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Notes

1 The technique of conducting

1. Discussion of the rise of conducting
technique and of the disagreements about
technique and training can be found in
chapter 6 (The rise of conducting), chapter 17
(Conducting early music), and chapter 18
(Training conductors).

2. Henry Wood, About Conducting (London:
Sylvan Press, 1945), p. 70.

3. John Barbirolli, “The Art of Conducting,”
Penguin Music Magazine 2 (1947), p. 17.

4. Max Rudolf, The Grammar of Conducting
(New York: G. Schirmer Inc., 1950), p. 3.

5. Jean Vermeil, Conversations with Boulez:
Thoughts on Conducting (Paris, 1989); tr. Camille
Naish (Portland: Amadeus Press, 1996), p. 65.
6. Leopold Stokowski, Music for Us All (New
York: Simon and Schuster, 1943), p. 216.

7. Bruno Walter, Von der Music und vom
Musizieren (Leipzig: S. Fischer Verlag, 1957);
Of Music and Music-Making, tr. and ed. Paul
Hamburger (New York: W. W. Norton, 1961),
p- 88.

8. Walter, Of Music, pp. 88-9.

9. Leonard Bernstein, “The Art of Conducting,”
in The Joy of Music (London: Weidenfeld and
Nicolson, 1960), p. 150.

10. Conversations with Klemperer, ed. Peter
Heyworth (London: Faber and Faber, 1985),
p. 111.

11. Wilhelm Furtwingler, Furtwiingler on
Music, ed. and tr. Ronald Taylor (Aldershot:
Scolar Press, 1991), p. 19.

12. Bernstein, “The Art,” p. 150.

13. Private conversation with the author,
London, 1979.

14. Richard Strauss, Recollections and
Reflections, ed. Willi Schuh, tr. L. J. Lawrence
(London: Boosey and Hawkes, 1953), p. 44.
15. Hermann Scherchen, Lehrbuch des
dirigierens (Leipzig: J. J. Weber, 1929); Handbook
of Conducting, tr. M. D. Calvocoressi (London:
Oxford Unversity Press, 1933), pp. 187-8.

16. Richard Wagner, My Life, tr. Andrew Gray,
ed. Mary Whittall (Cambridge: Cambridge
University Press, 1983), p. 283.

17. Stokowski, Music for Us All, p. 214.

18. Walter, Of Music, pp. 132-3.

19. The Art of Conducting: Great Conductors of
the Past (Teldec Video 4509-95038-3, 1994).

20. Adrian Boult, Boult on Music (London:
Toccata Press, 1983), pp. 103—4.

21. Richard Osborne, Conversations with
Karajan (Oxford: Oxford University Press,
1989), p. 105.

22. Ibid.

23. See chapter 7 for more on this subject from
the players’ point of view.

24. Walter, Of Music, p. 131.

25. Ibid.

26. William R. Trotter, Priest of Music: The Life
of Dimitri Mitropoulos (Portland: Amadeus
Press, 1995), p. 112.

27. Ibid.

28. Barbirolli, “The Art,” pp. 17-18.

29. Walter, Of Music, pp. 83—4.

30. Barbirolli, “The Art,” p. 18. See chapter 18
(Training conductors) for an argument against
this thesis.

31. Bernstein, “The Art,” p. 151.

2 Conductors in rehearsal

1. Both the New Grove Dictionary of Music and
Musicians, second edn., 29 vols., ed. Stanley
Sadie and John Tyrrell (London: Macmillan,
2000), and Vincent H. Duckles and Michael A
Keller, Music Reference and Research Materials:
An Annotated Bibliography (New York: Schirmer
Books, 1994), often referred to simply as
“Duckles,” can direct conductors to the sources
(often other printed editions or copies of
manuscripts) of the printed editions available.
2. The Journal of the Conductors’ Guild often
publishes such lists. They are invariably the
result of the practical experience of their
working members.

3. Some publishing houses, having acquired
scores under odd circumstances, appear to have
disfigured them with error in order to cover
their tracks. There is a rather famous
twentieth-century score, widely performed,
which is available at a cheap price. It contains
more than sixty obvious blunders, all of which
must be corrected before it can be played. Even
an audience of hearing-impaired rock stars
would know something was wrong. One can
only wonder how (and why) such obvious errors
came to exist.

4. Allgemeine musikalische Zeitung, supplement
of December 17, 1817.
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5. Chapters 1 and 21 contain suggestions about
varying approaches to space and type of
orchestra.

6. George Houle, Meter in Music, 1600—1800:
Performance, Perception, and Notation
(Bloomington: Indiana University Press, 1987).
7. Muti’s rehearsals of Dvotak’s Symphony No.
5 with the Bavarian RSO in 1993, and of
Spontini’s La Vestale at La Scala in the same year,
are especially outstanding examples of this
rehearsal technique. These films are not
commercially available, but may be viewed in
the Conductors on Film Collection at the
Stanford University Archive of Recorded Sound.
8. Go first to Furtwingler’s astonishing Brahms
Symphony No. 1, recorded with the Berlin
Philharmonic, Titania Palast, February 10,

1952 (DGG 415.662-2, among other releases).
9. Daniel Gillis, Furtwiingler Recalled (Ziirich:
Atlantis Verlag; New York: Meredith Press, 1965)
p. 65.

10. Ibid.

11. See, for example, Elizabeth A. H. Green,
Orchestral Bowings and Routines, second edn,
rev. and enl. (Ann Arbor, MI: Ann Arbor
Publishers, 1957), a standard entry-level text,
and Murray Grodner (ed.), Concepts in String
Playing: Reflections by Artist-Teachers at the
Indiana University School of Music
(Bloomington: Indiana University Press, 1979).
For younger players, investigate Dorothy A.
Straub et al., Strategies for Teaching Strings and
Orchestra (Reston, VA: Music Educators’
National Conference, 1996).

12. Further discussion of when and how to
mark parts can be found in chapters 1, 4, 5, 6, 7,
18,19, and 21.

13. Study the film originally broadcast as One
Man’s Triumph, Bell Telephone Hour, 1966 and
now marketed as The Cleveland Orchestra: A
Portrait of George Szell (Kultur, 1393). The
Stanford Collection also includes a private copy
of Szell rehearsing Brahms’s Symphony No. 3 at
Severance Hall in 1957, originally filmed by
WEWS-TV.

14. See chapter 17 for a further discussion of
conducting early music.

15. There is further discussion in chapter 3 of
seating and the ways in which the studio
provides ways to overcome the acoustic and
physical compromises necessary in the concert
hall.

16. More on conductors who talk in rehearsal
can be found in chapters 7 and 21.

17. This video, made in 1965, was produced by
Unitel Deutsches Grammophon, DGG
440.072.291-3, and is commercially available at
the time of writing.

18. This film, made in 1970 with RSO Stuttgart,
is not commercially available, but may be viewed
at Stanford.

19. See his rehearsal film at Lincoln’s Inn, and
his conversations with Sir Peter Brook on this
subject (Sir Thomas Beecham at Lincoln’s Inn,
Granada Television program, 1958, with the
Royal Philharmonic Orchestra). Excerpts were
included in the Art of Conducting, IMG/BBC
television documentary, January 1994, still
commercially available on video and laserdisc
(Teldec, 4509-95038-6).

20. In the Stanford collection, we have a
remarkable film of Stokowski, at age
eighty-eight, rehearsing his American
Symphony Orchestra in the Rakhmaninov
Rhapsody on a Theme of Paganini, with Jerome
Lowenthal. This document is not commercially
available at this writing.

21. The same advice is elaborated upon from
the player’s perspective in chapter 7.

22. He describes this himself in chapter 6.

23. For a superb example of this art, see Pierre
Monteux in 1961 conducting the Chicago
Symphony (VAI 69604) in Berlioz’s Roman
Carnival Overture. Or examine the discreetly
economical but deeply musical accompaniment
he provides to Rudolph Firkusny in Beethoven’s
Piano Concerto No. 3, with the London
Symphony Orchestra in the same year. This film,
made in London on October 24, is not
commercially available but may be viewed at
Stanford.

5 Choral conducting

1. In conversation with Margaret Hillis,
Conductor, Chicago Symphony Chorus, ¢.1969.
William Byrd is responsible for another great
quote: “Since singing is so good a thing, I wish
all men would learn to sing,” from the “Preface”
to Psalms Sonnets and Songs (London: Thomas
East, 1588).

2. With the Virtuose Musik (EMI, 1971) and
Europaische Chormusik aus fiinf Jahrhunderten
(EMI, 1972), reissued 1994, reissued by
Collegium USA (Clarion, 2002), for example,
Eric Ericson made the choral world aware not
only of his chorus, but of Scandinavian choral
music. Gary Anderson in the International
Choral Bulletin 22/2 called it “The Swedish
choral culture” (January, 2002). The Dale
Warland Singers have spread that culture
throughout the US with their performances and
recordings.

3. Christoph Wolff, Bach, The Learned Musician
(New York: W. W. Norton, 2000), pp. 170-1.
Wolff discusses Bach’s personal development in
contrapuntal writing, and the influence of
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Vivaldi’s Italian Concertos in bringing about
changes in his musical thinking, language and
design, from which he created a genuinely
personal style.

4. Julius Herford, workshop on Ein deutsches
Requiem, fourth movement, San Diego State
University, 1955. There is also an analysis of the
first movement in Julius Herford and Harold
Decker, eds., Choral Conducting, A Symposium,
second edn, (Englewood Cliffs, NJ:
Prentice-Hall, Inc., 1973), pp. 217-24.

5. Vance George, San Francisco Symphony
Chorus, 2001.

6. For a useful analysis of each vocal line see
Walter Gray, The Sacred Motets of William Byrd,
Ph.D., dissertation, University of Wisconsin,

pp- 89-91.

7. Robert Craft, Dialogues (Berkeley: University
of California Press, 1982), p. 46.

8. Robert Shaw in rehearsal, Blossom Festival
School of the Cleveland Orchestra, at Kent State
University, Ohio, 1971-8. Singing pitches and
counting rhythms simultaneously was a device
Shaw used throughout his life.

9. John Moriarty, Diction (Boston: Schirmer,
1975). Part I is published for choruses, including
vowels and consonants in four languages with
eighty-one exercises. Another fine reference is
David Adams, A Handbook for Diction for Singers
(Oxford: Oxford University Press, 1999)
covering Italian, German, and French.

10. This is an exercise and concept from Paul
Salamunovich, former Director of the Los
Angeles Master Chorale, used in workshops and
rehearsals.

11. James Fankhauser, “Choral/Orchestral
Balance,” Choral Journal (August 1969), pp. 5-7.
12. Robert Page often used the term “in the
hum” with his Cleveland Orchestra Chorus
(1973-82). It is effective in creating a warm,
hushed effect.

13. Bobby McFerrin used this metaphor for
hushed singing in a Chorus America Convention
in Denver, Colorado on June 7, 2002.

14. The brackets, slurs, accents, and pauses help
the eye group the patterns, and the “d”
consonants, and crescendos and decrescendos
help the voice articulate those patterns. These
articulation concepts are a combination of
Baroque keyboard techniques and vocal ideas
Robert Shaw used for Bach’s Mass in B minor in
1962.

15. Robert Page in rehearsal, Cleveland
Orchestra Chorus, 1975-83.

16. Robert Shaw in rehearsal, Kent, Ohio, 1971.
17. Robert Shaw in rehearsal, Kent, Ohio, 1971.
18. See Robert W. Demaree Jr. and Don V.
Moses, The Complete Conductor (Englewood

Cliffs: Prentice-Hall, Inc., 1995), pp. 109-15, for
advice on auditions. This is perhaps the best
book on the myriad aspects of conducting in
print. It is comprehensive, detailed and full of
information for all conductors.

19. For more exercises, see K. Phillips, Teaching
Kids To Sing (New York: Schirmer Books,
Macmillan Inc., 1992)

20. Margaret Hillis, At Rehearsals (Barrington,
IL: American Choral Foundation, The Letter
Shop, 1969). This booklet contains standard
markings and language guides. Tip: to sound
authentically German use an “ee” [i] tongue
position, the middle of the tongue arching to the
middle of the upper teeth, the tip of the tongue
resting on the inside of the lower teeth. German
is spoken with a floating tongue. English
speakers who relax the tongue flat on the

floor of the mouth will sound under pitch, not
genuinely German. This is helpful for the choral
chamber music of Schubert, Schumann, and
Brahms.

21. There is considerable advice on bowing,
balance, part marking, and working with
orchestras in chapters 1, 2, and 5 of The
Complete Conductor. Don V. Moses, Robert W.
Demaree, Jr., and Allan F. Ohmes, Face to Face
with an Orchestra (Princeton, NJ: Prestige
Publications, Inc., 1987) is currently out of print
but a second edition is in preparation. It includes
excellent discussions of choral/orchestra issues
and ideas for preparing Handel’s Messiah, Bach’s
Magnificat and Vivaldi’s Gloria.

22. Igor Markevich in conversation with Otto
Werner-Mueller, Head of Conducting
Department, Curtis Institute of Music. Marking
of parts is also discussed in chapters 1, 2, 4, 6, 7,
18, 19, and 21 of this volume.

23. See Demaree and Moses, The Complete
Conductor, pp. 115-16, for more ideas on seating
singers and seating arrangements for orchestra.
24. Thomas Lloyd, “When the Orchestra
Arrives,” Choral Journal (December 1999),

pp- 35-45. “An imaginary plane across the
middle of your body” comes naturally to most
conductors. This and many other ideas
regarding choral/orchestral preparation are
clearly expressed in this article.

25. See Demaree and Moses, The Complete
Conductor, pp. 278-82, for examples.

8 Therise of conducting

1. Professor Murchard, “Discovery of Ancient
Greek Tablets Relative to Music,” Harmonicon 3
(April-May 1825), pp. 56, 76; cited from Elliott
W. Galkin, A History of Orchestral Conducting in
Theory and Practice (New York: Pendragon
Press, 1986), pp. 245, 487-8.
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2. See Pierre Bourdelot and Pierre Bonnet,
Historie de la musique et de ses effets (1715) in
Othmar Wessely, ed., Die grossen Darstellungen
der Musikgeschichte in Barok und Aufklirung, 4
vols. (Graz: Akademische Druck, 1966), vol. III,
pp. 175-6.

3. This practice is known as cheironomy (from
the Greek cheir: “hand”) and was practiced in
ancient Egypt, India, China, and Israel. See Curt
Sachs, The Rise of Music in the Ancient World:
East and West (New York: W. W. Norton and
Co., 1943), p. 216.

4. The melodic formulas used by Jews to chant
the Bible were initially indicated with right-hand
signals (Talmud, Berakhot 62a), which became
the basis for the symbols added to the written
text by the Masorites (AD 500-1000). See
Abraham Zvi Idelsohn, Jewish Music and Its
Historical Development (New York: Schocken
Books, 1967); rept. (New York: Dover, 1992),

p. 67. The Christian transition to neumes (from
the Greek neuma: “gesture”) is harder to
document since the practice of cheironomy did
not survive.

5. It became standard to conduct choral works
with orchestra using a baton, but the use of the
baton also indicates that the orchestra
conductor, and not the choir master, is the real
leader. In chapter 5 of this volume, Vance George
encourages all choral conductors to use a baton.
6. Heinrich Christoph Koch, Musiklexikon
(Frankfurt am Main: August Hermann dem
Jungern, 1802), s.v. Niederschlag (Greek: Thesis)
(downbeat). “This beat has been named
‘down-beat,” because one moves the hand
downward when one is to give the beat in this
part of the measure.”

7. Jean-Jacques Rousseau, Dictionnaire de
musique (Paris: Chez la veuve Duchésne, 1768),
s.v. “frappe” (downbeat).

8. Thomas Balthasar Janowka, Clavis ad
Thesaurum Magna Artis Musicae (Prague: In
Magno Collegio Carolino Typis Georgij Labaun,
1701), s.v. tactus.

9. Galkin gives examples from Westminster to
Rome from the sixteenth through the nineteenth
century. Galkin, History of Orchestral
Conducting, pp. 437-9. France seems to be an
exception where divided leadership was used in
church.

10. Carl Philipp Emanuel Bach, Versuch iiber die
wahre Art das Clavier zu spielen (Berlin,
1753-62); tr. William J. Mitchell (New York:

W. W. Norton, 1949), pp. 34-5.

11. See Johann Joachim Quantz, Versuch einer
Anweisung die Flote tranersiere zu spielen (Berlin:
J. E Voss, 1752), s.v. Anfiihrer, and Leopold
Mozart, A Treatise on the Fundamental Principles

of Violin Playing, tr. Editha Knocker (London:
Oxford University Press, 1948), pp. 216, 224.

12. The French violin-bow conductors,
including Frangois-Antoine Habeneck
(1781-1849), and the unusual audible
time-beating at the opera are both covered in
chapter 10 (The French tradition).

13. Wilhelm Joseph von Wasielewski, Aus
siebzig Jahren: Lebenserinnerungen (Stuttgart:
Deutsche Verlags-Anstalt, 1897), p. 92.

14. In describing the Gewandhaus before
Mendelssohn, for example, Wilhelm Adolf
Lampadius makes no mention at all of these
conductors and reports only that “the
symphonies had always been directed by the first
violinist standing at his desk.” Wilhelm Adolf
Lampadius, Felix Mendelssohn-Bartholdy. Ein
Gesammtbild seines Lebens und Wirkens.
(Leipzig: F. E. C. Leuckart, 1886), p. 207.

15. Richard Wagner, Mein Leben (Munich: Paul
List Verlag, 1963), p. 72; My Life, tr. Andrew
Gray, ed. Mary Whittall (Cambridge: Cambridge
University Press, 1983), pp. 56—7.

16. In practice, the composer was often given
this honor. Hiller reports that Ferdinand David
allowed him to conduct his G minor concerto in
1843, even though it was still David’s duty.
Ferdinand Hiller, Felix Mendelssohn-Bartholdy,
Briefe und Erinnerungen (Cologne: M. Du
Mont-Schauberg’schen Buchhandlung, 1874);
second edn. (Cologne, 1878), pp. 187.

17. See Charles Burney, An Account of the
Musical Performance in Westminister Abbey, and
the Pantheon in Commemoration of Handel
(Dublin: n.p., 1785), pp. 10~11. As was the
French practice for large ensembles, three chefs
d’attaque were also used as deputy conductors.
18. See H. C. Robbins Landon, The Symphonies
of Joseph Haydn (London: Universal Edition and
Rockliff, 1955), pp. 435-551.

19. George Hogarth, The Philharmonic Society
of London (London, 1862). Cited from Miles
Birket Foster, The History of the Philharmonic
Society of London, 1813-1912 (London: John
Lane, The Bodley Head, 1912), p. 6, and Robert
Elkin, Royal Philharmonic: The Annals of the
Royal Philharmonic Society (London: Rider and
Company, 1942), p. 15.

20. Orchestras and conductors have always
battled over the number of rehearsals. While
Mendelssohn often got additional rehearsals
from his players, two rehearsals remained
standard at the Gewandhaus until the twentieth
century. Fiirtwangler, being unable to get more
rehearsals in 1922, simply gave fewer concerts.
From 1875 on, one of the Gewandhaus
rehearsals became open to the public. Reinecke
writes, that from then on there was “really no
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longer a concert with two rehearsals, but a
rehearsal with two concerts.” Cited from Fritz
Hennenberg, The Leipzig Gewandhaus Orchestra
(Leipzig: Veb Edition, 1962), p. 19.

21. See the Spectator (London) July 2, 1842,
which complains that “the bills of the present
season are not only, substantially, those of the
last, but of every season for the last twenty
years.”

22. Chorley is comparing the Philharmonic to
the Paris Conservatoire orchestra under
Habeneck. Henry F. Chorley, Music and Manners
in France and Germany, 3 vols. (London:
Longman, 1841); repr. (New York: Da Capo,
1984), vol. III, p. 66.

23. Spohr’s three accounts are (1) a letter to
Wilhelm Speyer, April 14, 1820, in E. Speyer,
Wilhelm Speyer, der Liedercomponist, 1790—1878
(Munich, 1925), which seems to indicate that he
bowed to tradition (see Adam Carse, The
Orchestra from Beethoven to Berlioz [Cambridge:
W. Heffer and Sons Limited, 1948]; repr. [New
York: Broude Brothers, 1949], p. 319), (2) an
article published a few months later,
“Musikalische Notizen/ gesammelt von Louis
Spohr wihrend seines Aufenthalts in London
vom Ende Februars Juny 1820,” Allgemeine
musikalische Zeitung 22/31 (Leipzig, 1820), col.
524, and (3) the longest account written decades
later in his autobiography, Ludwig Spohr,
Selbstbiographie (Kassel and Gottingen, 1860-1);
tr. Anon., Autobiography (London: Longman
and Green, 1865), vol. II, pp. 82-3. The story
was sanctioned by George Hogarth, who was
also the Society Secretary from 1850—64 and
wrote an official history of the Society: The
Philharmonic Society of London (see note 19
above). Hogarth, though, did not arrive in
London until 1830 (when he became a
prominent critic). The passages about Spohr’s
introduction of the baton, however, are directly
quoted in Foster’s and Elkin’s histories of the
Philharmonic (also cited in note 19). From the
mention of E. Ries as the conductor, in Spohr’s
longest version, Adam Carse deduced that the
date must have been May 8, and not April 10.
When Arthur Jacobs found no supporting
evidence, he decided it was all “the failing
memory of an aging man.” Arthur Jacobs,
“Spohr and the Baton,” Music and Letters 21/4
(1950), p. 307.

24. Spohr, Autobiography, vol. 11, p. 83.

25. Ignaz Moscheles, The Life of Moscheles with
selections from his Diaries and Correspondence, tr.
A. D. Coleridge, 2 vols. (London: Hurst and
Blackett, 1873), vol. I, p. 76.

26. Letter from London, May 26, 1829.
Sebastian Hensel, Die Familie Mendelssohn

(Berlin: 1879); 14th edn. (Berlin: Verlag von
Georg Reimer, 1911), vol. I, p. 209; The
Mendelssohn Family (1729-1847): Letters and
Journals, tr. Carl Klingemann (New York:
Harper and Brothers, 1882), vol. I, p. 184. This
letter to his sister Fanny, written after he made
his London debut on May 25, 1829, includes the
information that Mendelssohn had his white
stick “made for the purpose (the maker took me
for an Alderman and would insist on decorating
it with a crown).” This confirms that the baton
was viewed primary a symbol of authority and
not a musical instrument.

27. Morning Post (London), May 27, 1829. The
Morning Post critic probably overstates the case a
bit. In 1829 many continental orchestras still had
some form of divided or alternating leadership.
28. John Ella recalls the “frowns of the Fiddlers,
whose authority Mendelssohn’s baton so
completely usurped.” Supplement to Musical
Union Record (London), June 11, 1867.

29. The history of English conducting from this
point is continued in chapter 13: The English
tradition.

30. George R. Marek, Gentle Genius: The Story
of Felix Mendelssohn (New York: Funk and
Wagnalls, 1972), p. 219. Marek claims this is a
recent discovery.

31. Johannes Forner, et al., Die
Gewandhauskonzerte zu Leipzig 1781-1981
(Leipzig: VEB Deutscher Verlag fiir Musik,
1981), p. 68.

32. Carse, The Orchestra, p. 297.

33. Charles Hallé, The Autobiography of Charles
Hallé with Correspondence and Diaries, ed.
Michael Kennedy (London: Paul Elek Books,
1972); (New York: Barnes and Noble, 1973),

p. 116.

34. Robert Schumann’s review of
Mendelssohn’s first concert at the Gewandhaus,
October 4, 1835. Schumann, Schumann on
Music: A Selection from the Writings, tr., ed. and
annot. Henry Pleasants (New York: Dover
Publications, Inc., 1988), p. 66.

35. Ercole Bottrigari, Il Desiderio, or Concerning
the Playing Together of Various Musical
Instruments, tr. Carol MacClintock (Rome:
American Institute of Musicology, 1962), p. 58;
also in Women in Music: An Anthology of Source
Readings, ed. Carol Neuls-Bates, rev. edn.
(Boston: Northeastern University Press, 1996),
p. 46.

36. H. Bertram Cox and C. L. E. Cox, Leaves
from the Journals of Sir George Smart (London:
Longmans Green and Co., 1907); (New York: Da
Capo, 1973), p. 212.

37. Letter of November 12, 1838. Moritz
Hauptmann, The Letters of a Leipzig Cantor
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being the Letters of Moritz Hauptmann to Franz
Hauser, Ludwig Spohr, and Other Musicians,

2 vols., ed. Alfred Schone and Ferdinand Hiller,
tr. and arr. A. D. Coleridge (London and New
York: Novello, Ewer and Co, Richard Bentley
and Son, 1892); repr. (New York, 1972), vol. I,
p. 189.

38. England sent eight music critics from as
many papers and Mr. Robertson drew for the
Tilustrated London News. Even more were sent to
cover the visit of Queen Victoria and Albert to
Germany. Many other musicians, like Smart,
Hallé, and Berlioz, attended and left memoirs.
The collected reports of Spohr’s and Liszt’s
conducting are forthcoming in Bowen, “Reports
of the Bonn Beethoven Festival.”

39. Musical World (London), September 4,
1845, p. 422.

40. Cox, Smart, p. 312.

41. “Notes on the Beethoven Festival,” The
Athenaeum (London), August 16, 1845, p. 815,
and “Beethoven Festival at Bonn,” Morning Post
(London), August 15, 1845. While both are
unsigned, Chorley wrote in the Athenaeum and
Morris Barnett corresponded for the Post.

42. Max Maria von Weber [son of Carl], Carl
Maria von Weber, Ein Lebensbild (Leipzig: E.
Keil, 1864); tr. J. Palgrave Simpson, Carl Maria
von Weber, the Life of an Artist (London:
Chapman and Hall, 1865), vol. I, p. 354.

43. Cox, Smart, p. 140.

44. Berlioz, Hector, Mémoires, (Paris, 1870); tr.
and ed. David Caivns, (New York: W. W. Norton
and Co., 1975), p. 306.

45. Letter from Weber to Ferdinand Praeger,
“About the Interpretation of Euryanthe.” Anton
Schindler says this letter was published in the
Berliner MusikZeitung, No. 28, 1827. (Anton
Schindler, Beethoven as I Knew Him, tr.
Constance S. Jolly and annot. Donald W.
MacArdle from the 3rd edn. of 1860 [Chapel
Hill: The University of North Carolina Press,
1966], p. 410.) It is cited most often from Felix
Weingartner, On Conducting, tr. Ernest Newman
(New York: Edwin Kalmus, 1934), p. 35, but is
cited here from a longer passage in Carl
Bamberger (ed.), The Conductor’s Art (New
York: McGraw-Hill, 1965), pp. 19-20.

46. Bamberger, Conductor’s Art, p. 20. For more
on the history of the ideology of interpretation
and its relationship to tempo, see José Bowen,
“The Conductor and the Score; The Relationship
between Interpreter and Text in the Generation
of Mendelssohn, Berlioz and Wagner,” Ph. D.
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