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The book which is the result of this combination of toil, intelligence, ability, knowledge, and

affectionate devotion, could only have been successful by the addition to these qualities of a

remarkable amount of literary tact and skill. The plan of the work is one which few English

authors could by any possibility adopt. It is immense; at first sight its plan is bewildering. The

book is not a Life of Mozart so much as an Encyclopaedia of musical art and biography. It

opens with a minute account of Mozart's father, and of his method and his works, amounting to

sixteen pages. Not only have we the narrative of the life of Mozart himself from his cradle to his

grave in the smallest particulars, with a detailed examination of each work-in the case of the

operas, both text and music, amounting in single operas to forty, fifty, and even ninety pages—

but we have the history of the rise and progress of each branch of music that Mozart touched—

and he touched them all—up to the date of his life. Witness the long notices of the Opera, the

Oratorio, and Church music, and the chapter on Instrumental music in Vol. I.; the account of the

French Opera, and of Lully, Rameau, Gluck, and Piccinni, in Vol. II. We have also full accounts

of the social and musical condition of the various cities visited by Mozart, such as Paris,

Mannheim, Salzburg, Munich, and Vienna; and biographical notices, longer or shorter, of every

person with whom Mozart came into contact, or whom his biographer has occasion to mention.
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CHAPTER I. — CHILDHOODWOLFGANG AMADE MOZART came of a family belonging

originally to the artisan class. We find his ancestors settled in Augsburg early in the

seventeenth century, and following their calling there without any great success.[1001] His

grandfather, Johann Georg Mozart, a bookbinder, married, October 7, 1708, Anna Maria

Peterin, the widow of another bookbinder, Augustin Banneger.2 From this union sprang two

daughters and three sons, viz.: Fr. Joseph Ignaz, Franz Alois (who carried on his father's trade

in his native town), and Johann Georg Leopold Mozart, bom on November 14, 1719, the father

of the Mozart of our biography.8 Gifted with a keen intellect and firm will he early formed the

resolution of raising himself to a higher position in the world than that hitherto occupied by his

family; and in his later years he could point with just elation to his own arduous efforts, and the

success which had crowned them, when he was urging his son to the same steady

perseverance.When Wolfgang visited Augsburg in 1777, he gathered many particulars of his

father's youth which refreshed the recollections of Leopold himself. We find him writing to his

son (October 10, 1777) how, as a boy, he had sung a cantata at the monastery of St. Ulrich, for

the wedding of the Hofrath Oefele, and how he had often climbed the broken steps to the

organ loft, to sing treble at the Feast{CHILDHOOD.}(4)of the Holy Cross (November 29, 1777).

He afterwards became an excellent organist: a certain Herr von Freisinger, of Munich, told

Wolfgang (October 10, 1777) that he knew his father well, he had studied with him, and "had

the liveliest recollections of Wessobrunn where my father (this was news to me) played the

organ remarkably well. He said: 'It was wonderful, to see his hands and feet going together, but

exceedingly fine—yes, he was an extraordinary man. My father thought very highly of him. And

how he used to jeer at the priests, when they wanted him to turn monk.'" This last must have

been of peculiar interest to Wolfgang, who knew his father only as a devout and strict observer

of the Catholic religion. But Leopold remembered the days of his youth, and wrote to his wife

(December 15, 1777): "Let me ask, if Wolfgang has not of late neglected to go to confession?

God should ever be first in our thoughts! to Him alone must we look for earthly happiness, and

we should ever keep eternity in view; young people, I know, are averse to hearing of these

things; I was young myself once; but God be thanked, I always came to myself after my

youthful follies, fled from all dangers to my soul, and kept steadily in view God, and my honour,

and the dangerous consequences of indulgence in sin."Long-continued exertions and self-

denial laid the foundation of Leopold Mozart's character in a conscientious earnestness and

devotion to duty in great things as in small; they had the effect also of rendering his judgment

of others somewhat hard and uncompromising. This is observable in his relations as an official,

and as a teacher, and in his dealings on matters of religion. He was a strict Catholic, and



feared nothing so much for his children as the influence which a prolonged stay in Protestant

countries might exert on their faith; he remarked with surprise that his travelling companions,

Baron Hopfgarten and Baron Bose, had often edified him with their discourse, although they

were Lutherans (Paris, April 1, 1764).When in London, he became acquainted with the

excellent violoncellist Siprutini, son of a Dutch Jew, who had broken loose from Judaism and

"was content to believe in{L. MOZART'S CHARACTER.}(5)one God, to love Him first, and his

neighbour as himself, and to live an honest life"; L. Mozart gained an acknowledgment from

him that of all the Christian creeds the Catholic was the best, and was not without hope of

converting him altogether (September 13, 1764).He fulfilled all the duties which the Church

requires of her children with conscientiousness and zeal; we find him ordering masses to be

said, buying relics, &c., whenever occasion offers.The strictly orthodox, almost ascetic, rules of

life which the reigning archbishop, Sigismund, followed and enforced in his court and in all

Salzburg must have had the effect of deepening this side of L. Mozart's character; while the

greater freedom in church matters enjoyed under Sigis-mund's successor, Hieronymus, was

not without its influence, evinced by his becoming late in life a freemason. There can be no

doubt that L. Mozart was a man of genuine piety, which stood firm amid strong temptations and

the most trying circumstances. It was in accordance with his education and position in life that

this piety found no better justification and expression than those provided by his Church. His

performance of his duties to God and the Church was undertaken in the same rigorous spirit

which characterised him in all the relations of life. But he was too sensible not to remonstrate

with his daughter when she chose rather to endanger her health than to be absent from mass

(July 28, 1786). He was entirely free from superstition, and when some one wrote to him of a

ghost-story he declared that "it must be only an hysterical illusion of the maid-servant." Again,

he had "invariably found that begging sisterhoods were the signs of much moral degradation

concealed under the cloak of hypocrisy" (December 16, 1785). It would be a great mistake to

consider the elder Mozart as a narrow-minded bigot. United to a shrewd, clear intellect, for the

cultivation of which he made extraordinary efforts, he possessed a decided turn for raillery and

sarcasm. His painful endeavours to work himself free of his petty surroundings, his habit of

looking beyond the narrow horizon which encircled him, encouraged in him a

cynical{CHILDHOOD.}(6)turn of mind. It grew to be a settled conviction with him that

selfishness is the only motive of human action on which we can safely reckon, and which,

therefore, we must strive to turn to account: a belief in disinterested philanthropy or friendship

is a folly which seldom goes unpunished. Nor should we have any faith in an innate love of

truth. "Take it as an universal truth," he writes (October 6, 1785), "all men tell lies, and add to

the truth, or take away from it, just as it suits their purpose. Especially must we believe nothing

which, if known, would add to the reputation of the speaker or flatter his interlocutor, for that is

sure to be false." This distrust of mankind he sought to implant in his son, but with very little

success. Nor did his gloomy views of life stifle, even in himself, all emotion and sentiment. His

theory, as so often happens, went farther than his practice. When Leopold Mozart analysed the

conduct of men, his criticism was sharp and cutting, but he was always ready with counsel and

assistance when they were needed. Notwithstanding his piety he expressed bitter contempt for

the priesthood and priestcraft: he had occasion to know both intimately. He was never dazzled

by the distinctions of birth and position. He judged those nearest and dearest to him, not

excepting his beloved son, as severely as the rest of the world. It had the most wholesome

effect on the development of Mozart's character and genius that his father, who loved him as

only a father can love, who justly estimated and admired his artistic genius, was never dazzled

by it, never ignored nor concealed his weaknesses, but warned and blamed him, and strove to



bring him up with a conscientious fidelity to duty.Leopold Mozart was aware that the education

of his son was the highest and greatest task of his life; but this absorbing care did not narrow

his breadth of sympathy, nor lessen his consideration for others bound to him by natural ties;

he proved himself always a devoted friend as well as, for one of his means, a liberal

benefactor.The exertions which it had cost him to attain to even a moderate position, the

unceasing thought which he was obliged to take for the supply of his daily needs gave him{L.

MOZART'S EARLY LIFE.}(7)a high appreciation of the value of a secured worldly position, and

as he became gradually convinced that his son was not likely to attach the same importance to

this, he strove the more by his wisdom and experience to help to secure it for him. This care for

economical details has been unjustly condemned. We may grant that a somewhat exaggerated

anxiety increased by the hypochondria of old age was the natural result of the struggle with

narrow circumstances which he had carried on all his life; but this is far more than

counterbalanced by the singular union of general and of musical culture, of love and severity, of

just judgment and earnest devotion to duty, which Leopold Mozart developed in the education

of his son. Without them, Wolfgang would certainly not have been the man he became by their

help.We have no detailed information of L. Mozart's youthful life. His recollections of his

position at Augsburg are bitter and sarcastic. Even with his brothers and sisters, whom he

accused of having turned the weakness of their mother to his disadvantage, he had no close or

intimate connection, although they had never any scruples in applying for his support."When I

thought of your journey to Augsburg," he writes to Wolfgang (October 18, 1777), "Wieland's

'Abderiten' always occurred to me. One ought to have the opportunity of seeing in its naked

reality that of which one has formed an ideal conception."After passing through school life in

his native town, he went to Salzburg to study jurisprudence. The monastery of St. Ulrich

belonged to the community of the Benedictines, which had founded and still partly maintained

the university of Salzburg;[1004] this connection may have given Leopold a reason for going

thither. But as he did not obtain employment, he was constrained to enter the service of Count

Thurn, Canon of Salzburg. From his youth up, he had cultivated his musical talent with

assiduity, and was a{CHILDHOOD.}(8)thoroughly practical and well-informed musician. He had

chiefly maintained himself in early youth by his singing, and afterwards by giving lessons, and

had gained considerable reputation as a violinist, so much so that Archbishop Leopold took

him into his service in the year 1743. He afterwards became court composer and leader of the

orchestra, and in 1762 was appointed Vice-Kapellmeister by Archbishop Sigismund.The pay of

the choir was scanty, though their duties were heavy. Leopold Mozart submitted to these

demands with his accustomed conscientiousness, and Schubart points him out as the man

whose exertions had placed music in Salzburg on its then excellent footing.[1005] His official

position necessitated his appearing as a composer; in this respect, too, he was indefatigable,

and won for himself an honourable reputation.A list of his compositions compiled in 1757, no

doubt by himself, gives an idea of his industry as a composer.[1006] We find a large proportion

of church music. A Mass in C major is in the library at Munich, Julius André possesses a Mass

in F major, the Credo of a "Missa brevis" in F major lies before me; a "Missa brevis" in A major

is preserved in the cathedral of Salzburg, together with the Offertory, "Parasti in conspectu

meo," three Loretto Litanies (in G, F, and E flat major), and a Litany "De venerabili" in D major,

composed in 1762. This last, a carefully finished work, was sent by L. Mozart in December,

1774, to Munich, together with a grand Litany by his son. It is written for solos, chorus, and the

usual small church orchestra of the day, and shows throughout the learning of a musician

skilled in the use of traditional forms. The harmony is correct, the disposition of the parts skilful,

and the contrapuntal forms are handled boldly; nor does the composer fail to introduce regular,



well-worked-out fugues in the proper places; "Cum Sancto Spiritu," and "Et{L. MOZART'S

COMPOSITIONS.}(9)vitam venturi sæculi" in the Mass, "Pignus futuræ gloriæ" in the

Litany.But there is no originality or inventive power either in the compositions as a whole, or in

isolated passages. Leopold Mozart's sacred music gives him a right to an honourable place

among contemporary composers, but to no higher rank. Schubart, who prefers his church

music to his chamber music, says justly, that his style was thorough, and showed great

knowledge of counterpoint, but that he was somewhat old-fashioned.[1007] When Wolfgang

was busy composing church music with Van Swieten at Vienna, he wrote to his father (March

29, 1783): "Some of your best church music would be very useful to us; we like to study all

masters, ancient and modern, so please send us some as soon as possible." But to

Wolfgang's regret this request was refused, for his father was quite aware of the change of

taste in such music that had taken place since his day.Nothing certain is known of twelve

oratorios composed according to custom for Lent,[1008] nor of "a host of theatrical pieces, as

well as pantomimes."[1009]L. Mozart was an industrious instrumental composer. He

enumerates upwards of thirty serenades, "containing instrumental solos," and a long list of

symphonies, "some only quartets, others for all the usual instruments"; of{CHILDHOOD.}

(10)these, eighteen are thematically catalogued,[10010] and one in G major is by mistake

attributed to Wolfgang, and printed in score. Very curious are the "Occasional Pieces" which

are characteristic of the times, in their odd instrumental effects, and somewhat heavy touches

of fun. Among these are a pastoral symphony with shepherds' horns and two obbligato flutes; a

military piece with trumpets, drums, kettle-drums, and fifes; a Turkish and a Chinese piece; a

pastoral, representing a rural wedding, and introducing lyres, bagpipes, and dulcimers; during

the march, after each huzza, there was a pistol-shot, after the custom of rural weddings, and L.

Mozart directed that whoever could whistle well on his fingers, was to whistle during the

huzzas.But the musical "Sledge Drive" seems to have gained most applause; a pianoforte

arrangement was afterwards printed, the effect being heightened by the accompaniment of five

differently toned harness-bells. The following programme was printed by L. Mozart, for a

performance of the Collegium Musicum in Augsburg, December 29, 1755:—MUSICAL

SLEDGE DRIVE.Introduced by a prelude, consisting of a pleasing andante and a splendid

allegro.Then follows:A prelude, with trumpets and drums.After this:The Sledge Drive, with the

sledge-bells and all the other instruments.After the Sledge Drive:The horses are heard rattling

their harness.And then:The trumpets and drums alternate agreeably with the oboes, French

horns, and bassoons, the first representing the cavalcade, the second the march.After this:The

trumpets and drums have another prelude, andThe Sledge Drive begins again, but stops

suddenly, for all the party dismount, and enter the ball-room.Then comes an adagio,

representing the ladies trembling with cold.{L. MOZART'S COMPOSITIONS.}(11)The ball is

opened with a minuet and trio.The company endeavour to warm themselves by country-

dances.Then follows the departure, and, finally:During a flourish of trumpets and drums, the

whole party mount their sledges and drive homewards.In consequence of the performance of

these occasional pieces inAugsburg, L. Mozart received the following anonymous

letter:"Monsieur et très cher ami!"May it please you to compose no more absurdities, such as

Chinese and Turkish music, sledge drives, and peasant weddings, for they reflect more shame

and contempt on you than honour, which is regretted by the individual who herewith warns you

and remains,"Your sincere Friend."Datum in domo verae amicitice."Leopold Mozart was not a

little annoyed by this act of friendship, which he was inclined to ascribe to the Kapellmeister

Schmidt or to the organist Seyffert. It need scarcely be said that this "programme-music" is

innocent either of originality or of instrumental colouring. Short characteristic pieces, such as



Couperin and Rameau wrote, were composed by L. Mozart, in common with Eberlin, for a kind

of organ with a horn stop, which had been erected by Joh. Roch. Egedacher on the

fortifications above the town. Once a month, morning and evening, a piece was played on this

instrument; in February it was the Carnival, in September a hunting song, in December a

cradle song.[10011]Besides all this, L. Mozart wrote many concertos, particularly for the flute,

oboe, bassoon, French horn, or trumpet (one of these is in Munich), innumerable trios (he

offered a flautist, named Zinner, in Augsburg, fourteen trios for flute, violin, and violoncello),

and divertimenti for various instruments,[10012] marches, minuets, opera-dances, &c. Three

clavier{CHILDHOOD.}(12)sonatas are printed,[10013] of which Faiszt remarks that they might

well be the work of Leopold's great son, so strong is their similarity in form and spirit.[10014] is

compositions were for the most part only in manuscript, as was almost all the music of that day.

[10015] By way of practice in engraving, he engraved three trio sonatas himself in 1740, and

revived the old accomplishment in 1778, when he engraved some variations for his son.In later

years he composed little or nothing; his position in Salzburg was so little to his mind that he did

not feel himself called on to do more than his duty required; besides, the education of his

children engrossed his whole time, and when his son had come forward as a composer, he

would on no account have entered into competition with him.[10016] L. Mozart was proud of

the estimation in which his works were held abroad, as the following extract from a letter to his

friend Lotter shows:November 24, 1755.I may tell you in strict confidence that I have received a

letter from a distant place inviting me to become a member ——— don't be alarmed—or—

don't laugh —— a member of the Corresponding Society of Musical Science.[10017] Potz

Plunder! say I. But do not tell tales out of school, for it may be only talk. I never dreamt of such

a thing in my life; that I can honestly say.But the elder Mozart acquired his chief reputation as a

musician by the publication in 1756 of his "Attempt towards a Fundamental Method for the

Violin."[10018] This work was{L. MOZART'S VIOLIN METHOD.}(13)spread abroad in

numerous editions and translations, and was for many years the only published instruction on

the art of violin-playing; proof enough that it rendered important service in its day, as far as

technical knowledge was concerned. What makes the book still interesting to us is the earnest,

intelligent spirit which speaks from it, and shows us the man as he was. He sought to impart to

his pupils a sound, practical musical education; they were not only to practise their fingers, but

were always clearly to, understand what they had to execute and why: "It is dispiriting to go on

playing at random, without knowing what you are about" (p. 245); a good violinist should even

be practised in rhetoric and poetry to be able to execute with intelligence (p. 107). He insists

strongly that the pupil should not advance until he is quite able for what he has to learn: "In this

consists the gravest error that either master or pupil can fall into. The former often lack

patience to wait for the right time; or they let themselves be carried away by the pupil, who

thinks he has done wonders when he can scrape out a minuet or two. Often, too, the parents or

guardians of the beginner are anxious to hear him play some of these imperfect tunes, and

think, with satisfaction how well their money has been spent on the lessons. How greatly they

are mistaken!" (p.57, cf. 121.)The study is not to be made too easy or simple; the learner must

exert himself and work hard. Thus he writes at the beginning of the exercises (p. 90): "These

are the passages for practice. The more distasteful they are, the better I shall be pleased; I

have striven to make them so"; that is, to guard against their being played from memory.The

same ability is displayed in his principles of taste.He exacts above all a "straightforward, manly

tone"; "nothing can be more absurd than to seem afraid even to grasp the violin firmly; or just to

touch the strings with the bow (held perhaps with two fingers), and to attempt such an artistic

up-bow to the very nut of the violin that only a note here and there is heard in a whisper,



without any idea what it means, it is all so like a dream" (p. 101).{CHILDHOOD.}(14)Simple,

natural expression is the highest aim of the violinist, so that the instrument may imitate as far

as possible the art of song (p. 50); "who does not grant that to sing their music has been the

aim of all instrumentalists, because they have ever striven after nature?" (p. 107.)[10019] He is

severe on performers who "tremble upon every long note, or cannot play a couple of bars

simply without introducing their senseless and ridiculous tricks and fancies" (p. 50). They are

blamed the more as they are for the most part wanting in the necessary knowledge where to

bring in their ornamentation without involving errors in the composition (pp. 209, 195). Other

faults of the virtuoso are equally severely dealt with, such as the tremolo of the player "who

shakes away on every note as if he had the ague" (p. 238), or the constant introduction of the

so-called "flageolet tones" (p. 107), or the alternate hurrying and dragging of the "virtuoso of

imagination." "Many," says he (p. 262), "who have no conception of taste, disdain to keep

uniform time in the accompaniment of a concerted part, and strive to follow the principal part.

That is accompanying like a bungler, not like an artist. It is true that in accompanying some

Italian singers, who learn everything by heart and never adhere to time or measure, one has

often to pass over whole bars to save them from open shame. But in accompanying a true

artist, worthy of the name, not a note must be delayed or anticipated, there must be neither

hurry nor dragging, so that every note may have proper expression, otherwise the

accompaniment would destroy the effect of the composition. A clever accompanist should also

be able to judge of the performer. He must not spoil the tempo rubato of an experienced artist

by waiting to follow him. It is not easy to describe this 'stolen time.' A 'virtuoso of imagination'

often gives to a semiquaver in an adagio cantabile the time of half a bar, before recovering{L.

MOZART'S VIOLIN METHOD.}(15)from his paroxysm of feeling; and he cares nothing at all for

the time: he plays in recitative."Technical instruction and skill are to him only the means to a

higher end. The performer must be capable of expressing all the pathos of the piece before

him, so as to penetrate to the souls and stir the passions of the audience (pp. 52, 253).[10020]

As the most important requisite to the violinist for attaining this, he indicates the stroke of the

bow (p. 122) as "the medium by the judicious use of which we are able to communicate the

pathos of the music to the audience." "I consider," he adds "that a composer attains his highest

aim when he finds a suitable melody for every sentiment, and knows how to give it its right

expression." "Many a second-rate composer," he says (p. 252), "is full of delight, and thinks

more than ever of himself when he hears his nonsensical music executed by good artists, by

whose artistic expression even such miserable trash is made intelligible to the audience."It is

plain that he was a sworn enemy to smatterers and pretenders. Thorough technical study and

an intellect trained to clear and rational thought he considered absolutely indispensable to a

true artist. He grants, indeed, that genius may atone for the want of learning, and that a man

highly gifted by nature may lack the opportunity of studying his art scientifically. But this does

not detract from the main proposition nor make his demands less just.The extracts given above

illustrate the principles and the views with which L. Mozart undertook the musical education of

his son, and these being united to a correct appreciation of the freedom and indulgence due to

great natural powers, it must be acknowledged that no genius could have been trained under

happier auspices.!This work, so remarkable for the age, met with suitable recognition.Marpurg,

to whose judgment L. Mozart had{CHILDHOOD.}(16)submitted it in his preface, speaks of it as

follows: [10021] "The want of a work of this kind has been long felt, but hitherto in vain. A

thorough and skilled performer, a sensible and methodical teacher, a learned musician, a man

possessing all those qualities which singly command our respect, are here to be found united

in one individual—the author. What Geminiani did for the English nation, Mozart has



accomplished for the German, and their works are worthy to live side by side in universal

approbation."After this it is not surprising that the first of the critical letters on music which were

published under Marpurg's direction at Berlin in 1759 and 1760 should be addressed to L.

Mozart, with the declaration that the society which proposed to address each letter to some

person of distinction, could not make a fitter commencement than with him. Schubart says,

[10022] "He gained great reputation through his 'Method,' which is written in good German,

and with admirable judgment. The examples are well chosen, and the system of fingering not

in the least pedantic; the author doubtless inclines to the school of Tartini, but he permits

greater freedom in the management of the bow." Zelter expresses himself in the same spirit:

[10023] "His 'Violin Method' is a work which will be of use as long as the violin is an instrument.

It is well written, too."The praise of the author's style of writing is characteristic and well

deserved; it was then a far rarer distinction among artists than at present. L. Mozart's style is

sharp and clear; his sarcastic turn of mind is so prominent that he apologises for it in the

preface, although it is not unusual in the musical literature of the time. Both in this book and in

his letters he proves himself a man who has not only acquired cultivation by intercourse with

the world and by travel, but who is well acquainted with literature, has read with taste and

discernment, and has well-defined and judicious opinions{L. MOZART'S POSITION IN

SALZBURG.}(17)both on aesthetic and moral subjects. He addressed to the poet Gellert a

letter so full of veneration that Gellert replied in the warmest terms, as the following extract will

show:—I should be insensible, indeed, if the extraordinary kindness with which you honoured

me had left me unmoved, and I should be the most ungrateful of men if I could have received

your letter without acknowledgment. I accept your love and friendship, my dear sir, with the

same frankness with which they are offered. Do you, indeed, read my works and encourage

your friends to do the same? Such approbation, I can truly say, was more than I could have

dared to hope from such a quarter. Does my last poem, "Der Christ," meet with your approval?

I venture to answer myself in the affirmative. To this I am encouraged by the subject of the

poem, your own noble spirit, as unwittingly you display it in your letters, and by my

consciousness of honest endeavour.
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