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        Introduction
      

      It seemed right to use this introduction, not to discuss the reissue of a book that has seldom been out of print since it was first published in 1933, but to present a brief overview of the life and career of composer, author, and poet, Cyril Scott. It is hoped it will provide some context to his work, and allow readers who have not encountered him before a greater understanding of how and why this book and many of his others came to be written.

      Scott was a man with one single aim in this incarnation. Whether composing music, or in his occult books discussing the workings of the Masters and recounting his impressions of a Great Soul, whether advocating alternative medicine or writing beautiful poetry, his intent and hope was always to help humanity along the path of spiritual evolution.

      There are those who know Cyril Scott solely through his music, and in particular for a haunting, exotic piece called Lotus Land.

      There are those who know him solely as the author of the Initiate trilogy and other occult books.

      Then there are those who know Scott solely as the author of books on alternative medicine, of which he was a pioneer decades before it became mainstream—books such as Doctors, Disease and Health (1938) and Victory over Cancer (1939), which got him into trouble with the orthodox medical profession because he dared to suggest there might be other ways to deal with cancer than by radiation, which was then considered the only possible treatment.

      Believing strongly that cures for many diseases were best obtained by natural means, not drugs, he produced other books, too, such as Simpler and Safer Remedies for Grievous Ills and the enormously popular pamphlets on cider vinegar and black molasses.

      A multi-talented man, he was also a poet, producing seven volumes between 1905 and 1915 (including two translations, one from the German, the other from the French), and a final one almost thirty years later, in 1943, which contains some of the best verse he ever wrote.

      As if that weren’t enough, or if inspiration had failed, for relaxation he painted; imaginary dawn and sunset landscapes with hills, trees, and water in pinks, purples, and blues.

      Music and Its Secret Influence combines three of his abiding interests—occultism, music, and healing; healing because the genesis of the book occurred at a place of healing and the literary midwife, Nelsa Chaplin, was a gifted healer there.

      More of that later, but first some background on Cyril Scott.

      He was born to a middle class, church-going Protestant family in the north of England. As a child growing up near Liverpool, the horse and the railway were the only means of locomotion. It was a world we wouldn’t recognise today, one where Queen Victoria was firmly on the throne and the British Empire was at its height. It was without cars, planes, radio, TV, DVDs, computers, or the Internet, but in 1969, a year before he died, he sat in front of the television and watched a man land on the moon. That’s quite a change in one lifetime! His father was a businessman involved in shipping, whose chief interest was the study of Greek. His mother played the piano “with a certain superficial brilliance, and had even written a waltz which somehow got into print.”

      As a young child he was abnormally sensitive and precocious, bursting into tears at any music that affected him. He played the piano almost before he could talk, picking out tunes from the barrel organs heard in the street outside.

      When he was twelve, his parents sent him to the Hoch Conservatorium in Frankfurt to study piano, where he was the youngest pupil accepted up to that time. He stayed there for eighteen months, came home, decided he was more interested in composition than in teaching or being a concert pianist, and returned to the conservatory when he was not quite seventeen. There he heard Clara Schumann play and remembered vividly getting the day off when all his professors went to Berlin for Brahms’ funeral in 1897.

      Success came early to Scott; his first symphony was performed in Darmstadt in 1900, his second in London in 1903. The year 1903 also saw the first performance of the Piano Quartet, in which the famous Fritz Kreisler played the violin part, which, as Scott wrote, “brought my name before the (London) public in a manner which, short of murder, nothing else could have done.”

      Though at the beginning of the twentieth century Scott was hailed as “The father of modern British music,” by the time of his death in 1970 he had been almost forgotten. Very little music was being performed, and none recorded.

      Now, (2012) the Wheel of Fortune has turned again. Interest in him has never been higher.

      All the solo piano music is available on CD as are the major orchestral works. Notices have been uniformly enthusiastic and a reviewer described the third symphony, The Muses, as “A remarkable discovery in twentieth-century British music.”

      At sixteen, reacting against the conventional Christianity of his parents, and shortly before returning to the Conservatory he became an agnostic.

      If there were no God to bother about, to placate and sing doggerel hymns to, if death were simply the cessation of consciousness, how preferable that seemed than worrying desperately whether you would go to hell or not when you died!

      But around 1905, well-established in London, composing and playing his own compositions, he went one evening to listen to a lecture on theosophy. Though not totally converted, he was much impressed by its ideas. Not long after, he came across a book called Raja Yoga by Swami Vivekananda and from then on, as he tells in the early autobiography, My Years of Indiscretion, “The study of all forms of mysticism and transcendental philosophy became for me a passion; and not only that, but I found in their study a new and great source of musical inspiration.” From both Theosophy and Vedanta he leaned that there are many different approaches to God, and all are valid.

      Our real nature is divine. God exists in every living thing, and religion is a search for self-knowledge, a search for the divine within ourselves.

      From there, too, he learned about a Hierarchy of Initiates, initially from reading and later from personal experience. This experience he recounts in three books: The Initiate (1920), The Initiate in the New World (1927), and the Initiate in the Dark Cycle (1932). They were first published anonymously by “His Pupil,” because what mattered, Scott insisted, was not the messenger but the message, and he only later acknowledged them as his when it became impossible to remain anonymous any longer.

      The subtitle of The Initiate is Some Impressions of a Great Soul, and in it and the subsequent two books he tells of his meetings with those whom he believed were themselves Initiates.

      Transcendental mysticism, or Occultism, which Scott described as a blend of science, philosophy, and religion, teaches that every living thing is in the process of evolving, from lower to higher states of physical and spiritual existence. This process in all its phases is guided by a great Hierarchy of Initiates. Initiates are those who through long and sustained endeavour have attained these higher states. Purified of baser emotions such as jealousy and selfishness, and filled with love for their fellow beings, they work ceaselessly to guide others along the same path that they themselves have trod. It is important to stress that they act only as guides, never dictate but simply suggest, and never attempt to coerce or compel.

      They are people like us, not angels or demi-gods, and differ from the rest of us only in degree, not in kind. The doctrine of reincarnation is implicit here, since no individual could possibly be expected to reach even comparative perfection in one short life.

      Occultism also teaches that the whole Universe is an expression of energy, and that not only the elements, but all beings both embodied and disembodied are storehouses and transformers of energy. Karma, the law of cause and effect, governs the entire cosmos, both visible and invisible. Cyril Scott discusses this in much greater detail in his book An Outline of Modern Occultism (1935).

      Music and Its Secret Influence first appeared in 1933 under the title, Music: Its Secret Influence throughout the Ages. It is dedicated to Master Koot Hoomi Lal Singh and to the memory of his pupil, Nelsa Chaplin. Nelsa Chaplin, who died in 1927, was a brilliant psychic who was able both to see and to hear disembodied entities, such as Koot Hoomi, or Master K. H., whom she had been in touch with since her childhood. She and her husband Alex Chapman ran a rest-house called “The Firs,” which specialized in treating people for a variety of different, hard-tocure ailments.

      For some years, beginning around 1919, Cyril Scott had been going there periodically, and it was there that he met his wife, Rose Allatini, whom he married in 1921. Rose was a talented novelist who wrote under a variety of pseudonyms including Eunice Buckley, the name by which she later became best known.

      She shared his interest in occultism and reincarnation, and one of her early novels, written under R. Allatini before she met Scott, was titled When I Was Queen in Babylon. Koot Hoomi was also her Master.

      This is how Scott, both in his autobiography Bone of Contention (1969) and in the later editions of the book itself describes the way it happened: “While my wife and I were staying at The Firs, Master K. H., one Sunday, intimated that the time had come when it was desirable to make known the esoteric aspects of music, and that the Masters wished to use my pen to that end. ‘I will,’ he said, ‘give the data to the little one (as he called Mrs. C.) and you will work them out in detail.’ Thereafter a time was set aside when Nelsa would get into rapport with the Master, and while she clairaudiently listened to the data he gave, I would make notes to be worked out later. After I had completed a few chapters, I would read them to her while she would listen for any comments or corrections the Master might wish to make.”

      Scott adds emphatically that he had previously no idea about the occult effects of music whatsoever.

      He also remarks on another occasion that it was immaterial to the Masters what kind of person you were, all that mattered to them was your suitability for the task at hand and implied no particular merit or virtue on your part.

      Music is generally thought of as being reflective of the age in which it is produced, and this is true of the majority of cases and of most pop music in particular, but there are instances, this provocative book suggests, where music is no mirror but instead is an instrument of change. Scott discusses a number of composers, Bach, Handel, Beethoven, Mendelssohn, Schumann, and others who, consciously or unconsciously, were guided to write by the Masters. The one he singles out above all, though, is Richard Wagner. Fully aware of the unfortunate effects his music led to, such as uncritical hero-worship and excessive German nationalism, Scott nevertheless writes: “The keynote to Wagner’s music-drama is unity in diversity. In the old-fashioned opera each number—involving a different melody—was separate and apart; but with Wagner . . . , although there are a vast array of themes, melodies and motifs, they are woven together to present one continuous whole. A profound spiritual principle underlay his entire scheme—the many were blended together in the one. As the waves of the ocean are each different, yet are one with it and inseparable from it, so each melody was one with the great art-work of which it formed a part. Wagner’s music was the prototype of the principle of co-operation against competition; symbolically speaking it symbolized the mystic truth that each individual soul is unified with the All-soul, the All-pervading Consciousness.”

      Other occult books Scott produced were The Vision of the Nazarene, which discusses the original teachings of Jesus, and how those teachings have been misunderstood over the ages, and The Greater Awareness, which is a sequel to the Outline of Modern Occultism. It concentrates on the practical, rather than the theoretical side, arguing that love influences every aspect of our lives, from romantic attraction and matrimony to humour and self-knowledge.

      One of the most widely read of Scott’s occult books, however, is his last one, The Boy Who Saw True (1953).

      This is the account of a clairvoyant boy’s childhood in Victorian England in the 1880s. It is an amusing and delightful work but conceals a more serious purpose, covering much of the same ground as in The Initiate books but approaching it from the innocent viewpoint of a child.

      Since that first encounter with Master K. H., Scott felt he was continuously guided by him and sought his advice on all-important decisions.

      In 1943, for instance, during WWII when he was sixty-three, he was at a very low ebb, no longer sought after as a composer, short of money, depressed, and unwell. He felt death to be near but Master K. H. told him he had more work to do, and so he continued—for the next twenty-five years! During that time he produced not only a number of chamber works, trios, quartets, and quintets but also major works including his only full-length opera, Maureen O’Mara, a large secular oratorio, the fourth symphony, the second piano concerto, an oboe concerto, a concertino for flute and bassoon, and a sinfonietta for organ, harp, and strings.

      Whether it was analyzing Wagner’s music that struck him so forcibly or whether the idea was communicated to him by Master K. H. during the writing of Music: Its Secret Influence throughout the Ages, the concept of unity in diversity became his passion and his credo thereafter.

      As early as 1932, before the Music book was out, he composed and wrote the libretto for a Mystic Ode, which in its original title was called Ode to Unity. He also explores in his verse the belief that we are all on the same journey toward enlightenment, though each of us is at a different stage on the road.

      Here is the last stanza from a long poem written during WWII. It is called “If He Should Speak Today” and though the speaker is never named we may assume Christ or a high Initiate is intended.

      
        So am I always nigh to those who seek for m
        e
      

      
        Upon the plains or scan the mountain’s peak for me
        ,
      

      
        It matters nothing what their creed or caste may b
        e
      

      
        All noble strivings lead at last to me
        .
      

      
        Some selfless souls I guide have hardly heard my name
        ,
      

      
        No man however often he has erred, I blame
        ;
      

      
        For Love Divine all things forgives because it comprehend
        s
      

      
        Those sins that fret the pilgrim ere his arduous journey ends
        .
      

      
        And if I do not stand before your errors dumb
        ,
      

      
        ’Tis this, and only this
        —
      

      
        That through self-knowing all the swifter ye may come
        ,
      

      
        Responsive to my call
        ,
      

      
        To share that never to be quenchéd Bliss
        ,
      

      
        Which is the heritage of all
        .
      

      His plea for unity in diversity found its fullest expression in 1946–7 when he composed his great Universalist choral work, the Hymn of Unity. He didn’t begin work on it until he had consulted the Master and got his approval. He then wrote the libretto in about three weeks, and completed the whole hour-long oratorio in six months, fully aware that it was most unlikely ever to be performed in his lifetime. In both words and music it sums up his entire philosophy and expresses everything he believed in and strove for all his life. This is the final chorus:

      
        O LIFE that men do call by divers name
        s
      

      
        And cry to thee as Brahman, God, or Great White Spirit
        .
      

      
        O thou whose nature and whose name is Love
        .
      

      
        And by the power of Love dost hold all things together
        ,
      

      
        And who dost dwell in us as we in Thee:
      

      
        O grant that we may manifest a greater measure of thy Love
      

      
        And may perceive at last the saving, mystic truth
      

      
        That with each other we are One, as we are one with Thee!
      

      
        Oh, may the spirit of that Unity irradiate our hearts
      

      
        So that the dark and deadly sin of separateness
      

      
        May vanish like the night when morning wakes,
      

      
        And that the Age of Brotherhood may dawn and may endure for Man.
      

      Those lines are as relevant, and as much needed now, as they were when he first set them down over sixty years ago.

      DESMOND SCOTT

       

      Desmond Scott is the son of Cyril Scott and the administrator of the Cyril Scott estate. He is a graduate of Cambridge University and is a director, actor, and sculptor who has acted and directed in England, Canada, and the United States. Since 1999 he has been giving lectures on his father in England, the United States, Canada, and Australia.
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        Preface
      

      The title of this book should be sufficient indication that it is not concerned with the technical side of music, but with an aspect of that widely disseminated art hitherto unsuspected not only by the reading public but by musicians themselves. This is no slur upon the latter, who are quite naturally specialists along their own line; nevertheless, specialism is not always the best method of arriving at Truth, which may sometimes only be discoverable outside the circle within which the specialist works. In other words, when two seemingly unrelated branches of human activity are brought into conjunction, facts may come to light, which may add to the sum-total of knowledge, whilst tending materially to alter previous conceptions.

      In sending forth this book, which deals with such facts, I wish to thank my wife for much literary assistance.

      This book was first written many years ago, since then some new facts have come to light, albeit not ones that conflict with its main thesis. It was therefore necessary to make some additions and also alterations to the original text so as to bring the present volume up to date. Some of those personalities figuring in the earliest editions having died, allusions 
to them in the present tense became no longer applicable; whilst the names of a 
few others who have also died, would bear little significance for the reader of 
today. Furthermore, vast changes are occurring and have already occurred in the 
world of man, seeing that we have just emerged from the Piscean Age and have 
entered a new one, namely the Aquarian Age. Altogether, we live in a time of 
transition. Even present-day music itself is in a transition state; though some contemporary composers may not wish to think so.

      The writer hopes that by bringing the book up to date, he has thus contrived to improve it.
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        The Problem of Musicality
      

      There are certain phases of human activity, which may appear quite simple and straightforward on the surface, but which, when carefully scrutinized, confront us with manifold problems, complications, and paradoxes. The less we think about them the more we imagine we know about them; and the more we think about them the less we realize we know about them. Custom has prompted mankind to regard music as an art and a means of affording enjoyment through sound to all such as respond to its charms; but of its exact nature and the scope of its influence we are strangely ignorant. We accept music, discuss music and matters musical much as we accept and discuss life and all pertaining to it; yet what life is no one as yet has revealed. Life is a mystery to those who trouble to think about it, but merely a fact to those who do not; the same may be said of music. It is not merely a combination and succession of sounds, but a mysterious something, which, as we will endeavour to show, has exercised a powerful influence throughout the ages.

      Yet in attempting to enlarge our conception of music itself, it were as well at the outset to rid ourselves of certain misconceptions regarding the nature of musicality. It is advisable to know to some extent our position relative to this vexed problem, for, owing partly to the inaccuracies of our language, the epithet “musical” is bandied about with a pronounced disregard for its true meaning; the one word being pressed into service for a large variety of interpretations. In spite of an array of philosophers who might be credited with enriching the language, the Germans likewise are limited to the one adjective musikalisch, which bears exactly the same meaning, or rather lack of definite meaning, as our English “musical.” As for the French, they are compelled to use a phrase, which is not grammatically reproducible in our own language; they say of a man il est très musicien, which, adjusted to grammatical needs, would run: “He is very (much of a) musician.” In Italian the same idiom obtains, and both phrases suggest rather the realm of complimentary utterance than that of logical truth. A man is either a musician or not a musician, just as a man is either a Frenchman or not a Frenchman; to be obliged to say, therefore, that a man is very much of a musician, when one may really mean that he is not a professional musician at all, but only resembles one, denotes a poverty of language that is very misleading. But even more misleading is the ambiguity with which both the words “musical” and “unmusical” have become endowed. Leaving aside poetical utterance, investigations have shown that there are no less than twenty-five different interpretations of these epithets, of which some examples may here be adduced.

      A man is often termed “musical” who has a mild liking for claptrap music: (a) by a person who has no liking for music of any kind himself; (b) by a person who also likes claptrap music and hence considers that he also is musical. Or again a man may be termed “musical” who enjoys so-called low-brow music but dislikes classical music; who enjoys classical music but can neither play nor sing himself; who can play and sing a little but dislikes classical music; who occupies himself much with his wireless set, but is really more interested in the wavelengths than the music.

      As regards the term “unmusical,” a man who only cares for “trashy music,” or by courtesy “music of an immediately fascinating order,” is often termed unmusical by the man who only cares for what is known as classical music; a man who only enjoys classical music is often termed unmusical by a man who enjoys modern music; a man who merely “knows what he likes” is invariably termed unmusical by the professional musician and even the layman; people who only care for vocal music are often termed unmusical by musicians other than singers; singers are often termed “an unmusical race” by newspaper critics because they are not always on the note and are sometimes more preoccupied with mere voice-production than interpretation; virtuosi are often termed unmusical because some of them are more preoccupied with what is effective than with what is high art.

      It will be seen from the foregoing that accurate definitions of the words “musical” and “unmusical” may be sought for in vain, and that their whole significance is so elastic as to be dependent on personal opinion rather than on specific standards. For the purpose of this book, therefore, we may dismiss the negative side of the problem and regard all persons as in varying degrees musical who react to music and hence, as will be shown, are influenced by music in varying ways.

      There are, of course, a number of people who hold very definite ideas as to what is and what is not music, but these people need not detain us. To dismiss as “not music” all compositions, which appear to them ugly or incomprehensible, may be satisfying to themselves; but such a dogmatic attitude is of no special interest to others. From the standpoint of these pages, all forms of composition—from the most primitive folk song to the most elaborate and discordant examples—must be regarded as music. Nevertheless, it is of some interest to speculate as to whether certain phases of music evoke a purely musical reaction or involve other factors of which the listener is unaware. A few reflections on the nature of pure music and the psychology of soloism may serve to throw some light on the subject.
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        The Problems of Pure Music and Soloism
      

      By the term “pure music” we do not, of course, refer to a type, which might be of especial interest to moralists, but to that form, which makes an exclusively musical appeal, or is colloquially described as “music pure and simple.” The terms absolute or abstract music do not serve us, because they are employed to denote the opposite of programme music; and although we shall show later that vocal music is a form of the latter, it is incorrect to imply that instrumental soloism is also a form of it. Our immediate object is to show that even so-termed abstract music may derive some of its interest from external things; therefore, it is not entirely pure.

      Now, if we are hazardous enough to express a doubt as to whether soloism, in whatsoever form, constitutes pure music, we wish to say at the outset that no unflattering aspersions are cast upon soloists as such. When, for example, we can say of a woman that she is not only clever but also beautiful, we are not saying what is uncomplimentary, but what is doubly complimentary: we imply that she makes a twofold appeal. And that soloism in a like manner makes a twofold appeal or even a multifold appeal must be patent to all who have thought on the subject. Leaving aside all other considerations, there are two points, which engage the attention of an audience; the one relates to the matter, the other to the manner. With a certain type of audience it is not of importance what the soloist performs, but how he performs it—in a word—such an audience does not go to hear the composition; it goes to hear the soloist.

      It is stating the obvious to say that star soloists draw the largest and most mixed audiences, but the members of those audiences themselves are for the most part unaware of the reason—namely—that the enjoyment they derive is not wholly a musical one: it is in part the result of seeing a given person make a successful effort!

      This admiration for the process of effort-making on the part of others appears to be latent in the entire human race. It explains the popularity of acrobats, dancers, football-players, pugilists, and the like. It explains why a crowd collects to watch horses dragging a heavy wagon up an almost impossible hill; it also explains the admiration for all virtuosity. The vociferous applause, which follows a bravura piece at the end of a piano recital, is not because that piece was the greatest on the programme, but because the pianist was using the greatest effort to play it. The high C with which a tenor may finish a song is greeted with deafening applause not because a high C is more beautiful than a low one—it is often less so—but because the tenor is putting forward the maximum of effort, concealed or otherwise, to produce it. Again, loud music is not intrinsically more beautiful than soft, yet the former nearly always evokes more applause than the latter, partly because it requires more effort to produce. The same applies to florid music in contradistinction to slow music, and this helps to explain the prodigious success of virtuosity.

      All this goes to show why the soloist makes a multifold appeal, and, if famous, draws the largest audiences. As the making of a successful effort is considered synonymous with being clever, those persons who are not especially attracted by music as such, may be attracted by cleverness. They are like certain men who, having little eye for feminine beauty, can nevertheless enjoy the society of a beautiful woman if she is intelligent. Such men, however, as goes without saying, do not reap the full benefit of her attractiveness; they are the victims of their own limitations.

      Of the various types of soloism, vocal soloism is in a sense the furthest removed from pure music, and this is because all singing derives a part of its interest from something external, as previously implied. Although songs without words do literally exist, they are exceptional, and hence not only words—but all they portray—must be taken into account when considering vocal music.

      Thus, the singer who is a great artist is a twofold artist; he (or she) possesses both musical and histrionic capabilities. Effective singing is a form of oratory, just as effective oratory is a form of music. A great orator needs to be not only something of an actor, but also to possess an ear for melodious utterance and rhythm; a great singer needs to be an orator, an actor, and a musician all in one. Nevertheless, the conjunction of words with music is taken so much as a matter of course that people seldom look upon songs as anything but pure music. Our contention, therefore, that all vocal composing and rendering constitute a species of programme-music may seem extravagant both to the professional and the lay mind. Yet can one maintain that the appeal made by a song like Home, Sweet Home is a purely musical appeal? It obviously makes a domestico-sentimental one to all those in whom it does not provoke feelings of distaste. It has even been sung by singers with hardly any voice left to sing it; and despite the fact, brought tears to the eyes of the lachrymosely inclined. Home, Sweet Home is a stroke not of musical but of sentimental genius; it is furthermore a noteworthy example of a perfect synthesis between the quality of the music and the quality of the words. Neither is of value if judged by the standard of high art, yet rendered by vocalists with histrionic ingenuity they conjointly moved audiences for over half a century.

      All the same, some songs are more “programmistic” than others. There are songs that relate stories in the words actually and in the music imitatively; and there are those that portray emotion or atmosphere only. Both these types are well known. A third, which was prevalent in the Victorian and pre-Victorian eras, has more or less died out; its chief characteristic was tautology and hence artificiality, as was very noticeable in the arias of Handel, Meyerbeer, and others. To say that there was no connection at all between the words and the music would be going too far, but there was certainly very little. The reason why the aforesaid composers, with their verbal repetitions up and down the scale, produced such an artificial effect was quite obviously because for one thing they were attempting the impossible; they attempted to turn vocal music into pure music, and only succeeded, partially and artificially, in turning pure music into vocal music. This attempt is no longer made nowadays, because we live in a less artificial age, when too glaring incongruities are not tolerated, at any rate in serious art, though they still survive in such entertainments as musical comedies.

      Although I am perhaps the first writer to point out that all vocal music is a form of programme music, there are many indications to show that the fact has been realized subconsciously—hence, the two surviving classes of song I have mentioned. Vocal music, having become more imitative and thus more congruous, coloratura songs are now only written (though there may be exceptions) when they possess some raison d’être—an imitation of birds or other florid sounds of nature. As for non-coloratura songs, the better type are nearly all atmosphere-producing (also a form of imitativeness), the voice-part tending more and more towards the declamatory, as witness in the songs of Debussy, Ravel, and others.

      There are two forms of imitation in vocal music: imitation of inflection and imitation of any sounds to which the poem alludes. By imitation of inflection is meant an endeavour to reproduce in music the inflection of the voice if a given poem were being recited or spoken. As regards this, even renowned composers have shown lapses of taste, either because they have possessed no dramatic instinct or else a faulty and illogical one. True dramatic effects are brought about by means of inflection and not by imitation. Therefore, a composer who is a true artist endeavours that his melody shall enhance inflection, and he does not detract from the effect produced by the addition of imitative melodramatic by-play in the accompaniment. To write imitative music that is worthy of the name of art, it is essential to be imitative in a new way—a very difficult matter—and also to be consistent and congruous. Moreover, a judicious suggestiveness is usually more artistic than realism. The better type of imitative songwriters like Debussy and Ravel adopted this method: they used their accompaniments to create a species of stage-setting for what is to be sung.

      Until the enrichment of harmonic device, song composers were solely dependent on their singers for the reproduction of the varying emotions that the poems demanded. As there were comparatively few discords, a concord had oftentimes to do service for the imitation of an ugly or a forcible emotion. In ballads, for example, the self-same accompaniment was frequently employed for any number of verses, although the emotional content of those verses was widely divergent. Thus, the accompaniment part of a song gave no dramatic assistance to its vocal interpreter. But nowadays an enlightened composer will employ a variety of harmonic devices to express a corresponding variety of emotions, whether he alters the melody or not. To give added expression to a harsh or ugly emotion he will write a harsh or, relatively speaking, ugly discord; to give added expression to a tender emotion he will write a tender-sounding harmony, and so forth. Another device is to alter perhaps one note of the melody to suit an altered inflection of voice demanded by a particular word occurring in verses other than the first.

      It is unnecessary to pursue this train of thought further. Granted that songs are a species of programme music, and that audiences may be attracted towards concert halls for reasons not wholly associated with pure music, the fact remains that they are influenced to a greater or lesser degree by such music as they may hear: though how and why will be explained later.
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