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man’s protestations are of no avail, for in his
knapsack are found the papers of a certain Wil-
helm Stark, for whom he is now mistaken.
When silly Peter perceives him, he believes him
to be the Grenadier who had so ill-treated him
at the wedding, though in reality it was
Schwarzbart. Gustav is shut up in a large
garden-house of his father’s, the small town
lacking a prison.

In the third act the Magistrate has found out
that Wilhelm’s papers prove him to be the
bailiff’s son, being the offspring of his first
love, who had been with a clergyman, and
who, after the death of the bailiff’s wife, is
vainly sought for by his father. Of course, this
changes everything for the prisoner, who is
~ suddenly accosted graciously by his gruff gnard-
ian Barsch, and does not know what to make of
his mysterious hints.

Meanwhile Caroline’s heart has spoken for
the stranger, who had addressed her so courte-
ously and chivalrously; she feels that, far from
being an impostor, he is a loyal and true-
hearted young fellow, and therefore decides to
liberate him. At the same time enter Wilhelm
with Schwarzbart, seeking Suschen; Peter slips
in for the same reason, seeking her, for Suschen
is to be his bride. Gustav (the prisoner), hear-
ing footsteps, blows out the candle, in order to
save Caroline from being recognized, and so they
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all run about in the dark, playing hide and seek
in an infinitely droll manmuer. At last the
bailiff, having heard that his son has been
found, comes up with the innkeeper. The
* whole mystery is cleared up, and both sons em-
brace their respective fathers and their brides.

HAMLET
Grand Opera in five acts by AMBROISE THOMAS
Text taken from SHAKESPEARE

by MICHEL CARRE and JULES BARBIER

Hamlet was first reproduced in Paris in 1868,
a year after the representation of Mignon, but
it never reached the latter’s popularity. This
is not due to the music, which is very fine, and
even nobler than in Mignon, but to the horrid
mutilation of Shakespeare’s glorious tragedy,
which almost turns into ridicule the most sub-
lime thoughts.

The text is soon explained. We find the
Shakespearian names with their thoughts and
deeds turned into operatic jargon.

The first act shows Hamlet’s disgust and pain
at his mother’s early wedding with Claudius,
King of Denmark, only two months after her
first husband’s death. Ophelia vainly tries to
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divert his sombre thoughts; he finds her love
very sweet, however, and when her brother
Laertes, before starting on a long journey, com-
mends her to his friend’s protection, Hamlet
swears to be true to her unto death.

In the interview at midnight with his father’s
ghost, Hamlet experiences great revulsion of
feeling when he discovers that his mother’s
second husband is his father’s murderer. The
ghost urges Hamlet to avenge his parent, which
he swears to do.

In the second act we find Ilamlet quite
changed. He not only avoids his father and
mother, but also shuns Ophelia, who vainly tries
to uunderstand his strange behavior. Deter-
mined to find out the truth about Claudius’s
guilt, Hamlet has paid some actor to play the
old tragedy of Gonzaga’s murder. When the
actor pours the poison into the sleeping King’s
ear, Claudius sinks back half fainting, and
Hamlet, keenly observant, loudly accuses him
of his father’s death. But he is unable to act,
and after the King’s escape he seeks his moth-
er’s room to ponder on his wrongs. Ilidden be-
hind a pillar, he overhears from Claundius’s own
lips that Ophelia’s father, old Polonius, is the
King’s accomplice. This destroys the last spark
of his belief in humanity. Thrusting the weep-
ing Ophelia from him, he advises her to shut
herself in a convent and to bid farewell to all
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earthly joys. Left alone with his mother, he
wildly reproaches her, and at last so far forgets
himself that he is about to kill her, had not his
father’s ghost appeared once more, exhorting
him to take vengeance, but to spare his mother.

This scene is very powerful, the music of
strange and weird beauty.

In the fourth act poor demented Ophelia
takes part in the plays of the village maidens.
The Swedish song she sings to them is full of
sweet pathos. When her playmates leave her,
she hides among the willows, enticed into the
water by the ‘“Neck’ (Swedish for Sirens),
whose own song she has sung. Slowly floating
out on the waves, her voice dies away softly.
With her death the interest in the opera ends;
Irowever, a fifth act takes us to her grave, where
the whole funeral procession arrives. The ghost
once more appeals to Hamlet for vengeance, un-
til he rouses himself and runs his sword through
Claudius, after which the ghost disappears,
while Hamlet is elected King of Denmark on
the spot.

The audience in German theatres is spared
this last piece of absurdity, and the play is
brought to a more appropriate close by Hamlet’s
stabbing himself on his bride’s bier.



Hansel and Gretel

HANSEL AND GRETEL
A Fairy ta%e in three pictures by ADELHEID WETTE

Music by ENGELBERT HUMPERDINCK

After a long period of ‘“ Sturm und Drang,”
we have an opera so fresh and simple that any
child will delight in it. It not only captivates
children and people of simple tastes, but the
most blasé must acknowledge its charms. No
thrilling drama, but a simple fairy tale, known
in every nursery, has achieved this wonder. It
i3 a revelation. True music finds its way to the
heart, and how wonderfully refreshing are these
gimple nursery songs, recalling days of sweet
childhood, how droll and truly realistic are
these children in their natural and naive sauci-
ness! Here is no display of human passions;
simply and clearly the old fairy tale goes ony
embellished by the masterly way in which the
musician handles the modern orchestra.

The first act represents the miserable little hut
of a broom-maker. Hansel is occupied in bind-
ing brooms, Gretel is knitting and singing old
nursery songs, such as ‘‘Susy, dear Susy, what
rattles in the straw?’’ Both children are very
hungry, and wait impatiently for the arrival of
their parents. Ilansel is particularly bad-tem-
pered, but the merry and practical Gretel, find-
ing some milk in a pot, soon soothes his rufled
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feelings by thé promise of a nice rice-pap in the
evening. Forgetting work and hunger, they
begin to dance and frolic, until they rpll on the
ground together. At this moment their moth-
er enters, and seeing the children idle, her
wrath is kindled, and she rushes at them with
the intention of giving them a sound whipping.
Alas, instead of Hansel, she strikes the pot and
upsets the milk. The mother’s vexation cools,
and only sorrow remains, but she quickly puts a
little basket into Gretel’s hands, and drives the
children away, bidding them look for straw-
berries in the woods. Then sinking on a chair,
utterly exhausted, she falls asleep. She is
awakened by her husband, who comes in sing-
ing and very gay. She sees that he has had a
drop too much, and is about to reproach him;
but the words die on her lips when she sees him
anfold his treasures, consisting of eggs, bread,
butter, and coffee. He tells her that he has been
very fortunate at the church ale (Kirmes), and
bids her prepare supper at once. Alas, the pot
is broken, and the mother relates that, finding
the children idle, anger got the better of her,
and the pot was smashed to pieces. He good-
naturedly laughs at her discomfiture, but his
merriment is changed to grief when he hears
that their children are still in the forest, per-
haps even near the Ilsenstein, where the wicked

fairy lives who entices children in order to bake
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and devour them. This thought ‘so alarms the
parents that they rush off to seek the children
in the forest.

The second act is laid near the ill-famed
Ilsenstein. Hansel has filled his basket with
strawberries, and Gretel is winding a garland
of red hips, with which Hansel crowns her.
He presents her also with a bunch of wild-
flowers and playfully does homage to this queen
of the woods. Gretel, enjoying the play, pops
one berry after another into her brother’s
mouth; then they both eat, while listening to
the cuckoo. Before they are aware of |it, they
have eaten the whole contents of the basket and
observe with terror that it has grown too dark
either to look for a fresh supply or to find their
way home. Gretel begins to weep and to call
for her parents; but Hansel, rallying his cour-
age, takes her in his arms and soothes her, until
they both grow sleepy. The dustman comes,
throwing his dust into their eyes, but before
their lids close they say their evening prayer;
then they fall asleep and the fourteen guardian
angels, whose protection they invoked, are seen
stepping down the heavenly ladder to guard
their sleep. ‘

In the third act the morning dawns. Crystal
drope are showered on the children by the angel
of the dew: Gretel opens her eyes first and wakes
her brother with a song. They are still en-
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tranced by the beautiful angel dream they have
had, when snddenly their attention is aroused
by the sight of a little house, made entirely of
cake and sugar. Approaching it on tiptoe, they
begin to break off little bits, but a voice within
calls out “Tip tap, tip tap, who raps at my
house?”” ¢ The wind, the wind, the heavenly
child,” they answer, continuing to eat and to
langh, nothing daunted. But the door opens
softly, and out glides the witch, who quickly
throws a rope around Hansel’s throat. Urging
the children to enter her house, she tells her
name, Rosina Sweet-tooth. The frightened chil-
dren try to escape, but the fairy raises her staff,
and by a magic charm keeps them spellbound.
She imprisons Hansel in a small stable with a
lattice door, and gives him almonds and cur-
rants to eat; then turning to Gretel, who has
stood rooted to the spot, she breaks the charm
with a juniper bough, and compels her to enter
the house and make herself useful.

Believing Hansel to be asleep, she turns to
the oven and kindles the fire; then, breaking
into wild glee, she seizes a broom and rides on it
round the house singing, Gretel all the while
observing her keenly. Tired with her exertions,
the witch awakes Hansel and bids him show
his finger, at which command Hansel stretches
out a small piece of wood. Seeing him so thin,
the witch calls for more food, and while she
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turne her back, Gretel quickly takes up the
juniper bough, and speaking the formula, dis-
enchants her brother. Meanwhile the witch,
turning to the oven, tells Gretel to creep into
it, in order to see if the honey-cakes are ready,
but the little girl, affecting stupidity, begs her
to show how she is to get in. The witch im-
patiently bends forward, and at the same mo-
ment Gretel, assisted by Hansel, who has escaped
from his prison, pushes her into the hot oven
and slams the iron door. The wicked witch
burns to ashes, while the oven cracks and roars
and finally falls to pieces. With astonishment
the brother and sister see a long row of chil-
dren, from whom the honey-crust has fallen off,
standing stiff and stark. Gretel tenderly ca-
resses one of them, who opens his eyes and smiles.
She now touches them all, and Hansel, seizing
the juniper bough, works the charm and recalls
them to new life. The cake children thank
them warmly, and they all proceed to inspect the
treasures of the house, when Hansel hears their
parents calling them. Great is the joy of father
and mother at finding their beloved ones safe
and in the possession of a sweet little house.
The old sorceress is drawn out of the ruins of
the oven in the form of an immense honey-cake,
whereupon they all thank Heaven for having so
visibly helped and protected them.
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HANS HEILING
Romantic Opera in three acts with a prelude

by HEINRICH MARSCHNER

Text by EDUARD DEVRIENT

The text to this opera, which was written by
the celebrated actor and sent to Marschner
anonymously, so struck the composer by its
beauty that he adapted music to it, music which
" ought to be heard much oftener on our stages
on account of its freshness, and its healthy
dramatic action, which never flags, but contin-
ues to interest and move the hearer with ever-
.increaging effect till the end is reached.

The contents are as follows:

Hans Heiling, King of the gnomes, has fallen
in love with a daughter of the earth, the charm-
ing Anna. This maiden, a poor country girl in
the first freshness of youth, has been induced
by her mother to consent to a betrothal with the
rich stranger, whom she esteems, but nothing
more, her heart not yet having been touched by
love.

In the prelude we are introduced into the
depths of earth, where the gnomes work and-

toil incessantly, carrying glittering stones, gold = -

and silver, and accumulating all the treasures
on which men’s hearts are set. :
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Their King announces to them that he will
no longer be one of theirs; he loves, and there-
fore he resigns his crown. All the passionate
entreatings of his mother and of the gnomes are
of no avail. At the Queen’s bidding he takes
with him a magic book, without which he should
lose his power over the gnomes; and after giving
to her beloved son a set of luminous diamonds,
mother and son part, Heiling with joy in his
heart, the mother in tears and sorrow.

In the first act Heiling arises from the earth,
forever closing the entrance to the gnomes.

Anna greets him joyously, and Gertrud, her
mother, heartily seconds the welcome. Heiling
gives to his bride a golden chain, and Anna,
adorning herself, thinks, with pleasure, how
much she will be looked at and envied by her
companions. She fain would show herself at
once, and begs Heiling to visit & public festival
with her. But Heiling, by nature serious and
almost taciturn, refuses her request. Anna
pouts, but she soon forgets her grief when she
sees the curious signs of erudition in her lover’s
room. Looking over the magic book, the
leaves begin to turn by themselves, quicker and
quicker, the strange signs seem to grow, to
threaten her, until, stricken with horrible fear,
Anna cries out, and Heiling, turning to her,
sees too late what she has done. Angry at her
curiosity, he pushes her away, but she clings to
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him with fervent entreaties to destroy the dread-
ful book. His love conquers his reason; and
he throws the last link which connects him with
his past into the fire. A deep thunder-peal is
heard. Anna thanks him heartily, but from
this hour the seed of fear and distrust grows in
her heart.

Heiling, seeing her still uneasy, agrees to visit
the festival with her upon condition that she
refrains from dancing. She gladly promises,
but as soon as they come to the festival, Anna is
surrounded by the village lads, who entreat her
to dance. They dislike the stranger, who has
won the fairest maiden of the village, and Con-
rad the hunter, who has long loved Anna, is
particularly hard on his rival. He mocks him,
feeling that Heiling is not what he seems, and
tries to lure Anna away from his side. At last
Heiling grows angry, forbidding Anna once more
to dance. She is wounded by his words, and
telling him abruptly that she is not married
yet, and that she never will be his slave, she
leaves him.

In despair, Heiling sees her go awdy with Con-
rad, dancing and frolicking.

In the second act we find Anna in the forest.
She is in a deep reverie; her heart has spoken,
but, alag, not for her bridegroom, whom she
now fears: it only beats for Conrad, who has
owned his love to her. Darkness comes on, and
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the gnomes appear with their Queen, who re-
veals to the frightened girl the origin of her
bridegroom, and entreats her to give back the
son to his poor bereft mother. When the
gnomes have disappeared, Conrad overtakes
Anna, and she tells him all, asking his help
against her mysterious bridegroom. Conrad,
geeing that she returns his love, is happy. He
has just obtained a good situation, and will now
be able to wed her.

He accompanies her home, where Gertrud
welcomes them joyously, having feared that .
Anna had met with an accident in the forest.

While the lovers are together, Heiling enters,
bringing the bridal jewels. Mother Gertrud is
dazzled, but Anna shrinks from her bridegroom.
When he asks for an explanation, she tells him
that she knows of his origin. Then all his
hopes die within him; but determined that his
rival shall not be happy at his cost, he hurls his
dagger at Conrad and takes flight.

In the last act Heiling is alone in a ravine
in the mountains. He has sacrificed everything
and gained nothing. Sadly he decides to re-
turn to the gnomes. They appear at his bid-
ding, but they make him feel that he no longer
has any power over them, and by way of adding
still further to his sorrows they tell him that his
rival lives and is about to wed Anna. Then in-
deed all seems lost to the poor dethroned King.
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In despair and repentance he casts himself to
the earth. But the gnomes, seeing that he
really has abandoned all earthly hopes, swear
fealty to him once more and return with him to
. their Queen, by whom he is received with open
arms.

Meanwhile Conrad, who only received a
slight wound from Heiling’s dagger and has
speedily recovered, has fixed his wedding day,
and we see Anna, the happy bride, in the midst
of her companions, prepared to go to church
with her lover. But when she looks about her,
Heiling is at her side, come to take revenge.
Conrad would fain aid ber, but his sword breaks
before it touches Heiling, who invokes the help
of his gnomes. They appear, but at the same
moment the Queen is seen, exhorting her son to
pardon and to forget. He willingly follows her
away into his kingdom of night and darkness,
never to see earth’s surface again. The anxious
peasants once more breathe freely and join in
common thanks to God.

HENRY THE LION
Opera in four acts by EDMUND KRETSCHMER

This opera has not had the same suocess as
““The Folkungs,”” which may be attributed in
part to the subject, which is less attractive.
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Nevertheless it has great merit, and has found
its way to the largor stages of Germany. The
libretto is written by Kretschmer himself. The
background is in this instance also historical.

The scene, which takes us back to the middle
of the 12th century, is laid, in the first act, in
Rome; in the second and fourth in Henry the
Lion’s castle, and in the third act on the coast of
Ancona.

In the first act Henry’s praise is sung; he has
gained the victory for his Emperor, Frederick
Barbarossa, over the Italians. Frederick enters,
thanking the Duke heartily for his fidelity and
fortitude. A stranger, named Astoc, comes,
prophesying an unhappy end to the Emperor
if he continues to seek his laurels in strange
lands. To the anger of everybody, Henry sec-
onds him, entreating his master to return into
his own country, where his presence is neces-
sary. The Emperor rebukes him sternly,
Henry grows hot, and is finally, by order of
Frederick, fettered and led away.

The second act shows the park in Henry’s
castle. His lovely wife Clementina, whose veil
he wears on his helmet as a talisman, receives
the country people, who come to congratulate
her on the first anniversary of her wedding day.
Irmgard, sister-in-law of Duke Henry, sees with
envy how much Clementina is loved by every-
one; she had herself hoped to become Duchess
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of Saxony, and from the time when Henry
brought home his lovely bride, Irmgard has
hated her. Conrad von Wettin, Henry’s
friend, appears in pilgrim’s garb, to announce
to the lonely wife the sad news of her husband’s
captivity, and she at once resolves to travel to
Ancona in order to entreat the Emperor’s par-
don.

Irmgard, thinking she sees in the disguised
pilgrim, whose gait she recognizes to be that of
a knight, a lover of Clementina’s, believes that
already the day of revenge is dawning.

In the third act the Emperor mourns the loss
of his bravest hero, who firmly refuses to retract
his rash words. A German song is heard, and
Conrad von Wettin presents a young minstrel
to the homesick Prince. The former begs for
the favor of celebrating the coming festival in a
German song. This is permitted, and the festi-
val begins. The Anconites, whom Frederick
delivered from their captivity, appear to thank
him; then Henry the Lion is conducted to his
presence and ordered to ask his forgiveness.
But Henry repeats that he did nothing wrong
in telling the truth. The Emperor decides to
give him an hour for reflection, after which, if
Henry does not bend his will, he shall be
banished.

When this hard sentence is heard, Clementina,
in minstrel’s guise, sings her song of the Ger-
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man’s fidelity to his Prince and his country, and
of his wife’s faithfulness and her highest glory.

The song so touches the Emperor that he
bids her ask a favor. She takes Henry the
Lion’s sword and buckler, which are lying near,
and handing them to the captive, entreats the
Emperor to give him his liberty and to pardon
him. Her request is granted by Frederick; and
Henry, shamed by his Prince’s magnanimity,
bends his knee, swearing eternal fidelity to him.
From Henry the young minstrel only asks a
piece of the veil fastened round his helmet, in
memory of his deliverance.

The last act carries us back to Henry’s castle,
where the wife receives her husband full of joy.
Clementina asks for the missing piece of veil,
and Henry tells her how he gave it away. In
the midst of this intercourse horns sound, and
the Emperor appears with his whole suite. He
comes to recompense his hero, who has again
won for him honor and glory, with the duchy
of Bavaria. Henry presents his consort as the
best and most faithful of wives, when Irmgard
steps forth, accusing her sister-in-law of faith-
lessness, and relating that she left the castle
with a young knight in pilgrim’s attire, and
only returned when the news spread that the
Duke would come home victorious. Clementina
ia too proud to defend herself, and forbids even
Conrad von Wettin to speak.

179



The Standard Operaglass

Everybody-is convinced of her innocence, but
her husband, always rash and violent, turns
from her when she refuses to say nay, and
banishing her from his castle, casts his glove
before Conrad von Wettin.

Clementina silently goes away, but soon re-
appears in her minstrel’s garb; with the piece
of veil in her hand she sings the song which
they heard in Ancona. Now she is at once rec-
ognized; and the opera ends with a pean of
praise to the faithfulness of German wives.

HERRAT
Grand Opera in three acts by FELIX DRAESEKE

The first representation of Herrat took place
in Dresden on the 10th of March, 1892. Its
author is long known as one of the first living
composers, but his music is so serious, so ex-
tremely difficult in its execution, that this is
probably the cause why his operas have been
almost unknown hitherto. Like Wagner, he
did the libretto himself ; like him, he chose his
subject from the old ‘‘ Heldensaga,’’ but here
all likeness ends. There is no relation between
Draeseke and Wagner; each goes his own way,
each is an original genius.
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The Amelungenlied, a translation of which
has appeared from Simrock, bears great likeness
to the Nibelungen; we even find in part the
same persons. The subject is a bloody one;
love and heroism are the poles which move it.
‘The music is grand, stern, sometimes sublime,
but we look vainly for grace and sweetness.
The libretto is rather poor, the rhymes un-
melodious and uneven; nevertheless the musical
effect is deep and lasting; the breath of a mas-
ter genius has brought it to life.

The first scene is laid in Etzel’s (Attila’s) Cas-
tle Gran. The King of the Hun’s best vassal,
Dietrich von Bern, has been severely wounded,
and sent by his Sire to Gran, that he might be
tended by Queen Helke, Etzel’s wife. Instead
of taking care of the hero, she leaves him to her
maid Herlinde, who has naught but water at
her disposition, while the Queen nurses her
kinsman Dietrich der Reusse, a prisoner of war.
The consequence of this is that Etzel, coming
home, finds his friend sicker than before, while
his enemy is well and strong. Full of wrath,
he orders the Queen to keep Dietrich der Reus-
se prisoner, without leaving her any guards;
should he escape, she is to be beheaded.

After Etzel’s departure to the army Dietrich
der Reusse escapes, notwithstanding the Queen’s
entreaties. In her distress Ilelke turns to the
gore wounded Dietrich von Bern, who, though
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bitterly cursing her ingratitude, rises from his
sick-bed in order to pursue the fugitive.

In the second act Dietrich der Reusse arrives
on foot at Saben’s castle in Esthonia. (Saben is
a usurper, who has dispossessed King Nentwin
and taken possession of his castle and his daugh-’
ter Herrat.) Dietrich’s steed is dead; but hear-
ing his pursuer close upon his heels, he takes
refuge in an adjacent wood. Herrat, standing
on a balcony, has recognized him. She sees
him vanish with regret, because prediction told
her that a Dietrich would be her deliverer ; but
when another hero comes up she directs him
. to the wood to which Dietrich has flown. She
hears the combat going on between the two, and
goon the pursuer comes back, telling her that
his enemy is dead and begging for rest and
shelter. When he tells her his name, she starts
back, well knowing that Saben, who has slain
Dietrich’s relatives, will not receive him gra-
ciously. She, however, accompanies him to a
room, and, determined to protect him against
Saben’s wiles, she binds up his wounds and
nurses him tenderly. Saben, entering, recog-
nizes the Berner by his celebrated helmet; he
leaves the room, telling Herrat to look well after
such a famous guest. But Herrat’s mind mis-
gives her; she tries to rouse the hero, who has
sunk into the sleep of exhaustion, and, not suc-
ceeding, places his arms well within his reach.
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When she is about to withdraw, she sees Saben
return with a band of assassing. Their murmurs
rouse Dietrich, who defends himself bravely, slay-
ing one after another. But his strength is fail-
ing, when suddenly a disgunised youth rushes to
his assistance with eight well-armed companions.
Saben’s men are slain; Saben himself falls a vic-
tim to Dietrich’s sword. When the youth un-
masks, Dietrich recognizes in his deliverer Her-
rat, his sweet nurse, whose likeness to his own
dead wife, Gotlinde, has moved him from the
first. She offers him her father’s kingdom,
which he, though full of love and gratitude, is
loath to accept, as he only claims her heart and
hand. " But ambition urges him to accept her
offer, and so he not only obtains her hand, but
is proclaimed King of Esthonia.

The third act presents the camp of the Huns,
pitched southwards of Gran, near the Danube.
Etzel has already twice granted respite to the
Queen; but as there is no trace of the two Diet-
richs, Helke is now to be executed. Old Hilde-
brand, one of the Berner’s followers, is particu-
larly inimical to her, because he believes her to
be the cause of his beloved master’s death.

Suddenly everybody’s attention is attracted
to a ship approaching the camp. Hildebrand,
perceiving on it a hero in disguise, wearing
Dietrich’s helmet, with Waldemar and Ilias,
Etzel’s enemies, on his side, calls the people to
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arms. But when the foreign knight disembarks
and, unmasking, shows the face of Dietrich von
Bern, everybody is full of joy. He brings the
two hostile kings as prisoners to Etzel, and lays
the two crowns of Esthonia and of the Wiking
country at his feet.

Etzel’s brow, however, remains sombre; he
sternly asks after Dietrich der Reusse. The
Berner, unwilling to sing his own praise, is
silent, when his wife, Herrat, steps forth, relating
how her hero killed his antagonist in Saben’s
woods. Now, at last, Etzel relents; he draws
his wife to his breast in forgiveness, and all sing
hail to Etzel and Dietrich and to their Queen.

HOCHZEITSMORGEN
(WEDDING MORNING)
Opera in one act by KARL VON KASKEL

Text by FRANZ KOPPEL-ELLFELD

This opera, which was represented for the
first time at the Royal Opera in Dresden, on
April 29, 1893, is the first attempt of its young
composer, and, as such, shows considerable tal-
ent, even genius.

Indeed, it sins rather in too much than in too
little inventions; it would seem that Kaskel’s
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brain, overflowing with musical ideas, wanted
to put them all into this one first child of his
muse. This promises well for the future, but
it explains why it lacks the great attraction of
Cavalleria, with whiclh it has some relation, with-
out imitating it in the least. The hearer’s at-
tention is tired by too much, and divided by
lack of, unity. Nevertheless the composer has
understood how to make the most of a some-
what weak libretto, and the manner in which
the musical interest increases from scene to
scene is admirable in a beginner.

The scene is laid in an Italian frontier fort-
ress near Mentone, at the foot of Col di Tenda.
It may be added here that the national color-
ing is particularly well hit.

Giovanna, the daughter of Regina Negri, an
innkeeper, is betrothed to Pietro Montalto, Cap-
tain of the Bersaglieri; and the wedding is fixed
for the following morning. Before her be-
trothal Giovanna has carried on a flirtation with
Paolo Tosta, a wild fellow, who unfortunately
took the girl’s play seriously, and, seeing the
friend of his childhood estranged from him, has
turned smuggler and head of a band of an-
archists. Giovanna is afraid of him, and trem-
bles for her bridegroom, whom she loves truly.

However, when she sees Paolo taken captive
and sentenced to death by her own lover, she
implores the latter to deal mercifully with the
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miscreant. She has neglected to tell him of
her early friendship for the captive, and ‘so
Pietro, who does not understand her softness
for the ruffian, refuses, his soldierly honor be-
ing at stake. But at last love conquers, and
Giovanna extracts a promise from him to let the
prisoner escape during the night.

Left alone, Pietro’s keen sense of duty re-
awakes, and he leaves the place without freeing
the captive.

However, Toto, a dealer in tobacco, Paolo’s
friend and helpmate in smuggling, arrives and
releases him, Instead of escaping, Paolo seeks
Giovanna, and when she turns from him with
loathing, he swears either to possess her or to
destroy her bridegroom.

On the following morning Pietro hears from
Bastiano, the Bersaglieri sergeant, that the
keys of the prison have been stolen, and the
prisoner has escaped. Pietro rejoices that this
happened without his own intervention, and
turns full of happiness to his bride, who stands
ready for the wedding. The wedding proces-
gion is slowly moving towards church, when it
is suddenly arrested by Paolo, who throws him-
gelf between the lovers. ‘¢ Mine she was before
she knew you,’’ he cries out ; ‘‘ to me she swore
eternal faith, which she has now falsely broken.”’
Giovanna, struck dumb by terror, is unable to
defend herself. Pietro orders his men to re-
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capture the ruffian; but quick as thought Paolo
has deprived the soldier nearest to him of his
sabre and, with the words ‘‘Thou shalt die
first,’” has thrust it towards Pietro. Alas! it is
Giovanna’s breast he pierces; she has shielded
her lover with her own body. With a sweet
smile she turns to Pietro, who implores her to
speak. ‘‘Pardon me,”’ she sighs faintly, ‘“he
was long a stranger to my heart; thee alone I
loved, to thee I was faithful unto death.”” With
these loving words she sinks back, expiring.

LES HUGUENOTS
Grand Opera in five acts by GIACOMO MEYERBEER

Text by SCRIBE

This is the best opera of this fertile composer,
and one with which only his ¢‘ Robert le diable *’
can compare. '

The music is not only interesting, but highly
dramatic; the ‘‘mise en scéne,’”” the brilliant
orchestration, the ballet, everything is com-
bined to fascinate the hearer. We find such an
abundance of musical ideas, that we feel Berlioz
but spoke the truth when he said that it would
do for twenty others of its kind.

The scene is laid in France, at the time of the

bloody persecutions of the Protestants or Hu-
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guenots by the Catholics. The Duke of Medi-
cis has apparently made peace with Admiral
Coligny, the greatest and most famous of the
Huguenots; and we are introduced into. the cas-
tle of Count Nevers, where the Catholic noble-
men receive Raoul de Nangis, a Protestant, who
has lately been promoted to the rank of captain.
During their meal they speak of love and its
pleasures, and everybody is called on to give the
name of his sweetheart. Raoul begins by tell-
ing them that once, when taking a walk, he
surprised a band of students molesting a lady
in a litter. He rescued her, and as she gra-
ciously thanked him for his gallant service, he
thought her more beautiful than any maiden
he had ever before seen. His heart burnt with
love for her, though he did not know her name.
While Raoul drinks with the noblemen, Marcel,
his old servant, warns him of the danger of do-
ing so.

Marcel is a strict old Protestant; and sings a
ballad of the Huguenots to the young people, a
song wild and fanatic. They laugh at his im-
potent wrath, when a lady is announced to
Count Nevers, in whom Raoul recognizes the
lady of his dreams.

Of course, he believes her false and bad, while,
as a matter of fact, she only comes to beseech
Nevers, her destined bridegroom, to set her

free. Nevers does 8o, though not without pain.
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When he returns to his companions, he conceals
the result of the interview, and presently Ur-
bain, a page, enters with a little note for Raoul
de Nangis, in which he is ordered to attend a
lady unknown to him. The others recognize
the seal of Queen Margarita of Valois, and, find-
ing him so worthy, at once seek to gain his
friendship. )

In the second act we find Raoul with the
beautiful Queen, who is trying to reconcile the
Catholics with the Protestants. To this end the
Queen has resolved to unite Raoul with Valen-
tine, her lady of honor, and daughter of the
Count of St. Bris, a staunch Catholic. Valen-
tine tells her heart’s secret to her mistress, for
to her it was that Raoul brought assistance, and
she loves him. The noble Raoul, seeing Mar-
garita’s beauty and kindness, vows himself her
knight, when suddenly the whole court enters
to render her homage. Recognizing her at last
to be the Queen, Raoul is all the more willing
to fulfil her wishes, and offers his hand in recon-
ciliation to the proud St. Bris, promising to wed
his daughter. But when he perceives in her the
unknown lady whom he believes to be so un-
worthy, he takes back his word. All are sur-
prised, and the offended father vows bloody

vengeance.

In the third act Marcel brings a challenge to

St. Bris, which the latter accepts, but Maure-
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vert, a fanatical Catholic nobleman, tells him
of other ways in which to annihilate his foe.
Valentine, though deadly offended with her
lover, resolves to save him. Seeing Marcel,
ghe bids him tell his master not to meet his
enemy alone. Meanwhile Raoul is already on
the spot, and so is St. Bris with four witnesses.
While they fight, a quarrel arises between the
Catholic and the Protestant citizens, which is
stopped by Queen Margarita. The enemies
accuse each other, and when the Queen is in
doubt as to whom she shall believe, Valentine
appears to bear witness. Then Raoul hears that
her interview with Nevers had been but a fare-
well, sought for but to loosen forever the ties
which her father had formed for her against
her will; but the knowledge of his error comes
too late, for St. Bris has once more promised his
daughter to Nevers, who at this moment arrives
with many guests, invited for the wedding. The
presence of ‘the Queen preserves peace between
the different parties, but Raoul leaves the spot
with death in his heart.

In the fourth act the dreadful night of St
Bartholomew is a]ready beginning.

We find Valentine in her room despairing. -
Raoul comes to take a last farewell; but almost
immediately St. Bris enters with a party of
Catholics, and Raoul is obliged to hide in the
adjoining room. There he hears the whole con-
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spiracy for the destruction of the Protestants,
beginning with their leader, Admiral Coligny.
The Catholics all assent to this diabolical plot.
Nevers alone refuses to soil his honor, and
swears only to fight in open battle. The others,
fearing treason, decide to bind and keep him
prisoner until the next morning. Raoul pre-
pares to save his brethren or die with them.
Vain are Valentine’s entreaties; though she con-
fesses to her love for him, he yet leaves her,
though with a great effort, to follow the path of
duty. :

In the last act Raoul rushes pale and bloody
into the hall, where Queen Margarita sits with
her husband, Henry of Navarre, surrounded by
the court.

He tells them of the terrific events which are
going on outside, and beseeches their help. It
is too late, however ; Coligny has already fallen,
and with him most of the Huguenots.

Raoul meets Valentine once more. She prom-
ises to save him if he will go over to her faith.
But Marcel reminds him of his oath, and Valen-
tine, seeing that nothing can move her lover’s
fortitude and firmness, decides to remain with
him. She accepts his creed, and so they meet
death together, Valentine falling by the side of
her deadly wounded lover, both praising God
with their last breath.
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IDLE HANS

(DER FAULE HANS)
Opera in one act by A. RITTER

Text after a poetic tale by FELX DAHN

The composer of this hitherto unknown opera
is no young man. He is over eixty, and his
well-deserved fame reaches him but tardily.
Alexander Ritter, a relation and a true friend
of Wagner’s, was one of the few who gave his
help to the latter when he fled to Switzerland
poor and abandoned. Though a warm admirer
of Wagner’s music, Ritfer is not his echo. His
music, saturated with the modern spirit, is abso-
lutely independent and original. His compo-
sitions are not numerous: two operas and a few
gongs are almost all he did for immortality, but
they all wear the stamp of a remarkable talent.
‘“Idle Hans’’ is a dramatic fairy tale of poetical
conception. Its strength lies in the orchestra,
which is wonderfully in tune with the different
situations. After having been represented in
Weimar ten years ago, the opera fell into obliv-
ion, from which it has now come forth, and was
given on the Dresden stage on November 9,
1892. It has met with unanimous approval
from all those who understand fine and spir-
itual music.
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The plot is soon told.

Count Hartung has seven sons, all grown up
after his own heart except the youngest, Hans,
called the Idle, who prefers basking in tho sun-
shine and dreaming away his life to hunting
and fighting. He is a philosopher and a true
type of the German, patient, quiet, and phleg-
matic, who does not deem it worth his while to
move a finger for all the shallow doings of the
world in general, and his brothers in particular.
The son’s idleness so exasperates his father that
he orders him to be chained like a criminal to a
huge oaken post standing in the court-yard, for-
bidding anybody, under heavy penalty, to speak
to him. His brothers pity him, but they obey
their father.

Left alone, Hans sighs after his dead mother,
who so well understood him, and who had
opened his eyes and heart to an ideal world,
with all that is good and noble. - Far from loath-
ing his father, he only bewails the hardness of
him, for whose love he craves in vain. At last
he falls asleep. Seeing this, the maid-servants
come to mock him (by the by, a delightful piece
of music is this chatter chorus). When Hans
has driven away the impudent hussies, his
brother Ralph, the singer, approaches to assure
him of his unvarying love. He is the only one
who believes in Hans’s worth, and now tries
hard to rouse him into activity, for he has

I3 193



The Standard Operaglass

heard that the Queen is greatly oppressed by
her enemies, the Danes. But Hans remains
unmoved, telling him quietly to win his Jaurels
without him. In the midst of their colloquy
the Herald’s voice announces that the battle is
lost, and that the Queen is coming to the castle,
a fugitive. The old Count descends from his
tower to assemble his sons and his vassals.
Hardly are they ready, when the Queen rides
up to ask for. protection. The gate closes be-
hind her, and the old Count does homage, while
Hans, still lying idle on his straw, stares at her
beauty with new awakened interest. But the
enemy is coming nearer; all the Count’s well-
trained soldiers are defeated, and already
Harald, the Danish King, peremptorily orders
them to surrender. Now Hans awakes. His
effort to break his chains excites the Queen’s
attention, who asks the old Count for what
crime the beautiful youth is punished so
geverely. The father disowns his son; but at
this moment the gate gives way and in rushes
Harald, who is met by old Hartung. Alas! the
Count’s sword breaks in pieces. With the cry,
‘“Now it is worth while acting,”” Hans breaks
his fetters, and brandishing the oaken post to
which he was chained, he fells Harald to the
ground with one mighty stroke. Konrad, the
valet, fetters the giant, and Hans slays every
one who tries to enter; then, rushing out, de-
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livers his brothers and puts the whole army to
flight. Then he returns to the Queen, who hag
witnessed his deeds with a heart full of deep
admiration, and swears allegiance. Heartily
thanking him, she only now hears that the young
hero is Hartung’s son, and, full of gratitude, she
offers him one-half of her kingdom. But Hans
the Idler does not care for a crown; it is her
own sweet self he wants, and boldly he claims
bher hand. Persuaded to have found in him a
companion for life as true and loyal as ever
lived, she grants him her heart and kingdom.

IDOMENEUS
Opera in three acts by W. A. MOZART

Text by ABBATE GIANBATTISTA VARESCO

This opera, which Mozart composed in his
twenty-fifth year for the Opera-seria in Munich,
was represented in the year 1781, and won bril-
liant success. ‘

It is the most remarkable composition of Mo-
zart’s youthful age, and though he wrote it un-
der Gluck’s influence, there is many a spark of
his own original genius, and often he breaks the
bonds of conventional form and rises to heights
hitherto unanticipated. The public in general
does not estimate the opera very highly. Incon-
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sequence Idomeneus was represented in Dresden,
after the long interval of twenty-one years, only
to find the house empty and the applause luke-
warm. But the true connoisseur of music
ought not to be influenced by public opinion,
for though the action does not warm the hearer,
the music is at once divinely sweet and har-
monious; no wild excitement, no ecstatic feel-
ings, but music pure and simple, filling the soul
with sweet content.

The scene takes place in Cydonia, on the isle
of Crete, soon after the end of the Trojan war.

In the first act Ilia, danghter of Priam, be-
wails her unhappy fate ; but won by the mag-
nanimity of Idamantes, son of Idomeneus, King
of Crete, who relieves the captive Trojans from
their fetters, she begins to love him, much
against her own will. Electra, daughter of
Agamemnon, who also loves Idamantes, per-
ceives with fury his predilection for the captive
princess and endeavors to regain bhis heart.

Arbaces, the High-priest, enters, to announce
that Idomeneus has perished at sea in a tem-
pest. All bewail this misfortune and hasten to
the strand to pray to the gods for safety.

But Idomeneus is not dead. Poseidon, whose
help he invoked in his direst need, has saved
him, Idomeneus vowing to sacrifice to the god
the first mortal whom he should encounter on
landing. Unfortunately, it is his own son, who
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comes to the strand to mourn for his beloved
father. Idomeneus, having been absent during
the siege of Troy for ten years, at first fails to
recognize his son. But when the truth dawns
on both, the son’s joy is a3 great as his father’s
misery. Terrified, the latter turns from the
aggrieved and bewildered Idamantes. Mean-
while the King’s escort has also safely landed,
and all thank Poseidon for their delivery.

In the second act Idomeneus takes counsel
with Arbaces, and resolves to send his son away,
in order to save him from the impending evil.
The King speaks to Ilia, whose love for Ida-
mantes he soon divines. This only adds to his
poignant distress. Electra, hearing that she is
to accompany Idamantes to Argos, is radiant,
hoping that her former lover may then forget
Ilia. They take a tender farewell from Ido-
meneus, but just when they are about to em-
bark, a dreadful tempest arises, and a monster
emerges from the waves, filling all present with
awe and terror.

In the third act Idamantes seeks Ilia to bid
her farewell. Not anticipating the reason of
his father’s grief, which he takes for hate, he is
resolved to die for his country, by either van-
quishing the dreadful monster sent by Posei-
don’s wrath, or by perishing in the combat.

Ilia, unable to conceal her love for him any
longer, bids him live, live for her. In his new-
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found happiness Idamantes forgets his grief,
and when his father surprises the lovers, he im-
plores him to calm his wrath, and rushes away,
firmly resolved to destroy the monster.

With terrible misgivings Idomeneus sees Ar-
baces approach, who announces that the people
are in open rebellion against him. The King
hastens to the temple, where he is received with
remonstrances by the High-priest, who shows
him the horrid ravages which Poseidon’s wrath
has achieved through the monster; he entreats
him to name the victim for the sacrifice and to
satisfy the wishes of the god. Rent by remorse
and pain, Idomeneus finally names his-son.

All are horror-stricken, and falling on their
knees, they crave Poseidon’s pardon. While
they yet kneel, loud songs of triumph are heard,
and Idamantes returns victorious from his fight
with the monster.

With noble courage he throws himself at his
father’s feet, imploring his benediction and—
his death. For, having heard of his father’s un-
happy vow, he now comprehends his sorrow,
and endeavors to lessen his grief.

Idomeneus, torn by conflicting feelings, at
last is about to grant his son’s wish, but when
he lifts his sword, Ilia throws herself between,
imploring him to let her be the victim. A
touching scene ensues between the lovers, but
Ilia gains her point. Just when she is about to
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receive her death-stroke, Poseidon’s pity is at
last aroused. In thunder and lightning he de-
crees that Idomeneus is to rencunce his throne
in favor of Idamantes, for whose spouse he
chooses Ilia.

In a concluding scene we see Electra tor-
mented by the furies of hate and jealousy. -
Idomeneus fulfils Poseidon’s request, and all in-
voke the god’s benediction on the happy royal
house of Crete.

INGRID
Opera in two acts by KARL GRAMMANN.

Text by T. KERSTEN

Ingrid is & musical composition of consider-
able interest, the local tone and coloring being
go well hit. It is a Norwegian picture, with
many pretty and original customs, to which the
music is well adapted and effective, without be-
ing heart-stirring.

The scene is laid in Vard in Norway. Helga,
the rich Norwegian peasant, Wandrup’s daugh-
ter, is to wed: Godila Swestorp, her cousin, and
the most desirable young man in the village.
She entertains but friendly feelings for him,
while her heart belongs to a young German
traveller; and Godila, feeling that she is differ-
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ent from what she was, keeps jealous watch over
her, and swears to destroy his rival.

In the second scene Ingrid, a young girl
(coach maid) whose business it is to direct the
carioles from station to station, drives up with
the German Erhard, who, meeting with a severe
accident in the mountains, is saved by her cour-
“age. Full of tenderness, she dresses his wounds;
he thanks her warmly, and presents her with a
miniature portrait of his mother. She mistakes
his gratitude for love, and it fills her with hap-
piness, which is instantly destroyed when Helga
appears and sinks on the breast of her lover.
Ingrid, a poor orphan, who never knew father
or mother, is deeply disappointed, and bitterly
reproaches Heaven for her hard fate. The
scene is witnessed by old father Wandrup, in
whose heart it arouses long-buried memories,
and he tries to console Ingrid. But when she
claims the right to hear more of her parents he
only says that she was found a babe at his
threshold twenty-five years ago, and that noth-
ing was ever heard of her father and mother.

The second act opens with a pretty national
festival, in which the youths and maidens,
adorned with wild carnations, wend their way in
couples to Ljora (love’s bridge in the people’s
mouth), from whence they drop their flowers
into the foaming water. If they chance to be

carried out to sea together, the lovers will be
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united ; if not, woe to them, for love and friend-
ship will die an untimely death. Godila tries
to offer his carnations to Helga, but she dex-
terously avoids him, and succeeds in having a
short interview with Erhard, with whom she is
to take flight on a ship, whose arrival is just
announced. Erhard goes off to prepare every-
thing, and a few minutes afterwards Helga
comes out of the house in a travelling dress.
But Godila, who has promised Wandrup to
watch over his daughter, detains her.

Wild with love and jealousy, he strains her
to his breast and drags her towards the Ljora
bridge. Helga vainly struggles against the
madman; but Ingrid, who has witnessed the
whole occurrence, waves her white kerchief in
the direction of the ship, and calls back Erhard,
who is just in time to spring on the bridge,
when its railing gives way, and Godila, who
has let Helga fall at the approach of his enemy,
is precipitated into the waves. Erhard tries to
save him, but is prevented by Ingrid, who inti-
mates that all efforts would be useless. Helga,
in a swoon, is carried to the house, when Wand-
rup, seeing his cliild wounded and apparently
lifeless, calls Godila, and hears with horror that
his body has been found dashed to pieces on the
rocks. Now the father’s wrath turns against
Erhard, in whom he sees Godila’s murderer,
but Ingrid, stepping forth, relates how the
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catastrophe happened, and how Godila seemed to
be punished by Heaven for his attack on Helga.
Everybody is touched by poor, despised Ingrid’s
unselfishness; she even pleads for Helga’s union
with Erhard, nobly renouncing her own claims
on his love and gratitude. Wandrup relents,
and the happy lovers go on the Ljora bridge,
whence their carnations float out to sea side by
side. The ship’s departure is signalled, and all
accompany the lovers on board. Only Ingrid
remains. Her strength of mind has forsaken
her; a prey to wild despair, she resolves to de-
stroy herself. Taking a last look at Erhard’s
gift, the little medallion picture, she is sur-
prised by Wandrup, who recognizes in it his own
dead love. ‘‘She is thy mother, too, Ingrid,”
he cries out. ‘‘ My mother, she, and Erhard
my brother !> This is too much for Ingrid.
With an incoherent cry she rushes on the bridge,
intending to throw herself over. But Wand-
rup beseechingly stretches out his arms, crying,
‘‘ Ingrid, stay, live for thy father.”” At first
the unhappy girl shrinks back, but seeing the
old man’s yearning love, she sinks on her knees,
then, slowly rising, she returns to her father,
who folds her in loving embrace.




Iphigenia in Aulis

IPHIGENTIA IN AULIS
Grand Opera in three acts by GLUCK

Text of the original rearranged by R. WAGNER

This opera, though it does not stand, from the
‘point of view of the artist, on the same level
with Iphigenia in Tauris, deserves, nevertheless,
to be represented on every good stage. It may
be called the first part of the tragedy, and
Iphigenia in Tauris very beautifully completes
it. The music is sure to be highly relished by
a cultivated hearer, characterized as it is by a
* gimplicity which often rises into grandeur and
nobility of utterance.

The first scene represents Agamemnon rent
by a conflict between his duty and his fatherly
love; the former of which demands the sacri-
fice of his daughter, for only then will a favor-
able wind conduct the Greeks safely to Ilion.
Kalchas, the High-priest of Artemis, appears to
announce her dreadful sentence. Alone with
the King, Kalchas vainly tries to induce the
" unhappy father to consent to the sacrifice.

Meanwhile Iphigenia, who has not received
Agamemnon’s message, which ought to have
prevented her undertaking the fatal journey,
arrives with her mother, Klytemnestra. They
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are received with joy by the people. Agamem.
non secretly informs his spouse that Achilles,
Iphigenia’s betrothed, has proved unworthy of
her, and that she is to return to Argos at once.
Iphigenia gives way to her feelings. Achilles
appears, the lovers are soon reconciled, and pre-
pare to celebrate their nuptials.

In the second act Iphigenia is adorned for her
wedding, and Achilles comes to lead her to the
altar, when Arkas, Agamemnon’s messenger,
informs them that death awaits Iphigenia.

Klytemnestra, in despair, appeals to Achilles,
and the bridegroom swears to protect Iphigenia.
She alone is resigned in the belief that it is her
father’s will that she should face this dreadful
duty. Achilles reproaches Agamemnon wildly,
and leaves the unhappy father a prey to mental
torture. At last he decides to send Arkas at
once to Mykene with mother and daughter, and
to hide them there until the wrath of the god-
dess be appeased. But it is too late. °

In the third act the people assemble before
the royal tent and, with much shouting and
noise, demand the sacrifice. Achilles in vain
implores Iphigenia to follow him. She is ready
to be sacrificed, while he determines to kill any
one who dares touch his bride. Klytemnestra
then tries everything in her power to save her.
She offers herself in her daughter’s stead, and
finding it of no avail, at last sinks down in a
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- swoon. The daughter, having bade her an
eternal farewell, with quiet dignity allows her-
gelf to be led to the altar. When her mother
awakes, she rages in impotent fury; then she
hears the people’s hymn to the goddess, and
rushes out to die with her child. The scene
changes. The High-priest at the altar of Ar-
temis is ready to pierce the innocent victim.
A great tumult arises; Achilles with his native
Thessalians makes his way through the crowd,
in order to save Iphigenia, who loudly invokes
the help of the goddess. But at this moment a
loud thunder-peal arrests the contending parties,
and when the mist, which has blinded all, has
passed, Artemis herself is seen in a cloud with
Iphigenia kneeling before her.

The goddess announces that it is Iphigenia’s
high mind which she demands, and not her
blood; she wishes to take lLer into a foreign
land, where she may be her priestess and atone
for the sins of the blood of Atreus.

A wind favorable to the fleet has risen, and
the people, filled with gratitude and admiration,
behold the vanishing cloud and praise the gad-
dess.
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IPHIGENIA IN TAURIS

Opera in four acts by GLUCK

Text by GUILLARD

Gluck’s Iphigenia stands highest among his
dramatic compositions. It is eminently classic,
and so harmoniously finished that Herder called
its music sacred.

The libretto is excellent. It follows pretty
exactly the Greek original.

. Iphigenia, King Agamemnon’s daughter, who
has been saved by the goddess Diana (or Ar-
temis) from death at the altar of Aulis, has been

~carried in a cloud to Tauris, where she is com-
pelled to be High-priestess in the temple of the
barbarous Scythians. There we find her, after
having performed her cruel service for fifteen
years. Human sacrifices are required, but more

than once she has saved a poor stranger from

this awful lot.

Iphigenia is much troubled by a dream in -

which shie saw her father deadly wounded by
her mother, and herself about to kill her brother
Orestes. She bewails her fate in having, at
the behest of Thoas, King of the Scythians, to
sacrifice two sirangers who have been thrown

on his ghores. Orestes and his friend Pylades,
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for these are the strangers, are led to death,
loaded with chains. .

Iphigenia, hearing that they are her country-
men, resolves to save at least one of them, in
order to send him home to her sister Electra.
She does not know her brother Orestes, who,
having slain his mother, has fled, pursued by
the furies, but an inner voice makes her choose
him a8 a messenger to Greece. A lively dispute
arises between the two friends. At last Orestes
prevails upon Iphigenia to spare his friend, by
threatening to destroy himself with his own
hands, his life being a burden to him. Iphi-
genia reluctantly complies with his request,
giving the message for her sister to Pylades.

In the third act Iphigenia vainly tries to steel
her heart against her victim. At last she seizes
the knife, but Orestes’s cry: ‘“So you also were
pierced by the sacrificial steel, O my sister
Iphigenia !>’ arrests her; the knife falls from
her hands, and there ensues a touching scene of
recognition,

Meanwhile Thoas, who has heard that one of
the strangers was about to depart, enters the
temple with his body-guard, and though Iphi-
genia tells him that Orestes is her brother and
entreats him to spare Agamemnon’s son, Thoas
determines to sacrifice him and his sister Iphi-
genia as well. But his evil designs are frus-
trated by Pylades, who, returning with several
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of his countrymen, stabs the King of Tauris.
The goddess Diana herself appears, and helping
the Greeks in their fight, gains for them the
victory. Diana declares herself appeased by
Orestes’s repentance, and allows him to return to
Mykene with his sister, his friend, and all his
followers.

IRRLICHT

(WILL-0’-THE-WISP)
Opera in one act by KARL GRAMMANN.

Text by KURT GEUCKE

With ““Irrlicht > the composer takes a step
towards verism ; both subject and music are
terribly realistic, though without the least shade -
of triviality. The music is often of brilliant
dramatic effect, and the fantastic text, well
matching the music, is as rich in thrilling facts
a8 any modern Italian opera. Indeed this seems
to be by far the best opera which the highly
gifted composer has written.

The scene is laid on a pilot’s station on the
coast of Normandy. A pilot-boat has been
built and is to be baptized with the usual cere-
monies. Tournaud, an old ship captain, expects
his daughter Gervaise back from a stay in Paris.
He worships her, and when she arrives he is
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almost beside himself with joy and pride. But
Gervaise is pale and sad, and hardly listens to
gay Marion, who tells her of the coming festi-
val. Meanwhile all the fisher people from far
and near assemble to participate in the baptism,
and André, who is to be captain of the boat,
is about to choose a godmother amougst the
fair maidens around, when he sees Gervaise com-
ing out of the house, where she has exchanged
her travelling garb for a national dress. For-
gotten are all the village lassies, and André
chooses Gervaise, who. reluctantly consents to
baptize the boat, and is consequently received
very ungraciously by the maidens and their
elders. She blesses the boat, which sails off
among the cheers of the crowd with the simple
words: ‘“ God bless thee.”” André, who loves
Gervaise with strong and everlasting affection,
turns to her, full of hope. He is gently but
firmly rebuked, and sadly leaves her, while Ger-
vaise is left to her own sad memories, which
carry her back to the short happy time when
she was loved and won and, alas! forsaken by a
stranger of high position. Marion, who loves
André hopelessly, vainly tries to brighten up
her companion. They are all frightened by the
news of a ship being in danger at sea. A vio-
lent storm has arisen, and when Maire Grisard,
the builder of the yacht, pronounces her name
‘“Irrlicht,’’ Gervaise starts with a wild cry.
14 209



The Standard Operaglass

The ship is seen battling with the waves, while
André rushes in to bring Gervaise a telegraphic
dispatch from Paris. It tells her that her child
is at death’s door. Tournaud, catching the pa-
per, in a moment guesses the whole tragedy of
his daughter’s life. In his shame and wrath
he curses her, but all her thoughts are centred
on the ship, on which the Count, her child’s
father, is struggling agains! death. She im-
plores André to save him, but he is deaf to her
entreaties. Then she rushes off to ring the
alarm-bell, but nobody dares to risk his life in
the storm. At last, seeing all her efforts vain,
she looses a boat, and drives out alone into
night and perdition. As soon as André per-
ceives her danger he follows her. At this mo-
ment a flagh of lightning, which is followed by a
deafening crash, shows the yacht rising out of
the waves for the last time, and then plunging
down into a watery grave forever. The whole
assembly sink on their knees in fervent prayer,
which is so far granted that André brings back
Gervaise unhurt. She is but in a deep swoon,
and her father, deeply touched, pardous her.
When she opens her eyes and shudderingly
understands that her sacrifice was fruitless, she
takes a little flask of poison from her bosom and
slowly empties it. Then, taking a last farewell
of the home of her childhood and of her carly
love, she recommends Marion to André’s care.
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By this time the poison has begun to take effect,
and the poor girl, thinking that in the waving
willow branches she sees the form of her lover,
beckoning to her, sighs ‘I come, beloved,’’ and
sinks back dead.

JEAN DE PARIS

Comic Opera in three acts by ADRIEN BOIXLDIEU

Text by ST. JUST

After a iapse of many years this spirited little
opera has again been put upon the stage, and its
success has shown that true music never grows
old.

Next to the ““Dame blanche * ‘‘Jean de Paris”’
is decidedly the best of Boieldieu’s works; the
music is very graceful, fresh, and lively, and the
plot, though simple and harmless, is full of
chivalric honor and very winning.

The scene takes us back to the 17th century,
and we find ourselves in an inn of the Pyrenees.

The young and beautiful Princess of Navarre,
being widowed, and her year of mourning hav-
ing passed, is induced by her brother, the King
of Navarre, to marry again. The French
Crown Prince has been selected by the two courts
ag her future husband, but both parties are of a
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somewhat romantic turn of miud, and desire to
know each other before heing united for life.

For this purpose the Prince undertakes 8
journey to the Pyrenees, where he knows the
Princess to be.

In the first scene we see preparations being
made for the reception of the Princess, whose
arrival has been announced by her Seneschal.
In the midst of the bustle there enters a simple
page to demand rooms for his master. Ashe
is on foot, the host treats him spitefully, but his
daughter Lorezza, pleased with his good looks,
promises him a good dinner. While they are
still debating, the numerous suite of the Prince
comes up and, without further ado, takes posses-
sion of the house and stables which have been
prepared for the Princess and her people. The
host begins to feel more favorably inclined to-
wards the strange Seigneur, though he does not
understand how a simple citizen of Paris (this
is the Prince’s incognito) can afford such luxury.

By the time ‘‘ Monsieur Jean de Paris >’ ar-
rives the host’s demeanor has entirely changed,
and seeing two large purses with gold, he aban-
dons the whole house to the strange guest, hop-
ing that he shall have prosecuted his journey
before the arrival of the Princess. But he has
been mistaken, for no sooner are Jean de Paris’s
people quartered in the house than the Sen-

eschal, a pompous Spanish Grandee. arrives to
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announce the coming of the Princess. The
host is hopelessly embarrassed, and the Seneschal
rages at the impundence of the citizen, but Jean
de Paris quietly intimates that the house and
everything in it are hired by him, and courte-
ously declares that he will play the host and
invite the Princess to his house and dinner.

While the Seneschal is still stupefied by such
unheard-of impudence, the Princess arrives, and
at-once takes everybody captive by her grace and
loveliness. Jean de Paris is fascinated, and the
Princess, who instantly recognizes in him her
future bridegroom, is equally pleased by his ap-
pearance, but resolves to profit and to amuse
herself by her discovery.

To the Seneschal’s unbounded surprise she
graciously accepts Jean’s invitation.

In the second act the preparations for the
dinner of the honored guests have been made.
Olivier, the page, shows pretty Lorezza the min-
nets of the ladies at court, and she dances in
her simple country fashion, until Olivier seizes
her, and they dance and sing together.

Jean de Paris, stepping in, sings an air in
praise of God, beauty, and chivalry, and when
the Princess appears, he leads her to dinner, to
the unutterable horror of the Seneschal. Din-
ner, service, plate, silver, all is splendid, and all
belongs to Jean de Paris, who sings a tender
minstrel’s song to the Princess. She sweetly an-
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swers him, and telling him that she has already
chosen her knight, who is true, honest, and of
her own rank, makes him stand on thorns for a
while, lest he be too late, until he perceives
that she only teases in order to punish him for
his own comedy. Finally they are enchanted
with each other, and when the people come up,
the Prince, revealing his true name, presents
the Princess as his bride, bidding his suite ren-
der homage to their mistress. The Seneschal
humbly asks forgiveness, and all unite in a
chorus in praise of the beautiful pair.

JESSONDA
Opera in three acts by LOUIS SPOHR

Text by HENRY GEHE

Spohr wrote this opera by way of inaugura-
tion to his charge as master of the court chapel
at Cassel, and with it he added to the fame
which he had long before established as master
of the violin and first-rate composer. His music
is sublime, and sheds a wealth of glory on the
somewhat imperfect text.

The story introduces us to Gos, on the coast of
Malabar, at the beginning of the 16th century.

A Rajah has just died, and is bewailed by his
people, and Jessonda, his widow, who was mar-
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ried to the old man against her will, is doomed
to be burnt with him, according to the coun-
try’s laws. Nadori, a young priest of the God
Brahma, is to announce her fate to the beautiful
young widow. But Nadori is not a Brahmin
by his own choice; he is young and passionate,
and though it is forbidden to him to look at
women, he at once falls in love with Jessonda’s
sister Amazili, whom he meets when on his sad
errand. He promises to help her in saving her
beloved sister from a terrible death.

Jessonda meanwhile hopes vainly for the ar-
rival of the Portuguese General, Tristan
d’Acunha, to whom she pledged her faith long
ago, when a cruel fate separated her from him.
She knows that the Portuguese are at this mo-
ment besieging Goa, which formerly belonged
to them. Jessonda is accompanied by her
women through the Portuguese camp, to wash
away in the floods of the Ganges the last traces
" of earthliness. She sacrifices a rose to her early
love. :

Turning back into the town, she is recog-
nized by Tristan, but, alas,"a truce forbids him.
to make an assault on the town in order to de-
liver his bride. Jessonda isled back in triumph
by the High-priest Daudon, to die an untimely
death.

In the third act Nadori visits Tristan in se-
cret, to bring the welcome news that Daudon

215



The Standard Operaglass

himself broke the truce, by sending two spies
into the enemy’s camp to burn their ships.
This act of treachery frees Tristan from his
oath. Nadori conducts him and his soldiers
through subterranean passages into the tem-
ple, where he arrives just in time to save Jes-
sonda from the High-priest’s sword. She gives
him hand and heart, and Nadori is united to
her sister Amazili.

JOSEPH IN EGYPT
Opera in three acts by ETIENNE HENRY MEHUL

Text after ALEXANDER DUVAL

This opera, which has almost disappeared
from the French stage, is still esteemed in Ger-
many, and always will be so, because, though
clad in the simplest garb, and almost without
any external outfit, its music is grand, noble,
and classic; it equals the operas of Gluck, whose
influence may be traced, but it is free from all
imitation. Here we have true music, and the
deep strain of patriarchal piety, so touching in
the Biblical recital, finds grand expression.

Joseph, the son of Jacob, who was sold by his
brothers, has by his wisdom saved Egypt from
threatening famine; he resides as governor in
Memphis under the name of Cleophas. But
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though much honored by the King and all the
people, he never ceases to long for his old fa-
ther, whose favorite child he was.

Driven from Palestine by this same famine,
Jacob’s sons are sent to Egypt to ask for food
- and hospitality. They are tormented by pangs
of conscience, which Simeon is hardly able to
conceal, when they are received by the governor,
who at once recognized them. Seeing their sor-
row and repentance, he pities them, and prom-
izes to receive them all hospitably. He does not
reveal himself, but goes to meet his youngest
brother Benjamin and his blind father, whose
mourning for his lost son has not been dimin-
ished by the long years. Joseph induces his
father and brother to partake in the honors
which the people render to him. The whole
family is received in the governor’s palace,
where Simeon, consumed by grief and con-
science-stricken, at last confesses to his father
the selling of Joseph. Full of horror, Jacob
curges and disowns his ten sons. But Joseph
intervenes. Making himself known, he grants
full pardon and entreats his father to do the
same.

The old man yields, and together they praise
God’s providence and omnipotence.
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LA JUIVE (THE JEWESS)
Grand Opera in five acts by HALEVY

Text by EUGENE SCRIBE

This opera created a great sensation when it
first appeared on the stage of the Grand Opera
at Paris in the year 1835, and it has never lost
its attraction. It was one of the first grand
operag to which brilliant mise en scéne, gor-
geous decorations, etc., added success.

Halévy’s great talent lies in orchestration,
which is here rich and effective; his style, half
French, half Italian, is full of beautiful effects
of a high order.

The libretto is one of the best which was ever
written by the dextrous and fertile Scribe.

The scene of action is laid in Constance, in
the year 1414, during the Council.

In the first act the opening of the Council is
celebrated with great pomp.

The Catholics, having gained a victory over
the Hussites, Huss is to be burnt, and the Jews,
equally disliked, are oppressed and put down
gtill more than before. All the shops are closed,
only Eleazar, a rich Jewish jeweller, has kept
his open, and is therefore about to be impris-
oned and put to death, when Cardinal de
Brogni intervenes, and saves the Jew and his
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daughter Recha from the people’s fury. The
Cardinal has a secret liking for Eleazar, though
he once banished him from Rome. He hopes
to gain news from him of his daughter, who
was lost in early childhood. -But Eleazar hates
the Cardinal bitterly. When the mob is dis-
persed, Prince Leopold, the Imperial Com-
mander-in-Chief, approaches Recha. Under
the assumed name of Samuel he has gained her
affections, and she begs him to be present at a
religious feast, which is to take place that even-
ing at her father’s house. The act closes with
a splendid procession of the Emperor and all
his dignitaries. Ruggiero, the chief judge in
Constance, seeing the hated Jew and his daugh-
ter amongst the spectators, is about to seize
them once more, when Prince Leopold steps
between and delivers them, to Recha’s great as-
tonishment.

In the second act we are introduced to a great
assembly of Jews, men and women, assisting-at
a religious ceremony. Samuel is there with
them. The holy act is, however, interrupted by
the Emperor’s niece, Princess Eudora, who
comes to purchase a golden chain, which once
belonged to the Emperor Constantin, and which
she destines for her bridegroom, Prince Leo-
pold. Eleazar is to bring it himself on the fol-
lowing day. Samuel, overhearing this, is full of
trouble. When the assembly is broken up and
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all have gone, he returns once more to Recha,
and finding her alone, confesses that he is a
Christian. Love prevails over Recha’s filial
devotion, and she consents to fly with her lover,
but they are surprised by Eleazar. Hearing of
Samuel’s falseness, he first swears vengeance,
but, mollified by his daughter’s entreaties, he
only bids him marry Recha. Samuel refuses,
and has to leave, the father cursing him, Recha
bewailing her lover’s falseness.

In the third act we assist at the Imperial ban-
quet. Eleazar brings the chain, and is accom-
panied by Recha, who at once recognizes in
Eudora’s bridegroom her lover, Samuel. She
denounces the traitor, accusing him of living in
unlawful wedlock with a Jewess, a crime which
is punishable by death.

Leopold (alias Samuel) is outlawed, the Car-
dinal Brogni pronounces the anathema upon all
three, and they are put into prison.

-In the fourth act Eudora visits Recha in
prison, and by her prayers not only overcomes
Recha’s hate, but persuades her to save Leopold
by declaring him innocent. Recha, in her
noblemindedness, pardons Leopold and Eudora,
and resolves to die alone. ’

Meanwhile the Cardinal has an interview with
Eleazar, who tells him that he knows the Jew
who once saved the Cardinal’s little daughter

from the flames. Brogni vainly entreats him
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to reveal the name. He promises to save
Recha, should Eleazar be willing to abjure his
faith, but the latter remains firm, prepared to
die.

In the fifth act we hear the clamors of the
people, who furiously demand the Jew’s death.

Ruggiero announces to father and daughter
the verdict of death by fire. ILeopold is set free
through Recha’s testimony. When in view of
the funeral pile, Eleazar asks Recha if she
would prefer to live in joy and splendor and to
accept the Christian faith, but she firmly an-
swers in the negative. Then she is led on to
death, and she is just plunged into the glowing
furnace when Eleazar, pointing to her, in-
forms the Cardinal that the poor victim is his
long-lost daughter; then Eleazar follows Recha
into the flames, while Brogni falls back sense-
less.

JUNKER HEINZ (SIR HARRY)

Opera in three acts by KARL VON PERFALL
Text after Hertz's poem, ‘ Henri of Suabia,”

by FRANZ GRANDOUR

This opera, composed recently by the Super-
intendent of the Royal Opera in Munich, bas
made its way to the most renowned stages in
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Germany, which proves that the composition is
. not a common one. ’

Indeed, though it is not composed in the
large style to which we are now accustomed
from hearing so much of Wagner, the music is
interesting, particularly so because it is entirely
original and free from reminiscences. There
are some little masterpieces in it which deserve
to become popular on account of their fresh-
ness; wit and humor, however, are not the com-
poser’s ‘“ forte,’” and so the first act, in which
the vagabonds present themselves, is by far the
least interesting.

The libretto is very well done; it has made
free use of Hertz’s pretty poem.

The scene is laid in the beginning of the elev-
enth century. The first act lands us near Ess-
lingen, in Suabia, the two following near Speier.

Three swindlers concoct a plot to acquire
wealth by robbing the Emperor’s daughter.
To this end, one of them, Marudas, a former
clerk, has forged a document, in which the
Emperor of Byzantium asks for the hand of
Agnes, daughter of Conrad, Emperor of Ger-
many, who, just approaching with his wife
Gisela, is received with acclamation by the citi-
zens of Esslingen. Soon after, the three vaga-
- bonds appear in decent clothes, crying for help;
they pretend to have been attacked and robbed

by brigands. Boccanera, the most insolent of
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them, wears a bloody bandage round his head.
The document is presented to the Emperor,
who turns gladly to his wife and tells her of the
flattering offer of the Greek Prince. After he
has ordered that the ambassador be taken good
care of, the Emperor is left alone with his wife.
She tenderly asks him why he always seems so
sorrowful and gloomy, and after a first evasive
answer, he confides to his faithful wife what
oppresses him.

Twenty years ago he gave orders to kill a little
infant, the son of his deadliest enemy, Count of
Calw, his astronomer Crusius having prophesied
that this child would wed the Emperor’s daugh-
ter and reign after him. The remembrance of
this cruelty now torments him, but Gisela con-
soles her husband, hoping and praying that God
will pardon the repentant sinner. During this
intercourse, a young man comes up, entreating
the Emperor to read a document which was
given to the youth by his dying uncle and
destined for the Emperor. As Conrad reads it,
he learns that this youth is the child he would
have had killed years ago, and who was carried
to the forester house and brought up there.
The Emperor and his wife thank Heaven that
they have been spared so dreadful a sin, but
Conrad, afraid of the prophecy, determines to
gend the young man, who is called Junker
Heinz, away. He gives him a document, in
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which he- orders Count Gerold, governor of
Speier, to give his daughter to the three am-
bassadors of the Emperor of Byzantium.

In the second act we see Agnes, the Em-
peror’s daughter, working and singing with her
damsels. She is well guarded by old Hiltrudis,
but the worthy lady is obliged to leave for some
days, and departs with many exhortations.
Hardly has she gone than al]l the working ma-
terial disappears, and the maidens begin to sing
and frolic. The appearance of Junker Heinz
frightens them away. Ileinz, who has ridden
long, thinks to take a little rest, now that he
sees the towers of Speier before him. He
stretches himself on a mossy bank and is soon
asleep. Shortly afterwards, the Princess Agnes
peeps about with her companion Bertha. She
is highly pleased with the appearance of the
strange hunter, and seeing him asleep, she gazes
at him, until she insensibly falls in love with
him.  Observing the document which the
stranger has in his keeping, she takes and reads
it, and, disgusted with its contents, throws it
into the fountain, quickly fetching another
parchment which was once given to her by her
father, and which contains both permission to
wish for something and her father’s promise to
grant her wish.

When Heinz awakes, and finds the loveliest
of the maidens beside him, he falls as deeply in
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love a8 the young lady, but their tender inter-
view is soon interrupted by the blowing of hunt-
ers’ horns.

In the third act Count Gerold, who has come
with a suite to accompany the Princess on a
hunt, is presented with the Emperor’s docu-
ment by Heinz, who cannot read, and who is
wholly ignorant of the change which Agnes has
made. Though greatly astonished at the Em-
peror’s command to wed Agnes to the bringer
of his letter, Count Gerold is accustomed to
obey, and Heinz, who first refuses compliance
with the strange command, at once acquiesces
when he sees that his lady-love and the Princess
are one and the same person. About to go to
church, they are detained by the Emperor, who
scornfully charges Heinz with fraud.

But when Count Gerold presents the docu-
ment, his scorn turns on Agnes and he orders
her to a convent. Heinz fervently entreats
the Emperor to pardon Agnes, and takes a
tender farewell of her. On the point of depart-
ing for ever, he sees the three ambassadors,
whom he recognizes and loudly denounces as
robbers and swindlers. Boccanera is obliged to
own that his wound came from Junker Heinz,
who caught him stealing sheep. They are led
to prison, while the Emperor, grateful to Heinz
for his daughter’s delivery from robbers, gives
her to him and makes Heinz Duke of Suabia,
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persuaded that it is useless to fight against that
which the stars have prophesied.

A KING AGAINST HIS WILL
(DER KONIG WIDER WILLEN)

Comic Opera in three acts by EMANUEL CHABRIER

Text after a comedy written by ANCELOT
from EMILE DE NAJAC and PAUL BURANI

The composer has recently become known in
Germany by his opera Gwendoline, performed
at Leipsic a short time ago. His latest opera,
¢ A King Against His Will,”” was represented on
the Royal Opera in Dresden, April 26, 1890,
and through its wit, grace, and originality won
great applause. Indeed, though not quite free
from °‘raffinement,”” its melodies are exquis-
itely interesting and lovely. Minka’s Bohemian
song, her duet with De Nangis, her lover, as
well as the duet between the King and Alexina,
are masterpieces, and the national coloring in
the song of the Polish body-guard is character-
istic enough.

The libretto is most amusing, though the
plot is complicated. The scene is laid at Cracow
in the year 1574. Its subject is derived from a
historical fact. Henry de Valois has been
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elected King of Poland, through the machina-
tions of his ambitious mother, Caterina de’
Medici, to wbom it has been prophesied that
all her sons should be crowned.

The gay Frenchman most reluctantly accepts
the honor, but the delight of his new Polish
subjects at having him is not greater than his
own enchantment with his new kingdom.

The first act shows the new King surrounded
by French noblemen, gay and thoughtless like
himself, but watching all his movements by
order of his mother, who fears his ecscape. By
chance the King hears from a young bondwom-
an, Minka, who loves De Nangis, his friend, and
wishes to save him a surprise, that a plot had
been formed by the Polish noblemen, wha do not
yet know him personally, and he at once decides
to join the conspiracy against his own person.
Knowing his secretary, Fritelli, to be one of the
conspirators, he declares that he is acquainted
with their proceedings and threatens him with
death should he not silently submit to all his
orders. The frightened Italian promises tolead
him into the house of Lasky, the principal con-
spirator, where he intends to appear as De
Nangis. But before this, in order to prevent
discovery, he assembles his guard and suite, and
in their presence accuses his favorite De Nangis
with treachery, and has him safely locked up in
apparent deep disgrace.
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The second act opens with a festival at
Lasky’s, under cover of which the King is to be
arrested and sent over the frontier. Now the
King, being a total stranger to the whole as-
sembly, excepting Fritelli, presents himself as
De Nangis and swears to dethrone his fickle
friend, the King, this very night. But mean-
while De Nangis, who, warned by Minka’s song,
has escaped from his confinement through the
window, comes up, and is at once presented by
the pretended De Nangis as King Henry. The
true De Nangis, complying with the jest, at once
issues his Kingly orders, threatening to punish
his antagonists and proclaiming his intention to
make the frightened Minka his Queen. He is
again confined by the conspirators, who, finding
him so dangerous, resolve to kill him. This is
entirely against King Henry’s will, and he at
once revokes his oath, proclaiming himself to
be the true King, and offering himself, if need
shall be, as their victim. But he is not be-
lieved; the only person who knows him,
Fritelli, disowns him, and Alexina, the secre-
tary’s wife, a former sweetheart of the King in
Venice, to whom he has just made love again
under his assumed name, declares that he is
De Nangis. Henry is even appointed by lot to
inflict the death-stroke on the unfortunate
King. Determined to destroy himself rather
than let his friend suffer, he opens the door to

228



A King Against His Will

De Nangis’s prison, but the bird has again
flown. Minka, though despairing of ever be-
longing to one so high-born, has found means to
liberate him, and is now ready to suffer for her
interference. She is, however, protected by
Henry, who once more swears to force the King
from the country.

The third act takes place in the environs of
Crakow, where preparations are made for the
King’s entry. No one knows who is to be
crowned, Henry de Valois or the Archduke of
'Austria, the pretender supported by the Polish
nobles, but Fritelli, coming up, assures the inn-
keeper that it is to be the Archduke. Mean-
while the King enters in hot haste, asking for
horses, in order to take himself away as quickly
as possible. Unfortunately, there is only one
horse left and no driver, but the King orders
this to be got ready, and declares that he will
drive himself. During his absence Alexina and
Minka, who have proceeded to the spot, are full
of pity for the unfortunate King, as well as for
his friend De Nangis. Alexina resolves to put
on servant’s clothes, in order to save the fugi-
tive, and to drive herself. Of course Henry is
enchanted when recognizing his fair driver, and
both set about to depart.

Minka, left alone, bewails her fate and wants
to stab herself, whereupon De Nangis suddenly
appears in search of the King. At the sight
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of him, Minka quickly dries her tears, being
assured that her lover is true to her. Fritelli,
however, who at first had rejoiced to see his
wife’s admirer depart, is greatly dismayed at
hearing that his fair wife was the servant-
driver. He madly rushes after them to arrest
the fugitives. But the faithful guard is already
on the King’s track, and together with his Cav-
aliers, brings them back in triumph.

Finding that, whether he will or no, he must
abide by his lot, and hearing further that the
Archduke has renounced his pretensions to
the crown of Poland, the King at last submits.
He unites the faithful lovers De Nangis and
Minka, sends Fritelli as Ambassador to Venice,
accompanied by his wife Alexina, and all hail
Henry de Valois as King of Poland.

LOHENGRIN

Romantic Opera in three acts
by RICHARD WAGNER

This is the most popular of all Wagner’s
operas. No need to say more about its music,
which is so generally known and admired that
every child in Germany knows the graceful aria
where Lohengrin dismisses the swan, the superb

bridal chorus, etc.
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Wagner again took his material from the
old legend which tells us of the mystical knight
Lohengrin (Veron of Percival), Keeper of the
‘‘ Holy Grail.”

The scene is laid near Antwerp, where
‘“ Heinrich der Vogler,” King of Germany,
iz just levying troops amongst his vassals of
Brabant to repulse the Hungarian invaders.
The King finds the people in a state of great
commotion, for Count Frederick Telramund
accuses Elsa of Brabant of having killed her
young brother Godfrey, heir to the Duke of
Brabant, who died a short time ago, leaving his
children to the care of Telramund. Elsa was
to be Telramund’s wife, but he wedded Ortrud
of Friesland, and now claims the deserted Duchy
of Brabant.

As Elsa declares her innocence, not knowing
what has become of her brother, who was taken
from her during her sleep, the King resolves to
decide by a tourney in which the whole matter
shall be left to the judgment of God. Tel-
ramund, sure of his rights, is willing to fight
with any champion who may defend Elsa.
All the noblemen of Brabant refuse to do so,
and even the King, though struck by Elsa’s
innocent appearance, does not want to oppose
his valiant and trustworthy warrior.

Elsa alone is calm; she trusts in the help of
the heavenly knight, who has appeared to her
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in a dream, aud publicly declares her intention
of offering to her defender the crown and her
hand. While she prays, there arrives a knight
in silver armor; a swan draws his boat. He
lands; Elsa recognizes the knight of her dream,
and he at once offers to fight for the accused
maiden on two conditions: first, that she shall
become his wife, and second, that she never
will'agk for his name and his descent.

Elsa solemnly promises, and the combat be-
gins. The strange knight is victorious, and
Telramund, whose life the stranger spares, is,
with his wife Ortrud, outlawed.

The latter is a sorceress; she has deceived
her husband, who really believes in the murder
of Godfrey, while as a matter of fact she has
abducted the child. In the second act we see
her at the door of the Ducal palace, where
preparations for the wedding are already being
made. She .plans vengeance. Her husband,
full of remorse, and feeling that his wife has
led him on to a shameful deed, curses her as
the cause of his dishonor. She derides him,
and rouses his pride by calling him a coward.
Then she pacifies him with the assurance that
she will induce Elsa to break her promise and
ask for the name of her husband, being sure
that then all the wower of this mysterious cham-
pion will vanish.

When Elsa steps ¢n the balcony to confide
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her happiness to the stars, she hears her name
spoken in accents o sad that her tender heart
is moved. Ortrud bewails her lot, invoking
Elsa’s pity. The Princess opens her door,
urging the false woman to share her palace
and her fortune. Ortrud at once tries to sow
distrust in Elsa’s innocent heart.

As the morning dawns, a rich procession of
men and women throng to the Miinster, where
Elsa is to be united to her protector. Tel-
ramund tries vainly to accuse the stranger;
he is pushed back, and silenced. As Elsa is
about to enter the church, Ortrud steps for-
ward, claiming the right of precedence. Elsa,
frightened, repents, too late, having protected
her. Ortrud upbraids her with not even having
asked her husband’s name and descent. All
are taken aback, but Elsa defends her husband,
winning everybody by her quiet dignity.

She turns to Lohengrin for protection, but,
alas! the venom rankles in her heart.

When they are all returning from church,
Telramund once more. steps forth, accusing
Lohengrin, and demanding from the King to
know the stranger’s name. Lohengrin declares
that his name may not be told excepting his
wife asks. Elsa is in great trouble, but once
more her love conquers, and she does not put
the fatal question.

But in the third act, when the two lovers
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are alone, she knows no rest. Although her
husband asks her to trust him, she fears that
he may leave her as mysteriously as he came,
and at last she cannot refrain from asking
the luckless question. From this moment all
happiness is lost to her. Telramund enters
to slay his enemy, but Lohengrin, taking his
sword, kills him with one stroke. Then he
leads Elsa before the King, and loudly an-
nounces his secret. He tells the astounded
hearers that he is the Keeper of the Holy
Grail. Sacred and invulnerable to the villain,
a defender of right and virtue, he may stay
with mankind as long as his name is unknown.
But now he is obliged to reveal it. He is Lohen-
grin, son of Percival, King of the Grail, and
- i8 now compelled to leave his wife and return
to his home. The swan appears, from whose
neck Lohengrin takes a golden ring, giving it
to Elsa, together with hissword and golden horn. -
Just as Lohengrin is about to depart Ortrud
appears, trinmphantly declaring that it was she
who changed young Godfrey into a swan, and
that Lohengrin would have freed him, too, had
Elsa not mistrusted her husband. Lohengrin,
hearing this, sends a fervent prayer to Heaven,
and loosening the swan’s golden chain, the ani-
mal dips under water, and in his stead rises God-
frey, the lawful heir of Brabant. A white dove
descends to draw the boat in which Lohengrin
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glides away, and Klsa falls senseless in her
brother’s arms.

LORLE

Opera in three acts by ALBAN FOERSTER

Text by HANS HEINRICH SCHEFSKY

With this opera its composer has made a lncky
hit; it stands far higher than the ** Maideus of
Schilda,”’ by dint of the charming subject,
founded on Auerbach’s wonderful village story,
‘““Die Frau Professorin.”” This romance is so
universally known and admired all over Ger-
many that it ensures the success of the opera.
The music is exceedingly well adapted to the
subject ; its best parts are the *‘Lieder”
(songs), which are often exquisitely sweet, har-
monious, and refined. They realize Foerster’s
prominent strength, and nowhere could they be
better placed than in this sweet and touching
story.

Though the libretto is not very carefully writ-
ten, it is better than the average performances
of this kind, and with poetical intuition Schef-
sky has refrained from the temptation to make
it turn out well, as Charlotte Birch-Pfeiffer has
done in her play of Itorle, which is a weak
counterpart of Auerbach’s village tragedy.
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The first representation of the opera took
place in Dresden on June 18, 1891 ; it won the
success it truly deserves.

The first act, which is laid in a village of the
Black Forest, represents the square before the
louse of the wealthy Lindenhost. He wishes
his only daugther Lorle to marry a well-to-do
young peasant named Balder, who loved her
from her childhood. But Lorle rejects him,
having lost her heart to a painter who had
stayed in her father’s house, and who had taken
her as a model for a picture of the Madonna
which adorne the altar of the village church.
Lorle’s friend Birbele guesses her secret, and
advises her to consult fate by wreathing secretly
a garland of bluebells and reed grass. This
wreath she is to throw into the branches of an
oak, calling aloud the name of her lover. If
the garland is stopped by the boughs, her
wishes are fulfilled; if it falls back into the
girl’s hands, she must give up hope for the
year.

Both maidens resolve to try their fate on the
very same night, which happens to be St.
John’s (midsummer night), the true night for
the working of the charm.

Meanwhile the Hussars arrive to carry away
the newly enlisted peasants. The sergeant will-
ingly permits a last dance, and all join in it
heartily ; but when the hour of parting comes,
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the frightened Balder hides in an empty barrel.
Unfortunately, his ofticer happens to choose this
one barrel for himself, deeming it filled with
wine. When it is laid on the car, the missing
recruit is promptly apprehended.

The scene changes now to one of gylvan soli-
tude, through which two wanderers are saunter-
ing. They are artists, and one of them, Rein-
hardt, is attracted to the spot by his longing for
the sweet village flower, whom he has not for-
gotten in the whirl of the great world. Al-
ready he sees the windows of his sweetheart -
glimmer through the trees, when suddenly light
footsteps cause the friends to hide behind a
large oak tree. The two maidens who appear
are Lorle and Birbele. The former prays fer-
vently, then throwing her garland, she shyly
calls her lover’s name, Reinhardt. 'The latter
stepping from behind the tree skilfully catches
the wreath—and the maiden. This moment
decides their fates; Reinhardt passionately de-
clares his love, while Walter amuses himself
with pretty Birbele, whose naive coquetry
pleases him mightily.

The following act introduces us to Rein-
hardt’s studio in a German residence. A year
has gone by since he wooed and won his bride;
alas! he is already tired of her. The siren
Maria, Countess of Matran, with whom he was
enamored years ago, and whose portrait he has
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just finished, has again completely bewitched
him.

In vain Lorle adorns herself in her bridal
attire at the anniversary of their wedding; the
infatuated husband has no eye for her loveli-
ness, and roughly pushes her from him. Left
alone, the poor young wife gives vent to her
feelings in an exquisite sigh of longing for her
native country: ‘ Hitt’ ich verlassen mie dich,
meine Haiden >’ (‘‘ Would I had never left thee,
O my heath ).

A visit from her dear Birbele somewhat con-
soles her, and delights Walter, the faithful
house-friend. Balder, Lorle’s old playmate,
still recruit, also comes in and gladdens her by
a bunch of heath-flowers. But hardly have
they enjoyed their meeting when the Prince is
announced, who desires to have a look at the
Countess’s portrait. The rustic pair is hastily
hidden behind the easel, and Lorle receives his
Royal Highness with artless gracefulness, pre-
senting him with the flowers she has just re-
ceived. Her husband is on thorns, but the
Prince affably accepts the gift, and invites her to
a festival which is to take place in the evening.
Then he looks at the picture, expressing some
disappointment about its execution, which so
vexes the sensitive artist that he roughly pushes
the picture from the easel, thereby revealing
the two innocents behind it. Great is his wrath
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at his wife’s imprudence, while the Prince oxits
with the Countess, unable to repress a smile at
the unexpected event.

There now ensues a very piquant musical
intermezzo, well making up for the missing
overture. The rising curtain reveals a brilliant
court festival. Reinhardt has chosen the Count-
css for his shepherdess, while Lorle, standing
a moment alone and heartsore, is suddenly
chosen by the Prince as Queen of the féte.
After a charming gavotte, the guests disperse in
the various rooms. Only the Countess stays be-
hind with Reinhardt, and so enthralls him that
he forgets honor and wife, and falls at her feet,
stammering words of love and passion. Unfor-
tunately, Lorle witnesses the scene; she staggera
forward, charging her husband with treason.
The guests rush to her aid, but this last stroke
is too much for the poor young heart; she sinks
down in a dead faint.

The closing act takes place a year later.
Walter and Biirbele are married, and only
Lorle’s sad fate mars their happiness. Lorle
has returned to her father’s home broken-
hearted, and grief for his only child has changed
the old man sadly.

Again it is midsummernight, and the father
is directing his tottering steps to the old oak,
when he is arrested by a solitary wanderer, whom
sorrow and remorse have also aged considerably.
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With disgust and loathing he recognizes his
child’s faithless husband, who comes to crave
pardon from the wife he so deeply wronged.
Alas! he only comes to see her die.

Lorle’s feeble steps are also guided by her
friends to the old oak, her favorite resting-
place. There she finds her last wish granted;
it is to see Reinhardt once more before she dies,
and to pardon him. The luckless husband
rushes to her feet, and tries vainly to restrain
the fast-ebbing life. With the grateful sigh,
‘“He loves me,’’ she sinks dead into his arms,
while a sweet and solemn choir in praise of St.
John’s night concludes the tragedy.

LOVE’S BATTLE
(DER LIEBESKAMPF)

Opera in two acts

Music and Text by ERICK MEYER-HELMUND

This young composer, whose first opera was
brought on the stage in Dresden in the spring
of 1892, has been known for several years to
the musical world by his most charming and
effective songs. That he has talent, even gen-
ius, is & fact which this opera again demon-
strates, but the ‘“making’’ is somewhat too
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easy, not to say negligent, and it reminds us of
Mascagni, whose laurels are an inducement to
all our young geniuses to ‘‘ go and do likewise.”
Even the plot, with its Corsican scenery, has a
strong resemblance to ‘‘ Cavalleria Rusticana.”
Its brevity—both acts last but fifty minutes—is a
decided advantage, for the easy-flowing melodies,
which come quite naturally to the composer,
cannot fail to attract the public without being
able to tire them. One of the most delightful,
a really exquisite piece of music, is the duet be-
tween Giulietta and Giovanni.
The text, which is likewise written by the
musician himself, has a very simple plot.
Pietro, a sailor, returns from a long voyage
only to find his promised bride, Maritana, the
wife of another. :
After having waited three years for his re-
turn, she fell into dire distress, which was
augmented by the report that Pietro’s ship
‘“Elena” had been wrecked and her lover
drowned. An innkeeper, Arrigo, came to her
aid, and not ouly rescued her from misery, but
also adopted her child, the offspring of Mari-
tana’s love for Pietro, after which she promised
him her hand in gratitude. '
Not long after their marriage the “ Elena”
returns with Pietro, who never doubts his sweet-
heart’s constancy. Great is his dismay when he
hearg from Arrigo and his father that Maritana
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is lost to him. Pietro endeavors to persnade
Maritana to fly with him, but the young wife,
although conscious of her affections for him,
denies that she ever loved him.

The second act begins with the wedding festi-
val of Giovanni and Giulietta, Arrigo’s niece.
After the charming love duet above mentioned,
Pietro once more offers his love to Maritana,
but in vain.

In the midst of the turmoil of frolic, in which
Pietro seems one of the wildest and gayest,
Arrigo takes him aside, whispering: ‘“ There is
no room here for both of us unless you leave
Maritana in peace. Quit this place; there are
more girls in the world to suit you.” Pietro
promises, and in his passion he at once turns to
the bride Giulietta, whom he embraces. Of
course her bridegroom, Giovanni, is not willing
to put up with this piece of folly; a violent
quarrel ensues, in which the men rush upon
Pietro with daggers drawn.

Maritana, willing to - sacrifice herself in a
quarrel for which she feels herself alone re-
gponsible, rushes between the combatants.
Then Pietro, fully awake to her love, but see-
ing that she is lost to him, quickly ascends a
rock, and calling out, ““O Sea eternal, I am
thine; farewell, Maritana, we shall meet in
heaven!’’ he precipitates himself into the waves,
while Maritana falls back in a faint,
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LUCIA DI LAMMERMOOR
Tragic Opera in three acts by GAETANO DONIZETTI

Text from Scott’s romance by SALVATORE CAMMERANO

This opera is Donizetti’s masterpiece, and,
except his ‘‘ Figlia del Reggimento >’ and “ Lu-
crezia Borgia,”’ is the only one of his fifty
operas which is still given on all stages abroad.
The chief parts, those of Lucia and Edgardo,
offer plenty of scope for the display of brilliant
talent, and Lucia in particular is a tragic hero-
ine of the first rank. '

In the libretto therc is not much left of Scott’s
fine romance. Edgardo, the noble lover, is
most sentimental, and, generally, English char-
acteristics have had to give place to Italian
coloring.

Henry Ashton, Lord of Lammermoor, has
discovered that his sister Lucia loves his mortal
enemy, Sir Edgardo of Ravenswood. He. con-
fides to Lucia’s tutor, Raymond, that he is lost
if Lucia does not marry another suitor of his
(her brother’s) choice.

Lucia and Edgardo meet in the park. Ed-
gardo tells her that he is about to leave Scot-
land for France in the service of his country. He

* wishes to be reconciled to his enemy, Lord Ash-
ton, for though the latter has done him all kinds
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of evil, though he has slain his father and burnt
his castle, Edgardo is willing to sacrifice his
oath of vengeance to his love for Lucia. But
the lady, full of evil forebodings, entreats him
to wait, and swears eternal fidelity to him.
After having bound himself by a solemn oath,
he leaves her, half distracted with grief.

In the second act Lord Ashton shows a forged
letter to his sister, which goes to prove that her
lover is false. Her brother now presses her
more and more to wed his friend, Arthur, Lord
Bucklaw, declaring that he and his party are
lost, and that Arthur alone can save him from
the executioner’s axe. At last, when even her
tutor Raymond beseeches her to forget Edgardo,
and, like the others, believes him to be faith-
less, Lucia consents to the sacrifice. The wed-
ding takes place in great haste, but just as Lucia
has finished signing the marriage contract, Ed-
gardo enters to claim her as his own.

With grief and unbounded passion he now
sees in his bride a traitoress, and tearing his
ring of betrothal from her finger, he throws it
at her feet.

Henry, Arthur, and Raymond order. the rav-
ing lover to leave the castle, and the act closes
in the midst of confusion and despair.

The third act opens with Raymond’s an-
nouncement that Lucia has lost her reason, and
has killed her husband in the bridal room.
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Lucia herself enters to confirm his awful news;
she is still in bridal attire, and in her demented
condition believes that Arthur will presently
appear for the nuptial ceremony. Everybody
is full of pity for her, and her brother repents
his harshness. Too late, alas!—Lucia is fast
dying, and Eliza leads her away amid the lam-
entations of all present.

Edgardo, hearing of these things while wan-
dering amid the tombs of his ancestors, resolves
to see Lucia once more. When dying, she asks
for him, but he comes too late. The funeral
bells toll, and he stabs himself, praying to be
united to his bride in heaven.

LUCREZIA BORGIA
Tragic Opera in three acts by DONIZETTI

Text by FELICE ROMANTI, after Victor Hugo's drama

Donizetti’s Lucrezia was one of the first tragic
operas to command great success, notwithstand-
ing its dreadful theme and its light music,
which is half French, half Italian. It is in
some respects the predecessor of Verdi’s operas,
¢ Rigoletto,”” ‘‘ Trovatore,’’ etc., which have till
now held their own in many theatres because the
subject is .interesting and the music may well
entertain us for an evening, though its value
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often lies only in the striking harmonies. The
libretto cannot inspire us with feelings of par-
ticular pleasure, the heroine, whose part is by
far the best and most interesting, being the cele-
brated murderess and poisoner, Lucrezia Borgia.
At the same time she gives evidence, in her deal-
ings with her son Gennaro, of possessing a very
tender and motherly heart, and the songs in
which. she pours out her love for him are really
fine, as well as touching.

Lucrezia, wife of Don Alfonso, Duke of Fer-
rara, goes to Venice in disguise to see the son of
her first marriage, Gennaro. In his earliest
youth he was given to a fisherman, who brought
him up as his own son. Gennaro feels himself
attracted towards the strange and beautiful
woman who visits him, but hearing from his
companions, who recognize and charge her with
all sorts of crimes, that she is Lucrezia Borgia,
he abhors her. Don Alfonso, not knowing the
existence of this son of an early marriage, is
jealong, and when Gennaro comes to Ferrara,
and in order to prove his hatred of the Borgias
tears off Lucrezia’s name and ’scutcheon from
the palace gates, Rustighello, the Duke’s confi-
dant, is ordered to imprison him. Lucrezia,
hea