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Chicago in 1903, two years before the opening of Damrosch’s institute. DuBois asserted
that African Americans live psychologically as members of their own community and in
relation to the more powerful white majority society. Of necessity, he argued, they have »a
sense of always looking at one’s self through the eyes of others«38. The Institute of Musical
Art fostered in its musicians a consciousness – and an identity – at least as complex. Not ex-
pected to identify personally as anything other than American, students were nevertheless
expected to identify with, even be devoted to, the universalizing of a historical, European-
based set of aesthetic norms. And indeed, placing ideology rather than ethnicity at the
center of identity opened the way for students of color willing to make the commitment to
Damrosch’s American musical homogeneity.39 Ironically perhaps, the institute’s musicians
were also expected by implication to look at much of their own country’s musical culture
exactly as DuBois asserted: as that of an inferior Other. Probably many of them did so –
others did not. Regardless of students’ individual attitudes, however, Damrosch’s unified
and bounded educational structure suppressed their ability to acknowledge the musical
life beyond its borders.

Douglas Bomberger (Honolulu, Hl)

All-American Concerts in Germany
The F. X. Arens Tour of 1891 /1892

On 1st April 1891, the Neue Zeitschrift für Musik printed the following brief announcement:

Ein Concert von eigenartigem Interesse wird am 6. April im »Concerthaus« Berlin
stattfinden. Unter Vorsitz des daselbst beglaubigten amerikanischen Gesandten
Herrn W. W. Phelps und unter Mitwirkung hervorragender Solisten und der Mey-
der’-schen Capelle wird der Deutsch-Amerikaner Mr. Arens größere Werke seiner
Landsleute: Van der Stucken, Beck, Bird, Foote, Boese [Boise] dirigiren. Ein ähn-
liches Concert wird Mr. Arens in Dresden im Gewerbehaus veranstalten. Da die
junge amerikanische Componisten-Generation in Deutschland noch fast ganz un-
bekannt ist, so sieht man in Fachkreisen genanntem Concert mit dem größten
Interesse entgegen.1

38 William Edward Burghardt DuBois, The Souls of Black Folk, Chicago 1903, p. 5.
39 The first African-American to graduate from the institute was pianist Helen Elise Smith in 1907
(Olmstead, Juilliard, p. 38). Another early graduate of color was Nicholas George Ballanta of Sierra
Leone (1894 –1962), who received a certificate in composition in 1924 and became a music researcher in
Africa and the American South. I thank Corey Finn for bringing Ballanta’s career to my attention.
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The1 interest in these concerts was great enough for Franz Xavier Arens to present con-
certs of American orchestral music in German cities for the next year and a half, culmi-
nating his tour with a performance at the Vienna International Exhibition of Music and
Theatre in July 1892. In the course of this tour, European audiences heard over 20 major
works by America’s leading composers, and the concerts were reviewed by over 50 music
critics of the German-speaking nations. Though not the first performance of American
music in Europe,2 it was the first time a broad cross-section of the European critical es-
tablishment was exposed to a representative sampling of American art music. The German
critical reaction and the American response to the tour make this an important barometer
of the American musical climate in the 1890s.

The characterization of Arens as ›Deutsch-Amerikaner‹ is apt. Born in the village of
Neef, Rheinland, in 1856, he was brought to the United States as a child. He later studied
organ, composition and conducting at the conservatories in Munich and Dresden, earning
a ›Preiszeugnis‹ at the latter institution. He settled in Cleveland, Ohio, in 1884, where he
conducted the Philharmonic Orchestra and the ›Gesangverein‹. In 1890 he returned to
Germany for more study, and it was during this visit that he conducted American music
in German cities.

The following table shows the itinerary of his concerts:
I. Berlin Konzerthaus (Meyder Orchestra), 6 April 1891
II. Dresden Gewerbehaus (Trenkler Orchestra), 11 April 1891
III. Hamburg, Konzerthaus Ludwig (Laube Orchestra), 18 April 1891
IV. Sondershausen Loh Concerts (Court Orchestra), 5 July 1891
V. Berlin Konzerthaus (Meyder Orchestra), 30 January 1892
VI. Dresden Gewerbehaus (Trenkler Orchestra), 19 March 1892
VII. Weimar, Tivoli (Court Orchestra), 23 March 1892
VIII. Leipzig, Altes Gewandhaus (134th Regimental Orchestra), 9 April 1892
IX. Vienna, International Exhibition of Music and Theatre (Exhibition Orchestra),

5 July 1892

In each city, Arens performed with a local orchestra, often preparing the concert in two or
three rehearsals. Critics and orchestral players alike remarked on the conductor’s skill and
efficiency in rehearsal. The comments of Albert Kauders in the Wiener Allgemeine Zeitung
typify the views of critics throughout the tour:

Ueber die Dirigentenleistung des Herrn Arens – er dirigirte das ganze Programm
aus dem Gedächtniß – war nur eine Stimme des Lobes. Mit einem ihm fremden
Orchester hat er nach wenigen Proben all’ diese schwierigenWerke bis in die kleins-
ten Details herausgearbeitet. Herr Arens ist offenbar von einer schönen Begeiste-

1 »Vermischtes«, in: NZfM 87 (1891), p. 153.
2 A recent precedent was Frank Van Der Stucken’s performance of American works at the Trocadéro in
Paris on 12 July 1889, during the Exposition Universelle. The history of American Composers’ Concerts
that occurred in the 1880s and 1890s is traced in: E. Douglas Bomberger, »A Tidal Wave of Encourage-
ment.« American Composers’ Concerts in the Gilded Age, Westport, CT 2002.



Aspects of US-American Music500

rung für die Sache, die er vertritt, erfüllt; seine Begeisterung weiß er aber auch dem
Orchester mitzutheilen, er haranguirt und elektrisirt die Spieler zu den besten Leis-
tungen. Licht und Schatten, Energie und Zartheit haften sclavisch an der Spitze
seines Tactstockes. Herr Arens hat seinen Lorbeer ehrlich verdient, und – aufrichtig
gestanden – von allen neuen Bekanntschaften, die er uns vermittelte, ist uns die
s e i n e (als Dirigenten) die liebste.3

The reaction to the repertoire was not so unanimous. Though the composers represented
the most prominent practitioners of art music in the United States at the time, their names
and music were practically unknown in Europe. John Knowles Paine (1839–1906) was
the first professor of music at Harvard University, where he had single-handedly estab-
lished a program in music over the objections of professors who felt that the study of music
should be restricted to conservatories. By the early 1890s he was acknowledged as the sen-
ior statesman in American music; Arens played his Second Symphony, a work that had
been greeted with universal acclaim at its Boston premiere a decade earlier. Edward Mac-
Dowell (1860–1908) had studied with Joachim Raff and lived in Wiesbaden in the 1880s.
He was well known in Germany when he returned to the United States in 1888. George
Whitefield Chadwick (1854 –1931) was among Boston’s most prominent musicians; he would
later serve as director of the New England Conservatory from 1897 to 1930. Ethelbert Ne-
vin (1862–1901) would eventually be known as one of America’s most popular song-writers,
and Victor Herbert (1859–1924) would go on to become a world-renowned composer of
operetta. When Arens played their works in 1891 and 1892, however, these composers were
complete strangers to the European critics.

By performing concerts of exclusively American music, Arens created the interest nec-
essary to earn him the privilege, as an unknown conductor, of performing in Germany’s
major cities. At the same time, the announcement of an all-American concert created
certain expectations among the audience and critics. The comments of the Berlin critic
Heinrich Ehrlich reflect the ambivalence of many critics toward the idea:

Eine andere Frage ist die, ob ein langes Konzertprogramm ausschließlich aus Kom-
positionen von Amerikanern zusammengestellt werden soll, und ob derWiederholung
eines solchen Programms in verschiedenen Städten die [?]gestrebten Zwecke ent-
spricht, d.h. ob es in derThat d a s I nt e r e s s e f ü r d i e amer i k a n i s c hen Kom-
p on i s t e n im a l l g eme i n e n erhöhen wird? Das Konzert am Sonnabende hat
manches [gebr]acht, das als einzelnes Stück zwischen anderen nicht amerikanischen
Kompositionen vorgeführt, ganz gewiß ein stärkeren Eindruck hinterlassen hätte; bei
den vielen, so ziemlich gleichartigen Werken schwächte ein Eindruck den anderen.4

The segregation of American music through this sort of concert had already been ques-
tioned in the United States. Composer Edward MacDowell stated in 1891: »As it is now,

3 K. Anders [Albert Kauders], »American Composers’ Concert«, in: Wiener Allgemeine Zeitung 4272,
8 July 1892, p. 7.
4 H[einrich] E[hrlich], »Amerikanisches Komponisten-Konzert«, in: Berliner Tageblatt 21/ 57, 1 Febru-
ary 1892, Abend Ausgabe, p. 2–3. See also corrections in 21/59, 2 February 1892, p. 3.
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whenever an exclusively American concert is given, the players, public and press seem to
feel obliged to adopt an entirely different standard of criticism from the one accepted for
miscellaneous concerts. Some people would run down an American concert before hearing
the music – and others would praise it (also before hearing it).«5 The American composer
O. B. Boise, whose Romeo and Juliet Suite was performed at the first Berlin concert, believed
that the prejudice of the critics was due to the format of the concert. He wrote in a letter
to the American Art Journal:

The critics were invited, but when they arrived there were no seats for them. Star-
ting with this annoyance, and evidently thinking the American school would resort
to aboriginal themes and methods, they listened with distorted ears. Some of them
speak respectfully of the whole enterprise, and praise what they fancied. Others
evinced a disagreeable animus, but the audience, which was made up more or less of
musicians, showed their approval. The great mistake was in leading critics to expect
a new style – like the Hungarian or Scandinavian.6

In some cases – most notably with the Weimar critics – those who wrote about the concerts
praised the concert series and the ›progress‹ of American music despite calling attention to
any number of weaknesses in the individual works. At the other end of the spectrum were cri-
tics who seemed to be distrustful of the whole enterprise even before hearing the music,
calling into question the motives behind the concerts. Max Dietz of the Allgemeine Kunst-
Chronik in Vienna opined: »Herr Arens ist als Pionier ausgezogen, um den Boden für die
Aufnahmsfähigkeit überseeischer Tonprodukte zu ebnen und den Import amerikanischer
Musikartikel vorzubereiten. Damit dürfte es allerdings noch seine guten Wege haben«.7

A Hamburg critic called the concert »propaganda«, and Felix von Wartenegg took
this argument to its logical conclusion by suggesting in the Neue Zeitschrift für Musik that
Americans had grown tired of seeing the money spent on art and music go to foreigners
and had therefore cooked up a scheme to extract money from Europeans instead.8 Though
not universal, these attitudes colored many of the reviews.

A second problem inherent in the format of the concerts was that an all-American con-
cert invited critiques of the state of American music in general. All but the briefest of press
notices begin or end with summations of the concert, passing judgment on all the pieces
heard and, either overtly or implicitly, on American music in general. Most reviewers ad-
mitted total ignorance about American music before these concerts, but nevertheless, an
entire evening of American music was an invitation to generalize about Americans and
their music that few of the reviewers could resist. Only one critic, Karl Homann, admit-
ted that perhaps this was not fair: »Jeder Komponist kam nur mit je einem Werke, oder

5 Letter, E. A. MacDowell to Frederick Grant Gleason, 10 April 1891, Newberry Library, Rare Book
Room; quoted in: Margery Morgan Lowens, The New York Years of Edward MacDowell, PhD Diss., Uni-
versity of Michigan 1971, p. 103.
6 O. B. Boise, »The American Composers’ Concert in Berlin«, in: American Art Journal 57/3, 2 May
1891, p. 37.
7 Max Dietz, »Ausstellungskonzerte«, in: Allgemeine Kunst-Chronik 16 (1892), p. 367.
8 F. W. [Felix von Wartenegg], »Musik-Ausstellungs-Concerte«, in: NZfM 88 (1892), p. 396.
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auch nur dem Bruchtheil eines solchen zum Wort, und deshalb wäre es gewagt, aus dem
Gehörten ein Urtheil über die Individualität und den Gesammtcharakter der einzelnen
Männer zu ziehen«.9

The central issue for all the critics was that of stylistic indebtedness to German music.
The objections of many critics were expressed by references to a political issue of the day.
At this time, Germany and the United States were involved in a trade dispute that had re-
sulted in the adoption by the U.S. Congress of the so-called McKinley Bill, a sweeping
set of trade reforms that imposed extremely high tariffs on foreign goods, most notably
German products. Germans felt victimized by the bill, and not all Americans were con-
vinced of its benefit to U.S. trade. References to the McKinley Bill found their way into
several of the reviews as an expression of what many of the reviewers perceived to be the
most obvious aspect of the American works. In the words of one Berlin critic:

Die Kompositionen ließen erkennen, daß die MacKinley-Bill nicht auch auf den Im-
port fremdländischer Geistesprodukte sich erstrekt. Eine Menge deutschen Stoffes
ist in den Arbeiten enthalten, der ebenso durch den Ernst der Gedanken, geläuterte
Empfindung, und Gediegenheit der Technik, als in dem speziellen Zuschnitt nach
Mendelssohn, Schumann und Wagner sich verräth.10

This review highlights the fundamental issue that plagued the Arens tour and indeed
American art music generally in the late 19th century. The tour was an example of what
Barbara Zuck has called ›conceptual‹ Americanism, defined as activities that promote music
written by Americans. The critics expected to hear ›compositional‹ Americanism: musical
works that incorporate native elements.11 The two concepts are not necessarily compatible,
and in the case of Arens, his fervent support for American music was not the result of an
interest in art music based on native materials, but rather of a desire to provide a forum
for art music written by Americans.12

The repertoire that Arens performed was highly dependent on European stylistic models.
Of the 20 composers featured, only one, Arthur Foote, had not studied music in Germany.
Arens seems also to have favored works that would have a familiar sound to German ears,

9 Karl Homann, »Theater und Musik«, in: Tägliche Rundschau 81, 8 April 1891, p. 323.
10 Königlich privilegirte Berlinische Zeitung von Staats- und gelehrten Sachen [Vossische Zeitung] 53, 2 Feb-
ruary 1892, p. 5.
11 Barbara Zuck, »Americanism as a Concept in Music History«, in: A History of Musical Americanism,
Ann Arbor 1980, p. 8. Victor Fell Yellin suggests the terms »musical Americanism« and »musical ameri-
canisms« in place of Zuck’s »conceptual« and »compositional« Americanism. Book review: American
Music 1 (1983), p. 70–76.
12 This creates yet another problem, which is the definition of ›American‹. The issue was widely dis-
cussed during this period because of the enormous number of immigrants, and it was not lost on the
European commentators either: »Nun ist freilich nicht gesagt, inwieweit die Herren Chadwick, Koven
[sic], Nevin, Paine, Dowell [sic], Smith, Arens, Boise nur von Geburt Amerikaner sind, oder ob sie jenseits
des Ozeans leben oder dort ihre Ausbildung empfangen, oder wie sich sonst überhaupt ihr Auspruch [sic]
als speziell amerikanische Tonsetzer rechtfertigen lässt. Aus der Musik hört man irgend welche Besonder-
heit nicht heraus, und so erscheint das Unternehmen als eine reine Aeußerlichkeit, die nichts auf sich
hat«. tz, »Konzerte«, in: Berliner Volks-Zeitung 40/27, 2 February 1892, p. 1.
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choosing for instance the most cosmopolitan of compositions by Chadwick, a composer
otherwise known for his use of American thematic materials.13

This sound was not lost on the sharp ears of the critics, who nearly all commented on
the striking similarity of the American works to contemporary European compositions.
The critics were more or less evenly divided in their interpretation of this issue, with a
significant number of critics viewing the ›appropriation‹ of European materials as a sign
of lack of originality, and with an equally sizable group of critics praising the Americans
for basing their works on the best possible models rather than inventing a totally new
musical language.

Those who decried American use of European techniques were most likely to be very
specific about the influences they heard and to claim these influences as uniquely German
rather than broadly European. A case in point is Benno Horwitz’ assessment of the conduc-
tor’s own work:

Mit seiner Symphonischen Fantasia hat sich Herr Arens Richard Wagner in die
Arme geworfen. Eine Auslese von Gedanken, welche aus dem Rienzi, Tannhäuser
und Lohengrin stammen, zieht an dem Ohre des Hörers vorüber. Gross ist die
Mannigfaltigkeit der zur Anwendung kommenden Orchestereffekte. Mehr als einen
Einfall in Betreff der Klangwirkungen hat sich der Autor aus den Partituren des
Bayreuther Meisters geholt, die er genau studiert zu haben scheint.14

In the opinion of the critic of the Berliner National-Zeitung: »Die Bezeichnung s e l f -m ade
m a n , auf die die Amerikaner so stolz sind, läßt sich auf diese Komponisten nicht an-
wenden«.15

Those who viewed the influence in a positive light were less nationalistic in their views,
choosing instead to stress the cosmopolitan nature of European art music in the late 19th cen-
tury. Paul Simon observed in the Neue Zeitschrift für Musik:

Die Kunst kennt keine beschränkte locale Kirchthurmspolitik: ihr Wirkungskreis
ist weltbürgerlich. Im Reiche der Tonkunst lautet die Parole: »Wohlklang«, gleich-
viel von welcher Nation er stammt und tönt. Im Lande des roling [sic] dollar und
der smartest businessmen macht sich ein wahres, echtes Kunststreben geltend.16

This view was echoed by the reviewer of the Weimarische Zeitung:

Wenn nun auch die Sprache der Musik eine internationale ist und offenbare An-
klänge an Kompositions- und Instrumentationsweise deutscher Meister nicht zu
verkennen waren, so boten die vorgeführten Kompositionen doch so viel Eigen-
artiges und musikalisch Interessantes, dass sie das Publikum, unter dem übrigens

13 The implications of the European influences in this work are examined in E. Douglas Bomberger,
»Chadwick’s Melpomene and the Anxiety of Influence«, in: American Music 21 (2003), p. 319–348.
14 B[enno] Horwitz, Neue Berliner Musik-Zeitung 45/15, 9 April 1891, p. 136.
15 L. B., »Kunst, Wissenschaft und Literatur«, in: National-Zeitung 45/69, 2 February 1892, Morgen-
Ausgabe, Erstes Beiblatt, p. 3.
16 Paul Simon, »Amerikanische Componisten in Leipzig«, in: NZfM 88 (1892), p. 191.
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sämmtliche musikalische Autoritäten Weimars vertreten waren, mit jedem Stücke
mehr fesselten und zu wiederholten Beifallsausbrüchen begeisterten.17

Whatever their opinions on German nationalism versus European cosmopolitanism, the
critics agreed on the influence. For many of them, this single aspect of the compositions
was so striking that they made it the centerpiece of their reviews, using it as a starting
point for a discussion of originality and musical influence.

For many of the reviewers, national character was an essential component of musical
style in the 1890s. Their stereotypes of American culture thus determined the way they
heard the music. Robert Hirschfeld summed up his views of American culture in this way:
»Die Kunst braucht nationalen Boden; aber die Amerikaner sind keine Nation. Die einge-
bornen Stämme, deren Eigenart wenigstens die Ansätze zu einer autochthonen Kunst hätte
geben können, wurden von den Eroberern vernichtet, ihr Wesen ist zerstört. […] In den
Vereinigten Staaten wird eben vereinigte Musik gemacht«.18 Richard Heuberger likened
the American composers to persons who speak about experiences in distant lands as if they
had been there, but in reality had learned about them only through books.19

The only composer whose works were consistently commended despite their cosmo-
politan style was Edward MacDowell, who had lived in Germany from 1878 to 1888, and
whose works were published by German publishers. The style of his Suite was recognized
as international rather than specifically American, but because of his originality, this was
not viewed as a fault. Hans Paumgartner commented:

Eine Eigenschaft – und sie ist keine von den geringsten – besitzt MacDowell: er ist in-
teressant. Man kann noch so vielWagner aus derMacDowell’schen Suite heraushören,
ohne sie deßwegen als Plagiat tadeln zu dürfen. Ein Componist, der schildern und
illustriren will wie MacDowell und schon durch die den einzelnen Sätzen der Suite
vorgeschriebenen Bezeichnungen sein Werk als ein tonmalerisches, als ein Stück
charakteristischer Musik ankündigt, findet nicht gleich neue Farben im Topf. […]
Wenn wir nur eigene Begabung und Beherrschung der Kunstmittel wahrnehmen
(und Beides besitzt MacDowell), so können wir schon zufrieden sein.20

There was one exception to the international tendency of the repertoire chosen for the tour,
an exception made all the more glaring by its uniqueness. This was theMarcia Fantastica by
Henry Schoenefeld. This intriguing work was alone in using African-American melodies
and rhythms, with a spritely syncopation that foreshadowed ragtime. The piece depicts a
lively dance that is interrupted by a funeral procession and then resumes its rollicking mo-
tion to the end.

17 »Konzerte«, in: Weimarische Zeitung, 30 May 1892, p. 1.
18 r. h. [Robert Hirschfeld], »Concerte der Musikaustellung«, in: Die Presse (Vienna) 45 /189, 9 July
1892, p. 1.
19 R. Hr. [Richard Heuberger], »Amerikanische Komponisten«, in: Wiener Tagblatt 42/187, 7 July 1892,
p. 4.
20 dr. h. p. [Hans Paumgartner], »Aufführung von Werken amerikanischer Componisten«, in: Wiener
Zeitung 154, 7 July 1892, p. 2–3.
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The work was performed on only four concerts – at Dresden, Leipzig, Weimar and
Vienna – but the reviewers of these concerts devoted a disproportionate amount of space
to the short piece. Several commentators noted that it received the most applause and two
counted it among the best works performed. On the other hand, the work was so unusual
that it was called »grotesque«, »bizarre«, and even »brutal«. Bernhard Vogel, whose neg-
ative perceptions of the Leipzig concert were unusual, suggested: »doch genießt man der-
artige Realistik viel lieber dann, wenn man sie aus der Ferne, vielleicht 1/2 Stunde vom
Orchester weg, vernimmt«.21 The majority, though, concurred with Anton Rubinštejn,
who at the end of the piece exclaimed: »Now t h a t I like«!22

Most significant is the fact that only one reviewer noted any European influence on
the work. Indeed the word ›original‹ is used to describe this piece more than any other, as
is the word ›interesting‹. Ferdinand Pfohl described it this way:

[D]ieses Stück ist burlesk, grotesk, und stark naturalistisch, aber fesselnd als eine
lebendige Schilderung des südlichen Negerlebens mit seinen sonderbaren Tanz-
weisen, zu denen ein das lärmende Sclavenfest auf Minuten unterbrechender Lei-
chenzug einen wunderlichen, phantastischen Contrast bildet.23

Though the works by Paine, Chadwick, MacDowell and others were praised for their crafts-
manship and beauty, it was the brief Schoenefeld piece that attracted the most comment
from German critics. Only here did they encounter what they expected to hear – some-
thing markedly different from European music. To them, it appeared exotic, but at the
same time they felt it to be emblematic of American nationalism. As Carl Dahlhaus has
pointed out,24 both exoticism and folklorism were important stylistic trends in the late
19th century. Often the two rely on similar stylistic markers, and thus the significance of
these phenomena is not the ›authenticity‹ of their source materials, but the clearly audible
difference from the norms of European composition. Like contemporary Russian, Hun-
garian, Czech and Scandinavian composers, an American who employed ›local color‹ was
easier to identify, categorize and stereotype.

By presenting a concert consisting entirely of American works, Arens created the expec-
tation that these works would somehow be different from contemporary German works. By
this standard, even gifted composers like Chadwick, Paine and MacDowell could not fail to
disappoint, as only the Schoenefeld composition was recognizably different from European
music. By making folkloristic nationalism the standard by which American music was
judged, the German critics allowed themselves to overlook a significant body of American
music in cosmopolitan style. A few critics like Pfohl were willing to hear the music on its
own merits: »Unsere Zeit, deren charakteristische Symptome auf künstlerischen Gebiete

21 Bernhard Vogel, »American Composers’ Concert am 9. April 1892«, in: Leipziger Nachrichten 32/102,
11 April 1892, p. 2.
22 Reported in: American Art Journal 59/9, 16 July 1892, p. 353.
23 F[erdinand] Pfohl, »Concert im Alten Gewandhaus«, in: Leipziger Tageblatt und Anzeiger 187, 12 April
1892, Morgenausgabe, p. 2541.
24 Carl Dahlhaus, »Exotismus, Folklorismus, Archaismus« in: Die Musik des 19. Jahrhunderts (= Neues
Handbuch der Musikwissenschaft 6), Wiesbaden 1980, p. 252–261.
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nicht das naive Schaffen, sondern das bewusste Produciren, die Reflexion ist, darf an die-
sen Compositionen nicht achtlos vorübergehen; dazu sind sie zu geistvoll, zu genial in der
Reflexion«.25 Most, however, echoed the words of Bernhard Vogel: »Vorläufig hat Amerika
offenbar noch nicht den Beruf, eine erste Violine imWeltorchester zu spielen; ob ihm später,
sobald ein gewaltiger schöpferischer Genius ihm ersteht, eine derartige Rolle noch zufällt?
Ein neues Jahrhundert giebt darauf der alten wie neuen Welt wohl erst eine Antwort.«26

Marianne Betz (Leipzig)

»But oh for a Good Opera Book!«
George Whitefield Chadwicks (1854 –1931) Oper The Padrone

Ralph Waldo Emersons Essay The American Scholar (1837) wurde schon bald nach seiner
Entstehung in den USA als »our intellectual Declaration of Independence« betrachtet,
hatte er doch die Problematik der kulturellen Identität Amerikas in den Blickpunkt gerückt.1

Die Diskussionen konzentrierten sich zunächst auf den Bereich der Literatur, in dem man
sich vom Einfluss des britischen Kanons zu lösen suchte.2 Sehr schnell wurde die Suche
nach dem Eigenen aber auch im Hinblick auf Musik als ein Schlüsselthema verstanden.
Das amerikanische Musikleben des 19. Jahrhunderts war geprägt von vielfältigen trans-
atlantischen Beziehungen. Während amerikanische Musikliebhaber nach Europa reisten,
um dort zu studieren und Musik an den mit berühmten Komponisten verbundenen Orten
zu erleben, bereisten umgekehrt europäische Musikschaffende die USA, wo sie die Werke
Beethovens, Mendelssohns, Händels und anderer europäischer Komponisten zu Gehör
brachten. Die Frage nach der Beschaffenheit von Musik, die als Ausdruck des Amerika-
nischen gelten konnte, entpuppte sich als überaus schwierig, tangierte sie doch so unter-
schiedliche Bereiche wie Musikleben, Musikerziehung, Repertoire und Stilistik.

25 Pfohl, »Concert«, p. 2541.
26 Bernhard Vogel, »Leipzig«, in: NMZ 13 (1892), p. 115.
1 Oliver Wendell Holmes, Emerson (1884), in: The Complete Works of Oliver Wendell Holmes, Bd. 11, New
York 1906, S. 88. Auch William Henry Fry (1813–1864) formulierte während seiner im November 1852
begonnenen Vorlesungen in New York das Desiderat einer »American School of Painting, Sculpture, and
Music« und forderte zugleich eine »Declaration of Independence in Art«. Zitiert nach Irving Lowens,
Music and Musicians in Early America, New York 1964, S. 217.
2 Im Vorwort der ersten Nummer des United States Magazine and Democratic Review im Jahr 1837
apostrophiert der Herausgeber John L. O’Sullivan die junge Nation als ein »American experiment«, das
eine unabhängige nationale Literatur benötige, um die für die »noble mission« des Landes notwendigen
»moral energies« aufzubringen.


