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The Canadian Musical Heritage / Le Patrimoine Musical Canadien. 3: Songs I t o  
Engl i sh texts/Chansons I sur des  t e x t e s  ang la i  S. Freder ick-  A .  Ha1 l ,  Edi tor /Di  r e c t e u r  
de l 'ouvrage. Ottawa- 1985. (xxx,  235 p . ,  $34.95) 

Last  month I nad the pleasure of reading 
Robertson Davies' new novel, What's bred 
i n  the  bone, and t n i s  l a s t  weekend of watching 
the  t e l e v i s i o n  broadcast of Harry Somers' 
opera Louis R ie l .  UD Canada! It i s  no su rp r i se  
then t o  f i n d  t h i s  songbook publ ished by the  
Canadian Musical Her i tage Society a rea l  
t reasure  i n  both songs and h i s t o r i c a l  
background. That Edward B. Shutt leworth, 
who wrote the words f o r  the  romantic serenade, 
"I am wa i t i ng  f o r  thee," (11.154) was an 
"acknowledged a u t h o r i t y  on the  study of 
microbes," i s  i n te res t i ng ,  bu t  even more 
fun t o  discover i s  t h a t  tne  song's ComDoser, 
Edwin G l e d h i l l  , was the son of a tenor  who 
toured w i t n  Jenny Lind, under tne  name "Signor 
Sa lv i " .  Some o f  tne  e a r l i e r  songs are ~ r i m a . r i l y  
o f  n i s t o r i c a l  i n t e r e s t ,  though the  1805 "A 
~ a n a d i a n  boat song" of Tnomas Moore has a 
good swing t o  it; i t  was w r i t t e n  on MooreLs 
t r i p  homeward from the  U.S.A. and Canada, 
and i n s p i  red by the voyageurs ' music. 

Since so many 19th-century song l y r i c s  a r e  
e l o y i n g l y  sentimental, i t  i s  a dleasure t o  
f i n d  one as d e l i c a t e l y  teas ing as "Oh! NO, 
we never t a l k  i n  French" (0.34). Considering 
the passions t h a t  s t i l l  run high over the  
subject ,  i t s  tone i s  even more remarkable. 
J.C. Chandler's "You can never be a g i r l  
o f  mine again" (0.146) i s  a rea l  tear - je rker ;  
i t s  main d i f f e rence  from the American product 
seems t o  be t h a t  ins tead o f  dying of t ne  
usual broken heart ,  Door N e l l  a c t u a l l y  drowns 
herself.0ne o f  the  few o f  these songs by 
women composers o r  l y r i c i s t s ,  H a t t i e  Steohens' 
"Ma be1 1 e canadienne" (D. 163), would make 
a charming encore p iece f o r  t eno r  O r  soprano. 

-Jean l b r r i s  

product of tne  time, and the  Canadian one, 
seem t o  be on tne  l e v e l  of presentat ion.  
Tne American oub l isners  were bound t o  be 
r i che r ,  and could a f fo rd  showier formats, 
fanc ier  covers and the  l i k e .  Also, some of 
the  Canadian choices f o r  engravers were pernaps 
i n j u d i c i o u s  (see 00.18-19, where c l e a r l y  
someone from tne o l d  school was w e s t l i n g  
w i t h  the  new-fangled s tee l - type machine). 
But the  ove ra l l  ~hysiognomy of the  ma te r ia l  
i s  v i r t u a l l y  i nd i s t i ngu ishab le  from the  
American product i n  many d e t a i l s .  A song 
l i k e  "The Ottawa f i r e "  (p.151) i s  a c l e a r  
i m i t a t i o n  of t he  Charles K. Ha r r i s -  Monroe Ro- 
senfeld scnool o f  reportage songs t h a t  
f lour ished around 1895, and i t  i s  j u s t  as 
good and gory as the  best  of tnem, a l b e i t  
l ack ing  a b i t  of t he  o l d  j o u r n a l i s t i c  p o l i s h  
of, say, t he  ou ro le r  Rosenfel d gems. Near1 y 
every genre popular i n  Eng l isn  o r  American 
home-music nas i t s  counterpar t  nere, a l tnougn 
there  are  man i fes t l y  fewer war songs than 
i n  the  U.S. product o f  any period. Many are  
q u i t e  n i c e  o f  t h e i r  types, and i t ' s  a wonder 
t h a t  so few were f a m i l i a r  t o  me, w i t n  t n e  
notab le  except ion o f  Ambrose's "One sweet ly 
solemn tnought (words: Carey; DD. 110-1121, 
whicn s t i l l  graces Emmett Foxian Sunday 
devot ional  meetings l i k e  my departed aun t ' s  
Science o f  Mind Cnurch o f  t h i r t y  years ago. 
I t ' s  fun  t o  f i n d  o u t  t h a t  t he  o r i g i n a l  vers ion 
o f  "Tne maple l e a f "  (11.83) had a l e s s  
f e l i c i t o u s  f i r s t  l i n e  i n  the  chorus. 

I was a c t u a l l y  de l i gh ted  more w i t h  the  genteel 
songs than the  others. I n t e r e s t i n g  musical 
t u rns  i n  "Love i s  l i g n t "  (A r thu r  A. C l a ~ ~ d ,  
words: Wicksteed) s e t  i t  apar t  from the  mold, 
f o r  example: 

University o f  Michigan 

The na tu ra l  question a Stateside composer 
and/or mus ico log is t  acquainted wi t n  19th- 
century  American music ~ 1 ' 9 1  ask i s ,  How 
d i f f e r e n t  i s  contemporaneous Canadian music 
from it, a t  l e a s t  i nso fa r  as any (p.173) 
genera l iza t ions can be made? I n  t h i s  l i m i t e d  
f i e l d  o f  comnerci a1 sneet-musi c, which r e a l l y  On t h i s  page, be i t  noted, i s  an example 
became b i g  business f i r s t  around the American of t he  volume's e d i t o r i a l  po l i cy ,  t n a t  o f  
C i v i l  War, then again i n  the 1890s, t he  most bracket ing engraver 's corrupt ions,  o f t e n  
immediate d i f fe rences between tne American re lega t i ng  the c o r r e c t  reading t o  a footnote.  



On tne  end o f  the  t h i r d  brace a missing 
eightn-note f l a g  i s  no t - too -s i l en t1  y corrected. 
Tn is  s o r t  o f  t h i n g  d i s t r a c t s  from the  reading 
o f  t he  music on a performance l e v e l  wnen, 
as i n  t n i s  case, i t  would nave been mucn 
l e s s  fussy t o  res to re  the  t a i l ,  and on ly  
footnote  wnen tnere  i s  l e g i t i m a t e  quest ion 
as t o  the c o r r e c t  reading of the  passage. 
Popular music from both s ides of the  A t l a n t i c  
i s  f u l l  o f  sucn corrupt ions,  and tnere  i s  
scant need t o  remind us o f  it, when sucn 
meticulousness might scare away the  general 

reader a t  nome a t  a piano, wnich i s  wnere 
a volume l i k e  t h i s  belongs. For, w i t n  my 
e d i t o r i a l  caveat, I found i t  d e l i g n t f u l  t o  
look  througn. ( I t  was a joy, f o r  example, 
t o  come upon another Henry Russell  I hadn ' t  
seen.) Our 19th centur ies  are i n t e r e s t i n g  
periods, those o f  Canada and the Uni ted States, 
and studying t n i s  exce l l en t  volume could 
y i e l d  rewarding com~ar isons between aspects 
o f  our c lose bu t  separate cu l tu res .  

-Yilliam Bolcom 
University of  Hi chi gan ' 

Medieval and Renaissance Music: a Performer's Guide. By Timothy J .  McGee. Toronto: 
U n i v e r s i t y  o f  Toronto Press, 1985. (xxx, 273 p , ,  $27.95) 

Medieval and Renaissance music i s  a book 
wnicn w i l l  be o f  p a r t i c u l a r  i n t e r e s t  t o  pro- 
fessional  and amateur performers of e a r l y  
music; nowever, teachers of music h i  s t o r y  
and music theory  w i l l  f i n d  much useful 
informat ion about s t y l e  and composi t i o n a l  
techniques from about 900 t o  about 1600, 
and undergraduate students w i l l  undoubted1 y 
f i n d  the  book a good source of t op i cs  f o r  
term papers and pro jec ts .  

Tne book i s  w r i t t e n  w i t h  the  performer i n  
mind, and musicological  and theo re t i ca l  
" jargon' i s  avoided. Many d i f f e ren t  k inds 
o f  readers w i l l  use t n i s  thought-provoking 
book. The amateur recorder p laye r  w i l l  be 
de l i gh ted  by the  step-by-step d i r e c t i o n s  
f o r  performing a v a r i e t y  o f  e a r l y  music we l l ,  
by the  gu ide l ines f o r  i m ~ r o v i s i n g  
embell isnments (and e n t i r e  pieces! and by 
t h e  suggestions f o r  adapt ing music t o  the  
resources a t  hand. The professional p laye r  
w i l l  f i n d  McGee' s t ab les  f o r  "orcnest ra t ing"  
medieval and renaissance music helpful  , and 
h i s  ideas on now t o  cope w i t h  good and bad 
e d i t i o n s  of music i n d i s ~ e n s a b l e .  

McGee's aDproach t o  n i s  sub jec t  i s  i n  i t s  
own way very mucn l i k e  Ral ~n K i  r k p a t r i c k ' s  
I n t r o d u c t i o n  t o  tne  S c a r l a t t i  sonatas. 
( K i r k p a t r i c k  encourages the  performer t o  
t n i n k  c a r e f u l l y  about eve ry tn ing  n i  i s  doing, 
and ne makes the  reader aware t n a t  music 
and enl igntened ~erformance are  two sides 
of one coin. ) McGee's book i s  tnougnt fu l ly  
w r i t t e n  and we l l  organised, and h i s  l u c i d  
discussion of every aspect of performance 

i S enhanced by ~ r a c t i  cal , common-sense 
guidel  i nes  and c l e a r  suggestions. 

The in format ion McGee presents i s  based, 
where t h i s  i s  possible, on h i s t o r i c  documents. 
The documents are n o t  used anacnron is t i ca l l y  
o r  i nd i sc r im ina te l y ;  however, wnere 
documentation i s  wanting (as i s  the  case 
w i t h  text-under lay before 14751, McGee suggests 
var ious poss ib le  approacnes t o  the  problem 
and c l e a r l y  i d e n t i f i e s  the so lu t i ons  as n i s  
own. 

One o f  the  major d i f f i c u l t i e s  confront ing 
tne performer o f  e a r l y  music i s  tne  20th- 
century ed i t i on .  While some e d i t o r s  are 
conscient ious and f u r n i s h  a l l  tne  informat ion 
tne  performer w i l l  need t o  nave, otners are 
not .  How should tne performer approacn var ious 
ed i t i ons?  How f a r  can they be t rus ted? Has 
tne  e d i t o r  made f a u l t y  judgements about musica 
f i cta  o r  text-under1 ay? McGee has devoted 
considerable soace t o  discussing tnese and 
o tne r  important  questions, and shows tne  
performer now t o  cope w i t n  some of the  
a r b i t r a r y  e d i t o r i a l  p rac t i ces  t h a t  make l i f e  
so d i f f i c u l t .  Among o tne r  th ings,  McGee 
presents some useful guidel  i nes  f o r  
i n t e r p r e t i n g  t r i p l e  ~ r o o o r t i o n s  i n  renaissance 
~ o l y p h o n y  when the e d i t i o n  i s  unclear. H is  
"rule-of-thumbii procedure w i l l  n e l ~  many 
a performer t o  make a reasonable decision. 

Tne question o f  determining a su i tab le  temDo 
wnen working from a modern e d i t i o n  i s  a 
d i f f i c u l t  one a t  best, and a t  t imes i s  almost 
nopeless. McGee stresses (p.41) t n a t  " tnere  
r e a l l y  i s  no t o t a l l y  s a t i s f a c t o r y  way t o  
determine an e a r l y  tempo wi thout  l ook ing  
a t  tne  o r i g ina l , "  y e t  n i s  common-sense 
suggestions w i l l  undoubtedly be of great  
IIelb t o  the  many performers who do no t  have 



access t o  the  o r i g i n a l .  H is  b r i e f  d iscussion 
of some o f  the  main features o f  o r i g i n a l  
no ta t i on  (p.41) w i l l  be l o s t  on many readers, 
a1 tnough he po in ts  ou t  (p.10) t h a t  t he  o r i g i n a l  
no ta t i on  t e l l s  us something about tne music 
t h a t  a modern e d i t i o n  cannot. Since t h i s  
i s  n o t  a handbook o f  nota t ion ,  bu t  r a t h e r  
a nandbook f o r  t he  performer, McGee re fers  
tnose who are i n te res ted  i n  no ta t i on  t o  the  
standard works on the  subject .  

McGeels d i r e c t i o n s  f o r  " i gno r ing  tne  bar1 ines"  
i n  a Dufay chanson -- and by extension i n  
mucn music o f  the  renaissance -- (p.21) are 
wonderful l y we1 l conceived and very c l  e a r l y  
presented . They should be requ i red reading 
f o r  every performer o f  music. The d i r e c t i o n s  
demonstrate how very d i f f i c u l t  i t  i s  t o  work 
from a modem e d i t i o n  barred r e g u l a r l y  i n  

and n o t  be t e m ~ t e d  t o  accent t he  f i r s t  
beat of each bar; McGee shows us exac t l y  
how t o  proceed, and the good performer w i l l  
f i n d  i t  rewarding t o  work h i s  way througn 
the music using McGee ' S  process d iscover ing 
f o r  nimself how supple the  rhythms of a Dufay 
cnanson can be once he l ea rns  t o  ignore  t h e  
ba rl ines. 

Medieval and Renaissance music should be 
on the shelf of every p u b l i c  l i b r a r y  i n  Canada, 
even if the music c o l l e c t i o n  i s  a small one. 
U n i v e r s i t y  l i b r a r i e s  w i l l  o rder  i t  as a ma t te r  
of course. It i s  t o  be noDed t h a t  a l l  those 
who are  i n te res ted  i n  e a r l y  music w i l l ,  no 
ma t te r  how much they a1 ready know, read McGee's 
book from cover t o  cover. 

-Erich Schwandt 
University of Victoria 

Student's Dictionary of Music. Compiled and e d i t e d  by Wayne Gilpin.  Oakv i l l e ,  O n t . :  
The Frederick Har r i s  Music Co. Ltd.,  1985. (299 p. ,  $11.95) 

When I f i r s t  saw it, I took an i n s t a n t  l i k i n g  
t o  t n i s  volume. The cover design i s  a t t r a c t i v e  
and co lour fu l ,  t ne  type l a rge  and easy t o  
Pead, Canadian coverage i s  impressive and 
m ~ r e s e n t a t i v e  (The Lesl i e  B e l l  Singers and 
"New Zealand com~oser"  Ronald Tremain, a 
Canadian res iden t  s ince 1970, should be added 
t o  tne  Canadian index on pages 297-2981, 
and almost any musical term O r  name I could 
t h i n k  of a t  random nas an entry.  Tne scope 
i s  wide, i nc lud ing  musicians, forms, 
instruments, tecnn ica l  terms, nicknames and 
d i s t i n c t  t i t l e s  sucn as Manzoni Requiem and 
Das Marienleben. The number o f  Frencn, German 
and 1 t a l  fan terms given d e f i n i t i o n  O r  

t r a n s l a t i o n  i s  astounding, and I had a v i s i o n  
o f  t ne  compi ler  por ing over sympnony a f t e r  
symphony by Mahler and oDera a f t e r  opera 
by Verdi, e x t r a c t i n g  every l a s t  d i r e c t i o n  
o r  i ns t ruc t i on .  

I r e f l e c t e d  t h a t  t he  compi ler  of any sno r t  
d i c t i o n a r y  nas two choices: deal w i t h  a l i m i t e d  
number o f  e n t r i e s  a t  some lengtn, o r  inc lude 
a vast  number o f  e n t r i e s  w i t h  very b r i e f  
comnents. Gi ' ipin has cnosen the  second 
aporoacn, o f f e r i n g  an estimated 6,500 e n t r i e s  
w i t h  an average leng th  of perhaps three l i n e s .  
(The longest  e n t r y  I could f i n d  i s  on Mozart, 
w i t n  117 l i n e s ) .  I am w i l l i n g  t o  support 
h i s  choice s ince sometning i s  t o  be sa id  

f o r  quick " f i r s t -a id1 '  answers, f o r  a t e x t  
unc lu t te red by pedant ic i f s ,  buts, excepts, 
and o the r  q u a l i f i c a t i o n s  wnen a l l  you want 
i s  t o  check N i e l s  Gade's dates o r  who wrote 
An Oxford Elegy. No advanced student w i l l  
expect a 10-word d e f i n i t i o n  t o  s u f f i c e  as 
an a i d  t o  w r i t i n g  a tnesis,  but  w i l l  t u r n  
t o  MGG o r  The New Grove. - 

Tne hor izon of music students undoubtedly 
has widened since my undergraduate days 
1946-1949, thanks t o  the  ever-expanding 
l i t e r a t u r e  ava i l ab le  i n  p r i n t e d  o r  recorded 
form and t o  t n e  i n t r o d u c t i o n  of musicology 
as a sub jec t  of i n s t r u c t i o n .  The mere tnougnt 
of having need i n  my student t ime f o r  
informat ion about Bernart  de Ventadorn, a 
troubadour, o r  Diego Pisador, a Spanish 
v i n u e l i s t ,  i s  h i l a r i o u s .  On the  o tne r  hand, 
even i n  t n a t  remote -past students and teachers 
nad outgrown t n e  h a b i t  o f  l a b e l l i n g  Mendelssonn 
Songs wi thout  words w i t n  such tags as "Tne 
bee's wedding." Sure ly  no student needs 
t n a t  b i t  o f  informat ion i n  1986! But seemingly 
super f l  uous e n t r i e s  can l ead  t o  discover ies.  

Who, I wondered, was "Scnnyder zu Wartensee" 
t o  i n t e r e s t  t ne  modem student. (Grove, Baker, 
and c a l l  nim "Schnyder von", Tne New 
Oxford Com~anion t o  Music I1zu1'). My c u r i o s i t y  
aroused, I looked a t  and t o  my astonishment 



I learned t n a t  Furtwangler had hign p ra i se  
f o r  t ne  Swiss composer's spphonies ,  t n a t  
Scnnyder was an ex t raord inary  o rches t ra to r  
and con t rapun ta l i s t  and t n a t  n i s  Goethe 
choruses deserve a place next  t o  Schubert 's 
best. By now I was almost ready t o  found 
a Canadian Scnnyder von Wartensee Society: 
l was going t o  i n v i t e  G i l ~ i n  t o  be honorary 
president.  Alas, a few days l a t e r ,  i n  t ne  
Percy Scnoles f i l e s  a t  tne  Nat ional  L ibrary ,  
I came across a c l i p p i n g  from a 1940 Swiss 
r a d i o  scnedule announcinq a performance of - 
tne  Symphony no. 2. Scr ibbled Scholes: 
"Beethoven im i ta ted?  u n t i l  rubbishy l a s t  
movement." My dream was snattered. 

Poor proof-reading plagues most Canadian 
pub l i ca t i ons  and they jump a t  one's eyes 
when the p r i n t  i s  SO bold. E r ro rs  are  
espec ia l l y  unfor tunate  wnen tne book i s  a 
d i c t i o n a r y  t o  which people t u r n  t o  cneck 
spe l l i ngs  and when tne  compiler i s  t he  general 
manager o f  t he  pub l i sh ing  nouse. M i s s ~ e l l i n g s  
d i s f i g u r e  many a heading, such as "Boosey 
& Hawes", "I Pur t i an i " ,  "Metramorphosen" 
O r  "Ousely" ( i ns tead  of Ouseley). Some 
~ r i  n t i  ng e r r o r s  are enter ta in ing,  however. 
Johann Walter was n o t  on l y  tne o ldes t  musician 
ever, bu t  probably tne o ldes t  numan being, 
wnen ne d ied i n  1670 a t  tne  age o f  174; 
Scnubert wrote the  "Wanderer" Fantasia 54 
years a f t e r  n i s  death, i n  1882, and Quesnel 
Colas e t  C o l i n e t t e  70 a f t e r  h is .  Of course 
we a l l  know tne  famous s inger  "Louis Marshal l "  
(p.2981, and who hasn ' t  heard o f  "Berstein" 
(D. 111, "Back" ( ~ . 2 5 ) ,  o r  "Shostavich" (p.249). 

E d i t i n g  German terms requ i res  a spec ia l i s t .  
I n  many German words, umlauts, a r t i c l e s  and 
endings come and go as the context  changes. 
Take the  word "Symphonic" away from Haydn's 
D ie  Schulmeister Sym~honie, and you are caught 
i n  a t rap,  w r i t i n g  "Scnulmeister, Die" when 
i t  should be "Der". There i s  no word spe l led  
"Todt": as a noun (death) i t  i s  m, as an 
a d j e c t i v e  (dead) tot. A person f a m i l i a r  w i t h  
German could have corrected over 20 missing, 
mi s ~ l a c e d  o r  s u ~ e r f l  uous umlauts. 

And tnen I came across the  e n t r y  "Walze". 
I n  a f lash,  my own d e f i n i t i o n  appeared i n  
my head: a ba r re l ,  as i n  Mozart 's  Fantasias 
f o r  Orgelwalze, o r  a cy l inder ,  as i n  Edison's 
wax c y l i n d e r  recordings. Then I went on 
reading: 

Walze (Ger.1 1. Organ swel l  pedal. 
2. 18th c. t e r n  f o r  musical f igures  
l i k e  the A1 b e r t i  bass. 

To me botn d e f i n i t i o n s  were new. So I checked 
tne  Harvard D ic t i ona ry  of Music (1969 ed. ): 

Walze [G.]. ( 1 )  Crescendo pedal of 
tne  organ. ( 2 )  An 18th-century term 
f o r  stereotyped undulat ing f jures, 
sucn as an *A lbe r t i  bass. 

And then Tne New Oxford Companion t o  Music 
(1983) : 

Walze (Ger.). 1. Crescendo organ 
pedal. 2. 18tn-century term f o r  
conventional musical f igures, such 
as the *A lbe r t i  bass. 

I continued comparing e n t r i e s  i n  the Student 's 
D ic t i ona ry  w i t h  those i n  The New Oxford 
Companion t o  Music. Apart from a missoe l led  
e n t r y  "Waltzer (Ger.) Waltz" (and as such 
i n  tne wrong a lphabet ica l  spot)  i n  G i l ~ i n ,  
both works continue w i t h  "'Wanderer' Fantasia" 
and "The Wand o f  Youtn" -- G i l p i n ' s  being 
abbreviated versions of the  NOCM -- and a f t e r  
a useful  cross-reference i n  G i l  p i n  "Wanha1 , 
see Vanhaf", both ca r ry  on w i t n  i n d e n t i c a l  
e n t r i e s  f o r  "Wankend (Ger. ) Wavering, shaking", 
and s i m i l a r  ones f o r  "War and Peace" and 
"Ward, John". 

I com~ared three o r  four o the r  pages and 
the coincidences were s i m i l a r l y  frequent, 
espec ia l l y  w i t h  regard t o  the  foreign-language 
terms. My v i s i o n  o f  our compi ler  l e a f i n g  
tnrougn Manler and Verdi scores was snattered; 
n i s  work was much simpler. One may argue 
t n a t  once there  i s  a good d e f i n i t i o n ,  tnere  
i s  no use t r y i n g  t o  i m ~ r o v e  it, and t h a t  
a German word keeps the same Engl ish  
equivalent ,  no mat ter  what d i c t i o n a r y  one 
tu rns  to. But i t  so happens t n a t  my Casse l l ' s  
Compact t rans la tes  "Wankend" as "stagger ing" 
r a t h e r  than "wavering" o r  "snaking". And 
wnen tnree music d i c t i o n a r i e s  over look the 
meaning of "Walze" as ba r re l  o r  cy l inder ,  
two e d i t o r s  have f a i l e d  t o  do o r i g i n a l  
research. 

Condensing has dangers of i t s  own. Under 
"S~anisches Liederbuchn NOCM makes i t  q u i t e  
c l e a r  t n a t  1852 i s  tne  year when the  Spanish 
Doems were published i n  t h e i r  German 
t rans la t i on .  However, E ' s  sumnary, "Wolf 's  
44 songs on Spanish Doems t rans la ted  i n t o  
German( 1852) " may lead the innocent reader 
t o  accept 1852 as the  year of composition. 
Something a1 so went wrong w i t n  'second species' 
under " S ~ e c i e s  c o u n t e r ~ o i n t "  which &CJ 
describes as "two against  each note", meaning 
two successive na l f  notes against  one whole 
note. G i l o i n  wrongly i n t e r a r e t s  t h i s  as "two 



p a r t s  are  added t o  a given melody". "Pathet ic "  
S~nn~nony may be B r i t i s h  usage f o r  Tchaikovsky's 
S ix tn ;  i n  Nor tn  America I have never heard 
anytn ing bu t  'Pathktique". 

A few o the r  er rors ,   res sum ably unique t o  
t n e  should be mentioned. This i s  n o t  done 
i n  the  s p i r i t  of f au l t - f i nd ing ,  bu t  i n  order  
t o  advocate an improved second ed i t i on ,  an 
e d i t i o n  i n  which G i l ~ i n  should asse r t  f a r  
more independence of j ud  jement and scholars hi^ 
and d r a s t i c a l l y  reduce the number of ent r ies ,  
o m i t t i n g  even "Schnyder von ( o r  zu) Wartensee". 
He should make i t  c l e a r  t h a t  the  words f o r  
"0 Canada" are by A.B. Routhier, i n  French, 
and t h a t  R.S. Weir on l y  provided an Eng l ish  
t e x t .  Tne "Gesel l schaft der  Musi kf reunde" 
should be i d e n t i f i e d  as Austrian, n o t  German. 
(Cur iously,  as if t o  make amends, Ricnard 
Strauss i s  i d e n t i f i e d  as an Aust r ian  comooser 
i n  the  same pub l i she r ' s  new volume Careers 
i n  Music ( ~ . 3 0 ) ) .  Bo r i s  Hambourg was oily 
a co-founder, w i t h  h i s  f a t h e r  Michael and 
b ro tne r  Jan, o f  the  fami ly ' S  conservatory. 

The r e l a t i v e l y  long e n t r y  on Mendelssohn 
requ i res  extensive rev is ion,  and the  statement 
t h a t  t he  com~oser ' s  ~h i losopher-grandfa ther  
Moses sponsored h i s  educational t r i p s  i s  
pure fantasy -- a f t e r  a l l ,  Moses d ied  23 
years before F e l i x ' s  b i r t h !  

Though I am d i s i l l u s i o n e d  by tne  sparseness 
of o r i g i n a l  work i n  t h i s  book, and by some 
s l o o ~ y  ed i t i ng ,  I s t i l l  stand by the  
recornendations given a t  t he  beginning o f  
t h i s  review. A t  t he  end o f  t he  book an 
announcement f o r  the  May 1986 p u b l i c a t i o n  
o f  a Student 's D ic t i ona ry  of Canadian Music 
by Wayne G i l ~ i n  i s  pr in ted.  L e t  me t r u s t  
t h a t  t h i s  t ime my visJon o f  the  comoiler-edi t o r  
por ing over pr imary sources of informat ion 
and d i s t i l l i n g  f a c t s  and f igures  i n t o  new 
observations w i l l  come t rue.  We could do 
w i t h  such a work. 

-Helmt Kal lmann 
Mational Library of Canada 

Look at the record: an album of Toronto's Lyric Theatres 1825-1984. Compiled and 
annotated by Joan Parkhill Baillie. Oakville, Ont.: Mosaic Press, 1985. (298 p., 
$39.95.) 

The ~ r e s e n c e  o f  a book on Toronto 's l y r i c  p a r t i c u l a r  h a l l .  The format i s  t h a t  of a 
tneat res  i s  cause f o r  celebrat ion.  And indeed, scrapbook, captur ing a t  once the  s p i r i t  o f  
t ne  pub l i ca t i on  o f  Look a t  tne  record happ i ly  
coincides w i t n  tne  t h i r t y - f i f t n  anniversary 
season of t he  Canadian Opera Company. 

Joan P a r k h i l l  B a i l l i e ,  a r c n i v i s t  o f  tne  COC 
s ince 1974,, has chosen tne documentary method 
t o  present her f asc ina t i ng  survey of the  f i f t y  
l oca t i ons  i n  wnich Torontonians nave heard 
opera s ince 1825. Over the years these have 
inc luded taverns, hote l  S, temperance ha1 l S, 

churches, a mechanics' i n s t i t u t e ,  skat ing  
and c u r l i n g  r i nks ,  spor ts  arenas, zoo log ica l  
gardens, a r t  gal l er ies ,  h ign school aud i to r i a ,  
u n i v e r s i t y  tneatres,  outdoor o a v i l  ions, concert 
n a l l s  and a number o f  large,  beaut i fu l  tneat res  

-- three bear ing the designat ion "ooera house", 
two o f  wnicn opened i n  September 1874. 

Tne bas ic  p lan o f  t he  book has been t o  g i ve  
each venue a separate c n a ~ t e r .  A l l  are 
introduced by annotat ions l o c a t i n g  each h a l l  
i n  t ime and sDace. A t  the  conclusion of most 
chaoters a chronological  l i s t  i s  g iven of 
t h e  var ious ensembles who appeared i n  .a 

nosta lg ia ,  of which t n i s  book i s  s u r e l y  born, 
and o f f e r i n g  f ree r e i n  as t o  ma te r ia l  presented, 
mucn o f  i t  reproduced i n  facsimi le.  

And the c o m ~ i l a t i o n  i s  impressive. Inc luded 
are  maps of t he  c i t y ,  ra i lway  t r a c k  layouts,  
e x t e r i o r  and ( l ess  frequent because l e s s  
obtainable) i n t e r i o r  views o f  t he  h a l l s ,  
and a few house plans showing t h e  snaDe of 
the  h a l l ,  s i z e  o f  t ne  stage and seat ing 
capaci ty.  O f  p a r t i c u l a r  i n t e r e s t  are  those 
o f  the  Royal Lyceum, Grand O ~ e r a  House, Toronto 
Opera House, Princess Theatre and Shea's Theatre 
-- a1 l demo1 i shed o r  non-operati ve 

establishments now. There a re  p i c t u r e s  of 
singers, composers, conductors and impresarios, 
r e ~ r o d u c t i o n s  o f  Drograms, advertisement, 
t i cke ts ,  l e t t e r s  and p e t i t i o n s ,  as we l l  as 
a r t i c l e s  f rom newsDaDers and magazines. These 
l a t t e r  descr ibe t h e  h a l l s ,  and where a ~ p l i c a b l e ,  
o f f e r  repo r t s  o f  t h e i r  dest ruc t ion .  

O f  the  f l f t y  l oca t i ons  surveyed, eleven were 
destroyed by f i r e  due t o  I l l u m i n a t i o n  by gas, 



and af ter1889 due t o  f a u l t y  e l e c t r i c a l  wir ing.  
The l a s t  t hea t re  f i r e  took place a t  t he  Princess 
i n  May 1915. B a i l 1  i e  a s t u t e l y  inc ludes p i c tu res  
o f  t he  emergency e x i t  s ta i rcase a t  t he  Majes t ic  
(Regent) Theatre c i r c a  1910. The f a c t  t n a t  
such a p i c t u r e  was taken (and preserved) 
Ind i ca tes  t h a t  tneat res  were s t i l l  considered 
f i r e  hazards a t  t he  t u r n  o f  t he  century and 
t n a t  precaut ionary measures were necessary. 
The newspapers a l s o  f u r n i s h  us w i t h  f i r s t  
hand accounts of ~er formances by v i s i t i n g  
o r  by Canadian a r t i s t s  and ensembles. Reviews 
cnosen f o r  presenta t ion  range from the t y p i c a l  
 re-and post-performance p u f f e r y  pieces t o  
the  more balanced and occasional scathing 
comnentary. O f  t ne  l a t t e r  tyDe, two somewhat 
amusing examples are  rep r in ted  -- one from 
The B r i t i s h  Co lon i s t  i n  September 1839, and 
another from Be l fo rd ' s  monthly magazine i n  
December 1876, f rom whicn I quote the  f o l l o w i n g  
excerpt  descr ib ing compromi sed opera t i c  
performance prac t ice :  

Tne musical season, wnicn may now be 
sa id  t o  nave commenced i n  Toronto, was 
inaugurated by tne performance of Max 
Strakoscn's Operatic Company a t  tne  
Grand Opera House j u s t  a month ago. 
I t  i s ,  pernaos, too  l a t e  now t o  enter  
i n t o  any d e t a i l e d  cr i t ic ism.. .but  we 
may be permi t ted t o  say t h a t  t ne  general 
s t y l e  o f  tne  oerformance was no great  
com~ l imen t  t o  tne  c r i t i c a l  o r  apprec ia t ive  
Dowers of a Toronto audience.. .Tne 
imperfect  acquaintance w i t n  t h e i r  pa r t s  
wnicn some o f  [ the  s o l o i s t s ]  evinced, 
and wnicn necessi tated constant and 
aud ib le  o r o m ~ t i n g ,  was tne more 
inexcusable. Tne mise en sckne was Door 
and inadequate. Altnougn tne  p r a c t i c e  o f  
o m i t t i n g  a scene o r  a song nere and 
there  i s  too  general t o  be denied 
sanction, y e t  t ne  i nd i sc r im ina te  
e l i m i n a t i o n  wnicn was adopted i n  tne 
performance o f  "Martha" i s  s lovenly,  
and i s  g r e a t l y  t o  be deprecated.. . 

There are a few i tems which I be l ieve  would 
e a s i l y  f i n d  accomnodation i n  Mrs. B a i l l i e ' s  
book. Perhaps there  could nave been room f o r  
one of several By-Laws issued by the  C i t y  
of Toronto, s t i p u l a t i n g  t n a t  t h e a t r i c a l  managers 
had t o  Day a l i cense  fee f o r  t h e i r  engagement 
before any a1 cohol i c  beverages could be sold. 
And where i s  t n a t  l o v e l y  f a m i l y  p o r t r a i t  o f  
tne  Holmans which i s  ava i l ab le  i n  Wi l l iam 
H. Crane's Foo tp r in t s  and echoes (New York, 

1925, p.22)? And speaking o f  onotos, Mrs. 
B a i l l i e  nas been Drone t o  too mucn r e p e t i t i o n .  
Anna Bishop appears no l ess  than seven t imes 
i n  the same guise, and the "b ig  f a t  tenor1' 
Pasquale B r i g n o l i  pops up f i v e  times. A t  l e a s t  
Emna Albani re tu rns  i n  th ree q u i t e  d i f f e r e n t  
Doses. I would have l i k e d  t o  see a p o r t r a i t  
of another Canadian soprano, Beat r ice  La~alme, 
wno, w i t h  Louise Edvina, appeared w i t h  the  
Montreal Opera Company (1910-13) i n  Toronto 's 
Royal Alexandra Tneatre. There are  good photos 
o f  LaPalme i n  Romain Gour' s LaPalme- Issaure l  : 
biograpnie c r i t i q u e  (Montreal, 1948). And 
i n  general, tnere  are  numerous p o r t r a i t s  of 
the  singers, conductors and impresario's who 
v i s i t e d  Toronto i n  George C.D. Odell ' S  15-vol~1ne 
Annals o f  the  New York staqe (New York, 
1927-49). Tne p o r t r a i  t s  are indexed separate1 y: 
tnere  i s  a gorgeous one o f  S a l l i e  Holman i n  
v.IX, p.44. I nc iden ta l l y ,  t ne  numbered c o m ~ o s i t e  
p o r t r a i t  o f  the  Holman Engl isn  Opera Company, 
reproduced from tne  Toronto Telegram o f  J u l y  
10, 1926, which appears i n  B a i l l i e ' s  book 
on p.43, i s  i n c o r r e c t l y  annotated. B a i l l i e  
claims t n a t  Frank Tanneni l l ,  number 7 i n  the  
p o r t r a i t ,  i s  r e a l l y  George Holman and i s  
unnumbered. M r .  Tanneni l l  re turns  as George 
Holman several times thereaf ter ,  and each 
t ime the number 7 on n i s  r i g n t  l a p e l  becomes 
more sharply focussed. IS i t  Holman o r  
Tannenil l ? 

Tne book includes f o u r  i l l u s t r a t i o n s  i n  graph 
o r  cna r t  form o f  var ious aspects of ope ra t i c  
a c t i v i t y  i n  Toronto between 1825 and 1984. 
I almost wish t h a t  these had n o t  been included, 
f o r  tn ree o f  them are incomplete snd inaccurate. 
Figure 3 l i s t s  a l l  operas presented i n  Toronto 
dur ing those years. B a i l l i e ' s  r a t h e r  s t i f f  
c r i t e r i o n  f o r  i nc lus ion  here i s  a "minimum 
o f  f i v e  f u l l  o r  p a r t  ~erformances". Thus her  
Chart on l y  begins i n  1850. What o f  a l l  those 
comic opera's sucn as Reeve's The Purse; o r  
The benevolent t a r ,  Branam's The Dev i l  ' S  bridqe, 
Storace's No sonq, no supper and Samuel Arnold 's 
The Mountaineer ,presented a t  Frank's Hotel 
Assembly Room i n  December 1825-January 1826 
by tne s t r o l l i n g  players from Albany? Does 
tne f a c t  t h a t  they were performed j u s t  once 
o r  tw ice jeopardize t h e i r  r i g h t f u l  p lace i n  
our ope ra t i c  annal S? 

Tne same argument may be app l ied  t o  the  per- 
formances i n  Toronto o f  tne Montreal Opera 
Company between 1910 and 1913. The f o l l o w i n g  
works were each  resented a t  l e a s t  tw ice and 



ought t o  be inc luded i n  Mrs. B a i l l i e ' s  l l s t :  

Del i bes' Lakme, Mascagni ' S  L'ami CO F r i  tz ,  
Charpent ier '  s Louise, and Massenet's Le jong leur  
de Notre Dame, Tnais, and Herodiade. 

And what o f  the  many Canadian premisre 
~erformances given by S tua r t  Hami l ton's Opera 
i n  Concert s ince 1975? Works such as Massenet's 
Tnerkse, B i  ze t  ' S  D jami leh, Ber l  i o z  ' Beat r ice  
e t  Benbdict, Verdf ' S  I 1  Corsaro, Mozart 's  
La clemeza d i  T i t o ,  B e l l i n i ' s  I Capu le t t i  
e I Montecchi, and a dozen others were a l l  
neard twice. Has tnere  been d i s t o r t i o n  f o r  
t he  sake o f  b r e v i t y ?  Also, I do n o t  know 
t o  which 1875 perfotmance o f  Mozart 's  
marriaqe o f  Fiqaro ( l i s t e d  i n  Figure 3)  Mrs. 
B a i l l i e  re fe rs .  The e a r l i e s t  product ion t h a t  
I nave found o f  t h i s  opera i n  Toronto was 
given by V1 adimi r Rosi ng ' S  American Opera 
Company i n  November 1929 a t  tne  Royal Alex. 

The 1890-1910 per iod as shown i n  Figure 1 
suggests t n a t  ope ra t i c  a c t i v i t y  p r a c t i c a l 1  y 
came t o  a h a l t ,  and then picked up tremendously 
durfng tne mid-1930's. Surely t h i s  was n o t  
so, There i s  much work y e t  t o  be done t o  unravel 
tne  1890-1910 period, and my own suspic ion 
i s  t n a t  i t  was a p a r t i c u l a r l y  eventfu l  t ime 
i n  tne  l y r i c  t hea t re  -- a k ind  o f  golden age 
o f  opera. The tou rs  were f a r  from over; bu t  
by the  1930's i t  was common wisdom t h a t  t ne  
road was "shot t o  oieces" ( r i s i n g  costs, 
t n@ Depression, the  t a l  k i es  and dec l i n ing  
standards are a l l  reasons commonly c i ted . )  

Figure 4 l i s t s  opera composers whose works 
nave been presented i n  Toronto from 1825 t o  
1984. The on ly  Canadian composers l i s t e d  are 
Somers and Pannel l : cons~ icuous l  y absent 
are  Healey Wi l lan  (Deirdre, MacMillan Theatre, 
1965; 0 '  Keefe Centre, 1966), John Beckwi t h  
(N ight  bloominq cereus, Har t  House, 1960; 
The Snivaree, Town Hal l ,  1982), Maurice 
Blackburn (Une mesure de s i lence, Eaton 
Audi t o r i  urn, 1956), Charles Wi1 son (HBloise 
and Abelard, 01Keefe,1973, The s e l f i s h  q iant ,  
Town H a l l  1975), R. Murray Schafer (Lovina, 
MacMil l an Tneatre, 19731, Graham George (A 
k inq  f o r  Corsica, Har t  House, 1981). Witn 
t h e  e x c e ~ t i o n  o f  Schafer 's Loving, tnese a l l  
f a l l  w i t h i n  the  c r i t e r i o n  f o r  inc lus ion,  namely 
"a minimum o f  tn ree f u l l  o r  p a r t  ~erformances".  

Though tne  reader i s  re fe r red  t o  tne  
Encyclopedia o f  music i n  Canada, t he  D ic t i ona ry  
o f  Canadian b i o q r a ~ n y ,  David Sale 's t hes i  S 

on we-Confederation music s o c i e t i e s  i n  Toronto, 
and my own tnes i s  on opera i n  Montreal and 
Toronto, the  omission of a b ib l i og raohy  i s  
g lar ing .  And may I suggest f o r  t he  nex t  e d i t i o n  
t n a t  tnere  be a thorough overhaul of t ne  Index, 
wnere a t  present, t he  e d i t o r i a l  p o l i c y  i s  
incons is tent .  Welcome a l s o  would be an 
i n t roduc to ry  essay wnere discussion mignt 
focus on pat terns  of growth i n  ope ra t i c  
performance, and where d e s c r i ~ t i o n  and c r i t i c a l  
comment might  be given on the  var ious ope ra t i c  
associat ions formed over tne  years i n  Toronto. 

Wnen a l l  i s  s a i d  and done, however, Look a t  
tne  record must be regarded as an impor tant  
con t r i bu t i on  t o  the  iconography o f  musical 
l i f e  i n  Canada. It i s a handsomely-produced 
volume, and i n  i t s  own special  way makes an 
eloquent p lea f o r  t ne  establishment of a proper 
opera /ba l le t  house i n  our mids t  and f o r  our  
time. 

-Dori t h Cooper 
Ins t i tu te  f o r  Canadian Music 
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